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Centre of Competencies for Managers in the Area of Culture has been

established with the support of the Goethe Institute’s ‘Culture and
Development’ regional initiative. The objective of this project is to improve
the professional skills of people working in the area of culture, and to create a
professional network in order to implement successful joint projects together
with other local Goethe Institutes. After Ms Nino Tchoghoshvili completed
the programme for cultural managers, an international contemporary
art symposium — the ‘TRANSRELATION’ project — was organized at her
initiative, in which Georgian and foreign participants discussed the prospects
of developing contemporary Georgian art. For two days Georgian, Armenian,
Azeri, Belgian, Swiss, Dutch, Israeli and German curators contemplated
Georgian and international art trends and tried to develop concepts tailored
to the South Caucasus region. This project is of the utmost importance for
the development of a local art platform. This is additionally evidenced by the
ongoing ‘Artisterium’ contemporary art exhibition which at this stage, besides
its organization, also needs strengthening of its curatorial work. This project
has also greatly contributed to reinforcing cultural ties and exchanges
between European centres and the South Caucasus. Connections among
the various partners have increased considerably, which will definitely yield
results in the nearest future. This project should be carried out again and
further expanded next year.

Werner Woll

Director of the Goethe Institute Georgia
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n analysis of cultural processes in our country takes into consideration

the activities of all institutions and organizations in the arts and culture
sector, as well as the individuals, the education system and the media
operating in this field.

Such specific international events as conferences and symposiums can help
in mapping the socio-cultural cycle, highlighting the stages in any particular
institution or in the whole sector, and can identify highly competitive domains
and also gaps which, if filled, would ensure greater market competitiveness.

The Open Society Georgia Foundation recognizes the necessity of the
development of the arts and culture field in the country and in the whole
region, and supports relevant and important projects which can hasten the
processes and improve the level in general.

Ana Riaboshenko

Arts and Culture Programme coordinator
Open Society - Georgia Foundation
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Introduction

he TRANSRELATION international symposium of contemporary

arts was held in Tbilisi on 4-5 October, 2010. It formed part of a
project entitled ‘Centre of Competencies for Managers in the Area of
Culture’ implemented in Eastern Europe and Central Asia by the Goethe
Institute, and which supports the development of culture management in
various countries. Nino Tchogoshvili, who participated in this programme,
initiated an international contemporary art symposium for the second time.
Following on from the Research without Boundaries: Curating and Cultural
Exchange in the Intercultural Age (Goethe Institute, Thilisi, 2004), the
*TRANSRELATION symposium had as its focus discussions on exhibition
and biennial formats for the twenty-first century and how Georgia could
engage with these.

The two-day symposium, as well as the workshops and the concluding
discussions, served to address challenging issues of contemporary art,
while the speakers presented various countries’ experiences through their
projects. Even at the preparatory stage of the project three main discussion
themes had emerged:

«  The significance of an international exhibition or a biennial format
for the development and internationalization of the art scene in the
twenty-first century;

. Does Thilisi need a biennial?

«  The role of different types of initiatives in establishing art spaces.

The necessity of selecting the above topics and conducting an international
discourse was preconditioned, not only by their relevance to the Georgian
art scene, but also by their international context. In the past few years,
many international art critics and curators have researched and discussed
innovative forms of exhibitions and biennials for the twenty-first century,
and have attempted to develop new art strategies and models. In this
light, the issue of integrating the so-called ‘experimental and new art
scenes’ into the existing international scenes is also very important. The

9
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symposium provided an opportunity for participants and guests to engage
in an international dialogue and to share their experiences. Cooperation
with the experts participating in the project is of the outmost importance
for future cultural exchanges and partnerships. In the immediate future this
will hopefully help participating countries develop new ties and networks,
design new conferences, encourage targeted development of the Georgian
art scene, and accelerate its integration into the international art scene.

Contemporary art experts, curators, art critics, art historians, artists, students
and media representatives participated in the workshops that formed part
of the symposium and the project. The guest speakers came from eight
countries: Germany, Switzerland, Holland, Belgium, Israel, Armenia,
Azerbaijan and Georgia. Their selection was based on their respective
areas of work.

The symposium was conducted in parallel with the third ‘Artisterium’
international exhibition of contemporary arts held in Tbilisi from 2—-10
October, while the Centre of Contemporary Art — Tbilisi was opened on 1
October. Thus participants and guests of the symposium had an opportunity
to visit the many exhibitions being held in Tbilisi at the time, and to get better
acquainted with the most recent processes taking place in the Georgian art
scene.

THE SYMPOSIUM AGENDA

The Ministry of Culture and Monument Protection hosted the first day
of the symposium. After the opening speeches, the first session was
dedicated to a discussion on relevant ongoing processes, tendencies and
problems of the Georgian art scene. The speakers (Mako Choghoshvili,
Gia Bughadze, Magda Guruli, Khatuna Khabuliani, Wato Tsereteli and Nini
Palavandishvili) discussed the role of state institutions and private initiatives
in the development of the Georgian contemporary art scene. Participants
also talked about issues of art criticism, scientific research, art production
and international projects.

At the second session three speakers (Marieke van Hal, Barbara
Vanderlinden and Claudia Jolles) shared and discussed with the audience
their viewpoints and experiences relating to the history of biennials and
their multilateral importance. At the end of the day, a concluding discussion
(moderated by Helen Hirsch, Nino Tchogoshvili and Samuel Herzog) was
held in which the participants actively engaged in a discussion as to whether
Tbilisi needs a biennial or not in the future.

Day 2 of the symposium was held at the Goethe Institute Georgia. The first
session was dedicated to examples of art scene development from various
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countries. The presenters (Eyal Danon, Dilara Vagabova, Anna-Louise
Kratzsch and Mkrtich Tonoyan) discussed the development, specificities
and peculiarities of the art scenes in their respective countries and also
talked about their own organizations and various programmes.

The second part of the day was dedicated to workshops and discussions.
The Goethe Institute hosted three simultaneous workshops. Samuel Herzog
led the first, which developed a special spice recipe for the Georgian art
scene. Wato Tsereteli was in charge of the second workshop. He shared
his experiences of individual initiative in the post-Soviet space with young
curators and art historians. In the third workshop, led by Helen Hirsch and
Nino Tchogoshvili, participants were given a further opportunity to discuss
perspectives of developing the art scene in Georgia, existing resources, the
necessity of biennials and their potential forms.

All the presentations from this two-day symposium, as well as most of
the texts and visual materials used during the workshops and discussion
sessions, have been collected in this publication, and will serve as a very
important point of departure for the preparation and development of a
biennial in Thilisi.

The author of this project and the organization team would like to express
their deep gratitude to all participants and guests of the symposium, to the

organizers of the project, the sponsors and partners for their support and
their cooperation.

Nino Tchogoshvili

PhD. Art Historian, Founder of the Culture and Management Lab

Helen Hirsch

Art Historian, Director of the Kunstmuseum Thun

1"
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The Role of the Ministry of
Culture and Monument
Protection of Georgia

in Supporting and Developing
the Local Arts

F irst of all, to thank you for taking an interest in our culture and for

participating in this symposium. | do not want to bore you, so | will try
to be brief. | would like to focus your attention on the Ministry of Culture’s
support for the development of contemporary fine arts, our priorities and
perspective. Fundamental socio-economic changes during the transitional
period greatly influenced Georgia’s creative life and art. The situation was
further complicated by the ongoing wars within the country, which had a
considerable impact on Georgia’s social and financial sectors and, hence,
naturally on the area of culture as well. Many talented artists had to leave
the country and look elsewhere for a better work environment and creative
opportunities.

The creative and intellectual brain drain, decreased state support, sporadic
donor assistance and reduced public interest weakened the area of culture
and made it impossible to adapt to changing circumstances. At the same
time, the Soviet historical and cultural legacy was still very strong in
Georgia, hindering the spread of contemporary art trends and new ideas.

That reality was also responsible for the lack of opportunities for
representatives ofthe local artworld to participate ininternational exhibitions,
forums and other art events at the end of 1990s. Their involvement in
art events was often only occasional. The processes and tendencies of
contemporary world art have not had sufficient impact on Georgian art and
culture, although in recent years the Georgian government has allocated
considerable funds to rehabilitate the art sector and to organize structural
events.
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The sustainable and rapid development of the art sector requires further
support. The European Union (EU) understands that the wealth of European
culture is based on its diversity and shared cultural heritage. Therefore, the
EU has a remarkable standpoint of providing national governments and art
specialists with the necessary mechanisms and support that are vital for
developing and implementing a successful policy in the art sector.

In 2004 the Ministry of Culture and Monument Protection of Georgia
re-analyzed the problems which existed in the management of the art
sector, defined the State’s objectives and elaborated a long-term policy
which is reflected in the programmes developed by the Ministry. From
a fine arts perspective, these changes were reflected in the ‘Fine Arts
Development Programme’, which promotes the development of the fine
arts, the implementation of State policy in this sphere, advances innovative
tendencies and achievements, supports the implementation of international
projects, encourages artists, and revitalizes creative processes.

In 2004-2005 the Ministry established partnerships with non-governmental
organizations working in Georgia and supported curatiorial projects
proposed by art organizations, initiative groups and individuals, thus
initiating the development of curatorial work in the country. Art competitions
were held within the framework of the programme and the implementation
of up to 50 winning art projects was supported.

From the visual arts perspective, the Ministry’s priority in 2006-2007
was supporting the projects of the ‘Georgian Season’. The objective of
this programme was to promote Georgian art in Western countries and
to present Georgian contemporary visual arts in the international arena.
Thus seven international projects were implemented within the framework
of the ‘Georgian Season’ programme in 2007. These were even presented
at renowned art events such as the Venice Biennale, the Istanbul Biennial,
the Prague Quadrennial and others. For the very first time, the State
sponsored a Georgian pavilion with the artwork of three Georgian female
artists at the 52nd International Art Exhibition in Venice.

International art projects in the ‘Georgian Season’ programme in 2007
successfully participated in international art events. Nevertheless, it
has become apparent that in order to take effective action to promote
contemporary fine arts, it is necessary to elaborate a strategy for
developing this process. Before presenting local creative products in the
international arena, first of all a local art platform should be developed in
Georgia, an art space where invited artists (experts, curators, gallerists,
painters) together with local artists will jointly develop curatorial projects
to create products that will later be presented internationally. In other
words, in order to fully develop contemporary fine arts, internal problems
should first be solved within the country. Georgia did not have a suitable

13
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environment for this in 2008. There were no state cultural institutions — no
Centre of Contemporary Art or large exhibition venues (private galleries
were not and still are not ready to host and organize large-scale exhibitions
in line with modern standards) and, of course, no multifunctional museums
of contemporary art which, in parallel with organizing exhibitions, should
also have research laboratories with state-of-the-art equipment, and
auditoriums that meet international standards for hosting symposiums,
conferences or seminars. It was apparent to everyone that, with such a
lack of infrastructure, having a suitable format for international art forums
was particularly important. At this stage, this is the only way to create in
our country creative intercultural communication, a local stage and an art
platform that will attract international as well as local artists. Hence, an
international forum organized in Georgia on a regular basis may fill the
vacuum of the art institutions the country.

For this reason, as one of priorities of the ‘Georgian Visual Art Development
Programme for 2008’, the Ministry initiated support in organizing an
international forum of contemporary visual art (the project was developed
and implemented by the competition winner, the Centre for the Global
Coordination of Culture and Art, Director: lliko Zautashvili). The title of
the event was based on the name of a club which existed alongside the
journal ‘Arsi’ in Thilisi at the beginning of the twentieth century. This club
was famous for its modern innovative exhibitions, poetry readings and
discussion sessions. This title enables us to restore the link between
contemporary Georgian art and the modernism of Tbilisi, thus reconciling
Georgian art with its roots.

Against the backdrop of the 2008 Russian political aggression, under
most challenging circumstances for Georgia, ‘Artisterium 2008, the first
international forum of the visual arts, was organized. Despite the difficult
conditions, the ‘Artisterium’ hosted artists from many countries around
the world. This clearly marked the national priorities of Georgia and the
directions of its future development.

Together with the Ministry of Culture and the Centre for the Global
Coordination of Culture and Art, all interested art organizations participated
in the implementation of the project. Partnerships were established with
international organizations working in Thbilisi as well as various embassies
(e.g., the British Council, the Goethe Institute, the Alexandre Dumas
French Cultural Centre, the Embassy of the United States in Georgia,
etc.). The forum tried to showcase as widely as possible the diversity of
contemporary art and innovative tendencies. It was included the list of the
top best cultural events held in Georgia in 2008.

From 2009 to date the Ministry of Culture continues its partnership with
art organizations. However, in most cases, the initiator and the main
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donor is the Ministry itself. The presentation of contemporary art (with its
constituent sectors such as video art, photography, video installation, new
media, etc.) requires advanced modern technologies. However, the budget
allocated for the development of the visual arts is not sufficient to fund such
large-scale events. Also, support from the private sector (charity funds) for
contemporary art is rather weak.

In spite of numerous problems and based on priority directions within
the framework of the programme, in the last two years regional mobile
art projects were annually carried out in the eastern and western parts of
Georgia in order to revitalize exhibitions and creative life, and to improve
the infrastructure in the regions.

With the intention of identifying local resources in this area, ensuring
informational and analytical research services, and promoting art and
culture, the Ministry has initiated a three-year project entitled the ‘Web
Archive of the Contemporary Fine Arts of Georgia’ (www.art.gov.ge digital
database). The Georgian National Museum implements this project.

To promote contemporary Georgian art and the local art scene, the
‘Artisterium’ international visual arts forum is being organized in Thbilisi for
the third time. Each year the forum grows and develops new perspectives
of changing its format into a biennial.

However, the timeliness and justification of organizing a biennial in our
capital is a topic for further discussion. Precisely for this purpose, and
in parallel with the ‘Artisterium’, the Goethe Institute and the Culture and
Management Lab. are jointly holding this contemporary art symposium
today.

| hope that this gathering will further strengthen our partnership, help define

new perspectives, and stimulate the development and implementation of
high quality contemporary art projects.

Mako Choghoshvili

Deputy Minister of Culture and Monument Protection of Georgia
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Culture and Reality

believe that ever since the concept of culture, both generic and abstract,
has almost replaced the concept and understanding of art, the question
of creating multi-centred simultaneous cultural activity (or actors) has
arisen. To put it another way, there has arisen in reality a necessity both
of decentralization and also of individual actors’ intermingling and contact.

Sincethe so-called centre can nolongersustainitselfonits own lifeimpulses,
the artistic processes that exist within the ‘centre’ itself have become
‘enfeebled’ due to the extent and scale of the means of communication. As
a consequence of this, seeking genuine life impulses, to a certain extent
implies precisely decentralized coordination or, to be more exact, regulated
decentralization, simultaneous regulation, and systematization.

Simultaneous regulation at the heart of the cultural process together with
the introduction of an indigenous ‘endemic’ art element (if indeed such
endemicity exists) for its part implies global unification, that is, it implies
the existence of the indigenous, the well-established, the national and
the ethno-tribalistic, which will be incorporated into uniform international
systems. It is precisely here that that centuries-long battle which in
European culturology means the mutual opposition between culture and
civilization, ethics and aesthetics, will manifest itself or be renewed.

Today is marked by the very same binary opposition between art and
culture as existed at the turn of the twentieth century between culture and
civilization. Everything endemic, national and ethnic was considered a part
of culture, while everything uniform was directly connected to civilization.
This is a classic opposition and | believe that, today, it has to a certain
extent been transformed into an opposition between art and culture. This
apparently absurd polarity reflects a dramatic reality. The opposition
between the concepts of art and culture is in an especially difficult phase
and, if we discuss it logically, compared to culture, art should imply greater
indigenousness and greater depth.

The indigenous always clearly reflects the mark of tradition. For its part the
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traditional becomes particularly problematic and thought-provoking when
that source or fountainhead from which it originated is lost. Where the life
impulse has died or is hidden, only a form or shell remains, but a shell,
a husk, cannot be alive. A shell left without essence is defined by a self-
sufficient formality.

For this reason what will be assigned to the artistic, the indigenous and the
traditional cannot a priori be considered life-giving, since the concept of
cultureitselfunder conditions of global unification, in spite of its extraordinary
diversity, variety and false individualism, has completely lost its unique
effect. A paradoxical situation has arisen: in an era of individualism, under
conditions of globalization, everything has become monotonously uniform.
In spite of formal diversity, everything becomes essentially the same and
assumes a uniform appearance. For example, in spite of their differences,
Indian, Irish and Georgian dances can even look the similar on the stage,
with the same rhythm, movements and dynamic, since this is what the
uniform standard demands. The issue of the standard is another separate
topic which merits separate discussion.

In a period of such formal innovation and formation, we have attained
complete inner emptiness, | would say, a uniform ‘nothingness’. The
only thing that comforts me is to acknowledge this feeling of the reality
of ‘nothingness’, which gives rise to a sense of utter discontent. Neither
animals nor machines have this feeling, which in itself does not destroy but,
on the contrary, increases the need for the human and the humane.

James Joyce used to say that a fake art product tries to influence a person
in two ways: by seduction and by fear. The former attracts and seduces
you, it explodes, while the latter, in contrast, repels you and in this way
captures you. Joyce considered that both of these completely kill the life
impulse in humans as living beings. Thus, to an extent, he shared the
viewpoint that constituted the basic pathos of Aristotle’s ‘Poetics’. In this
case | mean a cathartic compassion-sympathy which, in Joyce’s opinion,
was corrupted by seductive art.

| believe that a process of a kind of depravity is manifest today with
particular force, although it is coordinated and programmatically regulated.
But it still seems to me that by vigorous action on the spot, by analyzing
things in the ‘endemic’ art environment itself, it should still be possible to
decipher and demonstrate certain vital ‘remnants’ or ‘traces’ or ‘footprints’.

In an era of such simultaneous regulation, in my opinion, even the issue
of taste has become relative and with a non-creative intent. From today’s
perspective, taste animates critical rather than creative pathos, thus this
issue itself is to an extent relative and effects a levelling of the criterion, of
the defining evaluative formula. Where then is that point or topos where a
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person remains human and, at the same time, his action is not rectilinear in
an ‘historicistic’ understanding, it is non-linear and does not revolve within
itself like Samsara, without aim and without ideal?

It is impossible for the answer to be unambiguous, but it is a fact that this
issue should be raised and discussed.

This brings to mind Goethe’s remarkable tale about the green snake and
the white lily, where the protagonist asks the snake: ‘But what is the most
important thing? Light?’ ‘No.” ‘Warmth?’ ‘No.’ ‘Love?’ ‘No. Only conversation
is important.” Yes, conversation, dialogue, even a ‘polylogue’ about the
general processes of personal, human and creative self-realization since |
deeply believe that history exists, that it has not ended and will not cease
so simply, that Alpha and Omega — that is, the beginning and the end —
exist, while at the same time polygenesis — renewal and recreation — is
eternal. At the same time, | also believe that the function of art today, as
opposed to the Middle Ages, is not theodicy — that is to say, a vindication
of God’s actions and creation, but rather anthropodicy — a justification and
explanation of human actions. The object of anthropodicy is man himself
with his connections to the inner and outer worlds, the micro- and macro-
cosmos, to society and to personal freedom, tradition and innovation. Man
makes all decisions, so everything is considered in relation to man. Today’s
conference gives us an opportunity to get in closer touch with each other,
to discover or rediscover each other, to attend, to question, to a certain
extent to crush the feeling of discontent aroused by that ‘nothingness’,
although, as the great Ortega y Gasset used to say, ‘The essence of man
is discontent’.

Gia Bughadze

Rector of the Thilisi State Academy of Art
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Imagining a Future from the
‘Artisterium’ to a Biennial

The ‘Artisterium’ is an annual international contemporary art exhibition and
art events held in Thilisi. The events comprise international art exhibitions,
individual art projects, and a two-day symposium and educational and
cultural programme.

In 2008, when searching for a name for the event, we decided on
‘Artisterium’, since this reflected the modernist, cultural and artistic
dynamics of the Thilisi of the 1910s. The event’s title refers to the art club that
functioned at the ‘ARS’ art magazine in Tbilisi early in the second decade
of the twentieth century. This club was famous for its well-developed and
intense artistic environment, its avant-garde exhibitions, poetry evenings,
lectures and other activities that responded to the modernistic and cubo-
futuristic tendencies of the time. The name of the event lets us restore the
connections of contemporary art in Georgia to Tbilisi modernism, and thus
to its roots.

Georgia’s natural development has often beeninterrupted as aconsequence
of its geo-political location, which always determined the cultural, political
and historical characteristics of the country. The processes taking place
in Georgia now — its political, social and cultural environment — make it
necessary to present Georgian art extensively in the cultural and artistic
space of the world, and to bring this space closer to Georgia.

Rules, patterns and systems in contemporary art have been established
over a prolonged period. It is especially important to realize when such
rules appear, and are taking root in new countries, with new political and
social formations. Georgia, as well as the whole of the South Caucasus,
is in the process of defining its place on the contemporary art map of the
world. In this process, it is extremely important to discover methods of
presentation, art practice and ways of communication specific to Georgia,
based on pre-existing experiences. In future, this will assist us in finding
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our own place on this map, where these very differences will act as our
‘business card’.

The ‘Artisterium’ therefore aims to elaborate a platform that supports
the development of an open and direct dialogue, the establishment of
long-term contacts and the popularization of the Thbilisi art scene. On
the basis of meetings and exchanges among artists and curators from
various countries, one of the main goals of this event is to search for those
differences and commonalities that define one’s place and identity in art.

Experience gained during the organization of numerous international and
local events in Thilisi has turned out to be a good precondition for the
implementation of a major international art event in the Georgian capital.
In spite of the fact that Tbilisi has on numerous occasions hosted large-
scale international art events, the ‘Artisterium’ is the only major exhibition
implemented in this space at the moment since, for various reasons
— whether political or financial — it is quite difficult to maintain recurring
events over a long period.

While working on the Artisterium project, it has been common to find
oneself in a less than adequate situation. The art infrastructure of the
country is indeed quite limited and consists of very few contemporary art
spaces or means of supporting artistic practice or production. This has,
however, never prevented the Georgian contemporary art scene from
being lively and colourful.

Thus, one of the goals of the ‘Artisterium’ — and a very important one at
that — is to identify and solve all the problems that we are facing today. The
most significant of these are financial issues. Currently, only two entities
provide funding for contemporary art in the country: the Ministry of Culture
and Monument Protection of Georgia, and the ‘Open Society — Georgia
Foundation’ (the ‘Soros Foundation’). Clearly, these two institutions alone,
each of which has its own specific model of funding, requirements and
conditions, are not sufficient for the establishment of the necessary process.
Similarly, the existence of one large-scale art event on its own is insufficient;
the implementation of various exhibitions, workshops and educational
programmes is essential. Equally indispensable is the availability of art
foundations, which would provide artists with opportunities to receive even
a small amount of funding through relatively simple procedures so as to
ensure continuous production and art practice. The identification of funds
for travel is also very significant, as artists who do not work with curators
or institutions find it difficult to implement the procedures associated with
fundraising.

Hence, another goal of the ‘Artisterium’ is to attract more attention from
society, businesses and the government, since otherwise there is a chance
that, like earlier international art events, the ‘Artisterium’ will cease to exist
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and all will have to be initiated again.

Thus, from the viewpoint of the further development of the ‘Artisterium’,
the topic of a biennial is quite significant in terms of the endurance of the
event. However, it should be noted that more than 200 biennials are held
today throughout the world. With this in mind, it is important to create a
biennial structure and a process more or less tailored to Georgia, one
which would distinguish it from pre-existing large- or small-scale biennial
events in at least in one significant, easily memorable, creatively interesting
and substantial characteristic.

It is obvious that any biennial is closely linked to the cultural, social and
political environment of the state. A biennial, as one of the constituents of
the art system, is the result of close cooperation between the government
and the art institutions operating in the country. Thus, the crucial factor
in the process of establishing a biennial in Georgia is going to be the
integration of the independent art institutions functioning in the country and
the valuable financial and/or political support of the government.

Magda Guruli

“Artisterium” curator
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Georgian Art for International
Projects — Specifics and New
Challenges

would like to begin with a work by a Georgian artist, Misha Shengelia,

titted “Drowned Curators”. Grotesque, black humour and parody are
characteristic features of Shengelia’s work. On the one hand, a part of
the artistic society perceives this piece as an artistic provocation, intended
to usurp the attention of art critics and curators. Indeed, following the
presentation of this work, interest in the artist increased. On the other
hand, the theme of this piece, as well as being artistically exaggerated,
reflects a widespread belief in Georgian art space. In general, Georgian
artists are constantly dissatisfied with the inactivity of curators, gallerists
and critics. The latter, in turn, claim that artists seem not to care enough for
their own development; they only create works in conformity with proposed
projects; and, in most cases, they are ready to develop any suggested
topics, regardless of whether these are of value to the artists. The objective
reason for this situation is that the organization of exhibitions and funding
opportunities are rare and, if they do exist, one is unable to decline them.
The infrastructure does not function according to the following scheme:
artist — gallery — gallerist — critic — art market — museum — cultural policy
and, consequently, this triggers a spontaneous and, in most cases, self-
regulated and uncontrolled process, while projects remain one-off offers.
In spite of various international projects, the concepts for which are for the
most part supplied from the outside and in which Georgian artists actively
participate, the insularity of Georgian art remains an insurmountable
challenge. However, the participation of Georgian artists in such projects
often has a formal character and is only intended for the purposes of
communication and cultural exchange. Problems directly related to the
artwork itself are always in the background.
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The problems of Georgian contemporary artlargely resemble the challenges
existing in the art space of other former totalitarian countries. What we
call “contemporary art” in the republics of the post-Soviet space is based
on a fundamentally different approach that contrasts with Western states.
Trends banned by Soviet censorship were introduced into these countries
much later and with specific interpretations, which initially and primarily

9. REPUMA
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established a civil position and granted them a kind of dissident status.
“Unofficial art” produced in the Soviet Union expressed a protest against
ideological art and censorship; it associated the reflection of forbidden
Western tendencies with its own context, and implemented their specific
adaptation. In Georgia, this process began even later and, here, unlike in
Moscow, no pluralism of styles occurred. There were several nonconformist
artists, such as Avto Varazi; however, they were unable to exert a major
impact on the dynamics of the Georgian art scene. A significant change was
introduced by Alexander (Shura) Bandzeladze, whose interest in abstract
expressionism prompted his recognition as the only representative of the
Georgian avant-garde in the 1970s on the initiative of Leonid Bazhanov,
the director of the State Centre of Contemporary Art in Moscow. This fact
in itself is noteworthy, since everything was controlled by Moscow, and
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decisions concerning who would receive the title of an avant-gardist were
also made there.

The interest of artists in the former Soviet space, including Georgia and
East European countries, towards conceptual art was, at first glance, more
indicative of their desire to get better acquainted with Western culture and
of their aspirations to identify themselves with the system of visual symbols
of this culture, rather than the artists’ need for self-actualization. During this
period, information was most important for artists but, due to the regime of
the time, extended access was difficult.

Later, when the issues of isolation and lack of information had been
resolved, and foreign art space was no longer closed for Georgian artists,
they realized that the style in which they were accustomed to work would not
spark interest in the West. They were faced with the challenge of creating
authentic artwork that would reflect familiarity with Western contemporary
art, as well as information regarding original experiences, in other words,
would convey a “message”.

Thus, the conditions of the origin and development of Georgian
contemporary art are very different from the Western model. Firstly, the
significance of actual art in the local context is to be established through
the format of contemporary art. Equally important is its popularization, and
the implementation of socially integrated and interactive projects. Thus,
contemporary art will become more organic and easily recognizable to the
public. As a result, we will obtain authentic work, which will not be artificial,
targeted towards general contemporary art, or created “to order” for an
international project.

The Georgian art situation is problematic and unable to produce a valuable
message for the international art scene. This requires complex work and
long-term projects. There are resources in terms of current artists, as well as
theoretical research and organizational directions. In other words, artists,
theorists and curators exist; however, they are obliged to work under very
precarious circumstances. Without a concrete cultural policy and long-
term projects it will be difficult to escape from this situation. Consequently,
without serious support and a complex understanding of cultural policy, the
result we obtain may not be very comforting — all artists will be focussed on
emigration and will no longer be interested in their own area of work where,
not unlike in totalitarian or theocratic states, contemporary, modern art will
no longer exist.

Khatuna Khabuliani

Art Critic and Curator
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Initiative in Post-Soviet Space

hat a strange coincidence! When in 2004 Nino Tchogoshvili and

Helen Hirsch initiated and held the first symposium called ‘Research
without Boundaries’, the topic of my address then was ‘Potential Ashes’. At
that time | was asked questions about the necessity to materialize ideas.
Today, six years later, an interesting group of people have again convened
in Thilisi in parallel with the ‘Artisterium’ international exhibition to discuss
cultural identity. My art project within the context of the ‘Artisterium’ is
entitled ‘Natsarkekia’s House'. It was implemented in collaboration with
the architect Mika Kruashvili and the sculptor Dato Tabatadze. It is a half-
joke project which could end up as a building shaped like Natsarkekia — a
lazybones character from a Georgian folk tale. The building will house the
Institute of Parallel Universes.

Let’s talk about the possibilities for private initiatives in Georgia.

There are two problems, two barriers, which hinder the shaping of this
country into a civil society. These problems paralyze human potential.

1. The banning of private initiative during Soviet times made people
lose the ability to grasp and imagine that they could do anything at all
independently. This prohibition spanned three generations. The state was in
charge of everything related to governance, organization and management
in the lives of these generations.

2. The exclusive state ownership of all property determined people’s
attitude of treating that property irresponsibly. Similarly, the Soviet
regime’s forced collectivization backfired and formed an anti-collective and
individualistic society.

The actual manifestation of the first problem is the expectation in our
society that somebody (the government) will come and do what needs to
be done, provide employment, support, etc. At the same time, Georgia has
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chosen a liberal-democratic system as a guarantee of its freedom. This
freedom simply has not been directly articulated. A democratic system is
based on the shared participation of every citizen, the private sector and
the government in the management of the country.

For twenty years after the disintegration of the Soviet Union, a traumatized
society was left without the regime’s governance. Naturally, it would
be hard for society to develop mechanisms of social governance. For
instance, farmers for the most part couldn’t manage to use the irrigation
systems according to a schedule. The irrigation channel was in place and
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the water that flowed in it was enough for everyone, yet the social planning,
the mechanism for shared care, was not functioning.

Apart from godlessness and tyranny, it turns out that the Soviet system has
erased basic skills from human consciousness. For example, as a result of
the above, a considerable part of the land in Georgia — which is an agrarian
country — is not cultivated and does not have an owner to take care of it.

The idea of conducting workshops and discussions on the topic of ‘Initiative
in Post-Soviet Space’ is focused on the evaluation of our shared past
and the realization that, for its member nations, the Soviet Union was a
contrived, imposed and traumatizing system.

These issues have not been properly articulated yet. Therefore | think that
after our meetings some of the participants will better perceive and realize
their own potential.

‘Initiative in Post-Soviet Space’ envisages helping participants better

understand what constitutes material, intellectual or informational capital
for their project.

Wato Tsereteli

Director of the Center of Contemporary Art — Thilisi
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Meanwhile. In times of De- and
Re-Construction

eoAlR was initiated in 2003 by the Georgian artist Sophia Tabatadze,

who had returned from Holland to Georgia after studying, working
and living there for many years. Since 2007 it has been officially registered
as a non-governmental organization, a non-profit legal entity that works
with project-related funding.

The idea behind founding GeoAIR was to organize and collaborate in
international exchange projects with the goal of strengthening the Georgian
and Caucasian art world, bringing together artists from different cultural
backgrounds and finding relevant contexts for them to work in.

The situation in the arts in 2003 and 2004, when [, too, returned to Georgia
from Germany, was very difficult, as the contemporary art scene had no
public presence here. The impression back then was that all the artists
were holed up in their studios. As an outsider it was almost impossible to
get an insight into the city’s cultural life. No museum or gallery provided
information about the state of the arts in the city or in the country as a whole,
there was no magazine dedicated to contemporary art and art discourse,
and not even a city guide with listings of galleries and cultural events. In
short, there was no shared cultural facility or adviser to guide the ‘outsider’
through the city’s cultural landscape. Since the 1990s, artistic events have
rarely been documented and materials are still scattered among private
studios, homes and short-lived galleries and institutions. The local artistic
scene was invisible to itself as well as to the rest of the world, its potential
for development impeded. Cultural projects emerged only for short periods
of time on account of political instability and the lack of a cultural strategy,
long-term thinking, and systematic analysis. The continuity needed for
sustainable cultural development was — and still is — missing.

Given this situation, GeoAIR felt it necessary to initiate international
exchange projects.

Up to 2010, GeoAIR had no physical space, all projects were organized and
presented in the context of the project. For the most part GeoAIR chooses
spaces not associated with institutional arts, such as a wine factory, a silk
museum, a former ministry, etc. There are several reasons for this:

The first reason relates to the non-existence of contemporary art museums
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and galleries in Thilisi and in Georgia in general. Until recently there was
no institution in Georgia representing contemporary art. CCA Thbilisi
opened its doors on 1 October 2010. The ‘Georgian National Museum:
loseb Grishashvili Thilisi Historical Museum — Carvasla’ is the only state
museum hosting most of the contemporary exhibitions taking place in
Thilisi, although it has no clearly defined profile. The job it does is absolutely
creditable — if not for the ‘Carvasla’ there would be no possibility of hosting
large-scale projects.

Most of the State Museums and galleries are being completely or partly
renovated for years now.

The second reason why GeoAlIR always moves from one space to anotheris
our wish to explore and get connected to other initiatives and organizations
interested in developments in contemporary art. GeoAIR stimulates and
raises awareness and engagement with art and culture not only in Georgia,
but also within the Caucasus region. We work together with international
individuals and organizations that share our goals.

Besides this, GeoAlR always looks for a dialogue not only within the art
scene, but also tries to set up communications with the general public
and local dwellers. With their projects GeoAIR focuses and comments on
diverse socio-political and urban aspects of the city and the country.

IN 2007 GEOAIR STARTED A PROJECT CALLED ‘ARCHIDROME’, which
serves as a space for the accumulation and generation of information and
knowledge on cultural developments and the artistic discourse primarily
in Georgia, but also in Armenia, Azerbaijan and Turkey. The project
creates opportunities for local and international artists, arts professionals,
interdisciplinary academics and independent researchers, as well as for
the general public, to exchange ideas, knowledge and experience on
current trends in the field of contemporary art. ‘Archidrome’ provides open
access to artistic creations, generating relevant discourse and establishing
an art platform for artistic exchange, educational and public awareness
purposes. ‘Archidrome’ is a material and web archive encompassing the
works of artists from the region, as well as related informative, critical and
theoretical materials. ‘Archidrome’ contains artists’ portfolios, texts, DVDs,
postcards, sound recordings, and so forth. Local as well as foreign artists
are invited for presentations and lectures that concern cultural events in
the region.

IN 2010 GEOAIR STARTED A SELF-DIRECTED RESIDENCY
PROGRAMME that offers primarily curators and cultural producers the
opportunity to base themselves in Thilisi and to use this location as a
starting point from which to build networks, meet artists, cultural institutions
and curators from the Caucasus region, and to develop and deepen their
knowledge of and research into the Caucasus context. Before now there
was no pre-programmed residency available in Thbilisi, and very rare
opportunities for curators and theoreticians to work in and on Georgia and
the Caucasus.

29



Frozen Moments:
Architecture Speaks
Back. From George
Chakhava'’s private
archive, July

22-25, 2010, Thilisi,
Georgia; The Former
Ministry of Highways
of the Georgian
Soviet Socialist
Republic

3040690
9mdgbhgdo:
20d0h9dHydo
3330Lbmab*,
300M30 Bobogols
396 dm 50J0300006;
22-25 ogemolo,
2010, md0gmobo;
Logodmggmmb
Lodgmmo
bmgoomobhydo
©9b3dmoz0L
BooghmImoomm
38900L ymxomo
Lodobobhom

30

|  LABELING OF LOCATION: THE CONTEMPORARY ART SCENE IN GEORGIA

The GeoAlIR residency programme emphasizes a collaborative process
with institutions, organizations and cultural producers from the Caucasus
region, and is intended to strengthen and extend the artistic foundation of
the area and to encourage and stimulate the exchange of knowledge and
the production of significant cultural projects over a long period of time.

GeoAlIR does not propose a set programme or conditions. Instead, GeoAIR
is responsive to ideas and opportunities that emerge from our network and
proposed resident projects.

GeoAIR assists in the realization, investigation and conception of new
productions and research through connecting the resident with suitable
organizations, curators, artists, venues and research opportunities in

relation to the proposed project. GeoAlIR’s flexible platform enables the
programme and the resident to work with a wide variety of partners on
innovative project collaborations.

This structure addresses the need for information and knowledge exchange
and recognizes the potential for wider impact and multiplier effects,
and encourages the creation of this ripple effect both in and outside the
Caucasus region.

Every resident is required to give a public presentation at a location in
Thilisi. Our residency is always stressing the importance of residents
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making presentations in various places and, if the project entails travel,
to hold a public presentation at other sites. It is up to the resident what
form of public presentation they wish to do. This can be an artist talk, a
workshop, a lecture about a specific topic, a presentation about the project,
a discussion or an exhibition.

GeoAIR asks each resident to contribute to our ‘Archidrome’ Contemporary
Art Archive. Residents are asked to bring materials concerning not only
their own practices, but also from their own network of artists, curators and
other institutions in order to enrich the archive and enforce the residency’s
focus on international collaboration and dialogue.

Here is a selection of projects by and with GeoAlR:

‘FOREIGNER’ 2003. Location: A wine factory in Thilisi, Georgia, and Felix
Meritis, Amsterdam, NL. Concept and organization GeoAIR/Qudi: Sophia
Tabatadze, Nino Purtskhvanidze.

‘GEORGIA HERE WE COME’ 2006. Location: NAC (National Art Centre),
Thilisi, Georgia, and Expodium, Utrecht, NL. Concept and realization:
ERforS (Enough Room for Space) (NL): Marjolijn Dijkman, Maarten
Vanden; Xpodium (NL): Maaike Gouwenberg, Bart Witte; Organization in
Georgia GeoAlR: Sophia Tabatadze, Nadia Tsulukidze, Freya van Dien.

‘EXCHANGE ACADEMY’ 2008. Location: State Silk Museum, Thbilisi,
Georgia. Concept and organization GeoAlR: Freya van Dien / Onno Dirker
/ Sophia Tabatadze.

‘RECIPROCAL VISIT 2009. Location: State Silk Museum, Tbilisi, Georgia
and DEPO, Istanbul, Turkey. Concept and realization: Selda Asal and
Serra Ozhan (TR).

‘FROZEN MOMENTS: ARCHITECTURE SPEAKS BACK. RESEARCH
& LEISURE’ 2010. Location: The former Ministry of Highways of the
Georgian Soviet Socialist Republic, Tbilisi, Georgia. Project by Joanna
Warsza. Produced by the Other Space Foundation and the Laura Palmer
Foundation Warsaw, in collaboration with GeoAIR Georgia, AICA Armenia
and the Institute for Real-Estate Economy and Project Management,
Biberach, Germany.

www.geoair.blogspot.com

www.geoairresidency.blogspot.com
www.archidrome.blogspot.com

Nini Palavandishvili

Curator of GeoAIR
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Rethinking the Biennial

his text is based on the editorial essay “Biennialogy” for The Biennial

Reader, an Anthology on Large-Scale Perennial Exhibitions of Contemporary Art,
edited by Elena Filipovic, Marieke van Hal, and Solveig Qvstebg, Bergen
and Ostfildern: Bergen Kunsthall and Hatje Cantz Verlag, 2010.

With the rapid proliferation of biennials across the world since the
nineties, the question “to biennial or not to biennial?” which indicates an
exhaustion or saturation of the biennial genre, has become apparent. This
Shakespearian question is usually addressed by a mix of professionals
from different fields, in most cases from the cultural and political (finance
providing) world. The biennial is a tool in their hands, which requires fresh
consideration and examination every time. Most new biennial institutions
gain inspiration from existing biennial models and types, and most new
biennial organizations reconsider the exact format in relation to the
particularities and distinctiveness of their location. In order to go beyond
the arguments for or against the use of the biennial, and perceiving its
proliferation as a problem in itself which has easily closed down discussions
in the past, it is important to analyze the biennial as a cultural object,
especially since its relevance and critical currency is profoundly contested
today.

Whatis a biennial? For some, the biennial is a critical site of experimentation
in exhibition-making, offering artists, curators and spectators a vital
alternative to museums and other similar institutions whose institutional
inertia does not allow them to respond with immediacy and flexibility to
developments in contemporary art. For others, however, the word biennial
has come to signify nothing more than an overblown symptom of spectacular
event culture, the result of some of the most specious transformations of
the world in the age of late capitalism; in short, a Western typology whose
proliferation has infiltrated the most remote parts of the world where
such events would be little more than entertaining or commercially driven
showcases designed to feed an ever-expanding tourist industry.

The history of exhibitions is one of the most vital and yet, paradoxically,
most neglected narratives of our cultural history. And, given the important
role of biennials and other recurrent exhibitions of contemporary art in
contemporary culture, it is necessary to look at their evolution and status
today. Exhibitions in general, and one could argue biennial exhibitions
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specifically and increasingly, are central sites for understanding artworks
today. If it can be said that for more than a century museum and gallery
exhibitions have largely been “the medium through which most art becomes
known,” then it is the biennial exhibition that has arguably since proved
to be the medium through which most contemporary art has come to be
known.! Indeed, biennials have become, in the span of just a few decades,
one of the most vital and visible sites for the production, distribution and
public discourse around contemporary art.

To locate the potential significance of biennials, it is important to look at
the history and exhibitionary precedents that made them possible. Yet
these exhibition origins are still the subject of some dispute: Do they lie
in the Crystal Palace of 18517 Is the Venice Biennial the true “mother” of
the genre? Or is the Havana Biennial, the first fully international, globally
concerned, discursively backed biennial that was launched in 1984, the
model for the proliferation of biennials that would follow in its wake?
Another exhibition that can be mentioned in the context of exhibitionary
precedents is Les Magiciens de la Terre curated by Jean-Hubert Martin
in 1989, which arguably changed the parameters of biennials around the
world. These different perspectives not only articulate a multiplicity of
possible precedents for the biennial, but also reveal the stakes of such
myths of origin.

And can one even speak of a singular origin or history of “the biennial”
when the various examples that would seem to fit the category are spread
all over the world and the cultural, financial and ideological differences
between them are so vast? The fact is that there are many individual
biennial founding stories to be told because, despite their emphatically
internationalist ambitions, most large-scale recurrent exhibitions were
made possible, or even necessary and urgent, because of decisive “local”
events and issues. These can vary from social, political, economic or even
ecological needs, each of which differently impacts the tenor or scope of
the resulting biennial project.

In a 2003 essay, Carlos Basualdo calls the biennial a fundamentally
“unstable institution” whose identity can perhaps best be defined,
ex negativo, in contrast with the more established, self-possessed,
permanently fixed and symbolically weighty institution that is the museum.
Expanding on this notion of instability, Maria Hlavajova has suggested that
“the identity of the biennial must necessarily be unstable, always in flux,
and difficult to articulate in terms of continuity or as something more than
just the sum of its editions over time.” According to Hlavajova we should
first “remind ourselves that speaking about the biennial is an impossible
task, as no single form representing this entire hybrid field of cultural
endeavour exists.” This gives rise to a curious paradox: the biennial cannot
be fully defined, but as most scholars and professionals in the field agree,
it must be studied. An easy definition cannot be made, and yet we need to
understand the biennial to make sense of the condition and development
of contemporary art.
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2 The idea for a Bergen
Biennial in Norway was
first announced in the
City of Bergen’s Action
Plan for Arts and Artists
1995-2005 (The Arts
Plan). The Commissioner
of Finance, Cultural
Affairs and Sports in
Bergen reintroduced the
idea in 2007.

3 The first large-scale
conference on biennials
took place in Bellagio,
Italy, in 1997. Organized
by the Rockefeller
Foundation, 15 curators
from Africa, Asia,
America, Europe and
the United States met
at the Foundation’s
Conference and Study
Center, to consider

the rapidly developing
field of international
contemporary art
exhibitions. After that
the Institute for Foreign
Cultural Relations - IFA
(DE) organized a series
of relevant conferences,
titled “Biennales in
Dialogue” in Kassel
(2000), Frankfurt (2002),
Singapore (2006) and
Shanghai (2008).
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Complicating this paradox is perhaps yet another question that poses itself:
after questioning what the biennial is or has been, how to determine what
the biennial can yet be?

While the large-scale exhibition has been compared to such structures as
the art fair and even the Olympics, the one institutional body that it has
most frequently been discussed in relation — or rather in contrast — to is
the museum. The promise of the biennial was that, while the museum was
the place for collection, permanence, classification and conservation, the
biennial’s raison d’étre was to be a site for experimentation, testing and
inquiry.

In 2009 the City of Bergen wished to establish a biennial of contemporary
art. However, the Bergen Kunsthall, Bergen’s main institution in the
contemporary art field, proposed that the city instead organize a discursive
platform consisting of a conference, and so it completely refrained from — at
least for the moment — organizing an exhibition,? or a recurrent exhibition.
The Bergen Biennial Conference brought together thirty-two international
curators, critics, artists and thinkers from around the globe to collectively
reflect on the practice and potential of biennials as institutions. As one
of the most extensive examinations of the biennial phenomenon to date,
the conference aimed to identify and explore existing “biennial knowledge”
from different regions of the world and consisted of three days of lectures
as well as public dialogues and seminar-style workshops with leading
professionals in the field.®

The conference was followed by The Biennial Reader, an Anthology on Large-
Scale Perennial Exhibitions of Contemporary Art including seminal republished
texts collected from around the world as well as newly commissioned
contributions from leading biennial scholars, curators, critics and thinkers
of today. Given the lamentable paucity of material on the history and
theorization of the perennial exhibition format, this publication aimed to
serve as one of the first handbooks on the biennial, exploring the artistic,
theoretical, political and other ambitions of large-scale exhibition projects
against the grain of their resulting exhibitions. The Biennial Reader not only
served Bergen’s specific question whether or not to biennial, but also the
broader international art world, as Bergen’s local dilemma is applicable to
many cities globally today.

The biennial cannot be precisely or absolutely defined, yet its sheer
numbers and impact on art and its institutions worldwide demand that it be
examined. Existing doubts about whether or not to biennial today can likely
best be surpassed by another query: how and what to biennial? These might
be interesting questions for Thilisi.

Marieke van Hal

Director Biennial Foundation
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Act locally, connect broadly
(about regional networks)

BIENNIALS — WHAT CAN THEY OFFER?

irst of all | would like to thank you for this opportunity to visit Tbilisi and
meet and discuss with colleagues who are interested in a similar field
of artistic research and experience.

I would like to talk about different biennials and other recurring exhibitions
that | regularly visit. My main goal is to point out what attracts me about
them and what qualities might also work for other places.

First, | would like to clarify on a basic level: A biennial is nothing more than
an event or exhibition that is conceived as recurring once every two years.
This means that it is planned in prospective as a long term commitment.

Whether a biennial is an appropriate format for Tbilisi is not something that
an outsider can judge, but maybe some specific examples can open up the
field of discussion.

As we all know, art is a very quickly changing field. Even for a professional
like myself, it is practically impossible to keep up with what is happening,
even in my immediate surroundings.

Nevertheless, as editor of an art magazine | am continually forced to take
decisions: Which exhibitions should we cover, which artists should we
feature, which events should we write about ... All these decisions are part
of our journalistic relevance.

Keeping myself informed and evaluating what | see is therefore my main
motivation in moving around and looking at art. And it seems obvious to
coordinate trips with biennials or other bigger exhibitions as, together with
all their satellite events, they often offer a moment when you can see a
great deal of art in a compact area.

The places | will talk about are a purely personal choice, but | hope that
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some of the qualities | discuss might relate to experiences that some of
you have had in other places too. | will start with the most evident example.

VENICE — THE SO CALLED “MOTHER OF BIENNIALS”

The Venice Biennial was founded in 1895 with the support of a group of
active citizens and artists, with the aim of turning Venice, which seemed
doomed to fall into oblivion — an incredible thought from today’s perspective
— into a magnet for tourism.

Since the very beginning, the Biennial has always been closely linked to
an event culture and has kept this characteristic up to the present. Art is
a part of it, but the social platforms associated with it are as important as
the art. As a visitor you can choose why you go there — for the parties, for
the art, or both.

In spite of the fact that there are many things one could criticize about each
individual Biennial here, there are numerous things one could learn from
them.

The main attraction of this Biennial lies in the dense interaction between
the contemporary interventions and the cultural heritage of the city.
Apart from the national pavilions in the Giardini and the exhibitions in the
Arsenale — this fantastic maritime workspace that once inspired Dante in
his Divine Comedy — many shows and events are scattered throughout the
city. And the works that have impressed me most over the years were often
precisely planned for a specific building or space.

Just to name a few examples, | would like to mention:

* Ragnar Kjartansson in the Icelandic pavilion in 2009. He just moved in
there with a couple of friends, put up a studio and lived a very social
live. This contribution was called The End, but it was not very obvious
what end this merry group were celebrating. The end of a totally
touristified city, the end of art, the end of Biennials as a bombastic
international art event ...?

*  Other memorable interventions were, for example, Jorge Macchi’s
and Edgardo Rudnitzky’s audio-installation The Assumption (2005) in a
former training college for priests with an 18th century fresco showing
the Assumption of the Virgin Mary. Macchi built in a trampoline that
reflected the form of the ceiling painting and Rudnitzky composed
music which seemed to echo a rhythmic jumping that evoked a futile
effort to reach the ceiling and merge into this spherical painting of
Madonna disappearing between the clouds. (www.jorgemacchi.com)

*  Kabakov’s Ship of Tolerance (2007), whose sails were painted by local
children.

There are many more, but what | would like to point out here is that the
search for these scattered works makes a visit to the Biennial a challenge
for both the general public and the professionals. And, at the end of each
trip, one comes to the realization that no one has actually seen it all, no two
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individuals have seen the same show.

This applies certainly to many other Biennials like Istanbul or Tirana, where
the city is experienced each time in a different way, because the artistic
inventions are realized in changing spaces.

Another part of the attraction are the collective curatorships taking
responsibility for the Biennial:

» different curators for the national pavilions
* sometimes more than one general curator for the Arsenale.

Therefore the Biennial is never totally bad or totally good. It has the
quality of a bazaar where you walk through and try to filter — by looking
and discussing with other artists, curators, journalists or visitors — what
interests you.

This specific discursive character is met on a public level with lively
coverage in the media. Although this response is nearly always critical, it
always attracts immense interest among the public who then want to judge
for themselves.

The great architectural and cultural heritage of Venice also carries a
danger: It is not dependent on a local public. This is very different in other
places, as you can certainly imagine.
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MANIFESTA — THE EUROPEAN BIENNIAL

This is organized every two years by appointed curators — usually a
collective — in a different European host city or region, with its goal being
“to transfer knowledge”. The headquarters of its lightweight administrative
structure are located in Amsterdam, with shows having been held in
Rotterdam, Luxembourg, Ljubljana, Frankfurt, San Sebastian, Nicosia,
Trentino and, right now, in Murcia and Cartagena in Spain.

| particularly remember the Manifesta in Ljubliana, which focused on the

fragmentation of ideologies in post-war Europe. Many works were closely

linked to the living conditions of their authors and had a strong biographical
side. One intervention that was quite a surprise was:

»  Pavel Althamer’s performance in a public place. A group of spectators
and journalists was sitting around and waiting for the performance to
start. At one point, some of the public left while others started to read
the small guide book and suddenly realized that what was described
were already happening: An old man was feeding the doves, a couple
in love were flirting, a film team was filming ... Only the duplication
of these everyday scenes made us aware of the subtle atmospheric
density of these unspectacular activities.

The most important asset of this European biennial is that it has a clearly
defined geographical territory. As a European visitor you get insights into a
culture that is close by but usually hidden to you.

DOCUMENTA KASSEL

The biggest international show after Venice is probably the documenta in
Kassel. This was founded in 1955 by Arnold Bode to boost the touristic
attraction of the German city after the war. It was first planned to take place
every four years and, later, every five years.

As the name suggests, it was initiated to make up for a deficit evident in post-
war Germany: It sought to document what was happening in contemporary
art — to offer information that was not accessible to the German public
during the Nazi era. It very soon became a lasting success. The last
documenta attracted 750,000 visitors, one-third of them foreigners, and
had 57% returning visitors.

| don’t wish to say much about the development of the exhibition. But
what | would like to point out is its survival strategy. Arnold Bode was an
extremely charismatic figure and managed to build up a huge circle of
personal friends and political supporters linked to the city of Kassel, to the
region of Hessen and to the nation of Germany.

In his diaries, Bode talks not only about the intellectual concept and
realization of the different editions of documenta, but also about these
circles of supporters and about tiny details, like where a visitor could eat a
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sausage while visiting the documenta.

| had to smile when | read this passage as it seemed that he had a
humanistic motivation and, at the same time, he thought very precisely
about what his public needed when walking around for hours and hours
looking at art.

This very solid foundation of different individuals and groups is the reason
that even the most debated curators —such as the Blirgel/Novak partnership
— couldn’t weaken the long-term commitment of a city that does not have
significant financial resources at its disposal for a recurring large-scale
exhibition of contemporary art.

SKULPTUR.PROJEKTE MUNSTER

The Skulptur.Projekte were Kaspar Konig’s and Klaus Bussmann’s answer
to a public uproar in 1973 in opposition to an abstract sculpture by Georg
Rickey (Three Rotating Squares), which was installed in a public park in
Munster. It was held for the first time in 1977 and has been repeated every
ten years, the last time being in 2007.

According to its concept, artists are invited to the city and can choose a site
for their intervention. The sculptures are embedded in the city and turn it
into a public laboratory to explore the relation of art in public spaces to the
surrounding urban context.

The show is conceived in a long-term perspective. Some of the works of

Skulptur.Projekte Minster were bought by the city and have become part

of it. Some others are realized as projects over more than one edition, such

as:

» Jeremy Deller’s planting project. He distributed 2007 seeds of a small
tree (Taschentuchbaum) that needs approximately 10 years to start to
blossom. Whether the project actually succeeds as planned will only
become visible at the next edition of Skulptur.Projekte in 2017.

*  Michael Asher’s Caravan, which was part at the first edition, became
a recurrent project. The Caravan turns up at different places in the city
every ten years.

The Skulptur.Projekte provoked a strong response from the local public
and authorities. In the beginning, a considerable amount of vandalism took
place (some tried to roll the Poolballs by Oldenburg into a nearby lake) but,
meanwhile, some of the most hotly debated works have become tourist
attractions for the city or were later sold internationally and have spread the
city’s name to other places around the world.

THE BERLIN BIENNIAL

This biennial started in 1998 on the initiative of Klaus Biesenbach, Hans-
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Ulrich Obrist and Nancy Spector. It is held in different places. | just want
to mention one work from the edition that was curated by Adam Szymczyk
in 2008. One of the venues was the Neue Nationalgalerie by Mies van der

Rohe. Most of the works in this monumental iconic building were a comment
on the hegemonic quality of its international architectural language that has
been copied throughout the world. For example:

. Susan Hillers Silent Movie, 2007. This was a movie, or rather an audio
work, about languages that are nearly extinct. The public could
hear parts of short conversations in some of these languages and
could read the translations as subtitles. This was a very impressive
comment about local cultures that are just about to be overcome by
global international aesthetical and cultural movements.

Very briefly, | would like to move on to some smaller Swiss initiatives, which
explicitly address a more local public:

BIENNALE DE LIMAGE EN MOUVEMENT

The Biennale de 'image en mouvment was founded in 1985 by André lten,
the director of the Centre pour 'image contemporaine in Geneva — located
in an institution that was permanently underfinanced. Nevertheless, as a
thematic biennial, this manifestation managed to establish a very specific
reputation. It has made history as one of the oldest events in Europe
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presenting video, art films and multimedia.

After the death of its founder, the initiative was taken over by Katya Garcia-
Anton of the Centre d’Art Contemporain Genéve and transformed into a
new platform called Image Mouvement that will regularly hold exhibitions
based around works from the André Iten Foundation. On one hand, the
biennial format has faded away but, on the other, it has proved to be built
on sustainability. The founder’s specific interest in moving images lives on
in a new format.

BERN BIENNIAL

The Bern Biennial has been in existence since 1999 and started out as
a festival of music. This changed in 2003 after the Music High School
and the School of Art had to merge for economic reasons. This led to
new partnerships for the biennial in the form of cooperation with the two
schools. There is a special effort to integrate students in different projects
as an “investment in artistic newcomers”.

What | regard as especially inspiring were some cooperative projects

between visual artists and musicians such as:

*  Thomas Struth with Frank Bungarten, a Swiss guitar teacher and friend
of the artist. These made a video installation for two screens that lasts
several hours. It shows five guitar lessons by his friend and becomes
an intimate portrait of a group of students working with a teacher on a
specific piece of music. While they try over and over again, the subtle
nuances become slowly apparent. This is an impressive experience
that shows how, in music, quality depends — much more than in visual
arts — on practice and discipline.

APPENZELL BIENNIAL

This virtual biennial first got started at documenta 11 and was a
commentary by two young curators and an artist (Peter Stoffel, Christiane
Rekade and Emmanuel Geisser) on the mega-events. It has been hosted
at different places, including a presentation in an illuminated box in a street
in Appenzell — a tiny city in Switzerland — where it showed an image by
the Danish artist Simon Starling: a smile with broken and repaired teeth
called Kintsugi (a Japanese expression for the artistic mending of broken
pottery). At present, they are trying to get permission to realize a work by
Olaf Nicolai on a remote alp in Switzerland for next summer. Their plan
is to plant a field of edelweiss — a very rare protected alpine flower that
has practically vanished from the Alps but quite often appears on tourist
souvenirs from Switzerland.

This anarchic biennial has been a clever statement that offers an input
to a broader field of discussion. The biennial label draws attention to a
small but ambitious project that would probably otherwise pass practically
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unnoticed. As an editor, | can say that we will of course cover this event as
it offers a good opportunity to debate the sense and nonsense of a format
like a biennial.

Before closing this short overview | would like to mention a local initiative
that some of you probably know:

STUDIO TBILISI

In 2004 an exhibition called Tuesday Is Gone (http://www.tuesdayisgone.
com) was realized as a collaboration between the Art Interdisciplinary
Research Laboratory (AIRL) based in Thilisi, a group of artists, and the
Swiss Curator Daniel Baumann. What the group faced was an absence of
space for contemporary art and an art academy that was stuck in complex
and contradictory processes. After the war between Russia and Georgia
in 2008, this situation deteriorated: many left the country, including young
artists.

In this situation Tbilisi Studio was founded (www.tbilisi2.com, www.
tbilisi3.com) by the AIRL group as well as Luiza Laperadze and the artists
Gela Patashuri and Daniel Baumann. It consists of an apartment and an
educational structure. The apartment is a place where young students can
meet and learn about contemporary art and techniques. The series wants
to animate the local scene and connect it with the international one.

These exhibitions show over the years a movement away from objects
to performative projects, away from the market to a living experience. It
is a space for discussion and maybe it can be part of a first base camp
to build up an international network. Places like this or the new Centre
of Contemporary Art — Tbilisi are steps in a promising direction. They
establish the relationships, collaborations and multiple exchanges that are
the basis of any artistic network with lasting sustainability.

CONCLUSION:

Biennials usually get started as a local initiative to enliven the artistic and
touristic life of a city. They pop up like mushrooms and many seem to be
“soil-less” projects that are realized in a vacuum. But nevertheless, there
are many inspiring examples that can provide valuable insights into the
hosting location as well as into the visitors who come to see them.

The main point is that a biennial or any other recurrent format is perceived
in perspective. This might help in finding public funding. It is not dependent
on the scale or the available infrastructure, but on the profile and the
engagement of its makers. Without interest and engagement in a local
scene it seems futile to connect on an international level. A biennial that is
firmly rooted in a local scene has the best chances of also radiating into a
larger context. So bonding locally and networking globally seems a good
strategy.
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Some of the key questions are:

What is your goal?
What are the local values that make Thbilisi unique?
- cultural heritage
- local communities, artistic groups ...
Who can serve as your allies?
- local network
- existing structures
Who can be your agents — curators, critics, artists — and in what form
can you motivate them to participate?
How can you build a structural and financial base?
- private individuals
- tourism enterprises
- political supporters
Who is your public?
What public needs which specific kind of communication?

We are here to discuss these issues and | am very curious to see what
comes out of it! And | hope we will meet again and see what came out of
this process.

Claudia Jolles

Editor-in chief of Kunstbulletin
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City Branding: The case of Holon
through two projects ‘Jesse
Cohen’ and ‘Weizman Rally’

he city of Holon is located to the south of Tel Aviv. It is the ninth largest

city in Israel with about 170,000 inhabitants. The city has undergone
a change process that has re-branded it as a serious competitor to Tel Aviv
regarding its role as a cultural centre.

This process is identified with the current mayor and administration of
Holon. The former has been in power for more than 15 years and was
recently ranked one of the 10 most successful mayors in the world by the
British magazine “Monocle”. This is to mark exactly the change the city of
Holon is going through. The city managed to locate a medium sized town in
Israel on the international cultural map by establishing five new museums: a
Children’s Museum, the Israeli Centre for Digital Art, the Mediateque, which
includes the Comics Museum, the Media Library, the Children’s Theatre,
the Cinemateque and the Design Museum, which is the biggest project of
the city.

On top of this, the city has another five galleries which operate throughout
the year and it hosts a series of festivals and other cultural activities.

It is through this investment in the infrastructure of art and culture that the
city has managed to re-invent itself and become attractive to art and culture
audiences as well as to middle-class families.

At the same time, it is important to note that, as in many other examples,
the use of art and culture to re-brand a city is a tool of the periphery and not
of mega-cities. It is interesting to see that all the towns surrounding Tel-Aviv
have successful and interesting contemporary art museums. These are also
used, in different ways, to change the image of these towns from “dormitory
towns” into places where contemporary art and culture can be consumed. In
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two of these towns — Bat Yam in the south and Hertzeliya in the north — there
is also an attempt to establish long-lasting biennials of art and architecture.
In both cases, the city is investing large amounts of money in order to
maintain these events as landmarks in a process of urban change.

In Holon all investments in cultural institutions are from the city’s budget.
There is no private money invested at all. This is also true for other sports
and entertainment venues, all of which are owned by the city and operated
from public money. This is also a unique way of managing these kinds of
activities, as most cities in Israel have privatized these fields during the last
20 years.

However, this huge investment in the infrastructure for art and culture has
a downside to it as well. Since it is impossible to artificially create an art
scene, these institutions work in communities that are not necessarily

interested in them. They are attractive mainly to visitors from outside the
city. It may take a long time before we know if this investment has managed
to create a local art scene at all. For now, these activities are completely
controlled by the city and its institutions, everything is initiated by them and,
since there is still no active vibrant art community in the city, all activities are
happening through and in the art and culture institutions themselves. This
institutionalization is complete, and so all activities, marginal or mainstream,
take place under the city’s umbrella.

There is a difference | must note here regarding the process of branding
and the process of change. These are sometimes mixed as there is an
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expectation of art events, institutions or biennials to create change within
the public or community. | believe that contemporary art is not a tool for
influencing the masses. It is useful within small circles and communities
where it can create change through a political and critical approach. Mega-
exhibitions and art institutions can contribute to the process of re-branding,
but they are almost completely disconnected from local communities and
aimed at the international and national art public.

I would like to give two examples of possible activities within this designed
art scene, done by us in the Israeli Centre for Digital Art. For us the main
question is to constantly redefine our role and responsibility as a public art
space, funded and supported by the city. What can we do with this privileged
position in order to be relevant to the issues we find urgent when working
in Israeli society, almost always blind to the crimes committed on its behalf,
and very sensitive to any critical approaches? What can we do in order to be
part of the socio-political reality we live in, if not to change it?

The Jesse Cohen project is an art project that wishes to examine the role of
art and its institutions when they operate in a neighbourhood or a city and
within the community. The project will focus, during the next two years, on
the population of the Jesse Cohen neighbourhood in Holon.

Jesse Cohen was and still is an immigrant neighbourhood. Among its
current residents are new immigrants from Ethiopia. These join residents
who arrived from the countries of the former Soviet Union during the 90s
and an elderly population who mainly came from Arab countries in the 50s.
The immediate context of the project is the arrival of about 130 families of
Falashmura Ethiopians (former Jews who converted to Christianity). These
have serious problems relating to the process of converting to Judaism
(Giyur) that is forced on them by the state, as well as settlement in a new
cultural and geographical environment.

This project will try to define the roles and tools of art and technology
and offer solutions to specific problems faced by the neighbourhood’s
communities. The art projects will focus on enabling cultural spaces for
the different communities in Jesse Cohen, empowering the individual and
the community with tools for self expression, knowledge, increasing the
awareness of rights, accessibility to governmental and municipal offices,
technological workshops and more. The project will attempt to create large
circles of residents involved in these activities and, through this, in the life
of the Jesse Cohen neighbourhood. The will be implemented through the
following channels:

1. Opening an art centre in the neighbourhood

2. Implementing art projects specifically planned for Jesse Cohen.
These will be long-lasting and self-sustained, as well as focusing
on large numbers of participants from the neighbourhood.

3. Aseries of workshops of local knowledge as well as art and
technology workshops that will be open to the public.
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The project sees its target audience as not only the residents of Jesse
Cohen but also the art community. Through the joint, hierarchy-breaking
structure of the project, we hope to create a new model for art projects
in a multicultural environment. The project is based on a unique alliance
between art institutions, artists, curators, architects and other organizations
from the fields of welfare, education, the environment, communal services
and others. These alliances create a working space in which artists are
involved in non-artistic decision-making and non-artists are involved in
artistic decision making.

We hope that through this radical approach a new, meaningful and effective
model can be created for art as a tool for social and political change.

The second project was a very short intervention in Weizman Square, the
centre of old Holon, entitled the “Weizman Rally”.

For the event and for one evening only, Weizmann Square reassumed its
traditional role of a town square and expressed the elements that form the
historical square’s milieu: spontaneous gatherings, declarations of war,
parades, demonstrations and rallies, fiery speeches, travelling theatre and
mass celebrations.

The town square is a place where revolutions begin, and where ideas
are presented to the public and start to be realized. Its structure enables
incorporating social and human elements into spatial-physical issues,
with the appearance of separate activities that are bound by the space’s
boundaries. In a true democracy, the square is the ultimate public area, the
place where opinions can be heard and in which disputes take place and
receive a public airing. These ideas are under constant threat in the current
political atmosphere in Israel.

In the “Weizmann Rally” the square was activated by eight works of art
appearing one after the other and together forming a choreography and
chronology specially adapted to the square. The works, some new and
some displayed in the past in other contexts, were adapted to the square to
create a unique experience of a historic public space. This is a space we are
not accustomed to experience in an age in which public space has become
the space of corporate advertising. An age in which it is less customary to
publicly express a dispute or political and social criticism. An age in which
meetings between people take place in the virtual sphere, and opinions are
exchanged in the hyper-media environment.

To conclude, these two examples show the benefits and disadvantages of
working under a very well established art scene. They also suggest the
range of actions that can be taken within this system. The Jesse Cohen
project is an attempt to create a long-lasting bond of solidarity between
artists, designers, welfare workers, educators, community activists and
residents in order to create influence within the communities — local and
art communities. The Weizman Rally was an intervention into the public
sphere aimed at re-introducing it as a political space, a space of dispute. In
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both cases collaboration with different organizations and institutions within
the city is required, both are used in the process of re-branding the city, and
are aware of this role. At the same time, it is our role as an institution of the
city to try to “bring” back the investment into the city and to the benefit of
its residents. The branding process of the city is in many cases the initiator
of gentrification, in many cases it is looking beyond the local communities
trying to make the city attractive for newcomers. It is necessary to try and
shift this direction, even on a small scale, and make it more beneficial to the
local community and audiences.

Eyal Danon

Director and chief curator of the Israeli Center for Digital Art
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On Some Contemporary Art
Events in Azerbaijan

he organizers of biennials can face a lot of problems and difficulties.
Some of them — such as financial support, the quantity and “quality” of
the participants, the countries involved, technical issues, the duration, and
so on — are obvious. | would like to point out a problem which is extremely
important for shaping the final image, the overall result of the entire event.
This is the problem of identifying appropriate venues for different projects.

Pedantically speaking, this is a problem of the ensemble where the all
constituent elements form one unified whole, and each element correlates
with the others. Any artistic structure should have a clear idea, so that the
viewer or the visitor can generate a certain, single (!) feeling — whether
positive or negative, reflecting their own opinion about what they saw at
the exhibition. A feeling of certainty (maybe the most desirable feeling in
our entire lives) is precisely one of the decisive factors in perceiving works
of art. In the context of an exhibition, this factor is undoubtedly determined
by the exposition. In the context of a biennial this problem becomes truly
topical because any large-scale event can easily turn into a kind of bazaar,
a hectic gathering where one can become lost, unable to grasp the main
idea that the organizers have attempted to convey.

There are also other issues worth noting, such as the problem of the public
who visit the exhibitions. These days, biennials are becoming a more and
more common form of art event held in various cities and towns around the
world. These biennial venues may be very distant provinces or villages that
are not even marked on world maps. However, these remote locations may
be very attractive for the artistic community to visit and explore. Indeed,
with today’s total globalization, fresh impressions are becoming rare and
valuable phenomena.

Undoubtedly, the well-established “brands” of biennials (the Venice
Biennale, the Istanbul Biennial, Documenta, Manifesta, etc.)! have their
own audiences. Those who are involved in the world of art are not only
aware of these events, many of them even follow the schedules and visit
the events on location. It is hard to say whether local residents are proud
to host a world-famous event, but they nevertheless constitute a majority
of visitors.
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Things are not the same for the small-scale biennials. These are not as
widely publicized and promoted, as they are rather “young” and at the stage
of establishing a name and gaining a reputation. To attract participants, the
organizers have to offer special privileges and create favourable conditions
in order to interest relatively well-established artists from all over the world
in participating in their events. Such investments serve not economic but
rather national (or even political) interests. The long-term objective of such
small events is to become world well-known, competitive brands. Their
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short-term task is to organize an event and satisfy visitors. Such events
above all include the large international events regularly held in former
Soviet countries.

These events take place in ancient cities (e.g., Tbilisi in Georgia, Baku in
Azerbaijan, Tashkent in Uzbekistan, etc.), characterized by specific local
features. These three former Soviet capitals have differing architectural
infrastructures formed not only before and during the Soviet era, but
also during the last few years of independence. They are characterized
by their own historical and traditional backgrounds, individual economic
infrastructures, and the political ambitions of the authorities. Nevertheless,
to a certain extent, the two issues discussed above — the exhibition sites
and the public — apply equally to all of them and represent substantial
factors in organizing a successful art event.

To support my point, | can cite the examples of two international art events
which took place in Azerbaijan: the International Visual Arts Festival in
Ganja (September 8-10, 2006) and the “Aluminum” International Biennial
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of Conceptual Art (December 11-17, 2009).

The visual arts festival in Ganja was staged by the Baku Arts Centre
with the support of the Open Society Institute-Azerbaijan (director — R.
Gulmammadli, curator — D. Vagabova). About 20 artists from foreign
countries (Turkey, Iran, Georgia, Russia, Kazakhstan, etc.) and 40 local
artists from Azerbaijan participated in this event.

Ganja is an ancient city and former capital of Azerbaijan, a traditional
centre of Azeri culture. Today it is the second city in the country, but for
certain reasons the local cultural life is quite slow. Thus, the top priority of
this project was to revitalize local cultural life, to introduce current trends in
contemporary world art to the residents of Ganja, and to involve local artists
in the shared cultural processes of the country, thus breaking through this
cultural isolation. Moreover, the citizens of Ganja were to participate in the
art events, performances and presentations. The passive spectator was to
be transformed into an active co-author of the cultural events.

At the same time, we as guests had not only to present ourselves (thus
demonstrating just how contemporary we were), but we also to respect
local traditions. For this reason, a number of traditional exhibitions were
organized in addition to the conceptual projects. To determine the topics of
the exhibitions we extensively observed the cultural environment in Ganja,
including possible exhibition sites and the studios of Ganja artists. As a
result, the exhibitions held during the Festival resonated with the Ganja
environment and met the needs of the local public. Our efforts paid off,
and we managed to interest and win the favour of the public. From the very
beginning we had our own audience: visitors who diligently followed the
festival programme without missing a single event.

The conceptual events of the festival took place all over the city, but three of
them became the focus of artistic ideas. These were the medieval Chokek-
Hamam baths, the 300 year old Khan Park (Khan Baghi), and the dried up
bed of the Ganja River (Ganja-chay). The invited artists had received in
advance photos of all possible sites where their works or projects could be
displayed. This yielded a fruitful result: coming from different places and
not knowing one another, the artists spontaneously merged into a united
creative team. They did not hinder each other in realizing their creative
ideas. The artists naturally and independently disseminated in such a way
that they formed an optimal combination of various projects, which most
successfully accentuated the peculiarities and merits of each.

The fourth “Aluminum” International Biennial of Conceptual Art (Baku,
December 11-17, 2009) was organized by the Ministry of Culture and
Tourism of Azerbaijan (director — L. Akhundzadeh, curator — D. Vagabova).
Some 60 artists from 25 countries and 40 artists from Azerbaijan
participated in this event. The biennial projects were distributed over 14
venues, mainly concentrated in the centre of Baku, a historic architectural
ensemble. Once again, images of all potential venues had been sent to
prospective participants, so the artists knew in advance where they had to
go and which spaces would be available for their projects.
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During the preparatory period the main principle in inviting participants
was to focus on curatorial projects. Many invited participants were able
to discuss their projects with the organizers in advance. Thus, before
the opening of the event, each individual or group project already had its
specific assigned venue. Such an attitude characterized all biennial events
and has contributed to the clarity of the overall impression. Each exhibition
had an individual “face” and a character of its own, so that every participant
had a chance to maximally realize their creative potential.

Taking into consideration the experiences described above, | would stress
that such factors as preliminary acquaintance of the artists with event
venues and a focus on mainly curatorial projects (along with other obvious
aspects) can greatly contribute to the successful outcome of a large-scale
international art event.

Dilara Vagabova

PhD. Art Critic
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Realism — Painting traditions
between communism and
post-communism:

The case study of Leipzig

wenty years after the collapse of the Iron Curtain, Leipzig has

developed into an internationally renowned art centre. In a sense, the
city has regained the position of prominence that it formerly enjoyed, once
again becoming familiar to an international audience.

Leipzig has a long-standing cultural tradition, in particular as a centre for
printing and music. The diverse character of this tradition is connected with
the history of the city in general. Whereas its sister metropolis Dresden
was traditionally a court town with centralized patronage of the arts, Leipzig
had long been the leading German trade centre.

With the city undergoing an industrial boom in the 19th century, there
emerged a class of individuals with ready cash and a desire to transform
this into cultural capital. This led to the decentralizing of patronage and
to the dissemination of greater diversity in personal tastes. It is in large
part due to the financial support of such individuals that Leipzig was able
to inaugurate the Stadtisches Museum [City Museum] in 1848, today’s
Museum der bildenden Kiinste [Museum of Fine Arts].

At that time, Leipzig already had the necessary institutional foundation
to ensure the quality of artistic training. One of the oldest German art
academies was founded here in 1764 as the Akademie der bildenden
Kinste [Academy of Fine Arts] by Prince Franz Xaver of Saxony, known
today as the HGB, the Hochschule fir Grafik und Buchkunst [literally:
Academy of Graphics and Book Art; officially: Academy of Visual Arts].
During the rapid growth of the industrial revolution intelligent product
designs were in demand.

This approach of in-depth, technical training was preserved in the German
Democratic Republic. While individuals and groups of artists in Leipzig
were practicing art forms influenced by developments on the international
scene, the dominant official genre was closely connected to the academic
figurative painting tradition. Its main proponents, among them Wolfgang

53



54

" Arthur Lubow, ‘The New
Leipzig School’, The New
York Times, January 8, 2006

2 Georg Baselitz,
,Heimatkunde,, Cicero-
Magazin fiir politische Kultur,
January 2010;

Daniel Bimbaum, Isabelle
Graw, The Power of
Judgment: A Debate on
Aesthetic Critique (Frankfurt
am Main: Sternberg Press,
2008), p. 41.

3 Boris Groys, Art
Power (Cambridge,
Massachusetts: The MIT
Press, 2008), pp.144-
146ff, further reading on
modernism in Socialist
Realism: Boris Groys,
Gesamtkunstwerk Stalin
(Miinchen: Carl Hanser
Verlag, 1988/96), pp.
72-73ff.

|  PERSPECTIVES — ALTERNATIVES AND CONSEQUENCES

Mattheuer, Bernard Heisig and Werner Tubke, all three professors at the
HGB, came to be known as the ‘Leipzig School’.

The next generation, Arno Rink and Sighard Gille, had studied under the
first generation before becoming professors themselves and forming the
third and current ‘New Leipzig School'. This term has been intensively
cultivated by journalists in the last few years, and implies, for one thing, a
continuation of the tradition of technically well-founded figurative painting.
As Arthur Lubow wrote in the New York Times in 2006, ‘figurative art that
was deprecated as hopelessly passé in Paris and Dusseldorf never lost its
grip in Leipzig’.

The end of the GDR and German reunification in 1990 represented a
massive historical rupture. It is hard to overestimate the extent to which
Leipzig was confronted with a situation of openness, of a tabula rasa. The
vast majority of industries shut down, whole populations of qualified people
went to the West to find work. This left a real vacuum in the city: vacant
spaces, a lot of them quite dilapidated, and cheap rents.

Inthe course of the nineties, artists and art students began taking advantage
of the new opportunity, appropriating factory spaces which had more or
less just been closed down and abandoned. There was a similar situation
at the Academy: while the old spaces were being renovated, many studios
and workshops were temporarily relocated, usually to the same kind of
former factory spaces, so that many students were able to work in uniquely
uncrowded conditions, sometimes one painter in a nine-hundred-square-
foot studio. Big spaces and cheap rents, coupled with the fact that until
around 2002/2003 no one knew that there was an ‘important’ art scene
in Leipzig, least of all the artists themselves. The ability of students and
artists to work and experiment in a pressure-free space may have been
decisive for the flourishing of painting, photography and media in Leipzig.

The Baumwollspinnerei, a former cotton factory spread over twenty five
acres, was one of several sites to attract artists and was also the site of
one of the first art spaces, launched as a non-profit initiative by students
and ex-students of the Academy. In the last few years, the Spinnerei has
become a focal point of the art scene generally. Already dotted with artist’s
studios, many of the city’s main galleries have moved in. More and more
international artists have also been taking up residence, as well as galleries
from Chicago, London, New York, Mexico City and Harlem in temporary
spaces. In any case, the bigger private patronage that, alongside the state,
keeps the current art scene going is no longer local, as it was in the past,
but has become international.

Although the above appears rather logical, Leipzig's figurative painting
tradition is perceived critically.? It is still affiliated with the Socialist Realism
that begun in the Stalin era. In his 1939 essay ‘Avant-garde and Kitsch’, the
well-regarded American art critic Clement Greenberg placed the Socialist
Realism of the Stalin era, as well as other forms of totalitarian art, on a par
with the commercial mass culture of the West, questioning its art value.?
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The same happened in 1999 when Weimar, only about an hour away from
Leipzig, was designated European Capital of Culture.

In Weimar, an exhibition titled ‘Rise and Fall of the Modern’ was held. Works
by GDR artists on all subjects and in all media were displayed randomly
on grey plastic — a rather obvious reference to rubbish bags — in a section
of the Gauforum, a building surrounding a quadrangle which had been
erected by the Nazis.* Ten years after the fall of the Wall, it was questioned
whether the artistic production of the former GDR could be considered as
art.

Above all, the exhibition drew an aesthetic parallel with the Degenerate
Art exhibitions of the Third Reich. Artists such as the Leipzig painter Neo
Rauch threatened to remove their works and some eventually did so after
taking their case to court. Der Weimarer Bilderstreit [Weimar Image War]
can be read as a documentary of three hundred and fifty pages about the
status of former Eastern German art reflecting upon identity and intellectual
property.®

In 2000, the well-known art critic Roberta Smith wrote positively about the
Leipzig painter Neo Rauch in the New York Times, turning the perception
of art upside down. In Smith’s words, Rauch’s works would ‘borrow liberally
from the Social Realist painting and subdued advertising style once
dictated by former East Germany.® As a result — to cut a more complex
story very short — Leipzig became known as a city where one could see
and buy technically well-painted works.

In the following years, well-known American collectors such as Susan and
Michael Hort and Don and Mera Rubell visited. Leipzig painting, to some
extent, became a brand, and was re-evaluated by market mechanisms.
This re-evaluation resulted in major museum shows. The question ‘What
is art?’ is not decided democratically.” It is decided within the art system,
which consists of artists, art institutions and the market.

This market success later created new synergies. The Spinnerei gave
the brand its addressable base. A large scale art event called Rundgang
[Gallery Tour] makes all the protagonists, especially artists and collectors,
prestige shareholders. lts largest profits are symbolic.® To clarify, the
Spinnerei is not limited to painting, but is open to all kinds of art. It is
almost entirely based on private profit and non-profit initiatives forming a
cluster.® Local and international protagonists continue to circulate here and
internationally. Its active players — the artists, alongside curators, gallery
owners, and entrepreneurs — will also define by their own actions how
long Leipzig will be able to sustain its artistic popularity, both locally and
internationally.

Anna-Louise Kratzsch

Founder and Director of the LIA - Leipzig International Art Programme
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Dis-Encapsulation

olding any international art event is an important point for the

development of the local art scene as well as for the world art
landscape. This is one of the main challenges of the 21st century. It is even
more important for Armenia, since it is a rather isolated country. To show the
significance of international art events for Armenia | have to make a short
excursion into the not so distant past.

Although in Soviet times Armenia had great scientific and cultural potential
and itwas a quite developed country by the criteria of the Soviet empire, itwas
rather isolated from the world because of the Iron Curtain. Any collaboration
and communication with the outside world was through the foreign policy
of official Moscow. After 1990, Armenia became an independent country
and could choose its own “friends” but, because of the continuing armed
conflicts in the Caucasus region and well-known geopolitical developments,
Armenia appeared in a new kind of isolation. And even now, Armenia’s main
physical connection with the world is basically by air. Thus, a country where
96% of its inhabitants are Armenians, has found itself in a monocultural
“encapsulation”, too. The current art education model, which is inherited
from the former USSR, does not correspond to the modern challenges of
processes in the world of modern art landscape, and has become obsolete.

With the collapse of the Soviet Union, the system which “took care” of the art
scene and of the artists who accepted the ideology of the existing political
system was also lost. But this created a kind of activity “vacuum”. In this
situation, artists’ initiatives started to play a really important role in creating
another art scene which would correspond with worldwide contemporary
art movements. Several art organizations, associations and centres (the
Armenian Centre for Contemporary Experimental Art (ACCEA), “HayArt”,
“the 3rd floor”, “Goyak”, the Gyumri Centre of Contemporary Art (GCCA),
etc.) were established by artists and these organized international and
local art events in Armenia: symposiums, workshops, festivals, a biennial,
exchange programmes, art residencies and other public events. Some of
them were really successful.

During these activities artists had the opportunity to meet colleagues from
different countries and to exchange some ideas and experiences, and to
collaborate.
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Now | would like to focus on the Gyumri Biennial of Contemporary Art.

In my opinion, the Gyumri Biennial is one of a few established recurring
international art events in Armenia, and many artists have started their
professional career from there.

The initiative came from Gyumri, and artists from Yerevan joined in realizing
this big and important project. In establishing it in Gyumri, one of the
missions of the biennial was to open contemporary art language to a wider
public and to decentralize cultural activities, which were concentrated in
Yerevan.

It is organised by the GCCA, the Gyumri Centre of Contemporary Art,
an NGO founded by independent artists in 1997. There is no similar
contemporary art biennial in post-Soviet space which has been held without
interruption for such a length of time.

Gyumri, the second city of the Republic of Armenia, was then not only facing
a post-Soviet situation, but also the trauma of a great earthquake which
struck in December 1988.

Considering this context, Gyumri biennial’s ambitions have never been
tremendous regarding size, but the biennial has shown dynamism and has
grown while keeping to its goals.

These goals, set over 12 years ago, were to be the foundations of a long-

term strategy aimed at making Gyumri one of the regional contemporary art

centres. | quote from the text of a presentation to a conference held in the
framework of the first Thessaloniki Biennial:

*  “to contribute to the development of an Armenian contemporary art
review and to keep the quality of its artistic production up to international
level,

» to promote a healthy and creative environment in the city and region
after the inertia of the Soviet period when local and international
communications and information was greatly lacking;

»  to overcome the trauma of the post-earthquake situation;

» to support and develop new creative initiatives, particularly by young
artists;

» to encourage the development of contemporary Armenian culture by
the decentralisation of art life from the capital city, Yerevan;

*  to help restore Gyumri as the influential cultural city it once was and to
establish it as a regional contemporary art centre.

Following these goals, GCCA has achieved:

* 7 biennials: 1998, 2000, 2002, 2004, 2006, 2008, 2010;

» the publication of catalogues of each biennial,

« the publication of an Armenian contemporary art review, ArtToday (2
numbers to date, with a third awaiting financial means to be printed);

* TV programmes on art made for the local channel;

. artist and curator exchanges;
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. artist-in-residence programmes;

* educational programmes (essentially at Gyumri Fine Arts Academy). In
this process, over 400 artists from approx 35 countries have participated
(some artists participated more than once), giving Gyumri artists an
opportunity to make contacts with the outside world;

e the presentation of Armenian artists, from Gyumri in particular, at
international events in Europe and worldwide.

Open to all international exchanges, GCCA and the Gyumri biennial focus

on exchange with neighbouring countries (offering a space for cultural
dialogue in a delicate political context), the post-Soviet space, the Near
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East, the Mediterranean and regions which offer historical and cultural
parallels with Armenia.

Having approx 2,000 to 3,000 people (mainly from Yerevan and the Diaspora)
visiting Gyumri during the biennial is very important both economically and
psychologically for a still very brittle population”; end of quote.

The biennial makes it a point to collaborate with the local institutions
(museums, galleries, etc.) which open their spaces, and also to create
partnerships with local enterprises which support the event as much as they
can with whatever means they have.

ARTIST IN RESIDENCE

Now | would like to speak about the necessity of another, also quite
important cultural institution which can be a real platform for long-term
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cultural exchanges and artists’ collaborations. This is a permanent artist-
in-residence programme, which is an effective way to break the “cultural
encapsulation” where it is based. While artist-in-residence programmes are
established throughout the world, it is still a new experience in the former
Soviet countries.

In establishing a permanently operating international artist-in-residence
programme in Armenia we have been able to support the development of
new mediums, new meanings and new ways of art expression, bringing art
in public spaces not only to Yerevan but also to the peripheries of Armenia
which are even more isolated in an already isolated country.

The ‘Akos’ Cultural NGO was founded in 2002 and since then it has organized
national and international events on differing scales. It is a member of the
Res Artis Worldwide network of artist residencies and is more concentrated
on the development of an artist residency programme in Armenia.

In 2006 Akos established the ACOSS (Art Centre of Social Studies) artist-
in-residence programme which is based in Yerevan but it also organizes
residencies in different parts of Armenia.

The ACOSS residency programme is a project workshop for the promotion
of multidisciplinary art and international cultural exchange into and out of
Armenia. We invite artists from all artistic disciplines as well as sociologists
to live, work and collaborate during their preferred time of residency.

Through its Artist-in-Residence programme the “Akos” Cultural NGO
supports international art activities bringing a multicultural dimension to
the region. Guest artists have an opportunity to work in a peaceful space,
separated from everyday pressures, and to make new contacts in the
art field as well as in the local community. The programme consists of a
residency of up to one year and includes private and shared studios and
housing.

Since 2006 ACOSS has hosted 26 guests and artists from 12 countries.

Akos’s main partner outside Armenia is the Clo Visual Art and Media
Workshop, which is located in the Irish Gaeltacht.

We'd like to think that the friendships established during residencies often
lead to later collaborations and connections, generating a kind of worldwide
network.

www.tonoyan.com
www.akos.am

Mkrtich Tonoyan

Artist, President of the “Akos” Cultural NGO
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World N°1 — Thilisi Edition
World Exhibition in a Box

HOIO presents WORLD N°1 — a mixture with a global flavour

OIO presents WORLD N°1 — a spice mixture with global aspirations.

The product was developed in the laboratory of the Musée des Epices
et Aromates in Port-Louis (the capital of the fictional island of Santa Lemusa)
and brings us at once the whole world on the tongue. Because WORLD N°1
contains ingredients that have their origin on all seven continents of this
planet.

There are spice mixtures that we unfailingly associate with a particular part
of the world: Raz el Hanut takes us immediately to North Africa, Baharat to
the Arabian Gulf, Sambar-Powder to South India, Five Spice to China and
Shichimi Togarashi to a Japanese noodle bar. That's extraordinary — but
couldn’t it be even better? Couldn’t there be a spice mixture that gives us
the feeling that it holds a global flavour, something that gives our tongue a
tingle of the whole world — so much so that we are convinced that between
the knife and fork lying on the table before us is not just a plate, but the
world itself?

In early 2010 HOIO embarked on its collaboration with Kelma Sala, head
of the laboratory of the Musée des Epices et Aromates in Port-Louis. This
scientist took pains to devise a recipe for a spice that contained a whiff of
all seven continents on earth. In May 2010, Sala presented an array of 12
spice mixtures as proof of her arduous work in the lab. One of these was
selected, slightly modified after special tests, and finally standardised as
the spice mix named WORLD N°1. In June and July of the same year HOIO
invited selected experts to test the new spice mix in Kinshasa (Congo) and
Switzerland and, two months later, in Tbilisi as well — and recorded on video
these chefs’ culinary experiences with it.

After presenting WORLD N°1 at the Centre Culture Frangais of Kinshasa
and at the Museum of Murten (September 2010), HOIO is introducing it
to Georgia in October 2010, within the framework of «Transrelations», an
International Symposium of Contemporary Arts at the Goethe Institute in
Thilisi. WORLD N°1 is HOIO’s contribution to what could be called a recipe
for Georgia.
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There are three versions of WORLD N°1: The KINSHASA Edition also
contains a certain percentage of grains of paradise (Aframonum melegueta)
— a spice that has its origin in Africa. The HELVETIA Edition comes with
caraway (Carum carvi) — a typical European ingredient. And the TBILISI
Edition contains some blue fenugreek (Trigonella caerulea), which
originates in the Caucasus region and is mainly used today in Georgia and
Switzerland.

The Spice-Term-Couples

On October 5, 2010 HOIO prepared «World N°1» at the Goethe Institute in
Thilisi as part of a workshop entitled «Special Recipes for Georgia». The
individual ingredients are tasted and discussed as they are roasted. The
aim is to find out whether, trough the smell and the taste of the spices, some
terms could be figured out — terms, that could be important for the further
development of a Georgian Contemporary Art Scene and especially for the
plans for a future Tbilisi Biennial, for Georgia, or for the whole Caucasian-
area.

The following 17 spice-term-couples were found
(arranged according to the Size of the Continent)

From Asia:

1. black mustard (brassica nigra) = Madness, Craziness, Jumpiness
2. cloves (syzygium aromaticum) = Solemnity, Party

3. fenugreek (trigonella foenum-graecum) = New things

4. pepper (piper nigrum) = Basic values, standards

5. turmeric (curcuma longa) = A healthy mind

From Africa:

6. grains of Selim (xylopia aethiopica) = Exotics

7. sesame (sesamum indicum) white = Openness
8. sesame (sesamum indicum) black = Intelligence

From North-America:
9. visa beans (vigna visa) = A basis that keeps everything together

From South-America:
10. chili (capsicum annuum) = Power

From the Antarctic:
11. aristo (squama aptenodytes forsteri) = Craziness

From Europe:

12. chick peas (cicer arietinum) = Humour

13. coriander (coriandrum sativum) = Aesthetic, in the sense of a
differentiating perception

14. cumin (cuminum cyminum) = A permanent fire, hard-headedness
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From Australia:
15. Tasmanian pepper (drimys lanceolata) = Surprising things

The Thilisi Edition of «World N°1» is characterized by the addition of blue
fenugreek. Trigonella caerulea is a herb that is used almost exclusively
in Switzerland and Georgia — in a slightly different manner, however. In
Switzerland, where the spice is called Schabziegerklee, the whole herb is
dried and is then ground into a green powder. In Georgia, where the spice
is called Utskho suneli, only the seeds along with the capsules are used,
ground to a brownish powder. The participants in the workshop decided
that, for the Thilisi Edition of «World N°1», Swiss Schabziegerklee and
Georgian Utskho suneli should be added — they stand for Internationality
(16.) and Collaboration (17.).

www.hoio.ch

Samuel Herzog

Cultural Editor of Neue Zurcher Zeitung
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What Ingredients are Required
for the Future of the Georgian Art
Scene?

TRANSRELATION — INTERNATIONAL SYMPOSIUM OF
CONTEMPORARY ARTS

Thbilisi, 5 October, 2010
VENUE: GOETHE INSTITUTE GEORGIA, 14:00-16:00

WORKSHOP REPORT

Moderators: Helen Hirsch, Nino Tchogoshvili
Minutes: Maya Kipiani
WORKSHOP RECORD:! " Due to the large number

of participants, this
workshop was held as an

HELEN HIRSCH, NINO TCHOGOSHVILI: Which institutions in Georgia fhzegizguhssstfgn%e:hw:en
have the capability and willingness to contribute to the development of audieﬁme,
important future strategies for the art scene? Please let us have your ideas

which we will filter, and then we can consider ways in which a biennial

can be realized. We certainly can't list all of them, although we would ask

representatives of non-governmental organizations attending the workshop

to say whom they represent.
LIST OF INSTITUTIONS

NON-GOVERNMENTAL ORGANIZATIONS (NGOS):
GeoAIR, Artisterium and GCCA, Culture and Management Lab,
Centre of Contemporary Art — Thilisi (CCA-Thilisi), Art Villa Garikula,
Arteli Ratcha, TRAM, Visual Research Centre, Arts International
Research Lab (AIRL), Art Caucasus

HELEN HIRSCH, NINO TCHOGOSHVILI: What other institutions should
contribute to founding a biennial in Georgia?

STATE ORGANIZATIONS:
Ministry of Culture and Monument Protection of Georgia, Tbilisi
State Academy of Art, Georgian National Museum and other
museums, including Ivane Javakhishvili Tbilisi State University,
George Chubinashvili National Research Centre for Georgian Art
and Monuments Preservation, etc.
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INTERNATIONAL ORGANIZATIONS:
Goethe Institute Georgia, Open Society Georgia Foundation, CCF-
Alexandre Dumas Thilisi, British Council, foreign embassies, foundations.

GALLERIES AND ART CENTRES:
Europe House, Thilisi, Baia Gallery, Gala Gallery, Hobby Gallery,
Gallery 9, Universe Gallery, Vernissage Gallery, Academy+ Gallery,
Large Exhibition Hall of the Thilisi State Academy of Art, Chardin

2 For the first time a Art Gallery.
very close collaboration
between the Culture and

Management Labandthe  HELEN HIRSCH: What are the factors which would be relevant for the
Adisterium took place. e glization of the biennial project in two years time?2

List of factors (based on suggestions from the audience):
location

finances (funding and sponsorship)
audience

networks — local and global

artistic team

education

organization

technical support

political support

volunteers

communication, press

artists

clusters

publishers

research

identity

e o o o o o o o o o o o o o o o

BIENNIAL POLICY, including artistic and organizational policy (board: local
and global).

DISCUSSION: WHAT IF...

MARIEKE VAN HAL - It is important to create an identity for the biennial, to
define the biennial’s raison d’étre. Biennials can have different meanings in
different places. For Thilisi it is important to specify what model and mission
is useful here. For instance, the Riwaq Biennial in Palestine is a biennial
related to the preservation of the cultural heritage in the West Bank. It's a
small-scale biennial, but with a strong significance, closely connected to its
place and political situation.

CLAUDIA JOLLES — Georgia with its cultural variety is completely different
from Palestine. The power of integration is most impressive. If | have
considered the migratory model of the Manifesta as an appropriate one
for Europe, here | feel the spirit of ethnic tolerance, multiculturalism and
integration quite unique. A good image for this power is Meidan Square with
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its three places of worship: synagogue, Christian church and mosque, a Silk
Road crossing-place between West and East, a unique situation, especially
if you look at countries around Georgia, where religious or ideological
fundamentalism is much stronger. Consequently, | suppose that the Thilisi
biennial could mirror this integrationist force. An integrationist biennial
would mean involving countries of the Caucasus region which otherwise
have perhaps little international exchange, like Armenia.

MAGDA GURULI — Let’s start from the pre-existing level. We shouldn’t
search for dinosaurs. At present, the Artisterium has presented artists
from countries in conflict. As for me, integration means meetings, and this
happens at international events too. Let us think about more profound
issues.

BARBARA VANDERLINDEN - Integration means that you should establish
an art structure, similar to the EU, for the whole Caucasus region, the
head-office of which should be located in Tbilisi, and which would include
representatives of all Caucasian countries. | don’t agree with establishing a
national biennial as there are so many biennials of this character all over the
world. | suppose that a regional integrationist biennial will be proved true,
and a strong research basis will be established as well.

MARIEKE VAN HAL — Perhaps it is good to listen to representatives from
the neighbouring countries of Armenia and Azerbaijan who are here, and to
hear their opinions on integration.

BARBARA VANDERLINDEN - It's not necessary to be politicized. We
should have only a political structure. For example, the Lyon Biennial
influences the whole of France. Similarly, the Tbilisi biennial has to influence
the whole region. It's an option for each biennial event to take place in a
different regional city, that'll provide a bigger audience, and more finance
and support.

JULE REUTER — Concerning integration, I'd like to mention that, as a result
of the war, many political and economical problems have occurred here,
and | don’t know why these aren’t discussed.

LYDIA MATTHEWS — | think we should consider developing a more radical
biennial model that does not just focus on cultural tourism for Thilisi as its
primary goal, but rather offers a deeper level of engagement with urgent
issues of contemporary life in the Caucasus. Biennial ‘themes’ should be
locally meaningful, timely, as well as potentially generative and influential.
They could provide opportunities for international participants to recognize
/ honour unique local resources or address specific challenging regional
problems, of which there are many. One curatorial tactic could be to solicit
/ assemble multidisciplinary ‘teams’ of local and international (and perhaps
intergenerational) participants to collaborate on designing prototypes or
interventions through intensive workshops / charrettes. This work could
happen before or during the event, and these collaborative proposals
would feature alongside individual projects by invited artists, craftspeople,
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musicians, dancers, poets, filmmakers, scholars, etc. who are also reflecting
on common themes. This biennial model resists reinforcing such schisms
as ‘art vs. design’, ‘art vs. craft’, ‘visual vs. performing arts’, ‘artists vs.
academics’, ‘professionals vs. students’, and deliberately moves away from
the ‘contemporary-art-only’ approach. The goal would be to highlight the
region’s complexity, attract multiple audiences to the event and bring diverse
creative practitioners together to collectively re-imagine local conditions.

CLAUDIA JOLLES - My magazine is non-governmental and is published
in three languages. We have been working for more than 40 years in multi-
lingual Switzerland without any public subsidies. Over the years we have
been confronted with different commercial crises, and we’ve only survived
by permanently networking with other institutions, publications and artistic
groups. | suppose that collaboration makes acting more complicated as it is
a form of federalism, based on mutual agreements. You get something but it
means that you often also have to step back and give others their space too.
Therefore it is important to choose well with whom you like to collaborate.
If the peer group is not motivated and can’t develop a common force, the
structure becomes heavy and inefficient. But, if a concept is developed in a
common process from the beginning, finally you’ll become much stronger
than acting as an individual.

DENIZHAN OZER - In case you establish a biennial, how will you invite
Russian artists to such a highly visible event?

MAGDA GURULI — One artist, a German resident with a Russian passport
participated in the 2008 Artisterium, held right after the Georgian-Russian
war. We overcame enormous problems, concerning his passing through
Georgian customs, but we did it. Two Russian artists attended the next
Artisterium. | hope that both Armenian and Azerbaijani artists will come and
take part in the Tbilisi activities, although | don’t agree with it if the case is
Europe, as happened at the Caucasian pavilion of the Venice biennial. But
we have to take into account the fact that a biennial is an event more of a
political character than simply an international exhibition.

MARIEKE VAN HAL — Regional collaboration can be of great significance. A
network of collaboration can also be established here. As former director of
the first Athens Biennial, | initiated the European Biennial Network, with the
aim of connecting with and learning from colleagues in Europe. The Biennial
Foundation is now taking up the task of creating liaisons, and providing
platforms for the exchange of knowledge and expertise for all biennial
organizations worldwide.

BARBARA VANDERLINDEN - First and foremost, the most significant
thing to know is the biennial’s mission. The question of ‘biennial: to be or
not to be?’ has no such importance. Let us consider the issue in a global
way. | have arranged a biennial and | have to invite a Russian artist. It's
my responsibility and | have to do it. The main thing is to be enrolled into
an intellectual network, which means that I'm active and have a wish to
collaborate. In this case, I'll be part of a community, similar to our case, as
a result of which an artist’s visibility is expanded globally.
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HELEN HIRSCH — The symposium and workshop with national and
international specialists have certainly contributed to an outline of first ideas,
models and strategies of a biennial exhibition in Georgia. The next challenge
will be to initiate cooperation between the institutions and to develop a map
of a biennial which is rooted and contextualized in the Georgian art scene.
In conclusion, if there is a will, there is a way.
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Biographies

GIABUGHADZE is an artist, art critic, professor, rector of the Tbilisi State Academy of Art, author,
TV show guest, and initiator of — and participant in — international and regional exhibitions and
projects. He has been awarded many prizes at various festivals and contests, including Best
Artwork of the Year 1985 (the main prize in a contest held by the Georgian Union of Artists); the
President of France’s prize for the best national collection (Cannes International Festival); the
Anton Catholicon Medal (1993); the Ivane Javakhishvili Thilisi State University Medal (2001); and
the Vatican’s ‘Carlos Magnus’ Medal (2002). He has realized a wide range of mural projects in
both religious and secular buildings, among the best known of which are the Martin Luther Church
(Berlin) and the St. Nino Georgian Church (Paris), both painted in 1989; the dome of the library
and conference hall at Thilisi State University and at the Georgian Technical University; the ‘Kings
Chamber’ of the Georgian Parliament; and the ‘Chamber of Freedom of Speech’ at Louisiana
University, USA.

MAKO CHOGOSHYVILI is Deputy Minister of Culture and Monument Protection of Georgia. In
2007-2008 she worked as head of the Culture and Education Office of the Social Care, Culture
and Education Municipal Department at Thilisi City Hall. She has an MA in philology, is the author
of several academic works, and holds various certificates in the fields of education, journalism
and management. She has been editor-in-chief of several magazines.

EYAL DANON is director and head curator of the Israeli Centre for Digital Art, Holon. He has
curated and co-curated various exhibitions and projects, including the ‘Hilchot Shechnim’ series,
the ‘Liminal Spaces’ project, ‘Free Radicals’, the ‘Weizman Rally’, and the ‘Jesse Cohen’ project
(see www.digitalartlab.org.il). He is director and a founding member of the AYAM association
which runs the ‘Autobiography of a City’ project in Jaffa (www.jaffaproject.org). He is editor of the
online art, culture and media magazine Maarav (www.maarav.org.il), and teaches at the Midrasha
and Kalisher Schools of Art.

MAGDA GURULI is a Tbilisi-based curator of contemporary art. She has been curator of the
‘Artisterium’ Thilisi International Contemporary Art Exhibition and Art Events since 2008. She has
curated a number of exhibitions of contemporary art in Georgia and abroad since 2006 (Moscow,
2006; Istanbul, 2007; Nantes, 2008). She has participated in a number of conferences, workshops
and symposiums in Turkey, South Korea, Poland, Mexico, Sweden and Germany. She is author
of a radio programme dedicated to the arts, a joint project with Italian and Spanish radio. She has
also written screenplays for two documentaries.

MARIEKE VAN HAL is an art historian and founding director of the Biennial Foundation. From
2001 to 2006 she worked as general coordinator at the Manifesta International Foundation,
where she was in charge of the development and production of three editions of the European
Biennial of Contemporary Art hosted in various cities across Europe. In 2007 she was director of
the first Athens Biennial, where she initiated the European Biennial Network. Most recently she
organized the Bergen Biennial Conference (Bergen Kunsthall, September 2009), and co-edited
The Biennial Reader (Hatje Cantz, 2010), the first anthology on large-scale perennial exhibitions
of contemporary art. An art history graduate, she is pursuing a research degree in curating
contemporary art at the Royal College of Art in London.

SAMUEL HERZOG is a Zurich-based journalist and culture editor of the Neue Zircher Zeitung
(Switzerland). He studied art history in Basle and Berne. From 1989 to 1994 he directed ‘Fafa’s
Kabinett’ in Basle and Bienne. He has worked as an independent journalist since 1995. In 2000
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he curated the ‘Total Global — Umgang mit nicht-westlicher Kunst [Attitude towards non-Western
art]’ project at the Basle Museum of Contemporary Art. Since 2001 he has managed the HOIO
Company which imports specialties from the fictitious island of Santa Lemusa (see www.hoio.
ch). He has been senior visual arts editor at the Neue Zircher Zeitung (www.nzz.ch) since 2002.

HELEN HIRSCH is director of the Kunstmuseum Thun in Switzerland. From 2005 to 2007 she
was curator at the Kunsthaus Palazzo in Liestal. She worked as a researcher at the Kunsthalle
Basel until 2000. She has been a freelance curator of various contemporary arts projects
including Treffpunkt Parkhaus, Lokalzeit / Localtime, V.I.P. Very Important Pictures, Insights, and
Research without Boundaries (Tbilisi). In 2000-2002 she completed a postgraduate course in
Culture Management at Basel University.

CLAUDIA JOLLES is editor-in-chief of Kunstbulletin (Zurich), the most widely read magazine on
contemporary art in Switzerland. Since 1989 she has been working as a curator and freelance art
critic for different media. In 1985 she was a collaborator on llya Kabakov’s travelling show ‘On the
Margin’ at the Kunsthalle Bern (Musée Cantini, Marseille; Kunstverein Rheinland und Westfalen,
Dusseldorf; Centre des Art Plastiques, Paris).

KHATUNA KHABULIANI is an art critic and a curator of contemporary art in Georgia. She is
a professor at llia State University and at the Tbilisi State Academy of Art, where she teaches
a course on postmodern art. Her critical essays, reviews and articles are published locally
and internationally. From 2001 to 2005 she was a member of the MAF (Media Art Farm) team
and editor of ‘ARTURI’ (a quarterly insert in the ‘24 hours’ newspaper) in 2004 and of ‘Impress
magazine in 2008. She is author of two video projects: ‘eco talks’ (Goethe Institute Tbilisi, 2006)
and ‘hedonistic drive’ (Women’s Fund Georgia and New Art Union, 2009). She has worked as
a curator and co-curator of various projects and exhibitions. In 2009 she curated the Georgian
Pavilion at the 53rd International Biennale of Art in Venice. She is a member of Armenian section
of AICA, the International Association of Art Critics.

ANNA-LOUISE KRATZSCH is the founder and director (since 2006) of the LIA-Leipzig
International Art Programme, a non-profit institution and artist-in-residency programme to foster
contemporary art and culture. She lived for a year (1997/1998) in the USA (Cincinnati) as well as
in Spain (Madrid) in 2000/2001, and has had a broad artistic education in the visual arts. In 2002
she became a fellow of a federal scholarship programme. She curated her first group show in
the Eigen & Art gallery in 2004, and spent seven months in New York City, where she completed
two internships: at the ISCP (International Studio and Curatorial Programme) and the Brooklyn
Museum of Art. In Leipzig she worked on a platform of cultural politics (Kulturpolitischer Salon),
as well as at the Foundation Federkiel in the Spinnerei, the new artist district of Leipzig. In 2006
she graduated with a Masters in Post-Communist studies in Contemporary Art from the Courtauld
Institute of Art in London. In 2006/2007 she studied Mandarin and worked for the Goethe Institute
in Beijing. She has hosted over forty artists from seventeen nations in LIA and has curated
exhibitions in Leipzig and Berlin (‘Caps Lock Projects’ at LIA’'s temporary project space in 2010)
and in New York City (the ‘Leipzig Calling’ exhibition at the New York Academy of Art in 2009).

NINI PALAVANDISHVILI is an art historian and the curator of GeoAIR. She graduated from the
Faculty of Public and Industrial Communication at UdK Berlin. Time spent in Berlin was formative
for her personal and professional life. There she discovered an interest in collective memory
and historiography as represented in art. In her projects she concentrates on artists from post-
communist countries, a generation that saw the accelerated decay of the communist system in
the eighties and began their artistic activity only after the dissolution of the previous ruling system.
On the other hand, she focuses on topics of the city that are determined by architecture and
buildings and shaped through different regimes and public or private usage.

NINO TCHOGOSHVILI is a curator with a PhD in art history and is founder of the Culture and
Management Lab in Georgia. She is head of the Office of International Relations at Tbilisi State
Academy of Art, a guest professor at Javakhishvili State University’s Department of Art History
and Theory, and is a researcher at the Chubinashvili National Centre of Georgian Art History
and Monument Protection. She has curated the following projects: ‘1989-2009: Bewegte Welt
— Erzéhlte Zeit', a Goethe Institute project (co-curator); Transfusion — Contemporary Art from
Georgia, Armenia and Azerbaijan, an exhibition at the Kunsthalle Palazzo in Liestal (Switzerland);
Georgian Modernism, an exhibition at the Carvasla Thilisi History Museum; ‘Research without
Boundaries’ which derived from an international contemporary art symposium and a curatorial
workshop of which she was curator; she was a curator of the Georgian Pavilion at the 52nd
International Biennale of Art in Venice.

69



70

|  BIOGRAPHIES

MKRTICH TONOYAN is an Armenian artist, president of the ‘Art Centre of Social Studies
(ACOSS)’ cultural NGO, and co-founder of the ‘Art and Cultural Studies Laboratory (ACSL)’ and
the ‘Art Commune’ NGO artists-in-residence programme in Yerevan. He is author of a number of
articles and has spoken on TV on issues of modern art in Armenia and on world art movements.

WATO TSERETELI is an artist/photographer/curator in Georgia. At present, he is the Director
of the Centre of Contemporary Art-Thilisi (CCA-Tbilisi). He has initiated the Caucasian Centre
of Cultural Development (Media Art Farm/Institute of Photography and New Media), the Cumbo
group, and the ‘APPENDIX’ international art project. He has been curator of multiple exhibitions
and projects.

DILARA VAGABOVA is an art historian. Her PhD thesis (1993) is devoted to the main problems in
Azerbaijani painting in the 1970s—80s. She currently teaches at the Azerbaijan State University of
Architecture and Construction. She is the author of more than 60 publications on Azerbaijani Art.
Dilara Vagabova has participated in many international art projects and programmes, including
‘Myth and Reality’ (Moscow, 2000), the ‘Post-Modernism in the Post-Soviet Area’ research
project, the ‘Mapping the Change’ international seminar (Pakistan, 2004), and the Caucasus
Biennale Declaration. She was curator of an Azerbaijani exhibition in Tbilisi (2006) and co-curator
of the ‘Aluminium’ International Biennale of Conceptual Art (Baku, 2009).

BARBARA VANDERLINDEN is an independent curator and art critic, and founder and director
of the Alice Society in Belgium. She has worked internationally for more than fifteen years. She
has an MPhil degree and works at the Free University of Brussels. Her recent projects include
planning a new contemporary art biennial in Brussels and serving as founder and director of a
new vehicle called The Alice. She is visiting professor of exhibition and museum studies at the
San Francisco Art Institute and the Gwangju Biennial Foundation in Korea. She formerly served
as director of the Roomade Centre for Contemporary Art in Brussels. Interested in creating new
curatorial models, she has curated more than 30 exhibitions at the Centro Cultural de Belemin
in Lisbon, the Museum of Contemporary Art in Antwerp, the Museum of Fine Arts in Antwerp, the
Centre for Fine Arts in Brussels, the Museum of Fine Arts in Taipei, and the PS1 Contemporary
Art Center in New York. She is a prolific writer and publisher, has been awarded various prizes,
has published more than fifteen books, and has written for art publications such as De WiteRaaf,
DA Magazine, MetropolisM, Art Forum, and Flash Art. She is chief editor of The Manifesta Decade
(MitPress, 2006), a seminal anthology of essays on exhibition theory. In 2008—-2009 she served
as an artistic director of the Brussels Biennial 1, curator of the Taipei Biennial 2004 in Taiwan, and
as co-curator of Manifesta 2, the European Biennial of Contemporary Art in Luxembourg.
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Programme

04.10.2010

Venue: Ministry of Culture and Monument Protection of Georgia
4 Sanapiro Street

Opening of the International Symposium of Contemporary Arts - TRANSRELATION
Greetings:

Mako Chogoshvili - Deputy Minister of Culture and Monuments Protection of Georgia
Werner W6l - Director of the Goethe Institute, Georgia

Gia Bughadze - Rector of the Thilisi State Academy of Art

Nino Tchogoshvili - Curator of the symposium

Session 1: Labeling of location: contemporary art scene of Georgia

Mako Chogoshvili - Deputy Minister of Culture and Monument Protection of Georgia
Magda Guruli - Curator of Artisterium

Khatuna Khabuliani - Art critic and curator

Wato Tsereteli - Director of the Center of Contemporary Art — Tbilisi (CCA-Thbilisi)
Nini Palavandishvili - Curator of GeoAIR

Session 2: Biennale - A magic remedy for establishment of an art scene?

Marieke van Hal - Founding Director of the Biennial Foundation, the Netherlands

Barbara Vanderlinden - curator and art critic, Founder and Director of The Alice Society, Belgium
Claudia Jolles - Editor-in chief of Kunstbulletin, Switzerland

Concluding discussion

05.10.2010

Venue: Goethe Institute Georgia
16 Zandukeli Street

Session 1: Perspectives - alternatives and consequences
Eyal Danon - Director and chief curator of the Israeli Center for Digital Art, Israel
Dilara Vagabova - PhD, art critic, curator, Azerbaijan

Anna-Louise Kratzsch - Founder and Director of the LIA - Leipzig International Art Programme,
Germany

Mkrtich Tonoyan - artist, President of Akos Cultural NGO, Director of the ACOSS artist-in-
residence programme, Armenia

Workshop: Special recipes for Georgia
Group 1, theme: World No1 - Edition Tbilisi
Moderator: Samuel Herzog - Culture Editor of Neue Zilrcher Zeitung, Switzerland.

Group 2, theme: What ingredients, for the Georgian art scene for future?

Moderators: Helen Hirsch - Director of the Kunstmuseum Thun, Switzerland;

Nino Tchogoshvili - PhD, art historian, curator, Founder of the Culture and Management Lab,
Georgia

Group 3, theme: Initiative in post-Soviet space
Moderator: Wato Tsereteli - Director of the Center of Contemporary Art - Thilisi, Georgia

Final discussion
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4 October, Symposium opening at the Ministry of
Culture and Monument Protection: Nino Tchogoshvili,
Mako Chogoshvili, Werner Woll and Gia Bughadze
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Greeting: Nino Tchogoshvili, curator of the project; Mako
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Protection of Georgia and Werner Wall, Director of the
Goethe Institute Georgia
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. 4 October, Symposium Session 1:

Magda Guruli, speaker
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4 October, Symposium Session 2:
Marieke van Hal, speaker
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4 October, Concluding discussion:
Helen Hirsch and Nino Tchogoshvili,
moderators
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29. 5 October, Goethe Institute
Georgia, Symposium Session 1:
Eyal Danon, speaker
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. Anna-Louise Kratzsch, speaker
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5 October: Samuel Herzog’s
workshop at the Goethe Institute
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5 October: Helen Hirsch and

Nino Tchogoshvili during the workshop
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Concluding discussion: Helen Hirsch,
Wato Tsereteli, Samuel Herzog and
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36 mggdhao 0939 EoEoE 3gYBYM bymo 3P HYMYM YOM0IOMMIJOLS o
30(33eM0-3odmE3emol 93Mm3ym (3960hGgolbo o ©309Mm30330L00L TMm®MOb.
Lbbgoolbgo  doMmBHbomMmgdol PMmoghmzogdomgdo  3603369emmgbo@
30030MEo, MoE Pobemmgl 3maBog30(MT0 07EOJIMOE 3odM0Mgdl 3909aL.
9L 3Mmggdho dmTogoem Bgmboi Yoo dogdmdgmogl o 3obogmiEmu.

39Mbgem 30meMo

Logo®mggmmb gmgmgb 0bLhohahob otmgdhm®n
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3960 d39460L 3gmbdnmo 3MmEgLgool vbomodo 0m3omolBobgdly

OHMmam®mE bgemmgbgdobo o 3Pmb®mol Bgdhm®do dmdYTogy Y3gmmo
©o69Lb9dPMgoolo o ™M®mZoboBognol, olg3g BFoM3gNMmo 3oMmmgbgdgool
0JHogmdgol, Logobdobommgomm Lob¢gdobo o 3gEodl, GMmAgmoE o3
Loy ML 0dyggdl.

oLgm LEgMMOTME®OLM MMbOLdngdgdL, 3MbRgM9bE0dLe o LOA3MB0YIgoL
999900, godmMagmobmb 8o My 08 3Mb3Mgbhmo 0bbhodh ool dpdomdnl
3oeM399M0O  ghod9d0 b dmgmo LgJHM®™o o, 03330600, dLobmb
BOE0OMYM-3IMHIOY™O (303em0; doemydl, Bo®AMoBRobmL ghmdobgmols
39hmdg ©oMggoo o ol baMgzgdgdn, MMAIJMMO oMIMRLIGVE N3O
9863639mgmal LodEBdMM 3MB3IYHIOHYLH0bMOL.

QMbEO Moo LodmaoEmads — boJoMmgamm dM0aMgdl bgmmmgbgdobo
©0  3YMOPMOL  LRIO™ML  ob30MOMYINL  dYFOM IO MOl  “MZME3
g39460L ogbom, obg3g dmgm M9a0mb3o o dbodmL PIIML oJbhyoP®
©o 36033690mmM306 3MM9gdhgol, H™MImgdbog dgndmos o3 3MMEgLgool
©oRgogod o bLogmggmmom Embol odommgdo.

0bo M0ooM3gb3m

bgemm3bgdolo o 3P HMOL 3MMaMmadol 3MMMEOBHM®MO
QMBEO Moo LoBMEoEMId — bagoMmggmm
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bobomdado

RANSRELATION — mobodgp®mmgg bgmmgbgdol Loghmodm®mobm

L03d3mBoydo mdommoldo — 2010 Bol 4-5 mghmadgdl hodhoMmo.
36O M99ho 3obbm® 309 0IMBO3Mgm 93 m30bo o 3o oBool g3994bgools
3m9m9L 06bhoHHIO0L 3MMggdhol RoMmamgddo — ,3Mm339Hh930900L 390HMO
390bIMol  Leghmado JdmeMgoby 096939Mmomgol”, ®mAgmog bgmb
36gmol Lbgoobbgo J39969dd0 3Pmbadmols 39693396hol gdobgnmomgdol.
LBBMMYE 08 3OrMZMH3030 6obM §MMMTz0emol MboBogmMdoLOL onddED
mdomobdo 30Mmggmo boddmBoydol d9dE9a (,d0900 LOBM3M9dOL oM ydy:
39O0HMOYMO bogdy o P HYMMETMMOLO BoE3wo 0bHIMIIMHYHY
93mdodo”, 3mgmgl 0bbhohyho, mdomobo, 2004) dgmdg Loghmadm®mobm
LEd3MB0Ydol — TRANSRELATION' — 3mBymool ogo.

MOEMO0bo  Bod3mBoydol BgmgmMmdNLal, oYy FmdJdmxngoolo o

39003089090 ©ob3Lngdol MM, goodoMmmo dbFgmmmdd MobodgEdO™may

bgemm3b9d0L dghnomy®d bolzombgddy, bmmmm dmadblgbgomgddo mog300bm

360 9839b(h 0309030 BoMmdMoEanbgl Lbgoolbgo J3994bgdoll 3odmEEomgdo.

396 300093 3OMgghHob 3mLddoEgdgm BhoENodg godMo339mo LoddmBdoydol

Lod0 303000 MYTd, MMAYMMO oMAYIM3 390 J0MOMOEO EOLIYLOYdO:

o LBogmmIAMGmOLM odm®gbol ob 00960mMal M®To¢hol 3603369cmMdL
0O BHLEbOL gobgomomgdolo o 06¢hgMbogombommodonobmgol XXI
boY3YbY30;

*  LgoMmEgdo My 0Mmd d09bagmg MdINEMOLL;

* Lbgoolbgo hodob 060oEoa¢hn3900L MmO bobgmmmgbydm bogmggool
Bodmygom009d0L 3G mgLido.

0Mb03byemo m9dgools 3gmPgao o dom dglobgd LogMmodm®mobm obzn®mLol
dmbBymool oPE0MmYomMdd  gobodommdo o3 Logzombgdol oghnom™ood
oMo dbmmmE  Jommymo ombHLEIbobmZEL, dModgE LogdmedmGmobm
3Mb6¢hgdbhdog.  3060L3bgem  Bemgddo  IMogzomo  LagMmOdMEOLM
0O H3OH0H03MLO O PYMOHMG0 gobobogmogl o dLFgmmmaL XXI boyznbgdo
300mqgbolo o d096omgl 0bmM3030YM RMMABBY O FEOMMOL dbogmo
Lobgmmmabgom LhMohgangdobe oy dmEIMIool 3obzomomgdol. o3
dbmog domdg 386033690mm3zobos  LogmmodmMmobm  bogMiggddo  9.6.
»99L396M0396HPO O dbao dMHHLOZM39900L" 0bHI3MOE00L Bd3mbo.
L033MB0Yddo dMbobogmggolo o LHPYIOIOL LogOMOTMGOLM EoOMado
Boddobo o @odmMEEOMIgonl 3oBoo®Mgdol Ladyomgds dobio. 3MMmgdhdo
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dmbobogmyg 99L39HHg0mob MoboFIGMIMMBS dogmoob 3608369emmgoboo
BodMTOZMM P HIYOIYO 3oE3obd o 3oMbbom®mMaobmgol, Mog 9339
obemm dmdog0mdo, 039000, bgml gnbymol dmbobowmyg g3994bgol dmmol
obomo 303806 900Lo o Jugmgool 3obgomoMmgdols, sbogmo 3mMbEgRE0YOOL
BodMYom00900L, JoOmymo oM HLOZMEOL 30B0630doMm MM goblznmomgdol
0 EoRJOMYOL LOIOMOTMGOLM dMHMOBEBORHT0 JoO MY dMHLEIBOL
06(h935M 03006 3O MELL.

1033mBoydobo O 3MM9dHol ROMIMYd30 BohoMgdym 3mGOJIMmxngddo
dmbobomgmoo  doomgl  mobodgpdmag  bgmmgbgdol  9dudgmbhgddo,
396M0hMmGYddd, d0OHIM0H03MLYddd, bymmmgbgdomdmbygddo, bgmmgo-
69000, ULAHYEYBHYOTo o ULbgoolbgo dgEool  BoMdmMBoEagbemgdds.
dmablgbgdmgdo dmB3gnmo 093696 8 J394boob — 3g®mdoboo, 839030600,
3mmobEoo, 09ema00, 0bMOgMO, bmdbymo, 08gEMH0B0FB0 EO LoJommgzgmm.
dmbobomgmo  BgHmhgzo  Odmbo  Fomo  ImMzobgmdol  LegHMYdOL
30030(m0LB06gd0m.

1093307930 303ENHIOYMOEO MObdTgEMM3gbgmmm3bgdol Loghmodm®mobm
300mxgbol — ,0MmbHoLHIM0YIoL* doMomgmymoE, G®Agmog Mmdomoldo
2-10 mgbhmaogemlL dgbodge BohodmEo, bmmm 1 mghmadgml gooblbo
®0b60390MH ™39 bgmmmgbgdol 396¢h™Mo — mdomolo. 03330Mo, Lod3mdoydol
dmbobogmggolo o BHYIMGOL Lodyomgdo F0gEom, EOJMNIOMNYHJO0bom
00 39m0mEadn md0moLbdo ImBymdnmo IMO30M0 3odmagbo o P3N
3036mMomMEBg6 Jommymm Lobgmmabgdm Lbog®mEgdo d0dEobotdyg Pobemgl
36OmEgLodL.

L083MB0IBNL L3I MBS

1033mMB0Ydol 3039t EMIL LodoOHM3gMML JgmdGoLs o dgammo
©o(330L  LOdEBOLHGMA PIoLb3obdmo. Fobolomadgdgmo  godmLgMydoL
9990093 | bgboo EOYMIM Jommym 0GOHLOZMEIT0 J0dEboMY dJbHPOMYGO
36OmEgLbodol,  H9bogbogoolbo o  3MMOMYdgool  gobboemgol. dma-
blgbgdmyddo (303™M FMMmAgomo, 30o dyMadg, 3og3Eo 3PMYo, bomybo
booymoobo, gohm BgMmgmgmo, 60bo Romogoboodzomaon) gobobowmgl
LobgmadBoym  LHGYIHIGIoobo ©o  39Mdm  0bogoohnggdol MmO
Joooymo  mobodgpdmmgg  Lobgmmgbgdm  LogMiEol gobgznmomydodo.
dmbobomggodo o3y obOPdMYL ddBH3Mohool, Lodgabogdhm 33em939000,
0O H3MOMEYIEoobo o LagMmedm®mobm 3Mmgdhgomob ©o303306MgoYM
36O M0mM9dohn3ody.

Il bgbool ULoddo BodmALamgmdo (doMog3g 306 3domo, VoMM
306gmOmMobEgbo, JmoyEos ommglo) gobobomo o  OPEOHMG0OL
309B00Mmo LogymoMo TgbgEPmdgoo o ZoIMEEOMgdd d09bomggdols
oLHMO0oLO o IM30eM3bM0g 3608369MmMB0BY. EMOL dMMML goodoMmo
99003089090 Eob3YLoo  (BmEgdModhm®mgdo:  3gmgb  306do, Bobm
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dmmm3z0mo, Lodygm 39OHEMa0), MMIMOL RQoMamMgodos oYOHMMO0L
0dhoy®0o dmbobomgmdom 3geao AbFgmmos bogombdy: boMEgdo my oMo
009600mg Md0OLL.

L033MB0ydol Fgmeg EMY LogoMm3gmMML 3MgNgL 06LAHEHYAHI0 BodhodEo.
I bgboo dogdmgbo ULbgoEobbgo g39ygbol Lobgmmabgdom LogMggool
30630006900l dogomomgol. dmablgbgdmgddo (0gm ©gbmbo, Eomomo
30300M30, 0bo My0dg 3Mo¢h380, 33MAHOR HMbmoobo) oboyd®mgl Logymodo
93996900L oM HLEgbYd0L gobgomatgdady, B3gEnxR0308Y, Mo30L9d7MY0Y0dY,
0939 LO3PNOM MGZO60BOENYOLYO o bbgoolbge 3ma™modgody.

©®oL 3gmMy bobogmo EogmIm 3mGmJImmgolo o Eob3nLogol. 3mgmgl
06bhohHdo  doGomgmymoE  Lodo  3Mm®OJIMmae  303EN6OMIMO..
30639tmM0 3O IR0 hooh oMo badygm 39MEMado, MMIgMAdE Md0MOLOL
0OHLEgboLm3oL  LB3gEnomydmo Lobgmgdmol Ggisgdho dggdbo. dgmdy
3m6OJ3mal ybgmaddmzobgmo 3ohm Bghgmgmado. dob  obomagoddmo
396M0hMMYOLO o bgemm30693L goydoomo bonMmoMo godmMEENgds 39O dm
060300h039006 Jgbobgd 3mbHLodgmmo LogkmEgdo. dgbody 3mGIJImaNL
©OHML, HMIgMmLog 3gmgb oMo o 6obm gmmmIzomo dm3gdmEHY6,
dmbobomggolo o 0PEOHMM0oL 3093 9O Mbgm dogEom dgbodmgdmmoo,
90LFgImom LbogoOm3zgmMmL dMAHLOZEEL dobgomoMgdol 39GL3gdhn390dy,
1339 oMbgdym M9by®Lodg, 009bomgl dyEOYOMMBOLY o Fglodmm
99 gddY.

mOEE0060 LOA3MBoPYdoL momddol yzgmo dmbLgbgdo, obggg gmMd-

dmagoobo o ©EoL3YLogdEL HIJuHPOMYMO ©o 30BhomPMo  dobogmol
do®0000 6060eM0, M033MYMOM0d 03 370eM030(30030.

36Om9dhol  03dhmGmo o  Lom®aEboBogom IR0 ©OE  FoEEMBSL
ybol  Bod3mBoydolb ggzgmo dmbobomgbo o LHPBo®L, 3MMmgdhol

™m©H3b0Bohm™gdl, LB3MBLMMYOLO o oMHboMMIIL Mmoboamadobo o
006033 MIMMB0Lm30L.

bobm gmemmadgomo
b9 M36930mBEMEBIMO0L EMIHMG0, 3PModHMm®o

39mmgb doMmdo

b9 m™369d0mA3MEBY, M6l bgemmabgdol 3ndgydol odmgdhm®o
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Logormzgemmb 3gmmby&molo
o d9ammo Eo330L
LOAObOLHGML HMMO
0030eMMOM030 Lobgemmgbgom
LogMEOL bgemdgbymoolio o
8300630006 90030

30M39mgl  gmgmobo, doEmmdsl dmaoblgbgdm hH3960 J39960L

39MOHYHom  Eo0bhghmglbgoobs o LOd3mBoyddo dmbobogmgmdon-
LBomgob. o6 30bgo, BYdo Loyd®om EOEbLLbL 89306gobmm mogz0, v30¢H™a
9939300900 ®™J3960 gyMomydo d930B9M™m 030dg, my GMmam®m PBYmMAL
bgmb 3nmpn®ol LodobobH®mm mobodgpdmsgg Lbobgomo bgmmmabgdol
30630m0Mmgdoly, Mol 3030A6930 93 MZ0MLOBdMOL0M 3Mom®mobhghMOE o
OHmam®d 3bgEogm 39ML3YIH030L. goMEodagzomo 3gMomEol doMgymado
BMEOOMYM-93mbMAnzyMdo  (33emomg0gdds 3603369emmaobo gogmygbo
dmobEobo bogommggmmml 393mJdggdnm ©O 3PDMAHYMYM 3bmzMgoady.
30006900 300093 YAOM ZoOMMYMd boJoMmmzgmmmado dodEoboty doEo
™39030, MMIJWMmo odMmi3 ©E0EO doobo dooEad §394bol LmEooMy®
©O @0bobly® LyJHMML, oJgEebd godmdEobomy 3o, 0nbgd®mogz00 —
39mhycol bgyghOmb. 89300 bogogdmo bgmmgobo 0dymgdymo gobo,
©09(H™390060 J3990bo P39m9gbo Lodydom oM Mdgd0Le o 39dmJdggdo-
00 99LodmyoMMd9d0L bLodgdbgmo.

990mddgomo o  0b6hgmadhnommo  9d0gMmoood,  Lobgmadbonm
dbo®mEoggMol 8983069008, EMBMMO M™MZab60d0309d0L dMob¢d0MMY®mTD
©ob3oMgood o LadMmaoEMYool 0bhgM9LoL ogd390mgdod EodLYLHO
9L LEYgO™M o F9PdmYOgMO obEo (330 gdYdMOb dolo oEO3¢hoEnd.
000bmobogy, Lodommzggmmdo Fgem 3093 doghmo ogm  Lodgmmo
39Mm0mEol  obHMOoIMm-3nmBdymo  399330M9Mdo, Mo bgmb
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P3moEo Abmamom mobodgEdmag bgmmabgdol Hgbwgbiogdols o
0bom0 0009900l E33300MYIOL.

06OLgdYmMado LobodE3omgd gobodoMmmodo obog, G™I 90-0060 Bmgdol
306GPmb omBHLodgommL BoMIMIoagbmmgdn dmamgdymbo 0y3bgb
LogMmmodm®mobm  3odmaxgbgodn, qmMYIgOLo ©o ULbgo dbohzGym
mmbolidogdgddo dmbobomgmdol  Jgbodmgdmmodol. domo  RoGOm3d
dbo¢hzmym mmboldngogddo bdod gdmbgggzodo dbmmme 930dmEY®
boboomb oho®myol. AbmeMmom MobodgEdmmgg bgmmmabgdodo dodEobomy
36OmEgLbgddo o H96Ybngdde LomoboEm gogmgbo 39M dmobobo
Jommym bgmmabgdolo o 3gmbn™mody, doybgoogzow 0dobo, MMA dmmM
Bmgddo  Lodo®mm3zgmml  bgmobyxnmgdod 3603369mmmgobo  mobbgdo
3000mm Loghmemol Ggoadomohogool, LH®YIhaGdymo mmboldogdogdol
dmbBymoobomgob.

Lagh™mEOob dEaMmoEo O LEGORO gobzomomyds LogoMmgdl Eadohgdom
bgmdgbymdol.  93®m30l  LEdZML  ZoEbmdng®mgdmo  ogal, ™I
9360308 3PMHIOYIWo LodEoE®OY 9uYdbgoo doll IMogombobymdolo
©o Boghomm PmHGOYW 399330MIMOSL. 03©gboE, LoogmL goohboo
99L060386030 3MBOE0d, MM gMOM367x™M0 3M3MMB9d0 o B3gEoomolhgoo
386nb3gmyml  domm3zol Lbodo®mm 3gdoboddgoomo o EobIomgdom,
o3 0PEOMYOIMNd IPMHIYMOL LygMmado BoMm3ohgoymo 3mmohozol
306LoLOBMZMOE O goblobm®mEogmydmoC.

2004 Bgmb  LogoOm3zgmm™mL  JgmdyMolo o  dggmmo o330l
LodobolhMmMA bgmobmo gooobomodo EaMZOL JoMmzodo oMLYdYMO
36O MOmMYdg00, 3obLodmgMo LobgmaBogym vdmEEbyo0, Mb6303EY3GHYMO
3mmohogo, Modol obobgo 33mgzo Lodobobh®ml dogh T9dndogzgdyw
36O MmaMm0dgddo, Lobgomo bgrmmgbgdol 3gmbom 30 —,Lobgomo bgemmabgdol
3ob30momgdol  3MmgMmododn”.  3Mmamodo  galobymgos  Labgomo
bgmm3bgd0l gobzomomgdol Bobomobgool, 93 Lagdmdo Lobgmmadbonm
3mmoh03ol gobbm®mEngmgdol, ombydymo 06m3zo306m0 (H9bogbirngdolo
©o 00(B693900L Bo®MAMAYHL, LogMmodm®molm 3Mmmgdhgool gobbm-
309egd0L bgemBgbymdol, bgmmmgobmo bhodymomgdol, 39dmgdgEgdomo
36O mE9Lgdol googdhoymgdob.

2004-2005 Bgmgddo LodobobdhG™I Eoddgotmo dodmhbomdymo Yohmo-
9O0M0900 LogoO®M3gmMmMT0 dMLYOPM dMOLEIMOZOMOM bdhMOHMOb
©o dboMmo Eoydodmo Lobgmmabgdm m®maobodoingdol, Loobogoohogm
3399390000 o 39Mdm 3oMmmo FogM TJIMmog08907mm  LoobhgMglm
39MohmMYm 3O MYJHgob, Momog 80dgo dobo J3994obodo 3gMmobhmGmYMmo
Logdnobmdol  3dobgnmoMmgdol. 3MmaMmodol QoMamgddo  Boho®mo
3mb639MLYd0 o bgmo dggbym 50-0g 30doMF3909m0 Lobgmmmgbgom
36O M9dhob gobbmdmEngmgdobl.

2006-2007 Bmgddo, 30dgommyMo  bgmmgbgool  m3omULadHmobom,
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3Ghommohghoe dohbgymm  o0dbo  ,Jommym  LYBmMBIo“  Fgdogzomo
36OM9dhgool  dboMmEodgdmo.  3Mma®madol  JoBobl  BoMAmoEagboo
©oLO3WYMI0 JoMmmymo bgrmmabgdol 3m3nmoMmndooo, dom JmMob,
mobodgEdmzg Lobgomo  bgmmgbgool  LogOmOTMMobm  vMgbody
©93mbLhMmomgdo.  odo¢hmaoy, 2007 Bgmb  ,Jodomymo  bydmbol*
ROOIMY0T0  gobbm®mEogmes  9943bo  bLogO®OdmMobm  3Gmgdho,
OHMIgMOoE 3o0hobgl olgm o3hmGmobhghnm mmboldogdgddy, Mmam®moEod
3969300Lo o LEHEAdYMOL dogbommyg, 3GMomol 330E®Mogbomg o 0.0.
39693006 52-9 bgemmgbgdol LogMmodm®mobm godmagbodg Lobgmmdboyma
30039moE BoMmoEanbo Lbodommggmml 3ogomombo Lodo Jomm3zgmo
dboh3oM0 Jomol dmbobommgmdoo.

2007 BgmbL 3MmaMmodo ,Jommymo Lgdmbol* omamyodo Zomgo-
molLB0bgoymo  LogHmodm®molm  3Mmgdhgoo  Lodmgomaotmgm Bom-
30h900m gobbmmEngmeo. dogbgogzoE odobo, 3boo Zobeo, G®I
mobodgEdmzg Lobgomo bgmmgbgool  3m3ymodmodognobmgol  gdg-
©0m0 600039008 BoEolLoEadgmoE, Pbo 99dydozEal 03 3GMMmEgLbol
30630m0Mmgd0L  LhMohgano: EOLOZMMOL  LogMmodm®mobm  b3gbody
030MMIM030 993mgdgegdomo 3MmEydeool gohobodpy, 30Mm3zgm
©0gd0, Lodo®mm3zgmmmBoggo d9Logddbgmo MMIOMYMO  3MOHRMGId,
Lobgmmgbgdo Log®mEg, Lo EOLZMYMOEEDE dMB3gYMmo bgmmaabgdo
(99b39GH9d0, 3PMOHMMYd0, ZomMgMolhgoo, dboh3®™mydn) oEEOMMIMO]
0O HoLAHIOMOD 9O MOE 39330396 9OHMMOM03 3O OHMGOPYM 3O Mm9gdhgdl
1339 990amad dgddbomo 3GmEydgool  Logmmodm®mobm  b3gbody
Bomboagbo. bbgoggzo®MoE G®MI 3mdzom, mobodgEdmag Loabgomo
bgemmabgdol  LEPmRoLbmgobo  gobgomomgdolomgol, 330639l
gmgmobo, 3Mmmomgdgdo  gzgybol Togbom ogm  ImLog30cmgOgMO.
Lodommggmmado 2008 BmolLmgolb o6  o®OLgdIMOEO  Lomobom
060Mobh®Ih®o, Lobgmadboxm  Jambydymo  0bbhobhygegoo  —
®06039M™39 bgmmabgdol 396hH0 My 0O Logodmygbm LogMggdo
(39%dm 3omg®mggdo oM 043696 o PMILOE 0™ 06006 3B MObdgEMM™3Y
LBhobompgool Bgbododolo dobdhodyMo godmagbgool ImLEBymoo)
o, Mo mJdo PbEo, IMO3omMANYBI30YMo mobodgpdmmgyg bymmabgdol
0989908900, LoEOE LOgEIMRIEm Logdnobmdol oMomygmyMop, PbEO
06OLgdIMOEIL Pobmgbo ¢Bhgdbozom smdn®mzomo bodgibogOm-33tmgz30m0
MOdMGMOHM®0gdo,  LagMmmodm®molm  bhobodhgdol  Fgbadodolo
oYEOHM®0gdo  Lod3dmBoydol, 33MbRgMYbEngdole  my  bydobomgdol
BobohoMmgdmoE. yzgmobmgol 3boo gobwo, ®m3 ofg, Loog oLgmo
060®MOLHMYIHI®OL  EIROEoH0d,  LoghmOTmMobm  Lobgmmmgbgom
RMOHYI0L RMGOTo¢H0 gobbognm®mgoym 3603369mmdol 0dgbl. 9l BM®AIo
00 9ghoddy 9hmoEymmo gdoo B396L J399obodo 0bhaGmIPMBHGHYMO
dbo¢hgmymo 3m3160303008, MmIdmPMo bgbobo o Lobgmmmgbgom
dmohm®madol  Jgboddbgmo, MG®IgmoE  dmodoEogzh  HMaMM3
030MMIM03, 01939 BEbmgm bgmmgobgdl. vdgbo, Lodommggmmao
Lobhgdohn®oE BohoMmgoymado Logmmodm®mobm @M®Yddo Jglodmme,
8903LmL g39940bodo 0GMLYdYMO Lobgmmmgbgdm 0bbhohyEogdol go3nyado.
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LBM®MgE 23 dMH030m, LdAbOLHGML 0bognodh030m ,JoMmymo Lobgomo
bgmmabgdol gobgomotmgdol 2008 Bol 3GHmgMmodol’ gHm-gOHmo
3O0mMmohgho mobodgdmmzg Lobgomo bgmmgbgdol LogHmodm®molm
Qm®Ydol  bgmdgbymdo  gobmeom  (3Gmgdholb  9gdgdabgmo o
3063obmMmEngmgdgmos  3mbB3x®L3o godoMmF3goymo qmbo  —
»3IMOYO0LO o bgmm3bgd0L gemmMISMYGO JMMOE0boMmyool 396h G0,
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Bogodmagbm LogMmEol ©E9ROEOH0O O doosb 3BoMmoo Lodyomgdgdo
990mgdoggdomo  3Moghozolo  ®y  Lobgmmmgbgom  BoMmdmgdol
LBhodmomgoolmagol. LEm®MgE ddohma3ogy, ,oOHLHIMOYIOL* ghm-ghmo
0 0Mobo3mMgd 3603369cm™3060 308060 y39tmo 03 3G MIMgdol omdmBgbo
0 30o6Yy39¢hoLgdgdoldogdos, ®MIgmoE Mgl hzgbBobodg aol. Jomgob
g439modg 9603369emm3060 30063 030bobLYMHo dbomgs. EMbEMgmMdom
d399406080 mobodgpdmmgg bgmmabgdol odxnnboblgdgmo dbmmmp
M0 LHIha®o oOLYdMOL: bodommzgmmb PmBydobo o dggmmo
©o(330L LodnboLHMM O QMbEO Moo LodmgoEmgds — Lodommggmm,
067 LEOOMLOL AWMbEO. MoL3Z0M3gMd, FbMmmME MM 0bLAHOHYE0Y,
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HMIgMmLoE3, Mmo30L IbM03, oRNboBLYdOL obLOBMZMYMO dMmEIMmado,
dmmbmgbgoo o 30MMBJ00 0g3L, oM M0l LozdoMobo bododmm 3G MmEgbol
BodmLoygomodgomoE. obggg oMobogdoMmoboo dbmmmE 9H®O EOEO
mmbolidogdol oMLYdMOS, 0YEEMIOIMOd  3IOOMEYMO  godmxgbgdo,
3m6OJamxgdo, Logobdobommgdmm  3MMmaMmodgdo.  OPYEOMYOIM0Y,
omOLgdIMOEIL  Lobgmmgbgdm  qmbogdo, GMAImgdeg  dbohg™gdl
Lodynomyool dobgdl, gEoMgdom ToMmH030 3MMEIEIGOOL 3o3Mom
3000™b mPbEog 330MYy Eox0bobLYOS PBY39(HO dMAH3Moghozolmaol oby
603799936 900L gobbobm®mEogmgdmoE. dbg3g dogmoob 3603369mm30600,
303Mdgdbmb bobldgdo LodmadoymE, MoEaob dbohgMmgdl, HMIMYo0
o6 398omdgb  nGOohMm®mIOmob o  0bLhoHEegdmEb, oMo  0d
3O MEIEYMYd0L dabbm®mEogmgos, MmMAIMYd03 030606Lgdol dmBo@aol
3303800 gdo.

099006 30dm3E0bomy, ,,0OHoLHIM0Y0" ML d0dbo@ 0dobog obobogl,
MM LOdMBOEMYBOL, d0BBIL LHGYIHPDIBOLO O LobgmadBoxmL dbMoEob
39ho  ggdomgdo doodioml, Moaob ULbgo dgdmbzgszdo, oGOLYIMBAL
9oblo, ®MI 0ly3g, MMIMOE oJodEy dMLYdYMmo Lbgo LogOmOTmMobm
mmbolidogdgoo, ,00OHoLbhIMmodos” 8969y39hl oMLYOMIOL o T9dEY]
439moxngM0 1030006 obabygoo gobgdo.

0009600, ,0OHoLHIO0YoL* BgdEamado 3oblzomomgdol mzomUlodmobom,
00960l mgdo  dgho 3603369mmM30b00, mPbos  Mmboldogdol
300MAg6ol m3zomboBMmobom. mpdgo obog PbEo °0mM0b603bML, G™I
©maL  Abmxymoml  bbgoEobbgo g3ggobodo 200-8g dgho dogbowmy
R6J3ombomgdl. 030l gomzomobBobgdom, domdg 3603369mmm30600,
99394060  9g9¢)-bogmgdo@ Lodommgzgmmbyg dmMagdymo  d0gbomgl
LHGYIHPMo o 3OmEgbo, G®AgmoE dob P339 2MLYOPMO YOIMO30
©OEO MY 30(hoMo d0960mglgob gobolbbgogzgdl, mybooy g mo, dogMod
3603369mm™3060, 0©30MmoE ©oLadoblmgMmgdgmo, 893mgdgEgdomo
Lo0BHgMILM O F0BoOMLMIM0Z30E EOHZOMMIYMO Fobolboomgdmon.

36md0omO0o, HMA b6900L30gM0 d0gbomyg oM™ 3o330MT0o bobgmaboxaml
39MHIOI, bLmEoomy® ©O 3MMoho3Y® oMmydmbmob. d0gbogmg,
OHMammE 0OHLOLAHYIL ghm-ghmo Bobommo, Lobgmabogymbo o dobdo
dmgddgon bobgmmmgbgdm 0bLAHOHNE0Yd0L 3oEO™M MobEITOMIMMINL
99009300. 03960, bLogommzgmmmao 80960l Eo®WYdByool M mEgLdo
300036y39ho 096900 g3994obodo xnbdombomgdoo ©odMY30wEY0IMO
0O Hobbhohyzogdol  0bhgaMmogoo o LobgmdBoxml  db®MmoEob
303369mm®3060 030606LYH0 MY 3MmMobho3nx™o dbomEodgdmol dm3magdo.
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JoOrmymo oMmdH3MMEYJE0o
LogEMOTMGHOLM
3MMggdhgoobomgols —

1393003030 O dbogMo 0dMEO6Y00

obobyobobmgol d0bo, BodmanEanbmm Jommagmo dbohgmol,

dodo dgbggmool, 603ydg3oMo ,3xMobhmdmgdol g3gdo”. gmmbgLgzo,
9030 0dmMmo, 3ocOmEoo  Loboloomm 60dbgooo dods  Fgbggool
608y3d9g3Mgoobmgol. ghmo dbMmog, o0 6o3Ydg306mL  dbohzGmymo
BB MEoEMYdoL BoBomo dbo(h3MY 3MMIMIOE00EOE3 0M0g30aL, MmOl
06(hM0g03 3PMOHMMMO O 3M0H03MbmO YygMomgdol dodygdmosl obo-
bogl 30860¢. 03 603789360l 36r9B9b¢HoE00L 9898 FoMmMoE goodoMo
06¢h969bo dbohzMol dodomm. dgmemyg dbMmog 30, ob, MoE 03 bodydggdol
9000 o 3boh3zmPmoE PHMoMgdymoo, Jodmym oMmHLogMmEgdo
10330ME BOONME 3o3M(3IMIOIYM IMBOBOMYIOL godmbohogl. dBmgowo,
Jomm3gmo dbohgcgdo 373030 P300gMROMMbo 0006 3G mMm Mo,
3om9Molhmo o 3MH0Hozmbme Pdmddgpmoom, gl n3obobzbgmbo 3o
360996300l 3odmmgg0od9b dbohz®mgdol dodoMmm, ™A obobo bozmydo@
360396 LoZYMOMO MdZ0L gobgnmOMgdedy, AbmmmE d9dmmo30890Mmo
3Om9dhgool  RoMamgddo  03doYogb  60dydgzdgol o, PIgHL
990mbgg30od0, 9BoE 00006, Eo0ddomb bgdoldogtmo Fgdmmo3089dMmo
0900, doybgogoE 0d0bo, oddhyomydod gl Fomm3zol, oy oMo. od
Lo ool mdogdha®mo 308980 ol oMo, MMAI godmxgbgdol dmbymanbo
©0O 3MMEYIEO0L Eox0boblydol dgbodmgdemmdo 0d300moEOd O MY ob
0MbYOmMBAL, Joldg YoMl 0306 23dmMOL. 0BbRG®ILHGOYIH®O o6 TPdomal
Lg9dom: AboH3oM0 — oMo — oM IMoLH0 — 3M0H03MBO — oM HddBOMO
— 09389900 — 3PWOIOYo 3mmodogo. dgbododobo, L3MBHOby®O,
99909l 890mbgg3080, M30M6M9a3YM0MJIOEO O dMOZMBHHMMOMYOd©O
3MmE9Lo doEol, bommmm 3Mmadhgdo 9O mFgMooo.

300YMmobog 3MmMdMYdo MRS JoMmmymo bgmmabgdol Bolzghommde,
doybgogo@ ULbgoolbgo Loghmodm®mobm 3MHmgdhgooby, MMIgMmmo
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36390300 P39hgLoE doMgEob oMol dMBMEYdYMmMo o MMAMYddos
Jodmggmo dboha®mgoo dmbobomgmdgh. ®mydze gb  dmbBobogmgmdo
b3oMoE RMGOIoMPYM0d o FbmmmE 3gMbmbomymo 3m3ybozoEoolo
0 3P AHIGOMd 30330l BY6JE0oL dLGOPMYOL. YFgommE dbohgzmymo
6060 3Mgdnl 3 mdmgdohnzo ym3gmmagol 33060 3mobdgo.

®0b039EMmH™m3Y bgemmabgdol 3O MOMYTo(H03o bogommggmmao
doMomo@o 3gogLoo  bb3go ymagomo dHmbomohodymo  §399469d0L
Lobgmmgbgdm LogMmEgdo oMmLgdYMO 3OMIMYTohozolo. ob, Gobog
contemporary art-4 336m@EY0m, EoLEgmgmol J39ybgdmob dgpomgoom,
gmaomo Bodgmmoe 30380M0L MH9L3ndm039d30 LEPMooE goblbgoggdywm
Lomyd3zgml  gymEbmodo.  H9bpgbsogdo,  GMIgmmog  Loddmmo
3968y®Mo 3MdomogEo, o3 §39469030 0330069000 ©o UL3gE30R3IYMO
060h9M3M9ho30gd0m 8gdmgoEo. ®mo30l EMMBg ol, 3oMgzgm ®ogdo,
dmdomogdgmod®mog 3mBoool o 9OHma3z0m  ©oboEYbdhyd  LhodhyLL
6036030.  ,0M0MROEOMYMO  bgmmgbgdo“  Loogmmo  30330Mm0l
3069080 godmbohogEo bodmmbabhm MgogdiEool 0EIMEMENBdoMmYdYMO
bgmmabgdolo o  (39633Mol  Boboomdmgy, moboi  o3®domym
©oLOgMY®»  303E0boMgM0gddy GMgRmgdlool Lognmo®m  3mbhgdudL
1303800900, 0bEYbEo Fom 9OHMBZ0M 0E3(HOE0L. LodoMmgzgmmao
9L 3OMmEgLbo 3093 YROM 0330069000 EOOBYM EO of, IMblm3zoLaob
30blbgoggoom, oMmE ULhomgdolb 3myd®omoddo B8godhbgmeo. o0ym
00096009 6MB3IMbRM®I0LAHO dbohgoMm0, FogoMmMomOE, 93MM 30MB0,
30g3™00 300 JoOmymo omHLEIb0L domomoE 060303089 OO gogmgbo
396 dmobEobgl. 360336gmma0bo 33emomgde dgdmohobo omgdlobdmy
(By®o) 0d0bdgmodgd, ®maAgmog  ddLHGoghmo  9gduddmgbomboddom
©o06¢hgMmglo o 1970-006 Bemgddo dmLamado mgmbop dogobmgol,
m0bodgEMmm3g bgmmgbgool LobgmadBogym (396¢h®™olL  EomgdhmMob,
060300h0300, JoO®MYMO 030680MHEOL 9O MOEIMM BoMIMIdEIbmoE
0M00M9L. M3000mb 9l Qogho 6030bEMOMO300, MoEED Y3z9moxgho
dmb3mg0ob 3MBHMmoMmEomEs ©o dmLam3dngg Bygdmpe, 3oL
09 JagmEo 030680MEOLEHO.

4ma0mo Bodgmmo Log®mEol dbohg™mgdol 3MbEgdhomy®mo bgmmgbgdom
©o06¢hgMglgoe, 9hmo dgbgEzom, gmaom Loddmmo Lbog®mEgdo, dom
Mo, LodoO®M3gmMm™Bo3 O oMIMLogmgm 93ce™30L  §39469030,
©oLOZMYMO  JPMAYMOL  3obmdol  LyMmgombo ©o 03 JPMmAHImoL
303p0my®  603obmo  LobHgdoLbmob 0EYbHRN30EN0LO3Y6 LBBEMO®3ZOL
P03OM 3odmboho3o, 30Mg dbohzoMmmo IbMH0Eb m3zomMmgomodoiool
09(30MIOMMBOOL. 03 3gMomETo domm3ol yggmodg 9603369tmmgobo ogm
0603m®3o30o, HMIGEOE dMLYOYMO MYgodol godm bozdomp EoEo bbol
d06domBy dbgemo bgmadolbobzpman oym.

dmg300b900m, GmEo  03mmoEoolo O 0bRM®IoE00l  EIROEOHOL
3O MOMYdo goobyo o Jommzgmo dbohgdmgoobmgol omo® ogm
Bo39h0Mmo Y3bmPyM0 oM HLog®mEY, Jom Eo0bobgl, H™MILHomo, HMIMomS3
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0obobo 3P3om0oEbgD, o6 0dbgdmEo LONBHIOILM EoLagmgmobomgob.
oo 606039 gohbo 0dmEobo, 89940bom 03m9bh®o sMAH3MmEYIiE0o,
OHMIgMI0E gomzomolBobydymo 0469dmEo mobodgpmmag bgmmabgdol
©oLOZMYMO  OIMBEOMYOdE O ME®030bomPMmO  3odMEFEOMIINMO
06ym®3oEnoE, 96y 99690mo mogobo ,dglogo™.

00330M0©, ®60390MM39 bgemm3abgdol BomImBmooLo o 3obgnmomgdnl
300md900  Lodommagmmdo  domoob  gobbbgoggoe  obogmydo
dmEYmobogeb. 300390 ®03d0, goboM3z9300 0EINMMIMN]Z 3MbHgdLdhdo
odhomy®mo bgmmgbgdol 360336gmmde mobodgpdmag bgmmabgdol
RM®IoHom. db93g oygomgdgmoo dobo 3Mm3Pmodmodoino, LmEoyddo
Bomymo o 0b6hgMmogdhoygmo 3Mmgdhgdol gobbmmEogmgdo. 0333060
®060390M™39 bgmmmgbgool gbo LodmaoEmMgdolmzol JRM®M Mm®mgabymo
30bEgdo o dE30moOE LOEbMYN. BgEIzaE, 93MIbHYM 3O MmEYJEoobog
30300900, MHM3gMoE oM 096900 bgmm3byMo, dmaoEoE MobodgEdhmay
bgemm3bgdobmgoll 30d08b7ymo o6 LogOmOTmMobm 3Mmgdhgdobmgol
,000339000“ 399360mo.

JoOmymo s HLOHYOE00 3O MOMYTdGHYM0d O 396 Jabol gobbodmadmym
M0MgdRm9dom P6ygdol (,d9LoL ) LogmmOTmMmobm oMmHLogMEOLoM3OL.
9l 3m33madLby® FPdomdol o gMdgm3zo©00b 3MMmgdhgdl ombmal.
oGOLgIMOL  Ggbydlo Gmgm®dE Pdyomme  dmgdgeo  dbohzmgdol
m3ombod®molom, obg mgmGoymo 33mggobo o Lom®Maobodogom
3030Gmmymyoom, o6y 0Mm0ob dboh3zmgooE, MIMMYHo3mLbgdoss O
39MohmMYd03, d03®™Mod dom dogmoob Moy  30Mmdgddo  pbg3m
3p30mdo. 3MB3MIHMO 3PMHIOYMO 3MoHozobo o gMhdgmmaoEoobo
36O M99dHgool gomgdy Gomymo 0gbgdo 03 LodHYOE300EOL MO30L OMBY3d.
LBgG®oMBYMO IboGmEOIMOL, 3mI3JLGOE goodMgdnMmo 3P HYIOYWO
3mmoh03ol 3oMmgdy bogmgdow Lobyagdm FgEganis 890dmmgdd 3030MM™M
— y39mo dbo¢hzoMmo 3mbgbh®oMmgdymo 0gbgdo §d0g3MmoE0dg o oMM
©006¢hgMgLigoe LozgmoMo bog®mEgdo dydomdom, MMIgmados, AbgogLo
HMHOMOBHOOPMO 36 Mgm3Mo¢honm bobgmBoamgdobo, oMo 00®mLgdgdL
®060390M™3Y, 0dbHnomy®mo bgmmmgbgos.

bomybo bodymoobo

0MOH3O0(H03ML0, 3POHMEO0
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0603300(Hh030 3MLAHLOdGMMO
LogMmgdo

'U 360960 odmbgggoo: MmEgbog 2004 Bgmb RodhoMEo bobm
gmmmagomobo o 3gmgb 30®m3olb dog®m 0bogo®mgdymo 306390
LBod3mBoydo ,dogdo  LOBdM3gMBOL BoMm9dg”, Hgdo Loydmolb mydo
,3MH96E0YM0 bogo®o* gobmmom. 30306 oolgo Jombggdo 0ggdol
300 9M00emM0do300L Y30 gdemmdnl dgbobgd. E®al, 6 Bemol 39393,
BOgMmmOdMMmOLm  3adMmxgbol  ,oMmHoLHgMoydol  oMmomgmydo©
mo0mobdo 33mog 8903M0d0 LoobhgMgbm Lodmgomgdo, 3FgMoQ,
®00moboL  3PYMAHYOYMo  0IbHMO0L Logombdyg Lodbigmme. HYaL,
Gmgmdi  dbohzdmol,  3Omgdhlb  L,oMmpoLdhgmoydolt  3mbhgdudhdo
39300 ,bogomgdggoo Lobmo®. ol dgbmymgdgmos dsMmJohgdhm® dogo
gM1n0330mmob o 3mMJobogg omm Hodohodglmeb moboddmmammdom.
9L 6obggz®moE bydmmdom gozgmgoymo 3Mmadhoo, MMAmol EoLabGmymo
dgodmgoo 0gml Jodmmymo dmodmol gdomol bogodmdgdool xm®mdol
396mMd0.396M0030 306m03Lgd0 30MOMIMYM0 LodgoMmgdol 0bLHOGHYHO.

30bogdcmmm 3g9Mdm 0bogoohnggdol dglodmmgdommdgody M93o6IMm
LBogo®mmggmmao.

og 890dmyoo godmoyml m®mo 3MmdmYdo, 00M0gMo, MdMIgmoE bgmb
99mol 08 g39ygbol Bodmyomnogdol Lodmgomogm Lodmgaomgdop. gb
3O MOMYd900 30MamM0dgd0L P39m9oL d20300bmd 3MHgbEoamU:

1. LadgMmmo BoMLymado 39Mdm 060300H030L 03™Mdom308 dEodnobgdl
030630 0030 O BoMIMEa 9o, HMA 300 3gnd00m EOIMYZ0EIIMO©
LoghmmE Modol gobbmMEogmgdo. gb o3dmdomago 3 momdol dggbm. o0
MoMd900L 3bM3gMmyoodo y3gmoboo®o doMmmagd, MmMaobodgde, d9693396¢0
BobgmaBogymL dog® bm®E309MMEYdMEY;

2. 6900b30gMm0 LozyxM®Yd0L dbmmmeE LobgmadBogyml bgmmdo dmdi39300,
2306LoBdM3MmO  ©E0T006900l  EOIMINEIYOYMIdY,  P3oLybolidggdemm
dm93Yymmb 93 Jmbgool. obggg, Laddmmo Mggodol odymgoomado 3mgd-
0308033000 P39M90d300 3odM06300 o AO3MYoM0dEO 0b¢H03MM9IhHogdo
o 06030yoMmOobH Mo Lodmgopmgdo.
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300390 3Mmamgdol  oghyomymo  godmgmobgdo oMol AggbL
LoBmgomgdado oMmLYdYMmo dmmmEobo, GM3I 30003 (8mO3HMI)
dmgo o 0l 30039mgdl, odobogddgol, bgml 89dobymol o o.3. 03039
©OHML, bogoMmzgaEMa d0MAd MNOIMOMYM-EIIMIMOGHOYo Lolhgdo,
OMmamm3 mo30LYRMYO0L ZoMabho. POGMommE, o3 ®o30LyRMgdOL
3003000 dOH03MmoEnd oM dmaboMo. ©ImzModhogmo Lobhgdo
©oxdbgomoe  mommygymmo  dmdomogol, 3gGmdm  bgdhmmobo o
000360 Md0L 9HmMdmng dmbobomgmoodyg §3994bol dommgol 3 miEgLdo.
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3038060L odmol 39393 70 Bemol 30b6303¢mm00d0 HMo330MmYdYMO
LoBmagoEmgdo M9godol dbGmoEeb dodmzol oMmgdy omBo. Mo mJdo
160, 3oL goyndomEgdo LodmgoEmyd®mogo dommgol 3gdobodagool 9gddbo.
dogomomoE, LMmAmddo gmagbgdo 7Ighgbbomow 396 obgkmbgdgb
LotmByozo bLoLbhdgdol gobMmogom godmygbgdol. o®mol otbo, HMIgmTos
dmolb  Bgomo, GOMIgMOE Yy39mol  gmabol, dogMmod LmEoomy®o
003939300, 9HOMOM030 3630l 39dob0330 oHHMROMYdIMOD.

P039OOMO0Ld o HoMobool oMo, ®mYMAg Loddmmo  Lobgdol
B39bL 36m0o0gMgdodn Boydmoo 930060l gmmgdgbdhodmymo yboMgdo.
30g80mMomoE, 930l 39009300, H™MI LogJoOHMIIMML, HMIMME O3MOIMYMWO
9399460b, d060b oo Bobomo Eo1dYTo3909tMO O P3OHGOMbMmo.

3m®OJdmagoobo o  Loyd®YdOL 0@ge 0603000030 3MLEHLOOEMMO
L0g™m 3980 MG0gbhoMmgoymoo B39bo Logmmm BomLymol Jgnolgdody,
0008  goEbmoogMmgoody, GMAI Loddmmo 3o3doMmo gMmgdobmgol ogm
060076900030, dOOEMIM030 O HMogdodhmo Lobigdo.

396 300093 oM dmaAbEoMmo o3 Loznmbgdol LomoboEMm dMHOIYMOE0L.
000¢ ™3 3030gM ™M, BangMmo vEodnobo B3960 dgbggdmol 39398 JRGO™
9OMY®OE E0b0bo3gL o dobobm®m0gmgol bLognmo®m 3mbgboomb.

,0003000030  3mbBLbodgmmo  LogMmEgdn“  om3zomoLbBN6gdL  dmMbobo-
m™ggdobmzgol 030l AodmMyYyom0dgdol, my Go 3gydmoom dom Bomzommb
Loggmo®o  3Mmgdhobmgol  3odmboygbgdgm  dohgMmoomyd, 0b¢hg-
WIIHPOoWYO 0y 06O 3030(HOMWO.

30¢™ BgMmgmgmo

®0603900MM39 bgmmm3gbgooL 396HM0 — MdOOLOL EoMgIHm®O
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00 MM, ©9- O
M9-3MmbLihmdEool eml

eoAIR @oombeo 2003 Bgmb Jodmggmo dbohgMol bmxoo
Hodo¢hodol  dogMm, HMIgmoy  IGMogzombBmosbo  LBagmol,
3bmgMmgoolo o dPdomodol 8939y 3MMobEooEOb LagoMmggmmao
©o0MYbo. 2007 Bmmoob ol mgogoomy®mo MYgoLbhmomgdymos
OMam®m3  9MoLoIMOZOMIM MmMIdboBogod O 9Mo3MIAgME30HM
Bogd0obmodol 96930 30rIM9IHYOMOb 303806 JOYM RMbEIOMOE ghmo(.

GeoAIR-0b  oo®mbgdol dodobo oym Jodmymo @O  3o330L07Mo
dbohgmmdol m®mgobodgdo O MobddIGMAMmMOS  Laghmadmmobm
39(33(M0m0 3MMYJHhgdol RoMamgddon, Momo Mo30 dmgyoMmo bbgoolbgo
BoMmMIogmmdols dbo¢hgdgodobomgaol o dmygdgobo dgbgdol BgdhHomgdo,
GM3mob Eobdo®mgdomoi 0bobo 3Grmgdhdo dxdomdol 89dmmgdbgb.

2003-2004 6Bmgddo, GmEgbog dgMadobooEob 993  O30MY6O,
bgmmgbgd0L LRgMmdo LozdoME MMYMO 30MOMYdS 0gM: MObOIgEOMZY
bgmmgbgdol Logommggmmmado bozmgoo® oMooMydEbgb. 0gdbgdmpo
0m00930MmYdo, ®m3  ygzgmo dbohzoMmo  mozol  LobgmmLbmdoo
Bogzahomo. 3oMydg 30Mmolmzol dgndmgdgmo 0gm, mM3omo 993693060
Jomogdol 3ymbdymo sbmg®mgdobmgol. 396 o03mzoo dPdgndL ob
30mM9M9ols, MmMIAgmoE 30goEbmodEe byemmgbgool Legm™mTo oMLYdHM
0aM3oMmgmdol, oM dMHLYdMIEL JYMbomo, MMIJMoE MobodgpdOhmgy
bgmmgbgdol o6 dob 3FMohozolb 9gdmabgdmpo, ofH dmodgobgdmpo
Jomogdol 330033t 930 gomgMmggoolo o Jnmb®dymo mmbolbdogogdol
byLbom. ghmo Lohyzom, 39ndmgdIMmo 0gm 3IPMOYIMIYWOo bmgcdgdol
dgbobgd 0bam®Adzoolo ™y ®hHhgzol domgdo. 90-0060 Bmgdoob
dmygmmgdygmo, bodbo¢hgmm mmbobdogdgdol m3ydgbhodmgdo 0dg0omo@
bgdmo. dobomo EMIIEY 3oRObHYMmOoo Bobemgddo, Lobgmmbmgobo
©O  QOOMIO0m  ZomgMmggole  ®my  0bbhohnhgodo.  OEIOMMIMO30
Lodbohgzmm LbRgdm PYbmdo ogm GMZMOE 0EFNMMIM039008m300L,
01939 EobaMAYho FLmemombmgol. dobo gobgomoMmgdo RYMbgdmEo.

3MMOoh03xMo dMobhodomy®Ommdol, 08939 3PWMOIMYWo LHGOHIa00UL,
mMLAZIMYHIMMOoLo o LOLEHYIPGOO dbooBdol dMIMLgdMINL odm,

bm® 309 EgdME dbmmmE IM3mg3000060 3PMH MmO 3Mmgdhgodo.
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9 0gm dmEgdPmmos. 03 30000090000 godmdEobotmg, GeoAlR-3o
03Mdbm  LagoMmmyoo, 3obg30maMYd0bo  LogMmOTMGObMm  goE3mMomo
36 mggdhgoo.

2010 6emodg GeoAIR-b o6 3JmbEo 3mb3zMmghnmo 1odozn®o LogMm3y.
36O M9dHgool mMmaobodgoo o BoMEagbo bpgdmeo dobo Foboo®bol
3060h99bh0©ob godmanbomyg. GeoAlIR do®HomoEa 0bgm sMolodbohzmhm
o 0Mobobygmmabgdm LogMmEggdl oMmBg3Eo, MmaM®MoEdo  M3060L
Jotmbobo, 00Mgdndol 99391930, ymaomo bodobobH®mm o 0.8. boodobm
0609mm0 308980 0MHLYIMBEY: YIMo3mHgbo 308980 ©o30330MYdYM0s 0d
RIHhmob, H®MI 00030 o 3N00boE BogoHMZIMMB0 06 dOHLYIMAL
mobodgEMmm3g bgmmgbgool 3dPBgndo  ob gommgMgo. P3obolzbgmm
©OMIEY LodoMmM3gMMB0 06 IM0dgdbgdMEO EOBYLYdYYOL, HMIGMO
®060390M™39 bgmmmgbgdol BomImohgbo. mobodgpdmmgg bgmmabgdol
396¢h®o mdomobo, CCA — Thilisi, 2010 Bmol 1 mghmadgOL gooblbe.
L,00gdoOM3IMML 9O M3bmo 3PBgndol 0mLgd gMmododgomol Lobgmmadol
®d0mobol oLhMGoYmo 3Pdgydo — Jo®m3zabma* ghmoEgMmo Lobgmato-
qm 99899000, GMIgMOE  MmdomoLIo  godoMmym  MobodgEd™may
bgemm3bgdol godmagbgol dob3nbdmmdl, dogMmod dobog ob odgL
963609369t mgbo gobLadmadymo 3dmaomo. Logddg, GMIgMLLS
9L 3pB9ydo 039myol, domoob EOLOROLYOgMNS. MHMI oMo ,JoMm3olma*,
999dmgdgmo  0gbgdmeo oo  3Mmgdhgdol  gobbmmEogmygdo.
LobgmadBonym 39891ndgd0Lo o ZomgMggdol oo bobowmo 1339 Bemgdono
©039h0moo MHY3MbLMYJE00L godm.

Lbgo J0B980, Mol 3odmE GeoAlR godyEdgdom JdmadogMmdl gohmo
030M0Eob 3gm®m9do, gobdommdgdymoo B3gbo byHzomom, d03033wm0-
™m0 00bodgdhmzg bgmmgzbgdol gobzomomyoom ©oobhghglgoym bbgo
™m©3ob0303090L0 My 060300H0390L O JMBHOIHO O30TYIOM® FoMMb.
GeoAIR 3m31pmomodo3ooll 1693l 3gmbndobo o bgmmgbgool oMo
domBhm bodo®mm3zgE™Bo, 0MHoIgE 3o330L0030. 396 3MOBOITGMIMOM
BogMMOBMEOLM MGMZob0B03090mMmOb o 300MM3b69090mob, HMIMYO03
B396L 303690L 0B0oMgdgb.

960 9b603g, GeoAlR 3E0MMOL, OOMMZ0 d60MIMML bgmmm3o690m0b,
Lbgo db®mog 30, O0BHYM9LYdIMOL, MBHogho oodgommL Lodmao-
©MYooLbmob o 2EaNMMOMm0g  dmULobmgmdolmob.  GeoAlR-ol
3MM™9dhgool  gydoeegdolb 3gbd®3o 9gdpaze Jomogobo o g3gybol
LOEOMYM-3MMOHh03ne o Moobym 3O MIMYdohozobmob ©o303-
F06907mo bbgoobbgo Logombgdo.

2007 6gmb GeoAlR-3d o06ym 3mgdho ,00Jomman — mobodgpdhmay
bgmmabgdol oMmdogzo”. 3Gmgdholb  dodoboo, TMmo3m3zmL  36Mdgdo
39mbHc0b gobzomamgdobo o bgmmgbgool 8globgd o bgmo BgnbymL
0033060 060yMm®3o300L ggbgMomgool, 30639t ®0gdo, Lagommagmmao,

107



108

[ 8030®OLEIG3NGHIdS —bOFdONZIL M 0)0653I0OHM3I dSGOLO3GHBI

01939 bLmAbgmBo, 0B8xMBVNFEOLO MY MYMIgmBo. 3MMgdho Lodyomgdol
0dmy3L 2anmMmMAMm03 o PEbmgm dboh3zmgdl, bgmmmgbgoomamobggol,
©00MY3000909t 333eM93MgoLo o LoBdMaOEMYIL, goEgommb 0YYdo,
3™Ebo o 3odmEEomgdo Mmobodgpmmgyg bygmmgbgdol 0dg0d0bEgmo
H96®9b30gd0l dglobgd. ,oMmdoEGO™I0* PBGOHYb3gmymal dbohgzdmymo
60399936900l bgmmdobobgzEmamdol, dgbododolo Eob3nrbool oGOLYdIMBOL,
dobol  Loxyyd3zgml, ®MAgMoOE 030 YdgMoo  bogabdobommgdmm
o LoBmgoEmed®mogo 0bhgmglol BobomanggdmoE. ,oMmdoEOmIol"
ROOH3MY030 bmdEngmEgds 393mombodbymo Mgaombol dbohzodmmo
60399936900, 0939 FoOMOb E303806MYOYMO 0bRME®ToE00l, 3GM0¢H0-
390 BgHomgoobo o mgm®moymo dobomol gmmgdhOmbym gm®madohdo
©o0MJ03900. L,0MJoEMMA0" MmOl dbohgodmmo 3MmOAHRMMOMYOL,
Hh9gbhgol, DVD-ob, bLogmbhm doMmomgdl, bdol BobobgMmgol o 0.3., 06393
OHM3MME 2030MMOMm03Z, o939 yEbmgm dbo¢hzmgdl 3Mgdgbhorngoolo
0 M9d309d0bomzol, HMIMYO0E M9aembol 3PmAH MM mmbolbdogdgdl
qbgodo.

2010 Bmoob GeoAlR-30 ©o0bym mgzomdommzoEo  MydoEgbiool
3O MgModo, MmAgmoE Lmogedmdl Iydodhmdmgolbo ©o bgmmgobgol,
©om)dbEbgb mdomobdn o godmoygbmb gl oEaomo 3Mbhodhgool
©obodyomgdmo, B8gbgbgb  dbohg™gdl,  FPMmAIMol  LoygMdmado
dmmgobg o6 Lobgmmmgbgdm 0bbhoByHIOLO O FPMOHMEMIIL 3og3oLool
©930mboEob, Gomo gobogomommb o  oom®mILgmb  mo3006m0
3™Ebo o 33mggo 30330L00L 3MbhaJuhdo. ododEg od oGMLYdMOEO
3OmgMmodom  gomzgomolBobgoymo  Lobgmmgbgom  G9dogbino
®d0mob30. 3PMIHMMIOLO O MIMOYH03mLol momddol o6 dgmbom
9gbodmgdommoe, 9dydogom  Lodo®mmagmmado  Logommggmmbo o
30330b00b Mgaombol 3mbhgduhdy.

GeoAIR-0l ®9309b6300L 3MMaMmododo 3oblozxm®mgdymo YyMomgdo
9mdmdo  3og3oLool Mggomboll Lbgoolbgo 0bLHoHHIdMOb, ™m®o-
60303090006 ©O FPMHYMOL LeygM ™Mo dmM3eby 3O MRILOMbOMYdMOb
®06033OMIMMIOL, Momo godmogmEgl 038 oMJomB0  IPWMHYIOYWO
RMbBEYO0L FPTomodo, bgmmo g969mb 3m@bol goggmol s 3603369mmmgobo
390HOPImOo 3Om9dhgdol gobobgmdmoggdobl.

GeoAIR 30360 o® obobogl, 999ddboll 3GrMg™modgdo ob Bodmoygbml
LBoggmo®o  306mmogdn.  3oModom, ob  odd  09Ygd0Lbm3zol o
99bodmydM™0gd0Lm3oL, HMIgmoE dmEol B39bo Jugmob Bgztgdolgobd
07 9a0MMIM030 3MMmgdhgdoEob. GeoAlR yp3ogdodmgdo dgbododol
™m©3ob0do30g0L,  FPMOGHM®mIOL, 3bohz®mIdl o  ®bo3IGMIMMAL
3000006, MomoE bgmb PBYmOL obogmo dMmEYJEoolo ™y 3gmggzol
30bbm®m309mgoabo o 0639LH0MYooL. GeoAlIR-0b dmgbomo 3emodhRmM®3Id
9gbodmgommool odmggl M980gbhgdlo o 3MMaMmodgol, 0dnxdomb
36030t 30MHB0MOMOb 06M30309M0 3D MYJHool 3obgomomgdody.
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gm3zgmo ®9809gbho 30mEgdRmM0o, AddhoMmml Lbogodm 3Mgdgbhoioe.
0y 3mmgdho 000l Lbodyomgdol odmgglo, H3gbo MgBogbioo @O
3603369mm0d0l  060890L  ®9gBoybhgool  dmaBoyndm Mmool mdomolL
30M9m, 30330L00oL  Mggombol QoMamgddo, LogoMm 3GMYBgbhoEool
BobohoMmgdmo.

dbmmmE ®98009gbhdge odm3nEYdYMO, My Mo bobol 3GM9B39bhogool
Bo®m3moEagbl. gl dgndmmgdo ogmlb dmblgbgos, gmmIdmaon, mgdino
0039 L39E0RO3PM Lozombdg, 3MMgdhol 3M9dabhopns, OLbILoo ob
30dmxgbo.

GeoAIR mbm3gl yggmo ®98ogbhl, mogzobo B3momo  Fgo¢obml
®0b0dg9EMmm3g bgmmgbgool oMmdogdo ,oMmdo®mmadn”. B396 3mbmzm
©9%0096(h90L, 0mMa30BmEmMB  dologmgoo oMo  FodOHm  LOZYMOMO
990mgdaggdol  Bgbobgd, oModgE mo300b6mo  Jugmol dboh3zmgddy,
39MohmMmgdLo o 0bbRHOGHYHIOBY, GomO  o300EOEMM®M  RMBEO
0  3030dmoghmm  M980gbgool  FoLbBMmoxgde  LagHmodm®molm
006033 MIMMI0LO O EOdMMZnLzgb.

GeoAIR-0l 309® o doLmob ™0bodIOrMIAMMINLLOL  0booMgdymo

36 M9dh9ooo:

o ysbmgmo®, 2003, o@aomo — 3060l Jombobo, mdomolo,
Lodommggmm o q@gmodl dgdohobol gmbeo, 03bdhgGmEdo,
60gMHmobEgdo; 3MbgREoe o ™MmMaobodgos — GeoAlR/dyoc:
Lmaod hoodododg, 60bm aymibgobody;

o LLbodommggmm, B396 dmgpozo®mm®, 2006. o@aomo — gMmgbymo
bgmmabgdol 3960,  mdomobo, Lodommgzgmm,  IhHdgbho,
60gMHMobEgdo; 3MbEINE00 O MMRobodgdo: do0039 3939609630
/ 06 30¢hg (Expodium), doMmommob ©o3dobo o doo®mhgb 30696
900960 (ERforS), bmaoo ¢odohodg, bopoo Bymyzndg, aadgoo 306
©06 (GeoAlIR ,3033mM0m0 03009300 2008. dganmo — 00Mmydydol
LobgmadBogym dydgndo, mdomobo, LodoOmm3gmm; 3MBbEINE0O O
™m©3ob0d3g00 — Moo 306 0B, MBM EOM3IM O LMmRNS Hododhody
(GeoAIR);

o ,mM3bMogo 3080h0*, 2008. osgomo — 00MmYdndol LobgmmdBonm
3989930, mdomobo, Lodommggmm, DEPO, b¢hoddymo, myhdamo;
3Mb33993300 O MGZob0dgdo: by dbomo, bgMo mB3obo;

° ,3040bymo  dmdgbhgdo:  odmdohgdhado  333oLgbmol.  33emg30
©o ©obggbgoo”, 2010. ogomo — Lodommggmml  Loddmmo
Lmoomobhymo Ggbdnomozol boogdhmadmdnmm 3d3gdol ymaomo
BodoboLH®M. FMobo 30MToL 3O M9gdho; 3O MEOYLYMgdn: 896 Lagol
ambeo (Other Space Foundation) o moyn®mo 3omdghol ggmbeo,
3063030 (Laura Palmer Foundation Warsaw); GeoAlR-obo ©o 9030 —
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396 dm 20 J0300006;
22-25 0gmobo,
2010, mdogmobo;
Logodmzggmmly
Lodgmmo
bmgoomobhdo
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Loo3RHMAMBOT™

38900 ymgomo
Lo80bobh®Om

Frozen Moments:
Architecture Speaks
Back. From George
Chakhava'’s private
archive, July

22-25, 2010, Thilisi,
Georgia; The Former
Ministry of Highways
of the Georgian
Soviet Socialist
Republic
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Lmdbgmol (AICA) dmbobommgmdom; gd®mogo Jmbgool g3mbmangobo
o 3Mm9ghoLb 39693396h 0L 0bbhohaho, 00dgMobo, ggMadoboo.

www.geoair.blogspot.com
www.geoairresidency.blogspot.com
www.archidrome.blogspot.com

6060 qogMo3060d30eMoO

GeoAIR-0b 3gMohmdo
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00960emgls obemgdyemo
8000My00Lbomgoly

H9dbho 9@ndbgos gbgol ,009b0mMgMEMMand”, HMIgMoE Eo0BgMO 3MIdYMmObm3ol ,d0960emgl
JeOgbhmaomoo, mobodgpdmgg  bgmmgbgdol  dGMogzomBmoobo  QoMmMIoLIhHoo0ob0
2300mx96900L dbmMMMgno”. MgEodhm®mgdo: gmgbo gomodmgoho, doM0g3zg 306 oo o
bmmggog m3Lhgdm, agodmadggdmmdo — Bergen and Ostfildern: Bergen Kunsthall and Hatje
Cantz Verlag, 2010. (The Biennial Reader, an Anthology on Large-Scale Perennial Exhibitions
of Contemporary Art, edited by Elena Filipovic, Marieke van Hal, and Solveig @vstebg, Bergen

and Ostfildern: Bergen Kunsthall and Hatje Cantz Verlag, 2010.)

(Y) ombdmgoomoobo  BmgdoEob  dmgmmgdymo  dbmamomdo

00960emggo0l Mopbgzol dMEobmob ghmoE oJhnomyMmo dobo
00960mgll ymmbo-omymabol Logombo. gl FobMmol dgbodmmgdemmogdol
00mBYM308g 06 ol goFghgoodyg ybo doymomgoEgl. dggudo®molgnm
d930mbgol doGmomooE LBbgoEalbgo, Pdghal dgdmbgggedo, 3nmbndmolo
©0 3MM0h030L (odxn0bbLYdgM) LRgMML BocdmadoEagbemgdn b3odgb.
009609 dommzg0ol ol 0bLH®PIgbH 0o, HMAgMULOEYM39Mm F9Mdgbgmobmo
LgoM YOO goobyad o 90mBIgdY. 8096omMgl MGMobodohmMmo dbagmo
m®aobodoEngdol 389hgbmoobmgol dmogmbgool Byodmm P339 omLydyMmo
dmE9mgoo o Hn3dgd00, mYdEe om0 PYIMO3mmglmdo 0bY3g FEOMMAL,
00960emgl dyLho FMGToho dobo BogoMgool 3mblMghym oEa0mLs o
13930900306 FMoMamb. Gomo H39bo gobbomgs YR®®M Lom®3obyymo
0gmb o oM FJaMogIMmHZMmmML Logombom, oy Modgbo Lago®mmo
00960mgll Boho®mgdo o 03 GPM®Iohol ZogMEgmyool 3MmdmydoE
omddo (0308 godm Bodmbymado dMogomo EoLayLoo Labyol gho3ddggy
3969439homo), 3603369cmm30600, 3og00b0mM0dmm d0gbommy, GMaMM3
39 HIOPMmo M009dHo. gb Logombo 3obLognmn®gdom dghomy®dos, ™Y
3030m30m0bB0bYdM, MM Mgl 009boeMgl 360369 MBS O 3M0HOZNMO
QoLYYMMIO BogdgzmM0obo 3080mol Logoboo.

Mo oMol  dogbomg?  Bmgogdmobmgol gl LogodmygbmE  gom-
30moLBobgdymo  gdL3g®modgbhgoobmgols 03odgmao  LogMmigo,
GmAgmoi  Lodyomgool odmggl bgmmgobgdl, 3PModhmdmgdlo o
©O3M30M096HYOMYdL, MH™M3 99Lmog0dmb Lobogmpbmmm smbgMbohogo
09%99dgobo o Lbgo 3ALgosgb EobglgdnmYogdl, ®oEadbo dom
o6  Jgydmoom, ULEGoRoE ©o dmdgbomo@ 043696 ®mobodgpdOmgy
bgmmgbgdol gobgomomgool. LBbggdobmgol dogbogmg Lb3ge VMORIMO,

M
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oy oMo  0dmaAbylbzgmo o Bodghmomo  mmbobdogdo, GMIgMOS
AbmxRom30 330060 3o30homoddol bobodo dmabpotmo BmaogHmo oo
HMobLOyM®Ioool gEgano. ImImgE Mm3 gmgzom, gb Eobogmydo
Ho3mmmaooo, OMIGMIdE Mmo30Lbo goghmhEgmgdol godm LmamomL
439modg dmmgym 3ymbggddoi 30 9gomboo, LoEol 09g30M0 Mmboldog-
0900 P@G® 36033bgmmazobo Ybo ymaomoym, gody dBodEO
Ha®obohymo 06EyLHGooLm3oL 3ob3nmabomo 3MmIgMEoymo boboomol
3oboGmmmoo.

30dmxgbgdol obdhm®os HB3960 FPmMmbGYmo obHm®ool ghHm-ghmo

439089 Bogy®OEEIIM o, 23OZEOMYMOE, YEboyMoE ©o30BygdYwo

Bo®Mo(h0300. 930h™BoE, 0096oMgLe O MObodgEdmmgg bgmmabgdol bbgo
30dmx9bgdol 3603369tmmgobo MmOl gomzomolbobgdom, LagoMmmo
®0603MM3g  3PWHGOdo  Jomo  ggmmyEoolbo o E®Y30bEgmo
damdomgmool gobbomgo. BdmagoEoE godmagbgoo, JgMdme 30,
009609900, 33603369mm30bgl  MMML  oLGMPmYdgh bymmabgdol
ombogdgmoE. mY30 30hgmEom, M™MA Loyznbgdg dghbobl 3989gydgdbo o

30mM9™M9ggddo godmagbomo 60398936900 dghabbomo ,0b yodogomo

0gm, GH®Imob 99339mdomog bgmmmgbgdol 6037390l 393bmdMEPOm*,

000l mgdog dgodmgdo, Mm3 0d096omal 30dMx96gd0 MobodgEdmmay

*B;Jec:S\QI.GFr:;%s;n, bgmmmgbgdol  g3oBoo®mgdl.! ooy, ®odgbody  P3060L3bgmo
and Sency Name, O0BIIIEOL 3o6B3EMB0F0 80960m9IR0 M603IEOMZY by m3BIBOL
finroduction, 'n TAiMn9 §ggabob,  @og™pgmgdobo o 8ol goM3glm  oMbgdymo  bogomm

(London, 1996), p. 2. OLIYOLOLMZOL gOM-gOH®m Yz9mody gmEbom o Jgbodhbys dEaOMOE
0Jso.

000Lm30L, ®M3 d09bomgl 3mHhgbgoy™o 3608369mmMdL gobzbodmagmmm,
BogoMmmo, 30o3bgmm obHM®oolo o 00 bogedmxgbm 3M939EIbHIOL,
GHMIMYodoi dolo Bogomgdo dgbodmgdgmo goboo. mydEo, 009bomal
Bo®m3m3mMdnl dgbobgd F9MmoE 893GL 3080mm09b: E303806MYOYMMOO MY
060 ol 1851 Bemol dMmoL bobobgbmob? oMol my oMo 3969300l
00960y 93 JobM0ob ®Yd9dYdgm0? bmad oM Pbo ggdomm d0gbomggdnls
Lomogg 1984 Bgmlb oMoy 3039 LEYM0oE LOIOMOTMGOLM EO
gm3mobdmaEggem 3030606 d0gbogmgdo, dmMAgmoE 8gbodmmmo dmBo30Mmo
00g9bogmggool  dmEml  Bo®m3ImoEagbl?  ghm-ghmo  3odmaxgbe,
GHmIgmoi 39330dmoo  ozobobgmmm  bogedmegbm  3MYE9gbHYdL
dmmobl, oMol Les Magiciens de la Terre. 1989 Bgmb dobo 3gHodhmeo
0ym  Job-opdg®m domHobo. LogoMoymE, o3 Bodmxgbod Tgi3omo
bmxmomdo oMLYOYMO d096omggdol 3oGMmodgh™mgdo. goblbgoggoym
3960L39gdhogomo aMLYdMdd oMo MY godmbohogl 009bomgl Fglodmm
369390969008 3M030MRYOM3b6900L, 0GMmodgE Bo®mImEagbol 330dabols
3oL BoGmIMIMOLMOb Eo3o330MmgdYmo domgdol gbobgdog.

3060 g90dmgdo Loyda®o d09bogl BoMIMIMBOL ghmoEgdmo 39GMLo0L
o6 obhm®mool Jgbobgd, myzo Abmamomdo o3 dM3mybol PodMO30
Lbgoolbgo dogomomoo 3odbgymo, mobog dom Jm®ol oMLbYdYmo
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39HIOPWMO, )boblyMo o FLMmRmMAbgEzgmmIMmngo goblbbioggdgdo
00009600 ©0E00? Qogh 0o, HMI0MHLYIMBL 00960l EOOOLYIOL dMOYO MO
396MLoo. dodmmmoE, doybgEogoE BobLogymMYdymo LogHmodm®molm
0000(30900b0, E0EILLAHOB0060, 39H0MEYMO 3odMxY600, JoHOMOEL,
LBM®MgE od0IPIYWMO  ,0E3OMMIM30“  Mmmboldogdgdol Byommdom
bm®E0gmEgos. mydge domo 09Mm-bobg dgodmgdo 033MYOMEIL, Mo
30630MmmMdg0moo  LMEodMWYMO, 3MMOoh03xMo, 93MbmaAnzyMo oY
930MME07a0 LodoOMdom, MoEadb 0333000 LBdzombgoo mogolgdy®
303tmgbol 0bgbl d0gbomgl 3rmggdhol dolddhodbo my Boboo®mLy.

2003 0Bgmb obgMmom gbgodo  ZoGHmMML  dobyomEm  d09bomgl
36mEY0o NPYBEOIghh Mo ,oMmobdhodomy® 0bbhodhyzool”, MGmdmol
009bh™Moo3  Loyzgmgbme  dgodmgos  3obobodma®dmlb ex negativo.
odom ol p30GmoL3oMmEgdo 339 ©OI330MY0PM, Lognmo®m mo3dy
3mb39b¢h™MoMmgdym, 3Pdn3zoE  qodbo®mgdgm o  LAdMMYGOE
3d0d9B6mb0ob 0bbhohyEool — 3x89naL. mY30 gol303™dgmgdm dbFgmmmdol
0090b dgLobgd, ¥b@o 30bLgbmm FoMmoo demog300m303, MMAMOL dBGO0M3,
,00960Mg 9MOL ®omoE 0LYMO, MOE dPBEOMNIIMOE dMOLH00MYM0,
39003030 069006 3MmEgLdo 0dymagdo o dbgmo obaboboomgdgmos
3063MdMB0mMmInl  m3omLodMobom. ol oMol Gomog PRG®M  3gho,
300069 Y0MOMME dobo Bodho®mgdol MomEybmdomo Fodo“. dolo odGmom,
,00600 g30bbmaal, G™I d0gbomgl FgLobgd Loygdo®mo P3gGmL3gdhosm
60dmBygdoo, MoEabog oM dMLYOMIL GMIgM03g 30MIIIMO RMMId,
GHMIGMOE 3PWHIOIMOo  bogddoobmdol dmgm 03 300MOEYM  3IMWL
303mbo¢hgo". 93 ALFIM™Odl Loobhgmglm doMoEmdbodpg 303yog0MmHm:
999dmgogmoo 00960mgl 03MABY®OZ30 gobLodmamgdol 3mabo, mydso,
MHmammE 00 beygdmdo ImM3a06g 3gEb0gMmYoolo o 3G MmAgbombomgdol
799h9Lmdo Mobbdgdo, dobo BgbBogmo oyEeMmgdgmod. 307bgEo30
00000, ®™MA3 3gydmgdgmoo JoM 030 gobLadma®mgdol oEggbo, B396 ybwo
303003Mmmm d09bomy, Gomo BoMmdmEggbo g3Jmbogl mobodgpdmmay
bgemm36900L dgmaomgmdnle o gobzomotmgdol dgbobgd.

00 306oMmJLL 300Y3 YJROM dOHMYMYOL 89dEgan bogombo: dob dgdoya,
o3 oobdob 30mbgo 030l gbobgd, My Mo 9GOl 86 nym d0gbomyg, Mdmam®
3063L08 3O Mmm, Mo dgodmgdo 0d3gl ol dmdogzomdon?

9emo  3bMmog, ROOHMMIoLIHod006  godmxgbgol  vEoMmYogh obgm
dm3mybgol, dmam®moEoo bgmmabgdol 008H MO 06 MmYbEoE Mmoddoydo
®0d03900. Lbgo db®Mog 30, 3yBgndo ob gHMoEIG®O 0bLhobhYEov,
OHMIgmmob 3000mmYdodo, ob Lbymog ®ol LbodomoldoMmmEoy, dom
3obobomoggh. myzo 3dPBgndo, Jmmggdgoomo Lobobo, TyEdogmdol,
3mMol0g03o(30080 O 3MBbLYIGMZ0ENOL DEEOMOE JM00BMYdIMEY, d0gbomy
ol Bog®Mm3g0, LooE ELOT3gd00 9du39M0agbhgdoLo O (300900l BohoMmgode.

2009 Bgmb domog 09Ma9gbdo mobodgpdmmgg bgmmgbgdol d0gbocmagl
©ooMmLgdo dmoly®magl. 09Ma960L bgrmmabgdol Logodm®gbm MmO,
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2 096a9bol dogboemgly
0090 bm®m3ga00d0
30Mm39mo Jomog

09Mggboly 1995-2005
Bemol bgemmgbgdobo
o bgemmgabgdoly
Lodmgdgm 3gadoly
QOMH3MYdT0
3odmEboo (City of
Bergen'’s Action Plan for
Arts and Artists 1995—
2005 (The Arts Plan).
9b 0go 2007 Bgomb
bgemobmo googmgdo
306o6Lm, JPMmHGob
o B3MGHOL bgzombgdol
3M30bo®mdd.

3 30Mggmo
QOONMIdLIHod0060
30b@ggMgbiod

00960 ggdol mgdody
1997 B9l hopho®o
09e0F0MmB0 (0HOMOD).
HM3RImmIMol Rmbol
909M MmMZobodgdym
3mbxgMgbizoody
®bym3gho 3n®ohm®o
200300006, 080000,
009M0300006,
9360™300006 o
088-006 gmbol
LogmbxgMgbzom o
LobBogmm 396¢h®d0
89030000 0dobmgol,
GMI LogOMEBMEOOLM
bgemmgbgdol
2300mxg69d0L LEGIRO©
30630m0Mgdo©0
bggghm gobgbome.
000b dmaygo Ybmydo
39D HIOYWO
IONYOHNMOIOL
06LHoHIHOL dog®
‘Institute for Foreign
Cultural Relations —
IFA (DE) 8gbododolo
3mbxgM9gbogdoly
Lg®ool MmOEobodYdO
3obgemdo
(,00960emggd0L
©oomman”, 2000),
QO638YOH30 (2002),
bobgody™Lo (2006) o
Bobboodo (2008).
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HMIgMmoE o mobodgpdmmgg bgmmgbgool Yadmogzmgbo ©obglgdymgdos,
Jomogl 009boemgl 3083030 3MbRg®mIbool RM®Aol LooLaygbom
3MohRM®Iol  Mm®3obodgdo  Jgbmogodo.2  Jomoddo Podo  mggo
(ymzgm 993mbgggzod0, EOMd0m 00063) godmMmxgbol MM3aob60890089.
096agboll 30960 g-3MbxRgMgb3nod ®mo30 TMPYoMmd  MEEOMM®IYEH
39Mohm®L,  bgmmgbgdomdmEbgl, bgmmgzoblo o  dmodMmgbal
dmgmo bmPmomEod, Gomo dom ghmoE Zobgbomom 0d0gbomgl,
GHmagmME 06bhohyEool, 3Goghozo o 3MmAHgbgoomo. 3MbRgM9bE0,
GHMIgMOE EMIL 0®LYdPMO 009600MYgd0L BgbmIgbol ygzgmody Rommm
3obbomgol Jgdmbggzo o0mamgdo, d0BboE olLobogo ALmAMmoOML
Lbgoolbgo ®9ggombdn oMLYoYmo ,00960mgl  EMELOL*  33tmggolo
o  096h0x0E0®mdol. Tgbgg®mo ByEagdmEo  EoMmaol  Bodygobo
139300OLHYdOL MOMLbMdNm Bododmmymo bodEMoobo wygdizogdol,
LoFo®O™ EooMMEobo o BYdnboMolL Ho3ol gMOIBMRYdI0LELb.3

3mb6939M9b6300L oMM gdol dgdga godmoEo 80gbomgl gHgLdhmadomoo,
®06039EMm™m3g  bgmmgbgooll  dMozomBmoobo  QommMIoLIHod0ob0
30dmx9bgdol sbmmmmgaos (The Biennial Reader, an Anthology on
Large-Scale Perennial Exhibitions of Contemporary Art). 36903m3do
993000 bmxmomdo 9936 ™3909m0 h9agdbhgools bgemobmo
303mE9d3mo 39ML0gdo o Bodygzobo L3gENOMOLHYdOL, 3PMohmM™gdol,
bgmm369d0mI3mM©B9gd0Le o  dmoBMmmgbggool Tdogd  oBgHomo
H99bh900. 3H030MBM00b0 godMxgbgdol @M®To¢ol obhm™oobo o
m9mGool Jgbobgd oMLYoYmo dobomol bodBomol godm, godmgdod
30860 @oobobo, godboMoygm 306H39mo 3bmdomo-Lobgmadmaobgmm
009609900l dgbobgd, H™IgMOE 0339z bgrmmabgdol, mgmmoymo,
3omohogy®o oy bbgo  030030900L  dJmby  QOMMMAoLIHO0006
Bogodmagbm 3MmggdhgoLo o dom 89E9aoE MMZob0dgdMm godmagbgobl.
009609l §OgbhmTomoo IMoEagEo 3oLybgdl oto dodmEm 03 30mbggddy,
HMIMY003 0d0gd©o, LogoMmo MY Mo d09bomyg, dM0dgE gbdoyMmgdmo
00 36 MOMYagoLoE, MdMAMmMgdoE LogMmodm®mobm bgmmgbgdol bodyommL
oBybgoo. 39639bol oEaOMMIMm030 ©EOoMYde bmI EMILEMIMBIOM
Abmmomb 3Mo30m0 Jomogol 3GrMamgdol dogbooggde.

00969 gL 396m3g60L BLi¢H0 0B 0OLMMYHYM0 ZobLEBM3MTgndmyogmOoe,
myd3o  d0gbommgmo  MomEgbmds o gogmgbo bgmmgbgdolo o
Lobgmmgbgdm obglgdyemyogddy Abmaemomb Foldhoo0m 93(30eMIOIOE
dmombmal dob gbBogmol. 0mLgdm 9436 030l BgLobgd, LogoMmo my oMo
ML d09gbogmg, dgbodmmo bbgo 3ombgom gndobybmm: Mo o Mmam®
360 ogmb BomamEagbomo d09bomgdg? dgboadmmo, gl LoobhgMglm
0gmb mdnmobolmgol.

do60939 306 dogmo

Biennial Foundation-ols po®gghmeo
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03MJgdgg MIOMYMO,
83000OMHMM3Yg 303306900

(62930mMbogmy™mon Jugmagdol
dgbobgo)

00360W3Jo0 —®HOLO 8IBMMO35dJdS 83IdWNS0) 8M0)?

30039mgl gmamobo, 306o oMo goEognbomam 0dobomaol,

Gm3d  Jgbodmmgdemmoo  dma3gEo,  BodmgLymoygego  modogmobdo
©o dggbzgdmmeo Bl 3mmggagol, ®mmamgdos, Bgdo o6  oymb,
©006hgM9LgdYM0 06006 bgmmm3zbgdol Laygdmdo RodhoMgoymo 33emggzobo
©0 300MgdYMO godMmEEomgdnl bogombgdnom.

aby®L, 3omodoMmozm LbgoEolbgo d09bomggdlo o @obdgmmMmgoom
Mm®aobodgdym 30dmxgbgddy, MmMIMdILLE M9gnmomymoE 39LEMgdo.
hgdo dmogoMmo d0bBoboo, godmgygm ol, ®og domdo JoBoEogh o Mo
dgbodmmo bbggdolmgolog godmboEyan omImAbEYL.

930M39mgl  gmgmobo, pbo 3ob3Lodmadmhm, ®mA3 odogbogmg ULbgo
0MORIM00, MY 0M0 3odMmRYbo 0b mMbolidogdo, MMmAgmoE Mm® Bgemobowdo
9O mbgm 0doMmmyoo. gb 030l 60dbogL, M ™A dobo Eog9ad3e 3MdgMm3eENb
39ML3ggdhng0d0 bgde.

oMol My 96O 00960Mg MBOOLOLMZOL FgloggMolbo QM®AIohHo, goMgady
30000  goobobyzgho oMoo, mydgo  ModmEgbody 3mMmb3Gmgbhymado
0080m0om3d gLodemmo 03 Lgombol gobbomgol bgmo gybymu.

GHMam®m3 y3gmod 3030m, bgemmgbgoe LEMoROE (330eMgdoE LAgMMo.
hgdbontmo 3Mmagbombomobmgolog 30 3GModhognmoE d9ydmyodgmoo,
M30M0 gooE93bmL mybor ol Pdgomm go®mgdmdo d0dEoboty yzgmo
dmgmgbol.

doybgogo@ odobo, GMam®mE bgmmgbgool JyHmbomol Mgpodhmmo,
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39 9900300 0dxMYoPMo 306, 30300MM 30o6Y439Hhomy09gd0: MHMIJMO
30dmxgbol gbobgd gobgomozlbmm FyMmbomdo 0bym®mIoEoo, MGMIJMWO
bgemmg069d0L dglobgd d3mayy3gm 930mblzgml, MmAgmo mmboldogogdol
9gbobgd 3o3039mmm MY3mGOHOF0... ygzgmo 9l goobyzghomgdo B39bo
J9GObomolhn®o 9ndomdol bobomoe.

000¢h™M3o3 0bRMGT0MYdYmMOde o 030l Fguobgdo, ®olLog 3gbgwos,
Bhgdmgoll  dmAHogo3ool  dmogo®mo  Bgodmmo. B39xMY0Gm030 0300300,
dmaBoymmdo d809bomgl 06 bbgo ©OEO godmxgbol Lobobogo@ dohoMo
m®bolidngd9dmob Eoo3zo3d0Mm™m. bdo®ma gb Bgbodmgdmmdol ndmggo, bg-
mm36900L 60393900 FgEoMgdnm 3MA3dJHPM dMYJOMB0 EOOMZOM0JMM.

030MYd0, OMIgmmo Bgbobgool gomodomMmozgd, dbmmme 3doMoEo
oMmBggzoboo. myde 0390 dogdgl, ®m3 dommzol odobolboomyogmo
B3mgngmmo 603060, HMIgMmULoE dobgnbomog, 899bdnobgdo mgagh dog®m
Lbgogob d9dgbom 3odmEEomgdol. o306ygd 4zgmodg YJudm bomgmo
30g80MoMm00:

3963606 —,00360WAJo0L OJVH

396930008  00gboemg 1895 Bgmb  oo®LES  Jomodol  odhondo
dmdomogdggoolo o bgmmgobgool F3nxol dog®m. ©odRydbgdmmgdal
308060 0ym, obogz0Bygomo@ gobBoMmymo (0mM9g30b@Ymo go@olobgon@ob
BoMAmMYEa9bgmo o0goo) 39693006 HG®OLHYMm MoGmLEgLobodbomdoE

93930.

009609 000030m39 3PMHIOYM MMboLdogdoLbmob dbMEOMEIdMEO EO
306 gb m30b9do EMYIEY BgnbomBybo. bgmmmgbgds obgggo dobo bobowmo,
HMZMME LEOEOOMWMPMO 3MOHRMMTD, MOE dM0bdIMYd 3603369t M30b00s.
OHME3MME EoIMZomM09mHgogml, mg39b 8ggodmoom soMmhomm, Gohma
doobo®mm 0g: 6399m9d9d0Lm30L, bgemm3abgdolmgol my yzgmondobmgol
9O MO (.

doybgogo 0dobo, H™A 6900L309M 30eM39YM 00960MYL YoIMZ0 BdZmO
043, domaob obggg 89360 Modol LBogmoE dgndmygde:

39693006  d0gboemgl  dmogzo®mo  bodmo  Jomogdolb  3PMmBHGHIWo
09033006M9MO0Le o  MobodgEdmag  BoMmg3zolb oo™  gdomo-
960 gd390900800. FoHE0boL g m3gbymo 3030mombBId0LO O d0MLYBogL
303Mx96900L goMEo, 93 RbHOLHOINO Brm3oLo3doMmo oEaNMOl, HMIgMO3
960 EOML EIBHIL ,Mm3mo9d®030 3MIgEOOL* Fmogmbgdol Byotm
094m, 39360 3my o MMboldogde HoMEgdo. 65393936900, MMIMYOTOJ
Bemgdol dobdogmdy Agddy yzgmody OO FmodgdEomgos dmobEobe,
b3oMoE domoob E9HOIMIMOE 0ym 0393300 3Mb3Mghnmo 3gbmdnl
06 LogMEOL gomzomolBnbgdom.
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ALy®L, dbmmmE HodmEgbodg dogomomo Eagobobgmmm:

o Mgbom 300MHobLmbBo olgMobEool 3dogomombdo 2009 Bgmb: ol
POGHOMME 0g 300300 BOEbMZMIdMOE MIMEY60aY I93MOGH ML
9OmoE, Jdmobym bHyoo o LmEoomy®doE domosb odhoyd
3bmamgool Bgygo. 600yn3930mL 9Mmg3e ,oLobMYMmO”. dmmoE
Bomgmo oM 0gm, MoL EoLBLGYML Bgodmdo gl dboodmymo Fa3nno
— Hu®obhymo Jomogdol obolGmyml, bgmmabgdol obolGmymU,
00960mgg00l, HMEM®M3 PBoMI0BOMO LogMHmodm®mobm bgmmabgdol
m®bolidogdgool, olobdymb my Mondg bbgol;

090930 obLodoblmgmgdgmo 60dndgzoMo oym bmdbg dozolo
©0  9adMhEMm  GOyEbog3ol doghHh 2005 Bgmb  golzgmyoymo
0EOM0BLAhOMoOEno ,80d06900°. 6033893000 Bo®mImEagbomo oym
dm3mgool gmaoem LbolbBogmm 3mmgido, Loog XVIII boyaybol
ROMYL30dY M3MoLATMIMOL dodobgdos odmbogymo. o300 oogm
dohyho, G®Igmog §9MoL Imbodhmmdol RM®IoL 03gm™gdEo.
Y603300 oBIGMS TPLogo, MMIJMoE momndml Mohdym bhybaobo
o §960ob 3963manL yLotMagdmm IEImMmdol gbdoobgomps o
0000396 0gm 3030MO MY, OMI MOHYIMIIL BmEol goghobomgoymo
30mbol Lyg®mym bobohl BgHmBydmEo (Www.jorgemacchi.com);

06 30003m30L dogM 2007 Byl ©odBoEYOPMO ,HMMIOEbHMIOL
3900%, ®MIAMOL 0RMYO03 0EZOMMIMN300 003839030 dmbo¢gl.

300093 09360 3bgogLbo dogomomol Eolabgmgdo dgodmgdmo. mydEo 39
0000 0B03360 30bo, MmMA 03 godbgymo 603ydg3¢ ool dogds 39693000
009609l bhydOMBOLLL ghmalo®m LoMmymmgl Jabol MmaM®mE YoGMOMM
©03mM30M09MYdmMoLm3ol, 0bg 3Mmaglombomgdobmgolas. y3gmo F96dY
0(36M0096 90, M3 3odMxgho JnmNoboE 9MO30L EOYMZOMOgMIB0d ©O
06 0MLYAMOL MM 00060, MMAMOLOE 9OM0 O 03039 6o01dg3™gdo
9969000 Bobobo.

b, ®o mddo PbEo, 093M Lb3o d0gbomgbog gbgdo, dogomomo, 03ob,
MHMIWmYoo3 LHodoPmbo o6 HoMmobodo o0dodmgdo. o bgmmgobmo
303mgmb90900 (3300900 LO3M 3980 bmGENMYEYdY, MOL godmi3 Jomogdo
3900030 994L39™0dgb¢Hol oEaOM0.

00960mgL bodmo o939 3MMgIHoI® 3PMOHMOHMBT0E IEIMIdMIMBUL:
o 9m™mm3bym 3030m0mbyol dgogzm bbgoobbgo 3gdMophmmgdo;
*  bobobob 9O ®mBdg dgho 3PMmohmmo 394ogl oMLgbomyl.

000¢h™M3o3 00960y 0OILEGML 0Ol dOLMMYHYMOE (3PEO o6 JoMao.
ol 00 d0Bomb galigogligde, ool EOEObOG EO FEOMMY, gogloydGmmm
bgemm30690L, 3uGodhmGgol, JPMbomolhgol, EodmzomogMmgdmgdl o
LoobhgMgbm 3MmEydino obg godmbdotmm.

00960mgl 13930303960  EOLIYGLOYO  boloomo  LoBdmaoEmgddog
©mb939 990000L 3mEbommo gobbomgol bogobo bpgdo. dogbgyogoE 0dobe,
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MmO godmdobomo momddol ymggmmgol 3m0h03nmos, ol ymagmmgol
dogm00b o 06hgGmgbl 063936 LoBdmaoEMgdodo, G MAgmboE 993wamado
®300mb L™, 8g0x0LmL goM3399mo 6odydg3tgdo.

3969300b YEoEILO 2HJodIIHIOIWO ©O IIWAHIOYWo 39I3FEMIMI
bogomols Fo¢ho™mgdgmoEoo: ol o6 dMoL EOIMINEYIYMO dEZOMMIMO]
boembdg. mpdpo, mogzoE3g dobggdmpom, GMI gl y3gmaosb Lbge-
©olbgoggzoMo@ bpgdo.

8060BILDS — I3 MIIW() 603603

30600gLholl Mm®mgobodgdo bgdo ymzgm ™G Bymobodo ghmbgm
©06036ymo0  3nGodhm®mol  dogm.  B3gMgdMog, gb  3mmggdhogoo.
00g9bogmg  93Mm30l  bbgoobbgo dobdobdgmm Jomoddo ob ®gaombado
000MmmYdo o dobo doBoboo ,3mEbOL goEopgdo“. dobo BogmgdoE
00PMM3MmOH0YMmOo 03060bH®OE0YMO LhOIhcol 9(hodd0bo
00bhgMEoddoo, MMboLdogdgdo 30 o0dodMmgdo GMHIGOHEOITo, myd-
1930730, MOYIM006030, RMOB3RYMHT0, bLob bgdobdhoobdo, bogmdoodo,
HMgbhobmdo o6, Gmam®mE 00godoE, 9L3dbgm3o — IPGdLosbo o
300m0g396d0.

306Lo3xmMgdom JoMaoE ododoblmgmEe ™Mo7ndmMNoboll doboxgbce,
MHMIgMOoE 936G M3080 MIoldgdEaman 0EIMEMMangd0l BMOadgbHhoEool
dogdmabo. 893M0 603ydg306m0 F$0EMME 0Ym ©O30330MYOYMO oMo
03hmM9ool LogbmzgMmgdgm 30M-rMOgdMob O 9339MMoE obobogo Jom
30MaMo00YM 3odMEEomgdol. Bgdmaol Loy®3®Modo ogm gOH®-9O MmO
6039893060:

o 3039t ommodgmol 39Mmam®™MaAoblo LOBmBoEMYIGM03 VEEOMOL:
30y®909mo 6Mgdg 0o o 3gHRMMIobLOL Eobygdol gmmo.
oMol dmadgbhdo Lodmgomgool bBobogmo Bogoo, boBods 3o
30ho®o 3d0333tmg30L 30mbgo o0bym o PEdoE dobgo, ™A ob,
o3 9030 0ym dMBYIHOMO, 1339 bEgdMmEL — ImbyEo oo IHGmgEgol
088930,  9y30mgdyo  Byzomo  9OMIbINL  9393MWYBIVMED,
300003MJ00 F3NN0 RoMAL 0MYOEY... AbMMME 23 YM39gMEMOYOO
LE9bgdol BodgM®mYd0d og3zobobo  B39YmMadMmog  Logdoobmoomo
©obggboemmos o 3603369mmdo.

930OM3Pmo  0096omal ygzgmody 9603369mmmgobo dmbodmgomo oloo,
™I ol 33390 0© F9IMROMIMPINO 3IMIMOR0YMO HIMOHMM0 0J3l.
HMZMME 93MM3YMMO O3M30M09MHYO90, 1396 bgEagm 03 3P HyHob,
GHmIgmoi  ®J39bL  Loobemmazglh 0dymagdo, dog™od, HB3IYMYdIMO3,
®g396m30L yhoboMoe.
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30LdWOL OMZTIFIBOY

39693000 d09boemgl 8980098 Y39eodg EoEO LogMmodmGmolm godmagbo,
Bo30MOYEME, 3oLl EM3Ydgbhod. ol 1955 Bgmmb EovddmbO dMbmm
0mEYad, Momo MmAJobdgdaman ggMmadobymo Jomogdo dHyMobhgdobmgol
30O IM3bod3mMYm0 gogboEo. Mo3a30MH39tmo@ dobo hohoMmgos ymggm

dgmmbyg BgmU, dmgg0069d0m 30 — ymagm dgbymy 6gmb o0ggado.

OHmagmdi3 LobgmbmEgde 33033bMAL, godmxgbol dodobo mdoldgdopama
396M30boodo  oMLYdymo ©IROEohol dg3Lgdo ogm. ol FEOMMIEY,
bgmmgbgdodo dodEobotmg 3MmEgbgdo EmM3INAgbdyMoE ogbobo o
©o3m30M09MHgdmobmgol  dogbmEgonbo  0bxym®mdogne,  MMAgMOE
BogolhyMmo oGO m3zgmmMool O™  bgmdobobzmado oM  ogm.
©O0MLYd0H dogmoob dogmg 3odmagboll oo Bo®mdohgdo bge Bogmod.
dmm®m E®M3Ndgbhol 750, 000 odm30mM0g™Mmgdgmo 34o3d, domgob
d9bod9gE0 Ybmgmo ogm, 57% 30 60bo 3godmx9bgddgE 0gm Bodymao.

o6 ALydL, godmaygbol gobgomoMmgool dglobgd 3930 30oadoMozm.
gu6omgool dbmmme dobo goomhgbol LhMohganody gogodobgomyo.
0MbmmE dmEg domoob JoMmobBdoghymo 3ommgbgde gobmeom. Job
dmobgMbe, 89994abo 893moMmgdolo o dboMmoddgdmgdol ydomadsdomo By,
OHMAYMOE 00303800900 Jommoyd 3oLgmmob, 3gLgbol Mgaombmob o
dngm 3gMa3oboolbmob.

00308 EMO®MYddo dmEY LoYIOMIL oMo dbmmmE 0bhgmadhyomydo
3Mb39mEoole o bbgoEobbgo Byl gdobbmMmEngMgdymo ©E™3YadgbdoL
dgbobgd, oModgE dboMmEoddgdmgdlo o LGYmooE PI6Izbgm™
©9homgodgis 30, dogomomoE, my Lo d9gdmm godmagbodg dmbym
©O3m30M096gd9mL LemLoLoL $odo.

3900390M 0, MMEO 03 230U 330MmbYMMd©O, MoEaob oy godmomo,
00mngmL 3oL 338060L¢H G0 IMLOBEOYOJO0 20MIM390©O O, 3039 EOMU,
B39LhoE 3JMmbEd gom30emoLB0bgdYMO, Mo boMEgds LHYdomlb, HMAgMmos
bgmmgbgd0l 603yl LooMMO0m dMZOM0gEgdL.

LBmM9gE ULbgoEolbgo 0bEozoEoOLbo @O F3yxRELasbd dgdpaoto dgo®o
Loggyndggemo  gobo LobobEo®o 0dobd, ®®MI ygzgmodg d3oaMmao
3PMohmMYddoE 30 (FogomomoE, 009Mggm/bmaogn) 396 dgdmgl,
d99LbLGHgdobom  Jommogdol ghdgmgooobo  ghmaymgde 3G mgdhob
d0domm, dopbgogo@ 0dobo, M®MI dob o6 gookboo 360836gcmmgobo
Q0boblbydmo  GMgby®dbo mobodgpdmgg bgmmabgdol 3obdgmémgdomo
ROOMNMIdLIHd0060 godmxgbol Bobodomgdmo.
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SKULPTUR.PROJEKTE

Skulptur.Projekte 6o®3mo@agboo 3ob3do®M 30mbogolo o 3emoyl dyLdsbol
3oLpbl 1973 Bemob Labombm 3HMAHgLHBY 3gMME Mo03zol voLbHG®oddh o
LB3Y3hcol  BoboomdEgg (BLodo dMdMo30 330MO¢H0), OMIYMOS
306LGHgMol gMhm-ghm 306330 EO0EES. 3Mmgdho 3oMmggmoe 1977
Bgeml gobbm®EogmEo O Yym3gm sm 6gmoboedo gHmbgm dgmdm Y.
dmmmL ob 2007 Byl Bo¢omo.

36399033006 mobobdoE, Jomogddo 0639396 bgemm3zobgdl, GmIMmgoLog
9dg300 PRWYOd, d0MR0ME 600, ooy BoMImMoEagbybd mognobm
6039993060, LIYW3HMgdo Imgm Jomoddo 0adgoo. gb ol og39sl
LBogoMmm  MOdMMOGhM™MooE, LoEol  LodmgoEmgd®mog  LogMEgdo
dmmogLbgdymo bgmmgbgdol B0dydgdolbo o Jomo FoMmgdmaE3gMmo
PMO067m0 3MbHgguhol IO®moge Mool 33emg30 bm®mE0gm©Yde.

36Omgdho  3mdgm3zoEoob  3g9ML3gdhogzodgo  gomamomo. Bmgogmmo

6039993060 Jomogddo oygoo o ol dobo boboemo gobo, Bmgoghmo

6)06@36063 938933mo®mol Lobom dHLYOIMIL, FoOMOMO:
3960930 EImMgMol boMmaoaggdol 3mmgdho. dob 2007 Bgmb EooM0go
3oho®mo boll mglgmgdo, MG®IJMmmo 0Y303900Lo3 Eoobmmgdom 10
Bgmo BIoMEYdY. BoMTohgoymo BodMmEagdo My oMo 3OMIIHo,
dbmmm 393930 godmxgbol o™, 2017 BgmU, 8930HYmdm.

° 9003 999M0L ,JoMo30b0", HmMAgmoE 306MH39m0 godmagbol bobowmo
094m, 36030MFIMoE0 3OMIJHo dobeo o ymzggm oo Bgmobodo
9O mbgm 30dmAbgdo bmmadg Jomogol Lbgoobbgo bobomdo.

Skulptur.Projekte-8 ©o@o godmdobomo 33m30 oaommdcmog dmbo-
bamgmoobo o MmMaob0do;309d80. JoMMmamoo, obabyolbdo gobomnddol
990mbg939003 0ym (M03©Y603g o@odnobo Fggzo@o, ™MEYbdIYGMROL
,090m900°  obmMIEgdomyg Hd0d0 BogaEMM), Fog3™Mod  FOM3IZIYWO
39GomEol 39993 Bdmagogmmo  yzgmodyg Logodomm  Bodydgzomo
Ha®obhym MomLIgLobodbomdow 0dizo 96 dMgl006900m LodMgzaMaotmgm
30040(o, Moo bobgmo goymggo Jomodu.

0de-@O60L 603603

009609l 1998 Byl BoyyoMgl bLoxwydgzgmo 3oyl 0089600bdo, 306U-
ImGob mdGobhdo o Bgbbo L3gdhm®™ao. ol LbgoEolbgo oEaOMOL
HoMEdo bmadg. d0bo, 3030bLgbm ghmo 60ddgz0M0 godmxgbowob,
GOMIWmob  3gG®odhm®moi 2008 Bgmb oEod Hodhozo ogm. 9gH®-9O®O
Bogodmagbm LogMmEg 3EYdMIMOES dob 306 EgM GMglb dogM 0890w
obom 9oHm3bym omgmgodo. 60079393Mgdol Paghglmos, GMIMYO0
Bo®M3mMEagbomo ngm 00 Imby3gbhn® Logzymbm boggdmodsdn, Bodmagogo
3™M096hoMmL mogo@ F9bmdol Loghmodm®mobm sMmJohaddha®mymo gbol
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3003000 dobobnomgdmgdol gbobgo, dogomomo:

* LpBob dommmg®mbol 39630 306m, 2007 0ym 03030 86 YRG® LEMGoE
09©0mb0373930M0 MmomJdol goodgbgdymo gbgdol dgbobgo. bocmbly
999dmm, dmglbdobo 03 9bodg ogma®mgdnmo Loyd®mgdol Bobyzghgdo
o Bogzombo Lyddhodh®gool Lobom dmME9dYMO MaMadobo. gl dogmoob
00030930030  3MIgbhoMo  0gm  dEINMMOIM030 3P HI®IO0L
d9Lobgd, HMIMYILOE FEMOIMPYM LogOH®OTMMOLM JumYH ™o O
39HIOPO IdHomdgdol 3bGmoob gobo@aydgds 9gdydtmgdo.

00360WI —358MLALIWT6S 8MdMOMBTN

d0bo, JdmamyaE dmagombOmmm  d3oMgdobdphodoobo  33g030GHYMO
060300h039008  GgLobgd, GMIMIO0E 3MBIOIHIMOE  dEZOMMIM0]
dmbobmgmododgo gomgmomo.

009bommyg — godmbobymgdo dmdMmomoodo 1985 Bgmlb ooodmbo obpdy
0h9690, 396930L M0bodgEHOH™3g 3odmbobymgdol 39bhMmol omggdhm®ade.
©oB9Lgdymaool  dyEdogoE o6 3gmaboEo  Eo®NbELbLYOS. ™I,

Susan Hiller,

“The Last Silent
Movie”, 2008, Neue
Nationalgalerie,
Berlin Biennial

Loybob domgdo,
,93060b369tm0 3630
306m*, 2008, Neue
Nationalgalerie,
09Mm0bol d0gbomg

doybgogoE 030bo, 03 BodmBYgdod, GMamMME Mmgdohy®@ado 009bomya,
30063 9gdmm  dogmoob L3gEoxwNzYMo  MY3Pdhogoolb dm3mggdo. ol
obhm®oodo 9300  MMIMGME  30gMbBodNTggzdgool, bgmmgobmo



122

[ 360L 0T M 60365 dMHOLBIGNL 3BO630MIHGIGNL BOBNIGO NOMOQDN

R0m3dgo0Lo o dPMmH039E006007393M9d0l B39bgdobowdo dodmgbomo
439089 0®0bEgmo Mmmboldogos. odooMLdMOL oMEoE3oMMgdnl
990098 060300h0303, GMIgmbog Lomoggdo F9bggol mobodgEdmmay
bgemm36900L 3960 0L Bo™md3MIoa 9090 Jo¢hno goMLos-0bhmbo Boywae,
Lobg 0330t o dob ,dMd®Mmog0o godmbobymgdo* ogdmyge. of 3yan3oE
00306900 96MY 0h960L RMBEOEL 0Mgdmo 65398936900. g mo dbMog,
00960m9l ym®Aoho gogho, 30g3Mmod, dgmdg dbMog, 3Mmgdho Moo
omImhbEo:  Eodoo®mbgdmol  0bhgMgldo dmdMmozo godmbobymgdol
30306 m Bb3go M®Iom googMdgmo oMmLgdmdo.

0d&60L 603653

09®bol d0gboemg 1999 BmoEob oMLYOMIL. Mmog30Eeb gl ogm dybogzol
R9LbH03omo, 30EmYg 2003 Bgmb g3mbmdngy®o 30d39dgool godm
bgemmgbgdobo o LOdyLozm LlMMYool 3ogMmob900d dobo BM®Ioho
o6 99(330eo. Yymggmogg 0306 0603 mMmAMmmd0l dbomo qm®mIgdo
BoM3MAI3g0. 30b6LO3YN®YOIPMO YPMOEMYdO 9MIMd bbgowolbgo 3Mmgdhdo
Bhnebhgool Rodmzal, ®oE ,obomb3gymme dbGmoEob bymmabgdol
Lge ™o 9OH®330Mm0 dgbothobos.

306039 MgdYmMo mogmbgool Byomme 39 30063 Modgbodg 9HMMOMO]
36O m9gdhL 90308693, M™IgMToi 30850mM®0 LRIOML BoMaMIoEagbgwm
bgmm30690mob g mo dyLozmbgdos dmbobomgmoEbgb, dogomomo:

o 00M3dL bGP EO BMY63 d796g0MH960, B39030MIMO ZodhoGmOLHO O
bgemmg0boll 3ggmdo®mo. dom MmGo 93mabol Ladyomgdom goolzgmgl
30009M0bLhomoEny, ®MmAgmoEg dGMogzom  booml  3MdgmEyod
o OPbgomAgbol 0gMm RBoho®mgoym gohoMmol bym gozzgmoml
330h39b690L. Bgm-Bgmmo  godmbobymgdo  LHYEIBHIOOL  FanRol
06003xm LyGomoE BoMEongdbgoo ©o obobogh dom dPdomool
3m63Mghnm dbogomy® bobomadmygddg. obobo ULym ghHmLs ©o
000398 039M®9gd9b o 030LbmMd0To domoob obggBomo boyoblgoo
300M0030M03©Y0d0. gl domoob Bmoddg§Eo30  3OIMEEOMIIVY,
GHmIgmoi 330h39690L, ®odpgbo 3603369tmma0boo 30GmF0do o
©0LE03obo boMobbol dobombBggzoE, gobLagymdmgdom dybozodo
(8o30MYo0m  PRG®M  3ghoE, 30MY 30dYomPYMo  bymmabgdol
999mbg930d0).

033663Q0L 603603

300hPomyYM0 d09bomg 30M39moE EM3yxdgbdho 11-0b EOHML EooBym
o Bo™MImoEagbo 3mAgbhodml ™m®o  obomagedMmEo  FPModhm®molo
o 9mHmo bgmmgobol (39h9®m  LHMAgMOL, JOHobhooby GYEO3qL,
9006990 3o0Lg®mol) ogM 3odoMmmYMm PBoMIoBodm Mmmboldogoody. ol
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00096009 00ga0moL Boho®Eo, dom dm®mob, 3390306000l dohoMmo Jomog
039639803, LoEog Jyhodo gobomygdym ynmdo BoGmdmagbommo ogm
06090 bgmmm3zobol LOAmME LhoGmmobaol 6039dg306m0. BdydggoMo
oh39690@0 3ohgbow o oEEIcO 3d0mb ©o dob 9dJ3o 3063980
(9b 003mbyMmo godmmgdoo, GMIgMoE dohgbommo mobol $nddmol
omEa9bol omBgML). obmo d09bomgl MMZaobodohm®mgdo FEOMMdY6,
3000™b PRI Bowbymdo mmox Bogmmool Bodndggdmol 839030600l
30MomMIM006 M9ganmbado gobbmmMmEngmgdol momdndy. 39a3dol dobgpzom,
360 308969l gE9m3zo0Lgd0l d0bEM®o. 9l dogm0ob 0830000, EOEYMO
43030em00, MMIJMOE 3MOJH03nMOE 3oJMo omM3900ob, dog™od 33wmo3
®hB9oo 839030600 BP3960MYooL O30 gdIMm dHE0dYHO.

0b6omJogmo hodol d0960emg §3300679M0 0©YOO, HMIJIMLIE YJROM QOO O™
©0L3yLooL godmbB3g30 dgydmons. d0gbomgl 9ho3dgho, MMIJMoE dodhoMme,
30g™od 030030796 3MMmgdhl 3006909L, dmd®maglh 0bhgthgll, G™MIgmos
Lbgo 89dmbgg3odo omodom 8999h6939m0  EOMAYIMEL. MMM
®9ogddhm®L, dgdodmos gmdgo: booo, B3gb dogydmabom Mg3mdmbogL
00 mmbolidogdol, GoEgod gl 3oMao Fgbodmmgdmmosd, ™I 009bomgl
RM®3IoHoL 9B3M0bo o PYodMmdol gbobgd gozodommo.

30009 00 0dm3mg dodmbomgol ogzolGmPmgd, dLydLb  3oblbybm
030MMIM0N30  06030oh0303, MmAgmbog  Bdmagoghmo  mgz9b3060
Bo30MOYEME 9339 0E6MAL.

0a0@0LOL LOIVNS

2004 BgmlL  bgmmmgbgdol  0b¢hgmEoLEndmobodmymo  33mmggol
MOOMGOOHMG00L (Md0MOLO), bgmmmzgobmo F3yxolo o 339030MH09MO
39Gmohmmol  obogem  d0ndobol  0bodIMMIMm™d0l  Fg9ao
306bm®309mMEO3MHMgdho,boddodomogogzoas”(http:// www.tuesdayisgone.
com). 36™9dhob gobbmmEogmgdobol 3a3yno mobodgpdmmgg bygmmaby-
0L bogdEoL oGMHIMLYdMOLLMOD EO30380MY0YMO 3MMOMYdol G0body
omImABE. oMo 0dolo, 3MMdMYdoL BomamoEggbo Lodbohzmm
0300090003, MMIJMOE MY EO BoboomdEygmd®mog 3G mEgbgddo oym
Botmymo. dyLgmbo o Bogommazgmml dmmol 2008 6geml dmadboMo
™30l 3godm gl 3aMI>MYMOd 300093 YRM™M oYoMgLo: 393600 300630
oh™30 §39Y0bo, 3om BmEol obomaadm@o bgmmaobgddo.

00  Lodyopoodo bygmmabgdol 0bdhgmEobiodmobomymo  33mmggol
MOdMOOHM®003 MYoBo MoRgmadglmob, bgmmgobgomob — Zgmo
30ho8mmob o ©obogm d0ydobmob ghmoE EododmLy mdomobol
Lhyooo  (www.tbilisi2.com, www.tbilisi3.com...), ®m3dgmog d0bolo
©o LobLBogmm 3mA3mbgbholgob dgagdo. d0bo ol om0, Lo
obomgod®mEo  LHYEI6HIOL Bgydmoom  gOH®ILbgmL  Bgbgbgb o
®0b6039M™39 bgemmgbgos o dobo H9gdbozgdo dgobBogmmb. 3Mmgdhol

123



“Tbilisi Studio,
2004 ...", Thilisi (www.
tbilisistudio.org)

,000gmobo bhyom,
2004...%, mdogmobo
(www.tbilisistudio.org)
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3080600 0©30MMIM030 goMmgdml 0dmdMHo3gdo o dobo LogHmodm™Molm
30M93mbmob ogogdomygdo.

9l godmxgbgdo 230B39690L Bemgdol gobdogmmdodo ™d09dhHgdnEOb

396 m®mIohogmo  3OMgJhgontoggb, dodMmoEob —  Logbmg®mgdgm
300MEEOmMgdodg goEolgmol. gl ob bog®mEge, Loor dgbodmgdgmos
©0L3YLogdol godommgo @O LoghHmodm®mobm Jugmol doBol Jggddbe.
003300 06 obmo@ EoaMLYOYMO MmobodgEdmag bgmmgbgool 396hG0
— mdomobol 3bgoglo 0Ea0Mmgdol oGmLIIMBL 330MBIY6YOL, ™I
6000g0 LoObYO3gMO F0FOOMYMYO0m oEOEEIYMo0d. gl bgmlb YBymdL
PIOM09OHMM0900L, 00603FGMIMMO0LO o FMO30MFIMOEO ZoE3Mmol
30630m0Mmgdol, Mo bgmmgzobmo damoo  Jugmolb gmzgmagzomo
3063000M9d0b Loxyd3zgmL BoMmaMOEZ9bUL.

©db3369

B399mgdMog, 009bomgl  Lomydggmo gygdmgoe GMIMOE  Jomodol
bgmmabgdobo o Hy®obdhymo 3bmg®mgdol  godmbogmEbmgdmo
3030 MY 030MMIM03 060300H030L. 0bobo LmaMyd0300 dIMYMNRY6
bmmadg mogl, 093M0 Jomaobo momgmb 303399303 30 bm®E0gMEYdL.
doybgogo@ odobo, dGMogmoEod Jmogmbgool dm3dEgdo Fogomomo,
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HMIgmoE BomIMEagbol 330dabol Mmam®iE dobdnbdgmo sEgomol, oby
©03mM30m09Medmgdol 9gbobgd.

3603369mm30600 obog, G™I d0gbomy o6 MmMAgmodg bbgo oG®Lgdymo
RM®3IohH0o 39ML3gJhn3080 00ddgoe, MoE dgbadmmo bodmMgoEMYdM30
©o006061gd0L dmM3M3gd080 ©o339bdoMML. Mobog gb EOIM30EYIPMO
060 3oLHodLo 06 dMLYOPM 0bAGBLHGYIHG®BY, 0039 Mmbolbdogdol
3O Ma0mLd o dobo 3939369t gdnl BoGmYMM00dg. MY30 dM 0OLYIMBAL
060h9Mgbo  vEanmmd®mogo Lgbol dodoMmm, dgyxdmmgdgmoo 3038060
©003g4om ™ LOIOMOTMGOLM EMHYBY. 00gbomgl, HMIgMOE dE0gMoEO
30308390 030MMIM0N3Z 3oMgdmUb, 139mgbo obbo og3l, goodmBYobmL
3930 M 3oLHo0PM 3MbHJuHT0. 9333060, dEIOMMOMOZ0 LoRYIZIMO
©O 3WMOOMYMO 30380609008 odgomgdo, Mmam®ME RBobL, JoMao
LhGohgaooo.

B3ma09®mm0 doM0moEo dg30mbgo:

o MO oMmoL mJ3960 3080607

o MMIYMO0 0L OEZOMOIMO30 MOMYOIYM YO0, HMIMYO0E Mdoobol
16030MyYOMI0L 3obLodmgMogh?

= 39WOYIOYWO 8983300HIM00.
— 030MMIM030 1930, bgrmmzobmo F3nx900...

* 306 3g0dmgdo dobpgl mgagbo dmazozdomyg?

— 030MMIM030 Jugmo;
— 06Lgdmo Lh®dIdhyegodo.

* 306 dgodmgdo ogmb mgzgbo 0396ho — JuModhmMo, 3MohozmLo,
bgmmgobo — o ®o gm®dom Jgodmgdo om0 ©EObHgM9Lgdd
dmboBogmgmool dobomyooE?

o MMmam® 3g0dmgdo LHMYIHIOYMO EO R6BLYDO dodoL 0g39d0?

— 396dm 3060 900;
= Hu®obhymo 3m33060900;
—3mmoh03xMo dbomEoddgdmgodo.

* 306 060l mgd3960 oyohm™0o?

* MO Jdmmbmgbgdo 0od3b  oyohm®mool o Mo 3Mb3Mgbhymo
30760303006 LOTYOMYOJO0O dF0LMZOL Logom?

ML of 0dobmgol 39303M009m, GMMA 3gdmm >MB0Tbymo Logzombgdo
30630boemmm o 39 dogmoob do0bhgtglgol, gb Mo 3gEYaLl 3odmomgdb.

300900m™3690, A396 0LY3 Tggb3zEgoom gMmMAobgml o gbobogm, Gom
©oLGMYMEYOO 3O MEILO.

30MOYEOO 0MEM9Lio

Kunsbulletin-ot dmogoto Ggpodhmeo

125



126

[ 39613IION3I0 —SWLOIGEION3IBN 8 BIVI3IB0

Jomogolb ot gbomgdo:
3memmbol d90mbggzo m®mo
3OMIJHoL dogomomdy —
Jesse Cohen’ o ‘Weizman
Rally’

mmmbo  mgm-03030L  LodbGOgmom dEYIOMHIMOL O  LOEOEOM

obMmogmol dgbmyg Jomogdoo, GMImoL dmbobemgmdog 170 000
0003006l dgoagbl. dmmmbo dMogzomab®mog dgoigomo, dmbo dobo
906 9boMmgde, Mol 890930003, MMIMME 3YMOIOIYMO 396hMo, 030
0M9Mm-03030L 3Mmb3zn®mgbho 0dso.

9L 3OMEgLo  0EYbHoROEOMEYdS  Jomogdol oEAnbobh®mognobmob o
dob EMY30b9m 3gOmob, Mm3gmoi 9339 15 Bgmmdg dghoo FoMmmoglh
3mmbL.  0Mohobymdo  gu®bomds ‘Monocole’  dmmmbol  dgdo
bmamoml 10 yzgmodyg BoMdo¢hgdymm dgdhmo dm®mol oobobgmo,
o3 03 Jommogdol omooMmgoss. obMmogmol LooEom Ladyomm Jomodo
Abmamoml  3gmbdym  ®y30d9 oohobgl, ®op, mogol dbMog,
bpmo 9939930l oHLYdMO0D gobodoMmmoo. glbgboo: d03dzme dYdgydo;
©0g0homyMo  bgmmgbgool  ydgydo;  dgoomgzo  (Mediateque),
“HM3gmoE ImoEogl 3mdogdbgdol 3ndgnal, 3gEoo d0dMoMmMY3oL, d0333mo
0900h®mL; Lobgdomgzo (Cinemateque) o E0Bo06b0L TBdgndo. gl Jommogdol
39060083690 ™3069L0 3MM9gghoo. 3mmmbol mo3dg gobmogzlgdymos bymo
Lbgo gomgMmgo, MMIMYd0E Y339 9O M0 Bgemoo dmgdggdl o bbgoolbgo
29bH030MYALO EO FPMHIOIMO MMBoLdngdgdl dobdnbdemma.

Jomogddo bgmmgbgoobo o 3Pmbdolb 0bxmobh®ydhyHodo o0bg-
qbhoMmgdom dmobgdmbo, bgmobmo o9dz300M9o0bs Mmog0, d0gdoo
oMo  dbmmmE bgmmgbgdolo o JPMmbdol  bLeygOHmdo Immaeby
BoOBMEoEMYdY, 9MOIgE Lodyommm R9bol B39YMgd®030 FMLObMgMdE3.
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0mbObB0B0300, H™MAI bgemmabgdobo o 3PMHMoL obdo®mgdom Jomagdol
90Mgbomgdol dgdmbgggo b3oMmoo o o3 bydmbl dodommoggh oMo
39g303mmobgdo, 0MO39E 39MH0RIM0ImMo  Jomoagdgdo. Lboobhghgbmo
obog, “MI Mmgm-03030L 063303 3EIOOMY Y39mo Jomodado oGmLYIMAL
mobodgEdmag  bgmmgbgool  dydBgndo, GMIgmog  BomAohgdom
RQY6J3ombomgdL o  3MIPWmommdomoE  LOMagdIMMIL. gl Qogho
Lbgo m3zomUbod®mobomog 360336g9mm3goboo — op3mgos 9.6. ,ddobodmy
Jomogol* 00030, MmobEomob BBEYos danmo, ooy EoEoo dmmbmgbo
®0b6039MM3g bgmmgbgdolo o JPmAbn®mody. m® 03330Mm Jomoddo
— bodbmgmom doh-00dd0 (Bat Yam) o AOommgmomn 396 HhBgmoodo
(Hertzeliya) — goBRbo 33@9mmdo, ©ogambgoobom bgmmgbgoolo
©o  0MmJohadha®™ol 3MdgmazoEoobo 009bomg. 03 Mm®bBoldogdomo
dboMmEoLggMoE Jomogdo QoMmMIoldho000b 0639LH0E0gAL 3o0MIdL O
9L 096900 9OMR30M0 MMH09bHoMo PHoEbMO (33em0mgdolm3ol.

3Ommbol  3PMmAIOIMm  Eobglgdnmgdgdo RoboblbEgdo oMo Jgddm
B6gommgd0Eob, 0MmodgE dJomogdol 007939¢h0©ob. 03039 0mgdol gzgmo
B3M®HYM O oLoMmMd bog™m39dg. 0LBO Jomogdol EoJ393YdMY0T0
©o LOBMBOEMYOG®0Z0 EORBOBLYSOL Lowyd3gmBdy APbJoMbodmgdl. gb
domm30l Loyzgmglbm gdoo. AbRagl bLhMmodgansl dndoMmmogzgb obMogmol
Lbgo Jomoggddos, MmAmgddol y3obobzbgmo 20 Bemol dobdogmdy
99L000d0b0 LegOHMYdoL 3M030¢H0Bg0s Imobrobgl.

mY9EoMo, bgemmazbgdolo o 3PmbI®moL 0baGmobHG®YIHnHodo vdgbo
3M0bEoMBMo mobbgdol hogdol gotymaomo dbodmygs od3Lb. oM HL3Y60L
99ddbo  bgmmabyMo 3gydmgdgmos. gbododobo, 0bLhobhYE000
RQ6J3ombomgdgh  LodmagoEmgdodo, G®IMmobmgobog  bymog ob
Bo®m3MoEa9bl oyEemgdmmddl, ©Eo0bhgMglgdymo oyml 39dmombod-
Bymo Logombom o obobo, AghBomo, Jomodol LHIMIOL 0doEol9b.
©OEO0 EOM EOLEoMEYdd 000l 3oM33930Lo3, LogMhmmpoi ModEgbop
3obodommoo  00g30M0  06398H0E0Yd0L  dMLYIMBOT  OEROMMIMIZ0
oGO HLEgbol  89dabo. 03godo, Ym3gmaz3omo  oghogmdo  LEPmoE
3MbhOMmmEgde  Jomogobo o  bogdomogm  0bLhobhnzegool  dogd,
4390090 3om0 06030003000 bgdo. 30MY o6 gohbogdo oghHondo,
H™bob 3033900 0MHLOBMBdEMYBY, 6gdoLA0gMo dmazmgbo Lobgmmmgbgdom
0 39MmAbI®Ym  0bbhohy0gdmob  0gbgdo  o3e3d0MmYdIEO.  0b-
Lhohngombomodogno EOLGOYMIdIYMoS O, 03EIboE, Ym3zgmagzamo
0dhogmoo, FgEomgdom dodmgnbomyMo oy yoEgbo 3603369mmd0L
dgmbg, Jomogdol 9a30om 303E0bomgmab.

999dm™g09m00, YgMoEmyos o6 3030930mm 03 gdoblbbgoggdol, Mmagmog
oMOLgOIMOL 0Mgbomgdolo o 33Momgdol 3MmME9LL FmMmol. mydEo
bobEobob domo om®mggo3 bgdo, Moasbog oMLYOIMIL dmmmpobo, dmJ
bgemm36900L bLRIOMLMEL Eo33d0MYoYMo dM3mMybgdn, 0bbhohyE0gd0
0b 009bomg Bgdemgol, gE3ommb dmmoobo Lodmagomgdo ob dobo
Bobogmo. dg 360dL, MM3 MobodgE®m™m3ag bgmmgbgos oM oMol dobyddy
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399mg0ggdol noMomo. dol 0839emM0909b6 306GMM BMYgdLbo o 00> MY
00 9380, LoEoE 9Ladmmgdgmos, Mo0dg 890330MML 3MMobho3n®o ob
3600003390 IgmmEol godmygbgoom.

0920300mx9bgdlo o  Lobgmmgbgdm  0bbhoHYEogdL  bod3omo
dogmydl B3momol dghobo M9ddm9boomgool 3Mmgbdo, mydgo dom
3069439homo odgm 3033060 0EZ0MMIM03 MYdmob o dodommymbo
06006 LogMMOTMEOLM MY 9OHMZbYM dMHLOBMBdEMYdOdY.

BoM3maoagbm dgbodmm oghogmoomo mM dogomomb 1339 9MLbYdYMo
0O HLEY6OL RoMmygmyodn, MGMIMY00E gobobmdmEngmo obMmogmol o-
300hoMmYMmo bgmmgbgdol 39bh®3o. B39bmgol 9603369tmmgobos, M™I
090030300 bEomEgLl 03 GMmmobo Ed 3obyboldggdmmool gowobgEse,
OHMIgMoE 339300MYdd, MMIMME Jomodol EmMHOE00dY Igmay LogodOm
0O HLogMEgl. Mdmam® 8gazodmoo godmzoggbmm gl 3M030mMga0o,
om0 39LododobmMosdo 30gMmm 3MMIMY3g0mob, MMAMgdoE LobEGOIRM
3003Mol  LagoMmmgol? 0dg30Mm0  bogombgdo ybgo@oo  obMogmol
LoBdmagoEmgdodo. ol, gHmo dbMog, ®m3o0mL bydogl dob3lnMmgdgddy,
OHmIWmYodg3 m3zommbos 3oLyboldggdgmo, Lbgo dbMog 30, dghoE
33™dbmodnomgo bgdoldng®mo 3M0H030L dodomm. Mo dgazodmos o-
303900Mm, Momo gogbEgm bobomo 03 LmEnoMY®-3mmopozndo Mg-
ommd0bo, HMIgEToE 33bM3IOMIM, My 9MoEY, MMM 393(330MMM
0307

Jesse Cohen’ Bo®m3moEagbl oOH3MmM9IHlL, GMIIWmoE FEOMMBL,
303M033m0omb bgemmabgdolo o Lobgmmgbgdm 0bLHHNEYdIOL MmO,
MmEgbog obobo dmygdgEgdgb 3390 0339ME, Jomogddo ob goM3z9nmo
BoBMaoEMYdNL QoMamgddo. 8gdamado ™Mm®o Bmol gobdogmmmoodo
36O M99dhob ggmomadol 396¢h®3n 0gbgdo Jesse Cohen-oll dmbobmgmdo
dmmmboll 393mdgmo. Jesse Cohen o®mol 0303GMo307Mm0 9OMHMB
dmmmboll 303@Yoamyg Moombdo. EMI3obEam 9dogbhgdl dmmol
06006 obommo 9dog®mobhgdoy 9gmom3noEsb. obobo 8gygmmEbgb 90-
006 Bmgodo gmaomo Lodgmmo 303806m0L  J3994690000b RodMULym
90036M0b¢hgol o dom, 3063 30©I3 PRGM oMY, 50-006 Bmgddo,
3003MLobmEo 9MdgmoL J399690000b.

36O m9ggdhob ydmogmglo 3mbhadbhoo gmom3ogmgdol 130-mpEg mFobol
30dmbobmgdo (oMY 0bobo 0y©Y3gMmed0 04369b, 8993I MgM0gNd
990(330mgl o gogd®mobhoobbgb). 03xo0d3BY oEolamolmob ©o3og-
JoMgd0m, MoLog bLobgmadboxm ombmal, dom ByMomdymo 3O MdMYdgdo

0g3m, OOYWoo  3gangdo  obo  FJPWAHYOYW O FIMBZHOBOYW
30M93mbmobos.

36O M990 93EY00, 3obLodMZM™ML bgmmabgdnls o hggdbmmmgool dmmo
0 39LodmMgdMMdY00, Momo dmbyMbEgl 00 L3gE0ROIYMO 3O MOMYTgd0L
©odmy30, MMAgmmo 6060393 aol 3gdmdgmo Moombgdol gbo oy ob
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®930. 30Mm3mal ymzmobo, oOH3O™M9Ihgool mzombabog®mdo dmgdEaso
Lbgoolbgo ®gddg ™m®ogbho®mgdymo Jgmdadymo Logdiol 8ggddbo
Jesse Cohen-80. 3003990 060003000 0y M930 JRmgdodmbomo ybwo
0gmb, 9d90mL m30mgodmbohgol gdgoon, goom®madozmb 3mbo, 30gM339L
Bogymo® YRMYd90dn, 0LOMagdMmL Lodmogmhmom my dybosodomydo
®m0Lgd0L, Hagbmmmaoy®o gmmIdmagdol bgmaoloblEmImMdnm o 0.9.
36O M9dHo 930, 9994abol MHgdogbhmo Fommm BHY9gdn, Booodol obobo
Lbgoolbgo oghngmoodo o, 0dg3oMmoE, Jesse Cohen-ob 9gdmogmo
®oombol  3bma®mgoodos.  ymggmogg 030l goblbobm®izogmgdmo

0YBOWYII00:

. 0O HE39bH®L goblbo 398Mdgm GHoomb3o;

. bm®mdgbbdo oGO H3OMIIHgoolo, GMAMgdoE O33N
L3gsoomyMow Jesse Cohen-obmgol. gb pbo oymlb bobgMdmogo
o  (0dMY300909mo  3Mm9dhgdo, MMAMId0E Zom3momo 0gbgdo
dmboBomgmo E0E GomEYbmdodg 998mogmo MHoombydoEob;

. 3060 Jamxgd0l LMoL E0IIZ0EMYLO, OMIMIINE O0METD390L

Daniel Landau,
“Bustards, and
election speech”,
part of the Weizman
Rally project, Holon,
September, 2010

©96090 WobEoy,
“Bustards, and
election speech”,
3Mmgdh Weizman
Rally-ob 6oBogmo,
dmmmbo,
L9gdgdogdo, 2010

3™EbOL dEaNMMOMmogn goMmgdml Jgbobgd, oLY3g, Lobgmmabgdm o
H996mMMgog®mo 3mMmJdmagdol Bodhomgdo, GMMAmgdol ®oo 0gbgdo
LoBdmaoEMYd0Lm3zoL.

36O m9dholb  Lododby oyEOHMGOoSl Bo®mIMoEagbgd GmammE Jesse
Cohen-oll ®930©9b6hg00, dLg3g Lobgrmabgdm Loadmaomgdgoois. B396
330mmdm, 89393bom oMmH3OM9Ihol obomo dmEgmo, GMIGMOS

dmgMmagoo  IPMAH03IMAHIOYM  3oMgdml o  EogRydbgdo  gHmaob,
06009MHoMJogm  bLMdIh®ob. 3Mmgdho 9gymEbmdo Lobgmmgbgom
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0bbhoGhyogdol,  bgmmazobgdol,  IPMohmmdgdol, odmJohgdhHme™mgdol,
LoEYdMmYbggmymaobs o gobommgdol LolLhgdol, goMm9gdmbEogznmo
m©3obodogogdobo my ULbgo LHG®YIHGOIOOL  b0ZOPH  dMOBLU.
0033000 omooblbo Jabol Lodydom LogMEgl, G™IgWBoE RogO®390006
bgmm306900 0GMmolobgmmgbgdm hodol goobyzghomgdomo dobomgdo,
bmmm 0Gmobgmmgoabgdo — Lobgmmmgbgdm 0dm3bgd0l Eobodmyggoc.

300900mM3690m, 00330600 ®oE0ZomyMo dogamdo byml  Fgybymob,
Gm0  990gdabol obogmo, 3860836gmm3z0b0 O  gRYIHIMo  FMEIWO
bgemmgbgdobmzol, Mo 00dgL dobEgdl LmEeOMYMO O 3MEoH03YHO
33090900l gobbm™E0gmgdoL.

dgmdg 3 mgdho — ‘Weizman Rally’ — ogm dogmdg bobdmzmg mmboldogoe,
OHMIgMOoE 3ondommo ghm-ghm dmgpobdg (Weizmann Square) dggmo
dmmmbols 396¢®3o.

00 3m3mybolmob o30330M9d0m dbmmMmE 9O Mo LoModmb dobdomdy
300339060l 1339MBo EVOdMYBO ®O30L0  HGOEOEOYMO AYbI30d O
doboloomgdmgdn, ®MmAmgdog JugMEYb ™M®REbymos 03  (Hodol
dmgEbobmzol: L3MbHEbYMO  MOgYmHOMMOgdn, ™oL  EIIMOMOE0Y,
00 MYIYd0, IIMBLAHMOE0900 O d0h06g900, d0(H306907tM0 30dML3MY00,
dmbghoomg mgodhH9oo o Folmomogo 890dgoo.

Jomogol amgobo ol 0a0M0s, LooEboE 06Ygdo MY3mMMYENYo0, Loy
0bdm3069096 0YgOL o 0694gdgb dom MHYomndgdol. dobo LH®YIhy®e,
30M3399™M0 M30mbaBGmobom, dgbodmgdmmdol 0dmmyg3e, gogdmoobogl
BOEoomYMmo-00d00bm0  gmgdgbhgdo o  LO3GEIM-REB0ZYHO
36O MOMYdg9d0. 0dobmobogg AbEgdO o3P0 0JdH03Md9d0, HMIMYO03
398 myymoo Log®mEgdo. §9330H0h0 EYIMIGOH00L 30O MBgd30 ImgEobo
ol bLOBMROEMYOIM030 NNV, BdEOE FMBEBMYOJOLO O EOLIYLOgOLLE
dmoldgbm o Logo®mm doboxyglhogoog 0doMmgdo. gb 30, 9MLYdYMO
3MmMoh03x®mo ohIMLegmml gomzomobBobgdom, dy©dosg Loxymmbgl
Bo®mAmMoEagbl obMogmolmaol.

3Omggdhdo ‘Weizman Rally’ dmgobo googmpbme 3o 603y3g3tom,
HMIMY003 9OM30bgmb 96o33tMOME O FM00bMB30 B3gEoomyMmoE
dmgEbol b3gENWN308Y oMo JMMmIMaHOROLo EO JOMbmmmgool
g§0b0go. 60378930900, 3Ma0gMmo obogmo, BmaoE oE®mYYmo, 3m®ma9dYmo
094m 3mgbol boboom®Mob o oLHMMOYMO LogoMmm bog®mEol Ybozomy®d
3066gmool gabogo. 396 3oog9h309m 033306 LogMEgmo oGOLIIMBOL,
oEaobog  mobodgdmmgg 93mdodo  LodmaoEMydMnzo  Mo3dgymol
030MYO0 3MGOB3MMOH0YMO MY3Modol oMmgbo 0dize. EMIL momImL
603mgdoE 30MgdYM0d, MMI 3MMoh03n®o My LEE0OMIYMO EOLIYLO
LogoMm dmbodmzgomo gobEgl, ®oEgobor oEodnobms 8gbgzgpmgddo
300h YoM LO3M3980 3oEON6(33tM, bMMM VB M o3 3ghBomoE
303960390076 30Mm9dmTo bpgde.
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©ol3360L Loboo dmgoblgbgom, GMI gobbommymo M®O TogoMOM0
330R39690L 03 La™agdgMbo My BozmL, GMIgmoE Mob bEggl JoMaoE
BodmMYgom00gdnmo oMAHLEI60L qomamgddo dPJomosl. oJ3g 03m30m
306086900 03039, My HMagm™ dgodmgdo 30dmJdgmm bobhgdol dogboo.
36 mgdho Jesse Cohen’ goHrmzgo®o 339mmdnd, Eodgo®mEgl bhodomydo
©0 LEOEOEIOYMO 3038060 bgmm30690L, ©OBONbYMGOL, LmEodMYMO
386b39mymxol 33xdo390L, 39003magol, gemmool oghogobbhgobo o
©9300906h90L MG, Homo 3gLadmgdgmo ogml 393mdagade HMaMM3
030MMOM03 LoBMgoEmYosdy, oby Lobymmgzbgdm BogMmMNobgdgddg(s.
Mo 899gbgdo 3Mmgdhl ‘Weizman Rally’, gb ogm gohmaggomo 0b¢hgMggbino
Logomm Lbegmmdo ©o ol dodboE olLobogEo, EOYIMYDYd0Lo Logobm
LogmEobmgol 3mmobholzr™o, Eob3yhgdobmaol gobzgmgbomo oMmgbols
Lobg. ™mM03g 3OM9dho dmombmgaEo obodIMMIAMMOOL LbgoEobbgo
Lodomogdm m®mgobodognolmob o 0bLlhodhyEoobmob. gl oyzomgdgmod
Jomogol Mgd®mgbomgool 3MmEgLdn, Mobog oMaoE 3036MmdngHgom
300093. 9303OMYMoOE, A390 Lodomogdm 0bLhohyEool Bo®amgzowagbom,
030¢h™3oE 3960 080600, 3930EMM, ,,O390GHbM™M” 0639L¢HOE0d Jomodl
dob0gg ImBLobmgmdL Lobomggdmme. Jommogdol dMgbpomgdol 3MmEgLo,
b3oM 9gdmbgggzodo, 9oL ,803900MBMO0MgdIOLOE" 3YoLbbImMAL, oGmEmY
00300000, 030 LEEYOO MMIdYH 3036901 o, Bgbododolbo, Jomogdo
obmgoy® bodmb 0dgbl. o330 gdgmoo, 893930M® O MEbog do0b(3
993330mmm gl h9bybzoo, ®omo dgho LaMagdgmo AMIYHObmm
030MMIM03 AmLobmgmdol my bbgo opodhm®osl.

09t ©9bMbo

0bOOYEOL EOEOHOIMPMO byemmzgbgdol 396h®MOL EEMIIHM®O s 3MOZ0MO IPMOHM®O
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mobodgpemhmag bgemmgbgool
B5mg0gmmo mmbobdogools
dgbobgo 0bg&mo0030bd0

b 0960emggdol o6  Lbgo QoM MIdLIHod00b0  LogMmodmGmobm
300mx9bgdol m®maobodohmdmgdol Bobodg dgodmgdo IMoZ30Mm0O
3Mmomgdo o LoMmymyg EOEE9L. BMgegdmo domgobo, FogdMMomoQ,
Q0b60bbyMo dbomEodgdo, dmbobomgmo ®omEYbmodo o ,boMolbo,
939469006  Logombo, H9gdbozn®o 3MMOMYAg00, bobgmdmogmdo Y
Lbgo, 80330603900l oM 06393L. 39 893h9M Y00 3IMAIMgdody, MMAgmoE
30bLogymMmgoom  3603369emm3zoboo  Lodmmmm  dmodgommgdol
99Logddbgmo o dnmooboE 0396m0L LBodmmmm dgEgaobamgol. gL
060 bLOgMEOL 3MMIMYdo, MdMIJOoE Nboo dggbatyzobgomegal ddo oy
00 36 MmggdhL.

39006hMo my 303LFIMIOm, 9L 2Ol VbLOAdMOL Mmoo, LoEos
439emo 9 9396h0 960 30 006MdoL Jabol o goM339nm 3MMIMOE00300
Lbggomob. 69d0LA0gMO Lobgmmgbgdm LHMYIHYGS YbEO ngmlb gobaggdo,
OHMaM®M3 EOLMYM YOO ,bgMbobgM0*, bmmm Fogy®gdgml ob Lhydoml
960 gonhbgl ombobo o ghmglzoMmgobo d9atdbgdo, 3mdo¢oymo
06 693o¢h0yMo, MmIgmoi obobogh dob ©EOIMI0EYOYMgdoL bobobol
0030Mmm. 03330600 3oM3399mmd0l 8930dbgdo (Mo 9bYMEYb 33960hMmgdo
3bmgMmgoodo) 38608369mmgobo  @oghmMmos  bgmmgbgdol  Bodydol
0mMgaolol. godmxgbol RoMmamgddo 98 oghm®mL yogme gjbdmdoizoo
306LOBM3gMmO3L. 809bogl 3MBHIJLHT0 gl 3rIMIM YIS YRGOM oJbHPomY®0
bgdo 030¢h ™3, H™MA 3obIHod®0 039600 030 godemgdo goEandi3gl
9OM3a30M d0BMMBOE, JMNOZOMMM MO3YMOMMIoE, Lbooy 8godmmygdo
©O0306M3M O 39M 0M0g30 MMZob0Ba¢HMMYo0l dmoz30M0 0go.

9l Logombo bbgo 3MMOMYdobol Bodmgmol, 3gMdm@, godmngbyody
dobymo  EodMZgom0gMmgomol  3MmdmYdol. oMmAH0ggbmgdo  dmgm
LMRMOomMI0 MobEomob BLEM®MgE 00960mMal RM®AoL 0MgdlL. BmaIgdm
009609900 HoMEYoo JMMmI 3MM306300L0 MY 3o¢hoMmo Lmaygmao,
Mg dLObYMOE 30 0M 9MOL ALMARMOM HPY30dg. OeMOdM 0F0L odM(3,
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bgemm306900 JROM Eo0bHIMHILgdYMBo 06006, AodM300696 o 9B30mb
olgm 0EEOMYAL. FoOMMOE, HMAHOMWMYMO ZMMOOMOdd300L g3mdodo
306gbomo Bmodgdomgde 0383000M00© 0o O IHoE MoMYOYW
096m3gbL BomdMoEa9bL.

P03M0, MM3 E0I330MYdYM™ ,0Mmgbpgol” (396930080 ®y LAHOIdYMOL
00960mgl, ©m3ydgbhol, doboxygbol) Logymo®mo oyEodhm®os 34osl.
bgemm3bgdol LodgommBo JoMaoE 036mdgb dom, 0mzomoLBNbYogh o
Lhndr™d96 30YE- gm0 030l MYdo, MMA >EZOMMOGM030 AMLabmgmdo
0004ymdl 0dom, ®™m3 PIoL3obdmo bmamomdo  Lbobgmagobmgdywm
m®bolidogdol, mydEe Jomo YIMOZmglmdd BHIGMOL 00 odMxbgdL.

0303908 396 300hy30m 330MYIoLIHod00b 009bomggodg, GMIMIdLLS
0300 BOFIOMMOO O MYZMOTo. 98 9O ,,0boMEIBMEL* MMboLdngdgdoe,

MHMIMYo0E obemo 06ygd9b H937n¢hoE0ol d3m3mggdol. mMmRabodo¢hmmgddo
1960 08GMPbmMb 3M030mmM9a30gdLo O 306M-MVgdBY, Momo EO0bHIMgLmME
39h-bozmgdoE bmdomo  bgmmmazobgdo dmgmo AbmRMomELd o
00g330Mo© dM0BoEMmb dmbobogmggdo. gb go®m339nmo 06398hoE0dEYY,
MHmIgmoE 9abobymgdo oMo 93MbMIAN3Y®, oM0dgE 9O ™36 (3nbos,
3mmohozn®) 0bhgdmglgdl. 0333000 0396moL  Lodmmmm  dodoboo,
3obal 3mb3xmgbhnbotoobo bmamom dMgboo, bmmm yobmmmgLo
00m3060 0oL ob, H™I 0396m0 F9E39L o LHTomo oymL dgEbog®o. od

133

The 4th International
Biennial of
Contemporary Art
“Aluminium” in Baku,
Azerbaijan, December
2009. Fragment

of exposition in
Shirvanshahs Palace.

®06009M ™39
bgemmgbgdol dg-4
LogHmodm®mobm
009609
“ALUMINIUM”
0ogmdo,
2BgMdo0%060, 2009
Bemols 0939909®o0.
9963mBogool
QO3agbho
80M3063ol
Lobobemgdo
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999mbg93080, 3306H39m9L ymgzmolo, 0gnmobbadgos oo bogHmodm®molm
0396m900, M®MIMYO03 MHIZNMOOYMOE 030HMNJIMEO YMRO bodgMmo
©9L3790m039030.

MmEo mmboldogos 0dommgdo PJdzamgl HMoEOEYM EIEOJomoddo
(BogomomoE, md0moldo, dogdmdo, Hod3z96¢han), 030 0093 0g6gd0
030MMIM030 L3YENROPM0 603ob-m30L909d00. FogomomoE, o0 bod
gmaom Loddmmo EgEogomodl odgl sobmmyhydo 3obLbgoggdymo
00©Johadoadamo  0byGmoLHGOIHyMo,  OMIgmoE  BoIMYomodEo
OHmagmmE Lodgmmo 3gMomEdo, o939 IRGM dEMY oy dob J9dEya,
©00MY3009OMMA0L 6emyodoE. Fom dJ3m 0BHMEOYMO O HMOEOEOYWO
LBomyd3gmo, 93mbmanzn®o 30MmmMd900, bmmm dom bgmolbyxomo —
30M3399M0  3MM0GH03xMo 030030900. Joybgoogo@ odobo, 0dd oY
00 3039000, 3g3mm boblybgoo Logodmxgbm LogMmEolo ®my 3ydemozol
36O MOMYFo Mb00MOE dJBHPOmPM0d Yyzgmobmgob.

003960 039600030630 obbm®mingmgdmo mMmo  LogHmodm®Molm
0O H039bmol Jgbobgd dmaoblgbgdm. glgbos 3odyomyMmo bymmabgdol
Logmmodm®mobm ggbhogomo gobgodo (8-10 Lgdhgddg®mo, 2006) o
3633930 gomyMo bgemmabgdol LogHmodm®molm d0gboemg “Aluminium”
(11-17 939009®o0, 2009).

30370my®0 bgemmgzbgool @gbhogzomo gobgodo gobobm®mEogmo dogmb
bgemm3bgd0l 396hM3o, 06LHOHYE0S 000 LoBdMgoEMYod — 089G Od0FbOL"
dboMmEoggmom (PoMgdhmmo — . ggmadodoEo, JPMohmemo —
©OMOMO 308300M30). 039630 dMbobomgmdo doomm mEdo bgmmmgobado
33bM9M0EOb (MHJgmn0Eob, 0Mb0Eb, LoJommzgmmmEOb, MYLYm0ELH,
4oB3obgm0ob) o oly3g, 40 bgemmzobado 03g9Md0F60ob.

30bgo, 0Bg®moo0nFobol  ydgzgmglo  gEodomodo,  0d3gMmdooFobymo
39WAHIO0L HOOEOEOYWO 396HM00. EPIL ob J3gybol Bgmmyg Jomogos,
d0g™Mod, @oMa39gnmo 30893900l  3odm,  IPMHIOYMO  3bmgMgdo
o @®Moo@ ddodge doEol. odohmdog, o3 3Mmgdhol PImogzhgLo
3O0mM0h9ho 04m P bIMImo 3O MEgbgdol godmEmiEbmgds, gobiol
dosbmgmgdmgdobmgol  Abmxymom  mobodgpmmgy  bgmmabgdol
yobmglio 969630930l oMY, 0EEOMMIMN30 bgmmaobgdol hotmao
3mgo® 3PMmH GO 3MmEgbdo o 03 3B0m IPMAHIGYMmO 0dmmogool
30MM3930. JRGO™M 39ghoy, Imbobmgmos m30mmb PbEo ymaomoym
P390mm  dmbobogmg oMAHobhymo 0gd3ngdol, 3gMaRm™AIobLlgdolbo
369396 o30g00bo. 9333060, 6O IMabomoygm 3oLoy®mo JogyMgdmol
0060030hMMoE HGHobbRM®InMgdo.

00039 O™, Pbo g3obbmaal, MM dEaomdy, MmMAIgMULoE 396309m,
30h™MbMIEO 3OrXM306309m0 98 ™M369d0 O HMOEOEOYMO BgbgEYgdgdo
bgemmabgdolo o bgmmgobmo dgbobgd. B396, LHHI®Ydn, dmgzgomgbo
3040300, 9Mo dbmmmE BoMamagghobo LozymoMmo mo30 (MY Modpgbo
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®0b039EMmm396o  3oMmm), °ModgE 30hH030 33930 OEIOMNMIMNIMNO
06h9®gbgdobmgol. LEM®gE 030l godm, 3MbEg3hyomMyGmo 3O Mgdhgool
30MmEo, o BobbmMmEngmEo ®odEYbodg HGOEOEOIMO  godmMmagbo.
300mxgbgdol m9gdgdol obowagboE A390 ogoMZOmMOgMmgm Y39mmo
99bodmm  IPmBGOImo  LboghEg aobgodo, Jom Tm®ol, Fgbodmmm
Logodmmgbm oEgomgdo o of dm®3obg bgmmgobmo LRHYE0Yoos.
99009800 30309 ol, ®mM3 Loxyglhozom®m godmxgbgoo AGoLE
0dHomY®0 O dEZOMMOIM030 3oMgambomgol gboxng®mobo omImhbe.
B39b6o Lobobgmme, ymggmogg 0906 ©o0bhghglgos godmobgoo. B396
03000639 30330Rbo  9HMBYMO  dPEOHMMOd, MHMIIMLOE 9OH®O
m®bolidogdoE 30 oM 3odmyhm3agoono.

R9LH030MmOL 3Mb3g3BHPOMYM0 0930900 HoMEIdIMEO FMYMO Jomagdol
0633mog. @odmygbgdymo ogm yggmo dgbodmm  Logmisg, mydEo
dbo¢hzmymo 0900l gdoblbobm®M0gmgdmoE YyMoEmgdol 3gbh™mao
Lodo oEaomo dmgdee: dgo Loy3zynbggdol 000bmyoo, 30M30, CMIGMMOS
300 Bemoboo o dEobotmyg gobgol EoddMmomo Jomodmbo. dmB3gymado
bgmm30690d30 Bobolbot™ doomgl yggmo dgbdmm bogdmEol ambmgdo,
Lo 890dmgdo 3odmagbomoym domo 603y8936r900 0b 3O M9JH9gdo0. 9306
Bogmaxog®mo 390930 dmagEe: bbgoobbgo §39960ab Rodmbymo ybmdo
bgmm306900 gmmAobgml oMmgoe 8996943696 o 9HM00b 3Mgohoym
39bo© 093bgb. ™m®EoboBdohmmgdol Roboxod®do, 033MmM30d033000
360630300, 9gbobodbogo@ ,039do30" . 0©YYOOL  obbm®m0gmyoodo
96 ®3069m0bm30L bgemo 0®mo30L 3gndmns. bgemm3aobgdo gobobomgdnmbo
0943696 0by, ®m3 bbgoobbgo 3Mmggdhol 0do my 03 3M3d0bOEOOL P3gm
Bo®m3mghobo om0 M030L907MY0d O MoMLYdY.

3mb63930nomyMo  bgmmgbgdol  39-4  LogMmmodmGmobm  vogbomgl
(Aluminium — dodm, 11-17 ™mgbhmadgMo, 2009) mm™maobodohm®o oym
089Md003060L Jmdn®obo o HP®oBIol Lodobobh®m (EoMgdhmdo
— . obybdoEy, IJPMOHMGOO — ©. 30300M30). MmmbBobdogdodo
dmboBogmgmos doomm 60 bgemmgobdo, 25-30 ygbmgmoeb o 40-3o —
089Md00306000b. 14 Lbbgoobbgo LogMmEgdo gobobommgdymo dogbomgl
36O M9dhgoo doMomo@oE 3Mb3gbhMmoMmadymo ogm dogml  396h®3o,
MHMIgmoE obH™MGoymo  360336gmmdol  aMmJohgddhacym  obboddml
Bom3moEagbl. 93 993mbgggzod0i3, Logedmxgbm LogMEggdol @MHmMgdo
09380360 yzgmo 3mbgbpoy® dmbobomgl. oby ®M3, bgmmazobgddo
03MEH696, Lo FoEOMELYL o GMIgmo LogMEg oym bgmmadolobzmao
3000 3Mm9gdhgdobmgob.

dmbodBoydgm  3gGmomedo  dmbobomgmo  dmBgzgzolb 36063030
99ydbgomEe dom JgMPBg3ol IPGMohmdymo 3Mmgdhgdol dobgzom.
©OEO MmOMEYbmdnm 043696 dmB3gnmo bgmmgobgoo 0bpogzoEyomydo
36O M99H900m, HMIgmmoE 60boLBoG gomobbdgh mognobmo 3Mmgdhgdo
™mO3ob0BoHMMgdmob. ©3330Mo©, 0396moL  Eobygoolmobogg Y3gmo

36O M9doL, doybgogo@ 0dolo, 0gm ol 06030EFIMYOO MY 3RO,
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3Jmbo  3mbzMmghymo ,dobodommo”. obgmo doamdol Bygommoom,
00960l gmzgmo 0396m0  oygm  Lobhgdohodomgdymo,  bmmm
domoobo Bmodgdomgdo — (3boEo. MOOMIYM odmxgbol 3gmbo
20LMMPYHYMOE 0600030YIMYMO ,bobg®, Loggmo®mo boloomo, dlg G™J,
g439mo  dmbobogmgl dggdmmm  dogdbodomymoe Bomamghobo mogolo
999mg09900m0 3MmH9bEoomo.

00g330Mo©, My)30 3bg3gmmosdn 30300gom 3gdgboem godmEEomgdol,
360 0006036M, HMA bb3go db3ggHg0mab ghmo gobomgomolBobgdgmoo
obgmo QOIhMmGooE, OMEaMMIdoEdd bgmmazobmo dogd Logodmaxgbm
Logm 39900l  BobolBoMmo gogbmodo o A@MIYLoMmgos  JgGModHmEOYM
36O ™99H9odg. 9L 6od30MoE dMYHELL BoMBohgdol RoMmMMIoLahHo0006
BogMmodm®mobm o®mH0396mgdL.

©OMOMO 30800M30

39OHMG0, 3O HIM0H03MLO
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900030 — 3Mm3bobhy®o o
3mLEH3MAYbOLAHYGMO g3mdols
Lodbodhgmm HMonEngonls
dgbbBogmo — MO0M (3030

3060 oMol baMmgzoob ™mEo Bmol Jg3@Ia MO0RE0ZO
g3\ Z0000Mm90Pm  FIAIOIW  3906HMoE  oggo.  Jomogdo, god-
3399mbomo, ol Bodygobo 3mBoioo ©o00MYbo, HMIMOMO3
™MEILEOE LOMRZYOIMBES EO BOGMMOTMOOLM dPEOHMMOOLM3OL 33tMo3

obmmdgMmo gobo.

mo0xx308L LogdomE bobgmdmngo 3IPMAIMY™O  HMOEOE0Yd0  ogal,
306Lo3xMMYd0m, 098©30M0 O FPYLo3OMYHOHO bgmmmazbgdol LeygOH™mdo. o3
HM00(309d0L 3G30mMAbMH030 O IMO30MANIMHMIZb0 boboomo Jommogdol
obAHME00L P30330MHEY0S. MY30 39303MMOLo EMYBEILo HGMOEOEOYMO©
BodgRMm  Jomodl BoMmImoEagboo bgmmgbgdol  39bhMomodgdymo
30(hMmMbogom, MooxE0go oo bbol dobdomdg gg®madobools ghm-gmmo
60393060 LogadMmm Jommogdo ogm.

09-19  Loy3znbol 0bEyLH®oymo 0ydol dgEYaoE, doodoMmEo 0d
bombol MomEgbmdo, 30LoE 3Jmbo by®mgomo o dgladmgommmdo,
M3 qoboblgdo Jgmbdym 3ododhomoE 9JEoo. 0306 Zohdmbogol
©9396hMOMm0BOE3003©Y o 060030070mMY®0 399m36g00lL
300M030MmAghm3bgoodEg 00330y3obo.  LBEMGMgE 03  oEOd0obmo
©odbobyMgooo, ™3 1848 Bgml dgbodmmgdgmo gobo, Mo0x303d0
3obbbomogm Jogmogobo o mobodgpdmgg bgemmgbgool 3ydgydgdo.

00 EMHMOoLm30L MooxE0alb 1339 3Jmbro oyEomydgmo 0bbhobhyzon®do
Ggbydbo, Momo PBGOP639maygm bgmmazobgdoll dmadagdol bomobbo.
BogLmbymdo 3063300 RMO6E JuogzgMado F9® 303 1746 6gmL EoVIMLO
39M3obool ghm-ghmo pdggmabo o30©9dnd — LodbohzMm o30©Ya00,
AHMAYMOE EMIL 36MO0m0d MMEMME 3t o3030bo o Bogbol bgemmabgdols
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ydommgabo bgmmo (HGB — Hochschule fir Grafik und Buchkunst).
MROEOMYMoE b 3080mYMo bgmmmgbgdol o3009d00L PBmEYdgb.
067L8HG0Pmo MgzmmyEool LEMoxo BGM ol Mbg 0bhgmgdhgomydo
36O MmEYJ30oL EoBo068g dmmbmgbomygde JRM™M EO JRG™M 08MHEYHOMEPD.

990dmgdo 0mdgzol, ®m3 gdgmadobool ©IMIGOHOYMm Mgldydmmozodo
499603960 dm3BoEgdo domom ©EmbBBg oym. doybgoozow 0dolo, M™I
303990 dbohzoMo oy odbHobhmo FZnRe 0y4gbgdoo dbodhzGmym
QMOIYGOL,  OG®MIMYodgs  LogOHmodmMobm  domBgzgool 3300
03MdbMIMEo, 33eMo303 EMINB0MYdEO JobMn, MMIgmoE d§oGOME 0gm
003033009090 030093076, QOZYMIHOHM LBodboH3OM HEMOEOE0JOMOb.
000l dbomb PgMEo dMogemo bgmmazobo, dom FmMob, 3MmM®a63
3000M09M0, 396HB0ME 3001030 O 39MH69M Hhn039, HGB-0l 3G magbmmyodo,
HMIMYO03 00030806 BL3MMOoL* 300Y3MYOOE M0 dMOOMYOYMbO.

300 0MBOMHEIL IMAEIZ6M Momdo — dMbm H0630 o BogdodmE domo —
9903030 M030d(3 3MMARILMEJO0 o L,obomo moxEogol Lammol*
©0000MBYOMY00. 13060369(m0 Bemgdol gobdogmmdndo, Jydbomobhgdol
dmbmadgoom, 03 HgMmadobdo JoMaoE dMozoEo @b, MoE 9Hm Modgdy
dogmomgolb — H9gdb03n®0, 3oM3oE ©0IIZ0EMIGYMO  R0ZYMOHOYWO
dbohgzmmdol HGoEoEngdo gMmdgmgdo. oOH G myomgo 2006 BgmL
,009-0mM3 ®o03LT0* BgdE: ,10839Moh0m dbohgzm ™oL, GHMIgMmLLS
30608 O  EOYLIMEMORT0  EOYALObyMgdmoE  ©doggdEbyb o
3039m BodbymoE 000R693wH96, oGmOLEGML oy30Mao3L gogmgbo

" Arthur Lubow, The New  (M0003(30330".!
Leipzig School’, The New
York Times, January 8, 2006.

3M-0L dLOLMYMO EO 3gM3ob00L 3ogMmnobgdo 1990 Bgml, 3oM3z99mo
®m30mbod®molom, doboy® obhmG®oym baMmg3zoL gymolbdmos. HmYMOo.,
9gyobgdo dobgg 03 LoGOMYMggdL, G®Igmmo Bobodgy omMIMABEY
mMONQE030, HMamMME goblbomo LogMizg o “tabula rasa”. 0bEyLH®OO
d9hBomo goboEagn®mEo, 3hmagbombomms dmgmo momdo LBadydomL
LodgdbgmoE EobogmMgmBon 309dzdogMmo. 0306 Jommoddo bodwlomo
3039900 9994abo — 3omogoLyamEo 896Md900, MMIYMMO PIMOZMMgbmdd
Bob9y3cMoE obaM9PMOo 0ym, EoIEO JoMo.

90-006 Bemgddo dbo¢hz™gddo o Lhyebhgddo o3 dbomo gbodmgdmm-
0900l 30dmygbgdo o0BYgL O EOEIMOIMIIYM™ ROGM03g0L obomo
©060367mgdo dmydgdbgl. 0gn3g bEgdmEo 03009300803: 30EMY d39MO
99bmdo gobobmEgdome, 893M3o LHPYEOd o LobgmMLEMAE oEaoMo
39903300 o LEMMgE FohM390YM RIM039030 obmozLEs. ©3330Mo,
0609mm bRHYEIbAHL FogEo LOTYIMYO, 99M30890060 LGP0V PboIoMY®
Log®mE9. BMaFge dbohgoMmo dodmEm dPdomde 900 82 Lhyoodo. Log®mEg
9036030 04M, JoMO OO0 O MoboE 2002-2003 BemodEg BomamEagbos
30 06030l 3gmbo, my ®odpgbop ,3603369mM3060“ 0gm Mooxyy30g80,
OHmagmmE Lodbohzmm oMmgbo, 930l Jgbobgd vMORYIMO 03MEBI6 Mo30E
dbohg™m9ddois. LHYEIbHIO O oOHOLAHId0  odymgdymbo 0y369b,
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907930300 o 99b3960396h9d0 Rogho®mgdnbom mogzobyxnom LogmEgdo,
00033 Mo0xy(30330 AbohgM ™Moo, RMAHMaMoxn0bo o dgEoobymmgbgdols
04303900 3obo3dommdo.

gmaomo 00300 xdMozo (Baumwollspinnerei) 25 53ML dmoEo3Eo ©o
0gm goHm-9mHmo 03 LogdEgmo dmeol, MmIgmog dgho 0doEogzEo
dbo¢hgmgdl. LBmMgE of Boggo®mo Lowydzgmo 03009300l LHIbHmo O
39MLEINNZMYdYMMO dM03MIYIM30M 060300H030L. dmmm Bmgddo
ROOGM030 890mdagadomo 3bma®mgool Bozgobdm oEaoMOE 0d3o. 1339
06LgdYmMo bodbohzMmm LHYEOgdOL 33033, Jomodol doMomoEado
30MYMg9ddoi3 of @oEIM0bopgmo. mobEomob Pgbmgmo dbohzmgdol
930096309003 gohbo o AO3OgML, MmmBEMbOL, Boyg-om®m3zol, dgbozm-
Lodhobo my doMmmgdol gomg®ggodoE ooyl EMmadom 00bo. sbgo my oby,
3BoMmEo 39Mdm 3ohmmbogo, Lobgmadbonm dboMmEodgdmobmob ghmo,
bgml  1Bymdl Lodbohgmm oghogmool, MobEomob LagHmodm®molm
3oLBHod90L 0dgbl o EOEO boboo dmo®m oGm0l dbmmMmE MMIdMYMO
boboomob.

dogbgogo 0dobo, ®M3 3gdmmgdymol  gomgomolBobgoom, gL
omMMa037M0 RoblL, Mooxy30gol RogeMohogm Lodbohzmm HGMOEOENOL
LogdomE  3MohHognmoE oxRlgdgh.2 ol 33mogoi  Lhomobobhymo
93mdoll bmEoomobhy®o Ggomoddol 3mbhgdudhdo dmoodmgos. 1939
Bgeml  30dmyg39469dm 9LYodo ,030680MEO O 30RO dMOOMgdYM3d
009603930 oOH3M0oh03mLdo 3mgdgbd amhobdg®mgdo Lhomobobhydo
93mdoll  bmEMmgomoddo O  Hmbomohodmymo  bgmmgbgool  bbgo
RM®3YO0 EoLZMIMOL 3MIIOHE0YMO FoLIYMHGOOL 339MHEOM oYy
©o domo 3boh3mPmo MoMmgdxmgdol Logombo Eobgo. 0gngg dobdgm®mo
1999 Bgmb, G MmEgLboE Mo0xE0g0EL ghmo Loomol bogomdg dEyoomy
Jomogo 3008060 93O M3PMO 3P HY®OL EgEoJomodoE godmEbooe.?

30030680 3odommYm godmagbody ,dmEIMbol omdobgme o 30MmEbL”
30M-g9mo dbo¢hzmgdol dgoobgmmgbgdo oh3969L o bbgo bodydgzmydo
BoE®mobRYM 39MR0689 PbgbHogmE dogoMm-dmyoMmgl bogobhgdol dog®m
08969070 3300GMohm 896Md0d0.4 LEOYMooE 33060 ogm d060369d0
Bogogloygo®@dyg. 09Mm0bol 3gmol obaMmgznob smo Bmmol mo3dy
9839398 ©OE3> YMBOWO  BEM-9M0  bgmmgabgdol  gdmgdgwgool
dbo(h3Mmymo MoMmYdRMgdo.

9L, 130Mm39mgl ymgmolo, ogm ghmazomo glmghozn®o 30MamImo
dgbodg ®oobol  EYaMOEOMgdYMO  bgmmmgbgool  godmagbolimob.
3mgngmmdo mMonxE0ggmads dbo¢hgzoMmado, dogomomoE, bym  Moybdo,
®030b0 60398936900 3odMRY60OL JMbLES 303 o Lobodommmmados
oBogmo. gb ,LyMomgdolb ™m3do 30030030 (Der Weimarer Bilderstreit)
Bo®m3MoEa9bl omdmbogmgm 3gMmadobymo dbo¢hgmmdol 50-0nGmEmoob
©M3NIgbhoMmgogm  olhmMmosl, MGmIgmog  dol  boloombo o

060hgmadhomy®d mo30b907xMed90dg Boggzoxnndmgol.s
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2 Georg Baselitz,
,Heimatkunde,, Cicero-
Magazin fiir politische Kultur,
January 2010;

Daniel Birnbaum, Isabelle
Graw, The Power of
Judgment: A Debate on
Aesthetic Critique (Frankfurt
am Main: Sternberg Press,
2008), p. 41.

#Boris Groys, Art
Power (Cambridge,
Massachusetts: The MIT
Press, 2008), pp.144-
146ff, further reading on
modernism in Socialist
Realism: Boris Groys,
Gesamtkunstwerk Stalin
(Minchen: Carl Hanser
Verlag, 1988/96), pp.
72-T3ff.

* Roger Cohen,
LExhibiting the Art of
History,s Dustbin,
Dictators “Treasures Stir
German Anger”,, The
New York Times, August
17, 1999.

° Der Weimarer
Bilderstreit, Szenen
einer Ausstellung, Eine
Dokumentation (Weimar:
Kunstsammlungen zu
Weimar, 2000).
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© Roberta Smith, “Artin
Review: Neo Rauch”,
New York Times, March
10, 2000.

" Hanno Rauterberg,"Es
gibt da keine Grenzen!”,
interview with Boris
Groys, Die Zeit, No.
49,1999.

¢ Peter Sloterdijk, Uber die
Verbesserung der guten
Nachricht. Nietzsches fiinftes
“ Evangelium* (Frankfurt

am Main: Suhrkamp Verlag,
2001), p.21.

¢ Walter Grasskamp, Kunst
und Geld: Szenen einer
Mischehe (Miinchen:
Beck,sche Reihe, 1998) for
further reading on art and
the market.

[ 39613IION3I0 —SWLOIGEION3IBN 8 BIVI3IB0

2000 Bgmb 36mdnmado 0MH3M0H03MLBAd GMdgMhe bdodhds ,boy-0mMm3
®003b30" EOEYOOMOE FgoRoLo Mo0REgIMo dbo¢hgzoMmo bgm ®oybo,
0003 LEYmooE dgEg3omo dobo dgdmgdgEgdol omdds. bdodholb mgdom,
“oybol Bo3ndggMgodo 093M0o Bolgbbmdo LmEoamobhymo Mgomoddol
3boh3Mmmd0db o 0l yMROM dM3MLOgMMgm 393060030 godo¢HMmbgdymo
Lo®y3modm Lhomolb 398 Pbo 3ogOHM00bEYL. IMamgE ™I 3mJ30m,
99009300, ™o0x30ado Lbobgmo goomdze, GMEMME Jomoddo, Lo
9gbodmgogmos domom (H9dbo3n®™ Embydy dgbMmymygdymo dbohgGmymo
603999360 bob3o o yogo.

dm3936m BeMyddo Mooxy303L 36Md0MO 939610390 3MMgJ30mbghgdo
96303696 — UpBob o doozm 3MMAHJO0 O EML o dgMo MYOYMY0O.
monxEogol dbohzdmdo 9ghmazoMm dMm9bEoE o0dge o, LododGOM
®m30mbod®molom, dobo gooxnolgdog dmbo. ymagmosg 9b 3y89ydnodas
o0bobo. bgemmgbgdol oMol 3G momgde (‘Whatis art?’) ©gdma®modhogmo
o6 Bygdo.” 9ol gobLodma®mogh Lobigdo, GMIgmoE bgmmgobgol,
bgemm369d0L 06LHOHYAHIOLO O BOBOIML 09OHM0690L.

Bo™M3ohgdod 00B0Mdg dmg30069000m mogobo godmdobomo  33mgo.
000001 O30 0MgbEoL dobododmmoE odge. dmbobomgmdo O
0396m30, GMIAJMLOE  ,30mMIMYJO0L  HydL*  PBmEYdb, Yy3zgmo
domomoo  dmbobomolmaol, gobboggmdmgoom, dbohgdmgoolo o
3mmggdaombgdgdobmgol,  3GMgbhogol  Logomboo, bmmm  domo
999mbogomo LOJdMMYM00.2 008306 QOOGMO30 FbmmmE dbohzO™Md0m
06 390M0xoMmamYod, 030 MOdO Y4m39gmagzomo 3893mddgpgoolmgob.
ombobodbogoo, ®m3 ol 3gMmdm ob oMo3MIYIMEOYM  060300¢H0390L
9079d690o.° 0833000, OEIOMMIM030 O PEbmgmo dmbobogmggdo
HMoomgdgh mMm3omPMm my LoghmOdMmGmobm oMmgbodg. dbo¢hz™gddy,
39MohmMYddY, 3o ggdol Inmmdgmgdle my 8036913969089 o dom
0dh03m00890 oIM30EYdYMO, ModEYb bobl 8gnbotmPkybgdl mooxEogo
3M37OMMOdL 0E0MMIM03 o LogOMOTMGOLM bodbo¢hzMm LogmEgdo.

0bo MY0dg 3™ 330

™o0Q30g30L LEYOMOFMMOLM dOH3MMZMT0L POFOOOLYIIIO O EOMIIHMDO
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396039H0do300L oM M3930

09MOMOIMGOOLM Lobgmmm3zbgdm 0396mal Bohomgdo 3603369tmm3a060

bBogomboo  MMaMME  VEEOWMMIM030  dMHLE9boLm3OL,  obY39
ALMARMOM dMHObEToRHOLMZOL. gb 21-g Loyaybol dmogo®mo ddMEVbYY.
LBogombo dom PRG™M 3603369mmm3z0b600 LmAbgmobomgol, GoEasbos
030  30M3399mbomo  0Bmmopoodo  dgmao  Jzgyoboo. 0doLmgol,
M3 dmaoblgbmm, Modpgbo 3603369(mm3zobos  Loghmodm®mobm
Lobgemmgbgom 0396mgo0 bLmAbgmolmgol, 3mogzodmdm dgoMmg gguan®dLL
oMMy AMMIYM BoMLymao.

doybgogo@ 030bo, MM Lodgmmo 3gMompdo bmdbymb o Ladgsbogthm
©0  IYWMHIdgmo  3mbhgbgoomo  dgmbo o, Laddmmo 03d3gMmools
3M0h9®073900L dobgg0m, bLozdoMmolboE gobzomomgdymo Jg3gyoboi ogm,
ob 30063 0Bdmmomgogmo ®BgomEo JLMmARMOmMLaLb ,M30608 RoMEob*
oMbgomdol godm. yggmo Lobol Immodm®mogne @O 3MdYbozosoo
ALMARMOMLMOL bMMENIMEIIMEE MROEFOIMYMO IMBzMgol bogo®mgm
3mmohozol gomgomobBobgoom. 1990 Bmol 893wy, Mmoo Lmdbgmo
©o3MY300IOIMO J39yobo gobEo o 1339 899dm™m m300Mbgg v9Mhoo
,093M0MYd0“,  30330Lbool  ®gaombdo  dodEobotmg  gdMdgmgzooobo
3900600900 3Mbaymoghgools o Lbgo ggmadmmohozydo 3Mmm-
0m9dgool 3odm LmAbgmo obomo Ho3olb 0BmmoEnodn oMIMBbE..
Lmadbgmol 3033060 AbMREOMLMOL doMomoEoE EMILLE 3o dbmmme
LBodogmm  gdom  bmdpEogmEgds.  03EYboE,  J3gyobo,  ®mImob
dopbmgmgdgmmo 96% Lmdgbood, dMbmzymbydym ,396M3ghHodgdym”
9amaoMmgmdodnE odmAbEo. 3030botmg bobgmmabgdm gobomegdol
dmEgmo, ®MmIgmog Lmdbgml gmaomo LLGOI-EE6 390330MgMOd©
9éam, dmd3z9mEd o 396 03004MR0mgdl mobodgpdmmgg dbmamoml
00m30bgdb.

BodgMMO 30330M0L 3MMORLMOD 9O MOE EO03OMZd LoLHYdoE, MMAgMOE
,007060300° oOHLEgboLO o 03 bgmmgzobgodyg, GMmAIAgmmomzgobos
doLoY00 0gm dMBYIPMO 3MMoh03xMo Lobhgdol nEgMmmMans. d90ddbo
0JH0gmoomo gMma30M0 3039130. 00 LoGhYoEnedo BodZomoE goodoMo
bgmmgobgdol 0bogoohogo o 9306 LbgoggzoMo 3603369cmmadoE dgndobo
— obobo ®mobodgEMmmsgg AbmAmomML oMHIMIMomdoms  dgbohyzolo
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0O HLEgbol  Fggdabol  300mMMOEH96. bgmm3zo69ddo  Bodmoyomodgl
00096009 bobg™3bgdmM MGRO60Bo300, SbMENOE0Y, 396H®0 (bmdbgmol
®m0b0d9EMmm3g  9gdu3gmndgbhymo  bgmmabgdol 396h®™o  (ACCEA),
“HayArt”, “the 3rd floor”, “Goyak”, g033®ol mobodgpmmgg bgmmabgdol
396¢®0 (GCCA) o bbg.). dom m®3obodgdo gon3zgmgl LogHmodm®molm
©O  d30MMOIM0Z  9MAH039bmgol  Lmdbgmdo —  Lod3mBoydgol,
3m®OJamxngdl, 0gbdhozomgdl, 0d09bomal, goEgmom  3MmMamdgoL,
0O HM98009bh oL o bbgo boFomm MMbolidogdgdl. obodlzomgdom
990dmgdo 0mg3ol, MM BmMzgogH®m0 domgobo BoM3ohgoymo dsmamALo.
bgemmgobgdl dgbodmmgdmmos  dogpom, dgblgemEbgb  3mmgz9dl
Lbgoolbgo §39469d0@0b, 3093006Mgd0bom 009ggd0n, oIMEBEEOMYOd ©O
90060330 MAMom FommMob.

obemo 30 306, ™d3gbo yndomgdo goyddolb  LogHmodm®molm
bgemmgbgdol d0gbogmgl dogodydmm. Bgdo oB8Gmom, gondmol d0gbomy
9OM-90000 00 P339 BIMYom0d907wm, 3Mdgm3000b BogHmodm®molm
0O H0396mmo Jm®mol, MmAmgdos bmadbgmdo bm®EogmEgdo o Lo
360300 bgmm3zobol 3Mmaglombomy®mo 3oMogdmo 3gEgo.

060300h030 603M3000 0YdMnEob. 03l B9y mEBY6 bgmmmazabgdo gthg-
36006 o EoEO o 3603369mm30bo 3Mmgdhos gobbmdmEngmpo. do-
96omg Eoxydbo 307300, MoEaoboi dolo doboo LEm®gE 0dodoo, dmI
®060390M™39 bgmm3bgdol gbo 3oboggdo oyml ommm 3xdmozolmaob.
30806l Bo™m3MoEagbEo 0Jho3mdgdol IEgbhGmomodoiooy, Mooaob o0
©OHMIEY 03906m900L 3MbBEIbHOGOE0S AbmmmE ghg306d0 bpgompe.

307900l mobodgpdmgg  bgmmabgdol  d0gbomg, M®IAgWmoE  Mm®-
3060390900 30ddol mobodgpmmgy bgmmgbgool 39bh®™obo (GCCA)
0  OIMY300909tmo  bgmmaobgdol dog®m, 1997 Bgmb ooxwydbo
060L03MOZMMIM MMHRd603(3000. ol 0bomMgn oM 0g3l 3mLhLbodgmmo
LogmEgdo o 0g0 3BYzghoE 03MJdgmgdl dmgdgEgdol bobgMdmogo
©OHMOob gobdogmmmdodo.

307990M0, bLmdbgmol bLoEoEom dgmeyg Jomogo, 30806 sMomy dbmmm
3mbhLodgmmo  GYomMO0do  03gmmgOmMEY, oModge 1998  Bmol
0939909630 dmaAbo®mo PyEoEgLo doBobdz®molb dgpgao doygbgdym
H™o3390Lo3 039890 ©o.

3mb¢9dbhol gomzomobbobgdom, goyddmol d0gbomgl ©3d0E0gd0, dob-
IHoogmHmool m30mLadMOLom, oGmOLEGML ymaomo gMmobpomdymo,
Y930 00960mgd oB3960 06030330 o gondoMEo 30yl dobo JoBbgdnl
3300 00330.

9L 3086900, 8937990390790 12 Bemol 606, Y6 ymaomoym bEdgbdho
3Mdgm300060 LHGohggoobo, HMIgMoE d0BboE EoobobogEs goydmol
30000939308 M930mMboMY® MobodgEMmM3g dMAHLE3I6oE. 00, d3MboM0EO
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3698960300l hagdbhoob, BomImmIdnmo 3mbag®mgbnody, GMIgmos

990080 M9LO™bB030L | d09bomgl BoMamgddo:

bogBO@QU d0869000:

Bamomol  dghobo  Lmdbgmol  mobodgEdmag  oMHHLbozGmEOL
3063000090080 o dboh3mYMo 3G MEYJEeol batolboldgbotpybgdo
BogMmMOBMGOLM bhobombgool Bgbododolboc;

o 30bLomo o 3Mgohogmo BoMmgdmlb 3obgzomomgdol bymdgbymdo
Jomoglbo o ®gaombado Loddmmo 3gMompol 0bgdmEool 89dw9g,
OmEYLboE  03MAbMIMEo  dEaOMM®MOMmZ0  ®y  LogO®OTMMOLM
307603030060 O 06RMMTOE00L 33390060 6d3MYOIMBY;

*  90bBobdg®mol gdamado HHo300L doomobgo;

*  odbomo 3M9ohoymo 060300H03900L gobgomoMgde, 3gMAmE 30,
obomgoBMmEo bgmmazobgdol dbodmaggmo;

o m0bodgdmmgg LmAbymo IPmHyGdolb 3obgomomgdol Bobomobgdo
bgmm36900L EgEogdomogoEob 9E9bdh®omadaizool gdom;

o 3093Mob MHgLhog®moE0ol 3MmEgLol bgmmdgbymos o dobo goEod3gso
30396006 3gmAnMmm Jomogo, Ao3MYyamodgdo Mgaombomy®,
®0b6039MM39 bgmm369d0L 396hGoC.

oa 30869000 gobbm®mEogmgodol gdodg, GCCA-0 doomboo 89d9al:

7 d0gbogmy — 1998, 2000, 2002, 2004, 2006, 2008, 2010 B gddo;

o 30hommagdol 350030300 ymggm 009bomgdy;

*  LbmdbyHo mobodgEdmmyg bgmmgbgdol  ®ggzonl  3POM03oE0:
,09™36900 EMIL” (EMILEMIMONM godmbymoo 2 godmgdo, 39-3
303m3900 80O O 9ol Eox0boblgdoL);

 Lohgmgzndom 36O MmgMmodgonl ®9om0dgdo 030MMOMO3
Hagombdy;

* bgmm3gobg00Lo o JPMOHMEMII0L 3o(33¢0900;

o 3MH®IB0EYbh ™oL 3O ma™modgdo;

* bogobdoboMmMIdIMM 3OrMM0dgd0 (doMmomoEoE, 30xdmol Lobgomo
bgemm369d0l 0300930080). 03 3MME9LA0 dmbobomgmdo doomm
400 bgemmgobdo oobmmygdom 35 g399b0wob (Bmgog®mmo domagobo
000960093903 d3MboBomgm0os), 30xddol bgmmmgobgol dogiom
99LodMYOIMMOO Eg3Ya™gdnbom 3Mbhodhgdn gotmg bLodgoMmmLmob;

*  Lbmdgbo bygmmzgobgdol (doMomooE 30ndMoEob) 3Mgdabhoioe,
LogMMOBMEOLM 0396mgd0 93MM3oLo O ALMABEOML 0GMZ3MM03.

04m Mo Moo Y3gmoboo®mo bogmhmodmmobm gogamobmgl, GCCA-3
©o 30y3col d09bomgd 0di39bho  goolzgmal  gogmgoddy d9Bmdgmm
939469006 (Fgbmogodgl dom LO3OEY JVMHYMYMO EoOMMaobmzgol
©IMO03oHPM  3Moho3n®  3mbhadbhdo), 3mbhLoddmmo  LogmEydY,
obmm oMIMLOgMYMBY, bIgmmodyo dmgoldomgmdy o Mganmbgyddy,
HMIWYOmobog Lemdbgml obHM®OYWO O JPMAHYOIMO 30OHOMIMYd0
030380090 o.

30799MoL d09bogmgl 3gogl oobmmmgdom 2000-ob 3000-3pg bHdomo
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(doMmomoEoE 9M93600ob o ©OOL3MGOL BoMmdmadoEgagbmmgdo). sbgmo
330Mm9Mm03bmgobo dmbobmmgmoobmgol gl 3603369mmmaz0bos MMamMe3
930bM30376 00, 01939, QLOJMEMMI0YGO (.

009609l 39339M0d0m, 30ndMo ZoEoodEd 08 oMo, Lowog 9m-
®30b6gmmob 006038 MIM™090 00 MIM030 06Lhobhyhgodo
(093990900, gomgMmggdo oy LL3.) o EobgLgdnMydgdo, GMAIMYO0E
99dmgdoboggotmo@ dbodml P3gegb 03 mboldogdol  ®mog3006m0
GgbydLbyooom.

06 OE®IBNOVIEOIMO

obemo dmgoblgbgom bLbgo, obggg domdg 360836gmmmaz0bo 3P AHyGOYMo
0bLbhodhyzool  oMLYOMBOL  oyEoMmYdMmmdol  dgLobgd,  G™Agmos
990dmgdo 0gml $933060¢h0 3mohRm®Io bobg™mdmogo nmb MmO
30(33eM900LmM30L O bgmm3zobmo  3MMdM®ogoolmgol. gl oMol
0100030mJgadgEo omH®m9dogbhy®ol 3Mmamods, gngdhndo gdo, ™A
3000M39L  ,3PWmPOYmo  3gM3ghodogod” od, Loog EO®RYIbgdYMOL
9 ®980ybhyMo. 00806, GMEo 0MOH®YBoEIbHYMOL 3O MaHHodgoo
dMmogmooo dmgm Abmamomdo, ymaom Loddmms J39yb9ddo gl F9®
300093 obogm 303M30Mool Bo™MImMoaqbl.

000030mgadgo  LogmMOIMGmoLMm  dOHHMYB0EIbHYGOL 3G mamodol
©oxydbgoom  Lmdbgmdo B396  Bgazodmoo  Eoggbdommm  obogmo
LodYomMyogdol, sbomo 3603369emMM0ogdoLbo O bgmmabgdols godmbohgol
obogmo gBgdol gobgomomgdol, Momoi bgmmabgde 8gomB3l Logotmm
L0g™ 399080 0Mo AbMMME 9M 930680, 5039 LmAbgmol 3gM0R 00893,
AHM3JMOE3 PRO™ 0B3MMOMYOPM0d 0LgEOE 0BMMOMYO M J3994obodo.

39 HIOPMO 0MOLO3MOZMMIM MMaobodogno ‘Akos’ oxydboo 2002
Bgmb o EEYdEg 3ob MmGmaobodgdo goyzgmo Lbgoolbgo dobd¢odol
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96O ™36 o LOYOMOTMGOLM 0390MYBL. 080 dM0L OO HGIB0EIBbHMIOOL
dbmgmom Jugmol Res Artis Worldwide Network-ol 69360 ©o 339haL
Bomo 3mbEgbdhmomgdgmos oOHMgBoEgbhyMol 3G mgmodol gobzo-
®moMYoodg bmdbgmdo.

2006 B9l Akos-3o Bodmoygomodo oMOHMgBogbhymol M mgMmodo
ACOSS (bmgoomy®o 33tmggol  bgmmabgdol (396¢h®™o0), GMIgmos
©oxydbgoymoo  9;mg3z06d0, ™MM3a0b608g00L P39Il  MgBoybhntgdl
Lmdbgmol bbgoobbgo Myaombyodog.

ACOSS ®930gbhncol 3mma®modo oMol 3mmgdho — 3gmdIdmao
FpmdoEobEodmobomymo bgemmabgdolo o LogmmodmGobm
39HIOYIWMO 3o33mIdol gobzomamgdol bgmdgbymdobmgol bmdbgmol
90g3bom o dob qomamgdl godmgm. 396 3063930 yzgmo Lobgmmgbgom
©0LE030b0oL Bo®mIMIoEagbym bymmgobgdl o LmEommmagdl, MGomo
03bm3mMB, 00780Mb O 0M60FFGMIMME MgdoEgbhy™modo gmabobol
3000m30L gLomgmolo EGOMOL 3obdogmmdodo.

0O HM98009b¢h M0l 3O mgMmodol Lodnomgdom, 390HIOHIMmO
06oLOIMOZMMIM  MMROboBooo  ‘Akos’  gbdo™gdo  LogHmodm®molm
0O H0396mgdl o 03M03OE  (EOMMIL,  ®gaombdo  dgo¢obml
YOOI HIOYo  3obdmBomgdo. ImBZgYm bgmmgobgol gdwmggzom
9oblo, 0mbBybyb ymxyom 3HMOMYIgOL o 03y3omb 3330MI006
Log™m3980, OOAYIMMB obommo  3MmbBhodhgdo  bgmmmazobgdmob oy
030MMOMO3 LoBdMOEMYOLMOB. 36O MgMmodo Bo®m3moagbl
©930096¢hGmoL ghm Bmody bobamdmogmdom O RMMAL 3gMdm @O
Logmm™m BHYEgOLO MY LobmgMgdgmU.

2006 Bemoob ACOSS-3o 3dob306dmo 26 bhydo®b 12 §3994600b.
Akos-ob dmog30®m0 3odbHbom®o bmdbgmol LaBM3®mgdl Zomgm, oMol
Clo — 303g0my®o bgmmabgdolo ©o 9gEool 3m®mJdman, GMIgMos
30900Mm9MOL 0MomobEnodn, ggmpobhdo.

393MdGMM00, MMIYMOE YomodEgdo ®930gbhn®modo gmabol @OHMU,
bBoMmo  Lomwydggmoo 89dEamado  MoboddMMAMMINLm3OL, Mo,
30M3396MmbBomo, §dbol ghmggo®m dbmamom Jugmb.

www.tonoyan.com
www.akos.am

33mHok Hmbmoobo

bgm™3060, 3PMAHIOYMO 0MOLOFMOZOMOM MG Akos-ob 3MgBogbho
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dbmaymom N°1 — mdomoliymo
M9OJ300

AbmRmMom godmxgbo 3mmmado

HOIO Bo®3mgnagbm gemmoamy®mo ggdmgdols botgsl
-, dbmamom N°1*

Ol0 Bo®mImaoEagbm  Lobgmgdmgdol botgsl  mmodsmym
00L6MHoxgdgdmob — ,,dbmamom N°1“ 3dmoydho 8909460 3md -
myolol  (0GomLYdYMmo  3Pbdymol, Loabho 9gdydol, ©gEogomogo)
mo0MMohMmMoodo — Musée des épices et Aromates o 9O®Md0To©
3303MdbM00690L 3mgemo AbmAMOmML ggdmb, MoEaobos ,,dbmamom N°1¢

990303L 06836M9096¢H90L 3emabghol 330039 3MbAH0BYbH0E6.

0MbYOMAL  Lobgmgdmgdol Bobogo, ®MmAgmoi G0d0b3g dLMEoMEYdL
bmamoml “mM3gmodg 3gmbgbmob: Raz el Hanut dgob googg0y3obl
hrommgmn ox®mogodo, Baharat — oMmodgmol bOhgdo, Sambar-ob
®bgbomo — bodbMgm 0bpmgmdo, Five-Spice — hobgmdo, bmenm Shichimi
Togarashi 30 — 003Mb00d0. 9l LOYMoOOE ZobLOEZNRMIOIMOd, MPYIEO
09690 dgbodmygdgmoo, 33909bo gugdhog dogommm? 0dbgd d0g393bm
Lobyemgdmgdol bodogolmgol, dmAgmoE 3303MdbMd0b9dEO ZeMddMY®
390mU, dmgmo bLodgoMmmL MHMMMZOL Eo Lo 3ga™hdbgool gog3ohgbo,
™3 B396 B0ob Fog0Eodg obobo o Robgoml dmmol m3z0m Abmamom
dg3Lb o oMo M9xndo?

2010 Bool obobgobdo HOIO dgyEae ®oboddMmAmMmMddL  3gmado
BomOLMODB, 3M®MH-myobol ,bybgmmgdobo o by®bgemol 3ydgndol” (Musée
des Epices et Aromates) mmodm®ahm®ools bgemddmgobgammsb. dgs6ogmdos
3Mo30m0 LoMmmYMY goEomoby, Momo godmyambgonbs Lobgmmgdmol
93930, OMIYMOE YE3060L 83000039 3MbAH0BI6HOL 0OMBoHL BgoEo3L.
©0dddmo dPdomodol 93©9g, 2010 Bemol do0ldo, Boemod BoMamoEgnbo
Lobgmgdgmmo MMmMIgHbooMo bodogo. dgoMmbho ghm-ghmo domaobo,
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L39E0oMPM0 Holhgdom dmbEo dolo FMEOROEEGMIYdS O, LodMMMM
0030, 303009m bo30d30, dMAYMUBOE 9EMEY ,dLMmAmom N°1% 03039 Bemol
0360LLo o 03mobdo HOIO-3 obomo Lobgmgdmol LboyanLdhogemE
L3gEoomyMoE dgMmhgymo gdudgMbhgoo doob300 3068olobo (3MBam) o
93903060080, M0 m30L 39993 30 — M®O0MOLB0. 00 FgndBoMgmgdoly
390606m07mo ggdudgmndgbhgdo 300gmB9E 9M0d93o.

30680bol @Gobgymo 3gmba®mol 396hGmobo o Museum of Murten-ob
99093 (2010 Bemol Lydh9ddg®mo), HOIO-3 2010 Bmol ™mdhmadgH3o
,obmamom N°1“ bogdommggmmbog Bo®yoanbo. 3M9dabhopos dgEao
Lodommggmml  gmgmgl  0bLhohyhdo mobodgpdmgg bymmabgdol
Logmmodm®mobm LoddmBdoydol (“Transrelation”) QoMmamgddo. ,dbmamom
N°1“ HOIO-0b 0bGoob gohmagzo®mo Tgambomymmdos ,JoMmymo

®9393hoL" 9gbogabgmoco.

o6OLgOIMOL L,dbmamom N°1-08" Lodo ,MdgEodEoo®: 3063obol — Fgoioll
30M3399M0  MHoMmEYbmMd0om oRM03Ym  Lobymgdgmbog — Lodmmbol
doMm33mYoL 06y dgmgagzghol (Aframonum melegueta); 3939300l — dobs
99000396mmd0d0 oMol Hodoy®mo 93m ™30 063MgEogbho 330030
(Carum carvi); md0omobol — 3903036 3MmbHomEYb ybm Bybgml (Trigonella
caerulea), ®™mImob LO3IMIMM 30330L000, MYIEO bJoMmoE godmnygbgdo
HM3mME bLogdoOmm3gmmBo, 01939 8390306M0030.

69430em0 — LbYEgdgMo-HgMadnbo

2010 6emol 5 mgdhmadgdL mdamololb gmgmgl 0bbhobhyhdo 3mGmJdmaol
ROMHRMY0d0 ,L3gEeoMYMo MY393H00 Lodommggmmbomgol* HOIO-3
o080 ,dbmamom N°1% moomgym 063090gbho 0bobigdmo
©o gobobommgdmeo. B3gbo dodobo ogm, 30339M3300, ®odEYbOE
99Lodmgdgmoo  Labgmgdmgdol oGmmTo¢holbo o ggdmb 3gdzgmoom
00 (OgMadobmo oEagbo, GMMAMmgdog byml Fgnbymdl Jommymo
®060390MM39 9MHLE3Y60L F98aMA 3obgznmomgdol, 3abloggmmgdom 30,
dm3og0mo 009609l 393330l MBOOLT0, Logomm3gmM™B0 ob bymos
30330b00b dmgm M9gaombdo.

©oEanbeo  Lobgmgdgmobo o HY®3obol 17 Byzomo, GMIMYO0
©OMO3EO 3MbhH0bgbhmo dmEnmmdol dobgpgom:

0300000:

1. 8030 dmygo (brassica nigra) = bogogy, 9gdmommdo, boxosby;
2. dobogo (syzygium aromaticum) = 39000, 0034MH0mMMdD;

3. 93bm bybgmo (trigonella foenum-graecum) =boobemggdo;

4. BobBogo (piper nigrum) =bododolm RoLYYMMBgd0, Lhobpomhgoo;
5. 3963900 (curcuma longa) = Logmo gmbgodo;
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00MH030006:

6. 303M0hobymo Bobogzol dodmE3mygdo (xylopia aethiopica) = 933m¢03o;
7. 9060 J9bgymo (sesamum indicum) = goblbogmmdo;

8. 8030 Jybgnmo (sesamum indicum) = Lod®OObMdY;

B ommgm 0396 030006:
9. 396330 (vigna visa) = 0030b0, O®MIGEOE 09MM00690L Y39moxRgMU;

Lodb&mgm 009M0306:
10. Bomgmo BoBogo (capsicum annuum) = dogmo;

06ho®mIbHooob:
11. squama aptenodytes forsteri = bogogg;

9360 M300©06:

12. 9ybyom (cicer arietinum) = 033m©0;

13. dobogo (coriandrum sativum) = gbmghogo, E0xRgm9bE0Mgdnmo omddol
3039000;

14. doo (cuminum cyminum) = 300030 393b0, Mo3JoM00bmdo;

03BHGOM00Eob:
15. holdoboyMo Bobogo (drimys lanceolata) = o, ®o@ 306330(3300MYOL.

Lobmamom  N°1-0b“  mdomoby®o  ,Gdgpodgool’  godmmbgymo
doboloomgdgmoo  ygbm  bybgmo. gb  Lobgemgdgmo  gdLamydogoo
9390306000 o  Lodommggmmbmgol o dob  bbgoobbloglzo®mop
0073039096 03  g39ybgodo. dgzgopo®moodo, LoEol  Psbm  bybgmL
Schabziegerklee-l 36m©Y0gb, domobl 23 ™M096 o 39393 NJ30396
363069 g3bgboemol domyoodEy, bodo®mzgmmado 30, 01g3gdo dbmmm
®9Lem0 3obo FoMLOMPMOM O ©3330M 0 J00Yod mYo30LRGO™ bgzbomo.

30O JImxn0l Imbobomggddo goobyzodgl, dma myazn ,dbmamom N°1-ob"
®d0moby® ,Mdgodiool” 8390306 ymo Schabziegerklee-mo0 o JoOmymo
33bm Lybgmom 89080398096, 9300 ol 0bHgMbogombomodoionls (16)
©0 M0603FOMIMMB0L (17) 9emgdgbhgol 89dohgobgb.

www.hoio.ch

Lodygm 39GmEMa0

Neuer Ziircher Zeitung-ob 3gmpydol Ggooddhmemo
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063690096900 JoOmymo
0 HLEYOOL dMABd3EMoLmgOL

®060390MM39 bgemmgbgool Logmmodmmobm Loddmbdoydo

®d0omobo, 5 mghmadgmo, 2010
LBogommggmmb gmgmgl 0bbhobhyho, 14:00-16:00

30MmJamaol Modmdmho

dmE9Gd¢HMmMYoo — 39em9b 30®3o, 6obm gmmmAgomo
3OMBHMIMMO — 3o00 Yoxnoobo

3M&IIMBOL HOBSEIE0:!

30W3J6 30630, 606(M 3MAOMIZNW0: Gmdgmoo Lodommggmmdo M-
L9dgmo ol 0bbhohyEgdo, GMMIgMmmoE domydm Eo LMo, 63momo
390hobmb  LOdMAozMmM™  LH®OHgangool RBodmyomoogdol 3MmmEgbdo
0O HLE9OOL obLOZ0MOMIYITMOE? gMbMZM, 3og30800MHM™M 00990, 393(I3
30, 83030mH3Mol 39930, gobgzobommm d0gbomgll gobbm®miogmagools
30900. 0969060300, g39eol 396 BOIMZMN3MOm, F03M0d 3mbm3m EodLEMY
0MOL3MOZMMOM MMZ60B030900L BoIMIda9bMYAL, og3zoLabymmb
BO3mOM0 MMZb0BOE0gd0.

00LO3NO3MHMBM MEMB960BOGNId0L (NGO) HOB(MBSNZOV0:

GeoAIR, o®mpobhghmoygdo o CGCCA, gmpydolbs o 099693996hHol
mAdMOOHME00, MO603gEMM3gbammgbgool 39h&H0—mdomobo (CCA-T),
m00mobo bhyom (Thilisi Studio), o h30mo go®Moygymo, dMHIMmMO — Modo
(Arteli Ratcha), TRAM, 3030360 33mmg30L 396¢h®o (Centre For Visual
Researches), AIRL (Arts International Research Lab), ot¢ 3ogaoboo (Art
Caucasus)...

30W3J6 3030, 606M 3MAMIZNW0: G™MAgmoo Lbgo 0bbAHoHIE0900,
G MAMY003 630 g0t 0696 LodoMmm3gmMa0 d09boMgLl EoNYdbyded0?

5ObIWIBENBM CO6ILIOIWIdIB0:
BogommM39mM ML 3 HGOLO o d9ammd EoE30L Lodobobhmm, mdomolol
LobgmdBogym  LodbohzMm 03009300, LodoMmmzgmml  ghmgbymo
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1 dmbobomgmo
dMogommoEbmabgdoly
300m, 3mOJdmgo
Bo®080Mmmd HMZME(3
®0d obgyboo
L3goomobphgobo o
P0HMM00l ®ob.
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09899080 o dob3o Fgdogomo T9B3gndgdn, mdooLol 03. Fogobodgomaol
Lob. Lobgmadbogm 7bogzg®mobhgho, 3. BYoobodgzomol Lob. Jodmymo
bgemmgbgdol obdhmGoolo o 3899330MIMO0L  EOE30L  gMmgbymo
33193000 396G M0 o Lbg.

LOIE®MVMEOLM MEH3OB0BOB0I0:

LBodommggmml  gmgmgl 0bbhohyho, RMbEo Moo Lodmgomgdo —
Lodommggmm, ©oydol BMObanmo Jumbymol 396¢h®™o, dG®ohabgmol
Bodgm, LodoOmm3zgmMmMBo 93MYEOHJOIYMO EO3MIdHoG0 dobogdo —
LogmBmgdn, ymbgdo.

30WIM3AJ00, bAWM3B6360L BIBOE®IO:

9360™30L Lobmo, d000 omMgMgo, oMo OMIMId, OMIMIo ,3MB0,
3om9Mmgo ,9% domgmgo ,3b6039ML0", BomgMmge ,39Mbobogo”, gomgmgo
»030009800+", LLO-0L EOEO BdgEIMRYEM OB, FomgMgo ,doMEYBO".

30036 30630: GmIgmo Roghmemgdos 360836g9mm3zobo  d0gbogmgl
2300g9m00  3MMYJHOL 3obLobMME0gMgomOE ME BgmoBodo??

L033mBoydoly
mMgobodgdobol,

Bgwgo B3oom  BOIOM®IB0NL AOBMBNZOD0 (8B98mMm030893900 d9OHMM0006):

mfgg,ag’n‘;?ﬁf’gz . 2(030MBIOODIMDY;
8969389660b  © ©o00606LYdo, L3MBLME™gdo;
(TR0t L 00060
Bomob. @ MMIZIMPMO O ZEMMOIOMYG®0 JLgmo;

. 999mg0g900m0 319600;
. 30bommgdo;
. ™m©3ob0do300;
. $9960390 98O Y639MmYMGBo;
. 3mmMoh03n®mo dbomEadgdo;
. dmbomolggodo;
. 39000 3m3Ybozognol Lodyomgdgoo;
. bgmm306900, Ambobomggdo;
. 3obHIMYO0;
. 303m03(399emMgd0;
y 33WJ30;
. 009bGhMoo.

00360WAL  3MWOON3S  ybo  dmopogEglb  Lobgmmsbgdm o
Bom®MaoboBopom  3mmohozol. PbEo o®LYdIMOEIL MMMIdMPMO O
3MMBOMY®0 dMOO.

©0b3ILOS 01d85BI: 90 AN 8(MbOJL, 07I30...

8060333 306 35WN0: 8608369mmgobos, Gm3 B890ddbol  d0ogbogmgL
00960h™M0o, 3obolodmgmmL dobo oGmLgdMOoL Loxydzgmo. 009bomaL
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990dmgoo  3gmbgl  gobLbgoggoymo  Eoh3oMmmze  gdoblbbloggdynm
030myddn. Bg9b Bgdmbgggodo 3603369mm30600 OEENbEL, ®y Go
dmEYmMo o doboo dogboEoggdo Yyzgmodyg 939m Md0mMOoLL. dogomomo,
©030dol d096omyg 3omgbhobodo oMol mmboldogdo, GMIgMOE Eo-
303806907900 3PMHOYMmo 399330MIMd0L ©og3obmeb West Bank-
do. gl oMol 3oMgdoldhodnobn, 90g3Mod oo 3603369mmmdnl dgmby
00g9bogmyg, ®MAgMoE I30EOMEOD  E03O330MYdYMO  dEROMMOD O
3mmoh03n® LohyoEooLmb.

3W3IVNS 0MD@ILO:  Lodomzgmm  030L0  INWAHYOYMO IO OZOM-
R9OH™M3bgdom  LEymooE goblbgoggdo 3omgbhobobgaob. Yzgmody
900309300300 06h93Mo300L dogmo. ®mY30 doboxyglhol dogmoEoymmo
dmEYmMO 9Loxgmolos 9g3mm3obm3gol, o 39 90bozn®mo hmmg®mobhmaol,
FPmBHOIPMHIOYm™oolo o 06¢hgadogool ybogzomydmo  Lymo
99303Mdgbo. ymggmogg 9L 3oMgo@ oobobgdo dgoEobdy Lodo 93-
mgboom, bobogmgom, JHobHoobymo ¢Hoddomo o dghgmom, gboo
00Mgd9d0L gdo — oMAMLbogzmgmoLo o Eobagmgmol 3dogzoMmgEonbo.
Bodgomo@ Pbozomy®mo  Logyogooo, goblognm®mgoom, oy ®m3oML
3000303tMgdm J394690L Logomm3zgmMML 063303, LoEoE MYMM0z0YMO
©O  0EIMMMENIMH0  BY6EodYbhomoddo  3oommgdom  3dmogMmoo.
d9Looodobo, AYdo 93M0m, MmBoMoOboL d0gbomgd b obobml 0dg30cmo0
06930300l dogmo. 06h9aMoE0IMO 009600mY 3nolbIMBL 3og3oLoyHo
©930mbol g39ybgool Bodmmazol, G™ImYdoE, dogomomo@, bmadbgmol
abgogbo, Logo®moyEmE, BozmgdoE oM00b RddIPMO LogHmodm®molm
30(330m 3MM39L9d30.

80009 3IMIVWN: gmbmgm, 0dmbogomo  ogmb  Embg, GMAgMBY
3004mx900m o 63 ©o306Ygdm obmBogmgdol dgobol. ©mIUL,
»OMHoLHYM0Y3dg” BomImEagbomo 0yzbgb bbgoobbgo bgemmaobgdo, dom
dmMob, 3mbaymogdhdo dgmao J399469d0L Botmdmoagbemgdns. Agdmaol
06h9aM0mgdo 6036ogb TgbggEMmol, ®oE Logmmodmmobm 0396mgddY
0bgEoE bEYdd. IMEOm, 30030dHM® YROM LoM®3obgym Logznmbgddy.

00MdOMO  3060IGWNBMIBN:  0bhggtomgdo  608bogh, ™3  Pbo
993949bom 93M¥m™303d06m0L 3Lgoglo dMAHLHGYIHYGHO dmgmo 3o330bool
©930mbobmgol, HMIMmol dmogo®@o 0bbhohyzoo EoRYdbgdymo 0gbgdo
®d0mob3o o 3oldo 8930 y3gmo 30330L0YM0 §399460L BotamMIogbgmo.
963670 00960¢mal AMBYmMd0L 0BG 396 3bgog, AbmAmomTo obgEo
0930 03 Hho3ob 00gbogmg 9MLYdMAL. Mggombomymo 0bhgamomgdymo
009bogmg  603E30MOE goodoMmmgdl, 33(mMg39o0l, 3oMgo dodobol
9990600 dgbodemgommooi3 3oRbpyode.

8060333356 35W0: 09690 8mmzyLbdnbmm od odLBMmY 8gd8mdgmo g3946g9d0L,
089Md0030b0bo o LMAbgmob, Bo®mIMBoEazgbgmmo dBML 0bhgamoEool
dgLobgd.
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006006 306QIMGLNBMIB0: oMoo Logomm 304mm 3MEOH0BOMIIYIO,
h396 99330dm0o, og30mmm  TbmmmmE  3MMohozxmo  bLH®mYIha®e.
00gomomo dmadyo3l momboll 009bogmg, M™MAgmLoE gogmgbo ogsL
dngmb Lo@®Obggmdg. LEMGMgE oby, Mmdomobol d09bomgl gogzmygbo
9600 3gmbgl dmgmm ®gazombdg. dgbodmme, ymggmo dgdwgan 8096y
30030MmmMmL Mgaombol bbgo@obbgo Jommogddo, ®og bgml dgnbymal
OPOhM®00, ox30bobLYdOLO O EobIomgdol 0cggdol oxommmyodL.

03I HMOOION: 06¢h93GH0E00LMOE 33806000 d0bEo 3mdgo, MmI
™mdob JggaoE of 093M0 3MMOH03YM0 O 93MbMAnzyHo 3Mmdmygdo
30oBbo, MMIMY003 HohMIMOE gobbomagol bogobo oM.

@005 33M03L0: gxogermd, Pbeo gobgobommm 8096omgl JRGM
oE030MYM0  dmEymol  Logombo, ®®MImog o6 0dbgdo  m-
39LoMgdgmo  mdomoLobmgol  dbmmmE  YMHYOYM™  H®0dadY,
000390 PRO™M  LoM®3obgymo 30330033938 ™mobodgEdmmgyg  303-
3obool  gbmg®mgdol pdb60d3bgmma0bgl  3MrXMdM9dgddo.  0d09bagmgl
,0908900“ 6o 0gml dEaomobomgol oJhgomymo, EOMYMO, o939
3m(h9bEoyMoE 3969Mm0MmgdoEo o gdo3mgboobo. dom Lodyomgdo ybo
dobgb LogMmmodmGmolm dmboboemggol, GMM3 omoodMmb Pbozomydo
00MMIM030 M9LYHOLYd0, 30(H030 LY Fom o6 godmgbdoy®mb ddogom
13930900396 MYOMbOMYM 3MMOMgdol o ddMEoboL. 3GohmMyYmado
Hogdh0308 3g0demgdo 030 AMPYIMML d30MMMIM03 O bogmmodmmobm
(06 Lo Lbgoobbge momdol) dmbobomgmo dymboobiodmobotmym
»306090L" M0603FOHMAMMO0LM30L, Momo dom dggabob 3O MmAHMmAH03gon
©o 0b60hgMm39630900 0bhHgbLoGo  3mMmJImxgdol 3dom. ©3z30Mm0
bodydom dgodmgdo  dgLGYYMEIL  0396modEg ob dob  EOMLYS.
06003070myMm0  3OMgdhgool 339MmEom  gohbEgdo  gMMHMIMO3Z0
60600909003. 0LOBO FgLMYMdRMO 0gbgdo IMB39YMO bgemmazabgoonl,
399603960  39GOLmbogmol, dbozmbgool, dmE933039900L, 3mghgool,
©9goLmmaool, LHYIbHIOoLo o Lbgomo dogM, GMIAMYdoE, Mmo30L
db®0g, ©030380M0907mbo 0®m0ob Bgdmblgbgdym mgdolmob. dogbogmgl
0333060 dmMEIMo bgml ndmol obgmo Edomobdnmgdol gom®madngzgdol,
OHMaM®M0Eod ,,0MAH0 ©E0do0bol BoboomdEya“, ,bgmmgbgdo bgmmlbmdol
60600maEYa”, ,3080my®m0 bgmmgbgos 39HRMMALbLOL BoboowdEya*,
,09emmgobgoo  dgbogmmo  Boboomdyg’, ,3Mmaglombommgdo  Lhy-
©96¢ 900l B0booadga” o 30B0b6303oMmmYMoE 3308MMmgdL doamaol:
,00MmMMmE  mobodgEdmgg  bgmmgbgdo“.  dobo  JoBobo  0gbgdo,
Bomamohobml  Mggombol LoMmmymg, doodoEmL dGMogzom®moEbmgobo
OPEOHM®O00 O Md30 dMyYgommb Lbbgoolbgo 3Mogdhozmb-89dmgagel,
oMo dom dbemgo®oE BoM3MoEanbmb oEanmmomngo bodhyogne.

3@3IONS MWILO: Bgdo Fy®bomo oGObOdMOZOMIMS o Bodgbmgobo.
40 Bgmoo Mo 30MLYIMOm 3M030emgbm3gob 83903060080, MbOE Bogodmm
LydLoomgool goMgdg. Bemgool gobdogmmmdadn dMmogomo 3MIgMmEOYMo
360B0bol 606039 3oadom, goEoghhom dbmmme 0dom, MmA dyEadn3oE
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30300630 30gogom Lb3go 06LAHOHYE0YOMOD, 3odMIEYIMMOgIMOD O
Lobgmmmgbgdm  F3NRYOMob.  3R0IOMY,  MobodIGMMIAMmMdS  Logddgl
0O MYMYOL, HoaboE 9b oML BYEIMO0BOEN0L BME TS, PoRydbydymo
PIO009OMIYnobbdgdgddg. Jgb omgd Mo0dgl, mydgo 9L 6odbogl, G™I
b3oMoE 60d0F0 30603 PbEO goowas o bbggdbog dobig dmddgEgdol
®030L7RMYod. 230bmobogy, 3608369mmm30600 J0GMmZoE 3ogM339, 30LMOb
3LOL M603IGMIAMMBY. MY 3MMI3gd0l gnboo vMmoo IMH030MYdYMO
0 390 030M0MJOL Logmmm domol, bHGYIH™o 3d0dg o VMOYRIIHYOO
bgoo. ™mydEo, MP30 3MbEINE0O MO30©0639 AOIMYOM009dmM0nd Loghomm
36O mEgLdo, LodmmMmM F0ddo, goEomgdem YRGOM dwmogmbo odbgoom,
300069 ob, 3063 06EO30EYOIMYMOE FMJIgEIob.

©3603356 MBIMO: oy dogbommgl godommogm, Gmam® dmob3gzm GPL
bgmm30690L mbolbdogdodg, G™MAgEOoE 09gboE BoOMME godyJogdo?

80303336 IW(: 2008 Bgeml, Mol 3gdama godommym ,,o0mhobhH®oyddg"
dmboBogmgmoo doomm 09Mobdo dbmadmgodo bgmmgobds ®yLymo
3oLb3mGBhom. g3gyobodo dolo Fgdmygzobobmazol oo 3MHMOMYIgdnl
3o@omobgo  gobeo Logodm, mydomo doobs Tgzdgmom. T93EYa
LOMHOoLAHYM0Y3T0“ dmbobomgmos doomm m®3do GPLIS bymmmgobade,
GoM3ob Bghbgmoll d0gbomgdol dMboBomMdEbgb GyLo omAHobigdo.
30090m3690m, GMI oBgGmOo0Fobgmo o  bmdgbo  bgmmazobgdo
Bodmgmgb mo0omoldo dmbobomgmdnl dobomyoo, mydio obobo 9308y
o6 0bb3EYd0ob 93mm30d0, GHmgmdE 9l dmbro 3969300l dogbomgl
30330L09M0o 3030em0omboll 893mbgg3080. My YOO 3o30m3zoMOLENLMM,
MmO d09boemyg 30063 PJR®™M 3mmohozn®o boboomol 0396moo, 300MY
PO0HOMME LogOMOTMOOLM godmaygbo.

8000333 396 30W0: yggmodg 8608369mmmgoboo  M9aoMmbomydo
006033OMIMMdD. o F90dmgdo BoImMYomodEl  3MMOdMMOEFOYMO
Jugmo. HmMam®OE 0m960L d09bomMgl ymaomo omgdhm®mo, 39 gobmmom
9360306 d096omgmo Jugmol dggddbol 0bogoodhm®o, GMImol d0Bobog
04m 3mbhodhol ©odygo®mgdo o LBogmo 93Mm3gmo 3mmyagdolgob.
00300300, 009609l MBEOL d3MEobod, goodol 3038060900 o 39gdabl
30 HMm®3o AbMRMOML d09bomgl MMab0BoE30gd0Lm3oL 3MEboLe O
303390963000 goboE3MmIMOQ.

00M30MO 3060IGTNB6MIBN: y30Mzgmal gmgmobo, 38608369t mgobgloo
303MEYM, ®odo 3EamIdMgmol d0gbomgll doboo. 009bomal ymxbe-
oMymabol  Logombo oMoo  0dEyboe 360336gmmaobo.  dg3bgmm
3O MOMYIOL 3MMOOMYMOE. MPY30 HoMEYdd 009bomg o LagoMmmo
Ybo bgemmgobols dmB3ggzo, 39 3030, M™A gL Agdo 3oLyboldggdmmdoo
©o gb PbEO go3039mM. FMo306M00, 3o3bEg 06¢hgmaddhyomymo Jugmol
6930, ®o@E 603bogL, H™I 30Mm 0JHoyMo o ALYML MEboIFGOMIMMOBe.
00 890mbggg0d0i3 0939, MmamdE A396L Loghyogoodo, 39 3bgdo bobowmo
30960 m006900b0, HMIMOL F9Y3OEOE bgmmm3zobo bEgdo yaadm 36mdomo
3MOdMPYMO.
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3036 30630: Lod3mBoyPddo o ZMMIIMWBS  VEZOWMIMOZD (OO
LogMmodmmobm  b3gaoomobhgdol  dmboBogmgmoom  BodgomoE
990hobo 63momo Logommggmmado d309bogmgl dmbobodol, dmEgmgdolo
o  LHGophgangdol  godmagzgmodo.  Jgdgan  odmEobos  0gbgdo
006033 MAMMO0L 0bogoMmgdo 0bLhHodYEogoL Fm®ol o dogbomgl
©P30Lb  goRoMmmgdo, MMIGMLOE ©o394MHEbMOnm o  MMAgMmoE
dmobEgbl Jommymo Lobgemmabgom sMHLEgbol 3mbhgdbhnomoBdozoob.
©ob3360L bLobom 30 89330dM0d 3MY30m: MYI0 dMLYOIMAL byyegomo, 3Bos
dm0dgdbgoo.
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00M3MOA0YoO0n

300 3300dd — BbophzoM0, oMH3IM0H03MLO, MmBomobol LobgmadBoxgm
Bodbohgm™m 030000l MgIHMM0, BOMRILMEO, d0HOgM™M0 Lohgmg3080m
30000339806 03h™M®0o o 60dygz060, AMO3oMO LoghHmedMm®Mobm o MYg-
30MmbomyMo 3odmagbolo o 3MmYIhol 0bogoohm™o o dmbobomyg.
060l 30300 FomEML dRMMIgEO, MMEMMmgdoEdd: Low®mobgzgmol
3M98009bhol 3®m0do Loyzgmabm gMmzbymo Fmmgdaoobmgol 3obol
BOgMmMOTMMOLM RIBHOZ0MBY; dBHMB Fomomozmlol dgomo; mby-
ob 03. 3030b0d30m0OL 39EOMO; 3oh03obol dgEomo ,3oMmmL dogbylo®.
dmbodhymo 0d3l oMmoghmo HodoMo o Lboghm boggomdo: dodmbHob
myYngMob 93mgbos 09Mmobdo; 63. bobml g3maboo 30®0dd0; mby-ob
000M0M®MY30L gx30om0 O LOZMBbRYMIBEOM OMBOBYBO BHY-Lo o MbY-
30; bogoMHM3gMML oM EMIgbH oL ,,d9RgMO EOMIOBOY; 083-0b PoBdoobol
3603960 gbHoL 00300000 LohYyzol EOMOB0" O Lb].

80300 3IMHIV0 — Mmobodgp®mmgg bgmmgbgool 3gGohmemo. 3bmgmmdl
0 0mM3o69gmil  moomoldo. 2008 BmoEob dmymmgdgmo oMol
LOMHOLHIMOYAoL* Fgdohmdo. 2006 bol 993I3 3YMOHMOMOEO
dMog00m  3odmxgbol Logommggmmado o dob  LabmgMgol goMgm
(Ombgmgo — 2006, bhoddymo — 2007, bobho — 2008). Jomgdymo ogal
dmbobomgmdo 0Mmoghm 3MmbxgdmgbiEnodo, 3mMmJdmalbs o Loddmdoyddo
0Yhggmdo, bodbGmgm 3MmMgodo, 3mmmbymdn, dgdbozodo, 839Imbo o
39M3060030. 0M0L d23HME0 0hoMOY® O 930G MOEOMYOMOb ghmo
30bbm®m309mgdymo  Lobgemmgbgom MoEom3mmgmodols, olggg — 2
©™33996¢h®mo ool bzgboMob dg3hm®o.

03 ©36MB0 — obErvgmol EogodhomyMo bgmmabgdol 396¢hMol — Holon
— 0M9dhMm®0 o 3m30Mm0 3PHOHMMO. 9™l IMo30m0 3odmagbolo
©0 3MMIYIHoL POOHMMO O MObdZYMohmMmo, oo dmMobood: byMoo
‘Hilchot Shechnim’; 3®Mmgdhgdoo — Liminal Spaces (cmodobomy®o
LogMEgg00), Free Radicals (mo3olygomo ®oEolzomygdn), Weizman
Rally, Jesse Cohen (o bbgo (www.digitalartlab.org.il). ®mammi AYAM-ob
©OM9IHM®0 O Mb0EEdNYI690gMO, dbMME0gmMIdl Foxado 3Mmgdhl
»Jooagol aghmdomamonnd” (www.jaffaproject.org.il). ool bgemmgbgool,
39 HyeHobo o 3900l Mbood FyHbomol — ‘Maarav’ — ®Mgodhmmo
(www.maarav.org.il). ob6ogmol doEMmodolo o JomndgMmol bgemmabgdols
L3mmgddo.
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OO@OGO 30300M30 —  3PGohm®0, 0MHHIM0H03MLo, 989MId0F060.
dobo Lomdhmemm Eobydmhogoo 9dmgbgdmes 1970-80-00b60 Bemgdol
089Md003060L R9HBYMOL P3mo3Gmgl 3OrMAMYIgdL (1993). EMgbEMgmMdom
obBogmoll  939Mmdo0Fobol  amdohgdhadobo o 3MBLAGYIEo0L
36039MmLobhghd0. oMol v3hm®mo 60-3g dgho 390mozoEnobo 0BgMmddnFe-
Bymo bgmmgbgdol dglobgd. dmbobomgmd@o 0Gmoghm BogHmodm™molm
339300 3OHMagModobo o 3Mmadhado: ,8000 o MJoMMIL”, dML3M3o,
2000; 33¢m93000 3MMgdho ,,3mbHAMEYH60830 3mbhLbodgmmo LogMEgdo”;
Logmmodm®mobm LgdoboMo ,dmbodbg (33MomMgdd” (30308hobo 2004);
30330b00b  d0gbomgll  EY3MOMOENY. 0gm 93gMB0FObOL godmmgbols
39Gohm™mo  (mdomobo, 2006) ©o 3mbEI3dhomyMo  bymmabgdol
BogMmOdMGOobm 00960mgl — ,0mydoboyde” — MmobozyMohm™mo (dogdm,
2009).

00M0dMmS  3060IMWNBMIBN —  EOdMY30IOIMO  IPOHOHMO0 (O
0O h3mohoambo, Alice Society-ob od®ydbgogmo o ©EoMgIHm®o,
dgmaono.  mbymdgdh  Bgmobodg dghoo  gBgzo LogHmodm®molm
dmM3069m0o0l, 0®mol gommbmanol dogobh®™mo o 3domdl dGmoyLgmol
mo30byxomm  3P6039MLohghdo. dobo Pobmmglo 3Mmgdhgdol dodoboo
0G0Lgmdo MmobodgMmmgg bgmmabgdol obomo 0d09bomal g9ad30
©o The Alice Society -ob o®dbgdo O godmmmo. oMol bogodmagbm
o bodydoydm 3393900l TodoGmmymgool dmB3gymo 3G MAILMGO
Bob ™ObEoLIML bgmmgbgdol 0bLHOHYHLO ©O 3306311 009bomgL
RmbEIo 3MmMYodo. ogm mobodgpdmag bgmmabgdol Roomade center-
ol EoMm9dhmemo dMoybgmdo. ogm Mo  Eo0bHgMgLgdymo obomo
LoggMohmdmm  dmEgmgdol 38gddbom, Igdobhmedmops 30-8g9 390
303mxgbol, dom dm®moboo 3odmaxgbgdn: 3Pmbydmol 396dh®3o — Centro
Cultural de Belemin ¢mobodmb3d0; mobodgpdmag bgmmabgdol dndgnddo
06(h39™396380; Lobgomo bgmmabgdol d939nddo 0bhH39™M396d0; Loabgomo
bgemmabgdol 39893330 dGoyLymBdo; Lobgomo bgmmgbgool 9989nddo
#©039080; mobodgdmmzg bgmmgbgool 396¢h®3o — PS1 boyg-om®3do.
030 Mol 369Momo o godmadEgdgemmo, 3Mol30mo 3M0dol FRMMAIgIO,
303mE9dnmo ogdab 15-89 dgho Bogbo, 0093gdo obgm otMHgodm39dgddo,
MHmgmmgdooo: De WiteRaaf, DA Magazine, MetropolisM, Art Forum o
Flash Art. ogm 3003000 ®gEOJHM®0 30dmxngbgdol mgm®ool dglobgd
Bg®momgdol 3mbLHGYIEoImo dbmmmmgools ,3060x39LHoL 93O
(MitPress: 2006). 2008-2009 6emgddo ogm dMmoybgmol d0gbomg 1-ol
dbohzmymo EoMm9IJHm®0; Hoo3gol d09bomgl udodhmeo  Hon306d0
(2004); 3oboxyglho 2 -0l MObOZYHOHMMO; MdbodgE™mgy bgmmgbgools
9360 ™M3Pm0 30960mgl MmobozyMohm™mo mydLgddymado.

305N 01MWIALO — MobodgEdmmgg bymmabgdol y4zgmody 3ombgoo
Lobgmmgbgdm gyMbomol — Kunsbulletin — dmogo®o ®gEoJH™m®O,
939030600. 1989 BmoEob 3ydomdlb  GMEMOE  3PMOHMMO O
©00MY300909Mm0 dMH3M0H03Mbo Lbgoolbbge dgoobmgol. 1985 Bgml



006033OMIMMIEDO 0eMod  30003M30L dmbghoomyg dmydo ,Bdm3zoMmby”
09®bol Kunsthalle-8o (Bo®bgmmol Musee Cantini-80, ©oybymOm™Hg-
ol Kunstverein Rheinland und Westfalen-80, 3o®0%0ol Centre Des Art
Plastiques-80).

060 @03 3MO0BT0 — mooxE0gol Loghmodm®obm s&H3MMaMmodol
©0300MBYOIMO O EOMIIJHME0, 39M0b0o. EEIMOZMO MO0REZOL
36039Mbobhghol bgmmmgbgool obhm®Mmoobo O JPMAHIMIMO 330939000
9300 H0dgbho. 1997-98 Bemyodo 3bmgMmmdo 033-30 (30630bo¢0), 2000-
2001 B6gmgddo 30 — gbdobgmdo (JoE™OEO), LoEol doomm gobommgdo
3030my® bgemmgzbgdolo o Ibogodo. 2002 Bgmb gobeo )3gEgMomy®o
3O mgmodol LHN3gboobho. 2004 BgmL ogm 306H39M0O  F3YIRYOO
303mxgbol 3PMohmmo omghmgodo Eigen & Art o 7 39 goohoMo
607-0m®380, LoEog goooMo 0b6¢hgMbohy®o ISCP-bo o d3mY3mobol
bgemm369d0Lb 393979380. Mo0x30330 FPToM0OEO 3P HIMYMO 3MMoh03ol
3mohaym®™M3ody (Kulturpolitischer Salon) @o mbdo Foundation Federkiel
Spinnerei-do, bgmmaobmo obom PoobTo. 2006 BymML EOVIMOZGO
mmbEMboL 3gdHmb bgmmgbgdol 0bbhohadho Lodogobh®mm Bodtmadom
®90089: ,3mbH3MIP6oLHY®o 33¢m93900 MobodgEdmmgg bygmmabgdodo.
2006-2007 Bmgddo LBO3MMOEO FobEo®MOBL o dydomos 3930600
3mgmgl  0bbhohyhdo. LIA — mooxEogol Logmmodm®molbm oM
®9%0096¢hGmolb 3O mgMmodol RoMmamyodo Pdoldobdmo 40-8g 9g¢
dbo¢h3oML 17 g39960@ob. dobo 3PMohmmmdnm 3ondodmmo godmangbgdo
mo0xE03do, 09Mmobdo (3Mmgdhgoo Caps Lock, LIA-ob ®mgdomo
36 ™99dh9gool bogmEg, 2010) o boy-om®3do (Leipzig Calling, godmagbo
60y-0m®30L 0309300380, 2009).

83000/ OMBMN60 — bgmmzobo, LmBbymo. 39mEHI®oL 0MolodMOZHMIM
m©3obodogool — ACOSS (bLmgoomy®o 3393900l  Lobgmmmgbgdom
396h™0) —  36M9B0Eebho, ™MoboEEIRIBIdgMO  dMOLOIMOZMMOM
m®3obodogoobo ACSL  (Lobgmmgbgdm o Igmbdymo 33¢m93900L
MOdMOOHMG00) o bgmmgzgabmo M980ogbhydol 3Mmamodobs ‘Art
Commune’ gM930680. oMol dMogomo bHohoolod ©O MobodgEdmay
Lmdby®mo oy Abmamom bgmmmgbgdol 3Mmdmgdgoolodo dodmgbomo
Lohgm93030m 30dmB390900L d3¢HM®o0.

6060 BOWH30600T3NWN  —  bgmmabgdomdzmeby o GeoAlR-ob
39MOHMM0.  Eo0dmogmo  LaBmBoEMYdMm030 O 0bEYLHG®OMmO M-
3960303009006 QOZIMAHIHo  dg9Mmobdo (UdK Berlin). 09®mo6do
30(hoMmedymado  39GMomEdo  gogmgbo ogdmboo dol  3oGmmzbym o
36O MmRgLboYm Rodmyomodgdodyg. of gonhboo 0b¢hgmglo bgmmgbgoodo
obobymo  3mmgdhog®mo  dgbbogdmgoolo ©o  obhMmGomamonnol
30306m. mo30Lb  3Mmgdhgddo  3MbEgbh™MoMmgoymoo  bgmm3gobgddy
3mbGH3MINboLh G0 LogMEOELD, 03 MoMosdy, G™MIgmoE 80-006 Bmgddo
3M3760LHG0 LYol EORJOMYOYMO MM39g30L AMALBEMY gobe, bmmm
0O HoLbhYMmo  odhogmod Eoobym omLgdymo Lobipgdol IMBHogol
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990093. 030 AM3YLOMdIYMOO Jommogdol mgdohogody — LogodOm o
39Mdm  ©obodbymgdol omdohgdhadobo o Boggdmdgddy GMIgmmo
RMO0Jabo gobbmmEngms bbgowolbgo M9g03900L @OHMU.

300M BIMINIVN — qgeopmbgmmgobo, dbohzoMo ©o JPOHOHMGO,
Lodommggmm. Mol mobodgpdmmgg bgmmabgdol 3gdh®o — mdomobol
©0GOgdHm®o. dobo 0bogoohogzom B8goddbo: JnmAy™ol 3obgomomgdol
30330b0yMmo 396¢h®o (Boxmo — 9900 oM ®}IMTd / RMHMZHOR0L
©o obomo 390900l 0bLHOHIHO); I3PRO ,3Y30M*; LogH®OTMMOLM
o0Oh3Om9dho — ,03960dbo". 030 oMol IGMmo30m0 odmxgbols o
36O M99dHob 3nGodhm®o.

803(M 3MOMIZNWNO — bogo®Mm3gm™L FPMAHYGOLO O dIzmmo EOE30L
30bobh®olb dmoEgnmyg, ommmmaools dogolhMmo. 2007-2008 Bmgddo
3980M0d M00obol 3gMH0odo bmEoomy&o IM3Loby®mYd0L o bogomogm
BodLoby®mOb IgmbG®OoLbo o gobommgdol gobymanmgdol JRGMLLE.
060l aMmoghmo Lodgbogmm BodMMA0L 93h™M®0. domgdymo ogaL
0609MmH M0 bgOHOROIOH oboMMYdL, JPOHbomobho3olo o 39693396¢H0L
LRgO™To. 0gm M0dEY60dg JyMbomol dmogzoMmo Mgpogdhmo.

606M 3MOMI3NVN — byemm3g6930mAFMEEIMIOL EMIHM®0, JPHOHMMO,
3mbycobo o 3969309960l modm®ohm®monl  odoo®mbgdgmo,
Lodommggmm. oGm0l mblbo-ob LogH®MoTMMoLMm o LodmMmgaoEMYdLLMOb
PIO®09O0Mo0l  Lodboby®ol  bgmmddmgobgmo, ®Ly-ob  dMB3gYWoO
36O MmRgbmM0, 3. Boobodgzomol Lob. Jommymo bgmmmgbgool obhm®oolo
©o  dgammo  o330L  gMM3bymo  33mmg3ol  3gbH™oL  Bgpbogm-
006033 MIg0. obbm®mE0gmgoymo odgl oMmogmmo 3Mmgdho, dom
dm®mob: ,1989-2009: 33009000 BOdgoO™M — EOMOL 0baMg3mo* (MM
0bbhohahob 3Omadho, mobozyMohmmo); ,Transfusion — MobodgEHOH™3Y
bgmmabgdo  LadbMmgm  3og3oLooEob*,Kunsthaus Palazzo Liestal/
Basselland, 839030600 (00060396M0bh™M®0); ,JoHmymo dmg®b083o 1910-
1930° (3OM9dhob mobooghm®mo ©o JHmobhmMo); ,dogdo Lodmgmgdol
30M9dg — mobodgdmmgg bgmmgbgdol LogHmodmmobm Loddmdoydo”
(3pMohm®mo) o bbg. ogm Lodommggmml 3o30emoMmbol  3PMohmmo
396930006 52-9 bgemmgbgool dogbomgdy.

bodIBS bddIWNSEN — oMmH3MohHozmbo, mobodgpmmsy bgmmgbgool
39M0HhMM0, LogoOM3IMM. 30MbMMOL (Mgd30gdL 3MLAHIMEPIMBoLHYMO
bgemm3bgd0l globgd MmLLL-bo EO MOl LabgmaBogym ybogg®dLoGHgHTo.
dobo 3Mohozxmo Bgmomgdo, dodmbomggoo o LHOH0900 00980
030MMIM03 o Loghmodm®mobm godmEgdgddo. 2001-2005 Bemgddo
3980M0o 3 HI®OL gobzomomyool 30330L07M0 3906HM0L (dox — dgE0Y
06O h BoM30) LomMaoboBdoEom gybedn. 2004 6xmL 0gm ,,oOHHGMOL” (3odgm
»24 BoomOL* 330MHMYMH0 OB MO) MgEoIHM®O, dbg39 — HgEOJhmGo
JyGbomolo ,dmodgdoomgdo” (2008). 0go oMol 2 gogm 3Mmgdhol
03hmMm0o ,93m LoydMYoo” (Mmdomobo gmgmgl o0bbhodhyho, 2006) o



»390MmboLAHYM0 EM0030° (LoJoOHMIIMML Jommo RMbEO Eo 3ogdnkmo —
obomo bgemmgbgdo, 2009). 0go oMol IM30emM0 oMol gHobhmMo
0 M06039Mmo¢hMm®0o. 2009 Bgmb 3HohMOMOES JoMmmymm 3030mMombL
39693006 ®0bodgEdmm3ag bgmmgbgdol 53-g LogMmodm®molm d0gbomgdy.
030 0M0oL 0OHIM0H03MLYdOL Loghmadmmobm osbmgoogoolb AICA —
Lmdbgmob bggool Bggmo.

806033d 306 300 — bgmmgbgdomdmbyg, Biennial Foundation-ob od-
01dbg09mo EoMmgdhmeo, dmmobons. 2001-2006 Bmgddo doboxgldhol
3969MomyM0  3MMmMEobohm®mol ®obzdo TPdomdEo MobodgEdmmay
bgemm369d0Lb 93H ™30l 0096oemal bLod 39GOLOdY, M MAMYdLLE 99daMaAdo
9360m30L  Lbgoolbge ©gEogomogdgddo ydoldobdmo. 2007 Byl
0gm omgbol 306m39mo 00960mal EoMmgdhm™o, Looy BoMamoEgnbo
9360308 dogbommgmo  Jugmol  Bggdabol obogoo¢ogo. P3oboL3bgm
396O0mEado ogm 3963960l d09bommgl 3mbRg®mgbool m®mgobodohmmo
096a9bols bgemmgbgool 396¢h®To (Lydhgddgdo, 2009) Eo MobodgEHm™3Y
bgemmabgdol  FoldhHooyMo  gMmdgmgooobo  godmxgbgdol 3oMmzgmm
obommmmagool — The Biennial Reader — mobotMgpoghmemo (Hatje
Cantz, 2010). 3060939 306 3omo 3ydm3gdo mobodgpdmag bgmmabgdol
39MohmMmm 3Mogdhozol mmbpmbol Royal College of Art-do.

LOFIIW 3IGBMAB0 — gy&®Bomobho, Neuer Ziircher Zeitung-ob 3gmH&OL
3064mayomyooll MgEodhmMo, 839030600, 3bmam™MOL o dm3oBgmdL
309®obdo. LBo3MMdEO bgmmgbgdol obhm®ool 003gmbo ©o 09™bdo.
1989-1994 Bemgddo bgmmaddmgobymmoo Lbogodmagbm LogMEgl ‘Fafa’s
Kabinett’ d08gmbo o 009680. 1995 Bmoob dmmgobgmol Gmams
©03MY300909m0  J®mbomobho. 2000 Bgmb d0dgmol mobodgpdmay
bgemm369d0lb 39B39nddo ydmazgdmo 3Mmgdhl ,Total Global — dodoMmgdo
0GoEobogmy® bgmmabgdolmob®. 2001 BmoEob bymaddmgobymmdl
30330600 HOIO, Gmdgmoi obm®izomgdl b3ggoomydmo  bozgzgdol
003mMHL 0MOMLYOYMO 396d7M0EL Lobho mgdydo (www.hoio.ch). 2002
Bemoob dmymmgdymo, ocmolb Neue Zircher Zeitung-ob 30330my®o
bgemm369d0L dmogzomo Mgpogdhmdo (www.nzz.ch).

30W3J6 306030 — mybol bymmmgbgdol 3B8gydol Eomgdhm®o, 8390306 00.
2005-2007 6emgddo oym Kunsthaus Palazzo Liestal-ob 3g®Mo¢hm®mo. 2000
Bmodg 9domd@o 333m93tmoE d0dgmol Kunsthalle-8o. 9oL, Gmamem3
©03MY300JOIM 3PMOHMOML, gobbm®M309tmgdmo og3l Mmobodgpdmmay
bgemmabgdol oMoghmo 3Gmmggdho: Treffpunkt Parkhaus; Lokalzeit/
Localtime; V.I.P. — Very Important Pictures; dogdo bodmgMmgdol gotmgdg,
mdomobo o bbgo. 2000-2002 Bgddo ©EoIMZMO EMIHMMIBHYG
39mbcob 396933960 0L dodommymgdom dodgmob n6ogg®bo¢ghdo.
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3 MaModo

04.10.2010

BogoMmmM3gIMML 3PMHYMOLO o dgammo EOE30L Bodobobhdmm
dobodoMmmo: bobodomml d. #4

TRANSRELATION — 0603906 ™39 bgemmgbgdol bogdHhmodm@mobm boddmbdoydol
2aoblbo

doboemdgdgoon:

903M §MM®AZ300m0 — bdJoOH®M3IMML JPMHI®OL o dgammo ©EoE30L d0bobh®mol
dmoEaomy

396696 300 — Logomm3zgmMmL 3Mgmgl 0bbHoHHOL oMgdhm®™o

200 dYModg — Mmd0oLOL LobgmadBogm Bodbohghm d3ogdonl MHgdhmMo

606 §MMMIz0emo — Lod3MBOYToL JnHoBhmMo

1 bgboo: 2EaOMOL FoM30Mgdd - Logomm3gIMML MEbodgEMHMIY 0O HLOZGMEY

903M §MM®AIZ3000 - LdJoMMZIMML P HGOLS O dgammo ©oE30L dobobh®mol
dmoEa0my

90300 gPOHIMmO - ‘0MHobHIM0Ydol’ 3PGHodhmMo

bomybo bodym0obo - M HIG0H03MBO

30(h™ B9MH9MNIMO - ™00oLoL MebadgEdmay bgmmgbgdol 39h®ob omgdhm®mo
6060 RoM03060830em0 - GeoAlR-0b 3gGHohmMo

11 bgboo: 2™l MY oMo d0gbomy oMHLEIOOL gobgomatmgdol 3ogonMmo noMmomo

9060939 306 3oemo - Biennial Foundation-ob ©odx1dbgdgmo odmgddhmo,
3mmoboo

00M00Md 306IMM06gbo - 3PMOHMM0 O oM H3M0H03MmLo, Alice Society-ol
©03x07db6g09tm0 O OMIJHMMO, d9M0d

3MoYE0d 0mmgbo, Kunsbulletin-ob dmogo®o Ggpodhmmo, 839030000

99903%00909m0 olznbos

05.10. 2010

BogoMmm3zgmmmL 3mgmgl 0bbhodhyho
dobodommo: Bobyzgmob J. #16

1 bgboo: 39ML3gIH03900 - deMHIMBOH03900 O BYEY3IO0

09t ©g96mbo - 0bMOYMMOL EZoHOMPMO bgmmmgbgdol 396¢H&mOL EoMgdhm®o o
0003060 3PMOHME0, 0bLMOYMO

©OMOMO 308300M30 - 3POOIHMMO, 0O H3M0H03MLO, 93gMdonFobo

060 MY0dg 3M0H 30 - Mo0xE030L LogHmOBMGOLM
0O H3MMEOHT0L EodooMHLYOIMO O EOMIIHME™Oo, ggMdobod
936 Hoh HmMmbmoobo - bgemm3z060, 9MOLOIMOZOHMOM MMmEEb0do3no ACOSS-0l



161

3M9809gbh0, bgmmzobmo Mgdogbh Mol 3Gmamodol ACOSS-is podmgdhmdo,
Lemdbgmo

3mMJama0: b3gEoomP®mo MY3I3HY00 LodoOmzgmmbmaol

333990 1, mgdo: World No.1 - Edition mdomobo
3mEgmohm®mo Lodygm 3geEmao - Neue Zircher Zeitung-ob 3 b ™ol
®900dHm®™0, 339030600

33990 2, mg9o: 0636M9096¢h900 JoMmymo sGmHb3gbol dmdogmobmgol
3mEghohm®mgdo: 39emgb 30Mdo - mybol bgemmgbgool 3ydgydol omgdhm™o,
8390306000; 606M §MMMB30(M0 - bgemmgbgdom33mELY, 3PMobhMm®m0, Jumbydolo
o 996930960l MmadMGOhM®0ol Eodoombgdgmo

33990 3, m99: 060300H030 3MLHLOdIEMMO bogMEgdo
3MEIOOHM®0 30¢h™m BgMgmgmo - CCA — T-ob pomgdhm®o

8990309909cm0 0L3YLOO
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