1, istonbul Tolls Q'i "\/ Atmosphere 41° ‘

i
©
=
©
=
&
o
£
i
W




Front cover: lliko Zautashvili, ‘Time disappears in Time’, video still.

Atmosfer 41. Paralel, Sehir Atmosphere 41° City

Kratorler: Beral Madra, Magda Guruli rs: Beral Madra, Magda Guruli

© ‘Atmosphere 41 Degree, City"

Organizers:

Georgian Season
The program of the Ministry of Culture,

TR

Ministry of Culture, Monuments

Monuments protection and Sport of Georgia SRl o Gecre Geotglan saason
www.georgianseason.ge
cCCCANDPR
Centre for Global Ceordination National Art Centre

of Culture and Art Georgia

Centre for Global coordination of Culture and Art
24/35 S. Chikovani St. Thilisi, 0171, Georgia.
atm4ldegree@gmail.com
http://www.cgcca.caucasus.net

Slemens Sanat Gallery, istanbul Siemens Sanat, Istanbul Siemens Sanat Gallery, Istanbul
Meclisi Mebusan Cad. No: 125
34427 Findikli - istanbul / Ttrkiye

= 3 5 Eyll - 20 Ekim, 2007 September 5 - October 20, 2007
www.siemenssanat.com TELIANI VALLEY i b R '




Dear Art lovers,

Qur Siemens Sanat adventure began about five years ago with a very modest goal but also with very high hopes. The reason for our
modesty was that not one of us was an expert in contemporary art. We, as Siemens Turkey, had always been in contact with the more
traditional branches of the arts such as classical western music, opera, and theatre, giving them support through our sponsorship. How-
ever, until five years ago we hadn’t had the chance to work with the contemporary arts.

The reason we chose contemporary art is its experimental nature. When we established Siemens Sanat, we announced in its establish-
ment manifesto that Siemens Sanat would provide a means for experimental young art to develap and express itself.

The nature of Art is that it continuously develops. We also adopted this spirit and as time went by, we tried to develop ourselves too.
First we got to know contemporary art and later on we started to appreciate it. At that time there was almost no support provided by the
establishment for contemporary arts, and this was especially true of the government and local authorities; hence as time went by, this
lack of support burdened us with a new mission. In this way we were able to broaden our aims while retaining a sustainable structure.

And so the change in the direction of Siemens Sanat came about. As a result of the confidence we built up over four years of corporate
experience and knowledge, we found the courage to look abroad. One of the main reasons for this is that we place great importance
on getting our young artists to come together with their peers, and masters, from other countries in order to develop themselves. If our
young artists cannot afford to visit foreign countries, we want to enable them to meet up (with the aforementioned peers and masters)
at our own facilities and through the setting up of workshops to share their experiences with each other.

It is for this very reason that the ‘Atmosphere 41 Degree’ exhibition is so special and important for Siemens Sanat; and being our first
international exhibition, it will always have a special meaning for us. Considering that Istanbul will be the Cultural Capital of Europe in
2010, we believe that special attention should be given to cultural relationships with our neighboring countries and as a result of this
belief, we wanted to host Georgian tontemporary art in our first international exhibition at our own venue.

Georgia has a serious cultural background and wants to be known world-wide for its contemporary art. This target has been taken seri-
ously by their diplomats and cultural administrators; something that is being highlighted at each meeting we held with Georgian officials
regarding the exhibition. | have noticed the same types of comments made by the Georgian authorities at each meeting that we hold
together.

| have also been greatly impressed with these efforts and especially after learning that resource allocation has been made to implement
cultural diplomacy. Employing art as a promotional tool for a country is in fact a very rational strategy. The creation of a distinctive identity
and ‘brand image' will unguestionably create significant added value for Georgia in the future.

Yours,

Alp H. Yorik

Siemens A.S
Director of Corporate Communications

Degerli Sanatseverler,

Yaklasik bes yil 6nce baslayan Siemens Sanat seriivenimize cok mitevazi bir hedefle, fakat bir o kadar da biyiik umutlarla gikmistik.
Miltevazi olmamizin nedeni aramizda cagdas sanat konusunda uzman birisinin olmayisi idi. Siemens Tirkiye olarak her zaman klasik
bati mizigi, opera, tiyatro gibl kadim alanlarla temasimiz ve sponsor olarak desteklerimiz olmustur. Ama ¢agdas sanat alaniyla bayle bir
kargilagma sansimiz o giine kadar hic olmamisti.

Gafdas sanati neden sectiniz o zaman diye soracak olursaniz eger, bunun cevabi deneysel olmasindan kaynaklaniyor. Siemens Sanat'i
lurdugumuzda kurulus manifestosunu deneysel geng sanatin gelisimine ve kendisini ifade edebilmesine olanak saglamak seklinde ilan
Qrtik.

Sanat, kendi icerisinde sUrekli bir gelisimi barindiriyor. Bizler de bu ruhu benimsemek suretiyle zaman igerisinde kendimizi gelistirmeye
payret ettik. Cagdas sanati once benimsemeye daha sonra da takdir etmeye basladik. Basta devlet ve yerel idareler olmak (izere 6zellikle
capdas sanata destegin neredeyse olmayisi da bizlere zaman igerisinde farkl bir misyon yiikledi. Béylece siirdiiriilebilir yapiy koruyarak
hedefleri bayitme ve farkl bir yapiya gecmenin oni agilmis oldu.

Slemens Sanat'in programindaki farklilik da iste bu sekilde gergeklesti. Dért yil asan kurumsal birikimimizin verdigi giiven ve bizde olusan
bilginin destegiyle yurtdisina aglimak konusunda cesaretlendik. Zira geng sanatgilarin kendilerini gelistirmeleri adina, yurt disindaki
Gapdaslan ve ustalar ile bulusmalanni da cok Snemsiyoruz. Kaynak darligi nedeniyle geng sanatgilanmiz yurtdisina gidemiyorlarsa onlari

mekanimizda bulusturahim, atélyeler diizenlemek suretiyle de birikim aligverisinde bulunmalarini saglayalim istiyoruz.
Atmosfer 41. Paralel sergisi de lgu acidan Siemens Sanat icin ayri bir anlam ve énem tasiyor. ik uluslararasi sergimiz olmasi nedeniyle
yorl her zaman igin ayn olacak. Ozellikle 2010 yilinda Istanbul’'un Avrupa Kiltir Baskenti olacagini da géz énline alinca komsulanmizla

olan killtirel iligkilerimize ayri bir snem verilmesi gerektigine inaniyoruz. Bu yaklasimimizdan dolay ilk uluslararasi sergimizde Giircistan
cifidag sanatim mekadnimizda agirlamak istedik.

Clddi bir Khltiirel birikime sahip olan Gircistan, ¢agdas sanati ile diinyada taninmak istiyor. Bu hedef, basta diplomatlar ve kiltir yoneti-
cllertarasinda ciddi bir sekilde benimsenmis. Bu her temasta yogun bir sekilde hissediliyor. Glrca yetkililer ile yaptigimiz her gériismede
huhedefe yonelik soylem birligi ilgimi ¢ekti. Glrcistan'in bu gayreti ve Kiiltir politikasinin hayata gegirilmesi adina kaynak aynimis olmasi
boni etkiledi, Sanatin bir Glke icin tanitim araci olarak degerlendirilmesi, 6ziinde ¢ok akilel bir strateji. Aynsmak, farkli bir sekilde konum-
lnnmak, markalasmak Glrcistan'a onimUzdeki donemde mutlaka onemli katma deger saglayacakur.

Slomens Sanat olarak énimuzdeki dénemde gagdas sanat alanindaki faaliyetlerimizi artirarak devam ettirecegiz. Dilerim bu yéndeki
aaliyetlerimiz dlkemizin aydinlik yarinlarinin ingasinda bir huzme olarak yerini alir.

Saygilanmlia,

Alp M. YOrik

Slemens A.S.
Wurumsal lletisim Direktdrd



DISCOVERING AND UNDERSTANDING GEORGIA
THROUGH ITS CONTEMPORARY ART WORK!

There is no need to dwell upon the weakness and lack of continuity in the relationship between the cultural and art worlds of Turkey
and those of Russia during the Cold War period; it was a relationship that remained at an official level during that time. These days we
are making a special effort to fill the vacuum created by the "apathy” between 1950 and 1990, via cultural and art activities as much
as economic relations. However, it is difficult to ¢laim that such an effort is sufficient as it is carried out through individual relations and
frequently blocked by bureaucracy and economic obstacles. Effective results can only be achieved if such relations are common and
committed to at every level, and if permanent then also effective.

It is obvious that the cultural and art media of Istanbul, which has worked hard since the mid 1980s to introduce its post-modern art and
culture production to the focus of international attention and art experts and to get on the “art map” whatever cost, cannot (does not)
make a special effort to close the aforementioned gap. The change that the global cultural and art activities have gone through since
1990 (this change can be seen on the new communication map drawn and supported especially by the EU cultural policy or globalization
policy) envisages contemporary culture exchange at a micro level between the cities of the region and encourages non-governmental
ventures in this direction. Similarly, the Istanbul culture and art worlds do not build relations with their neighbors on their own initiatives
but adopt the concept envisaged by the new map to build relations lacking depth and continuity.

Certainly there are differences between the modernization and post-modernization processes of Turkey and those of the said countries.
Such differentiation in culture and art is especially distinctive in art education and the adoption of pioneering movements in modern art.
The Constructivism and Supremacist movements existing prior to the Soviet Revolution constitute the aesthetic and conceptual common
memory of post-Soviet artists of the said countries. These artists were guided by Malevich, El Lissitzky, Rodchenko, Tatlin and others.

In the Atmosfer 41 exhibition reference is made to this modernist past and this type of memory relationship through “University 41"
- “New Poetical School” established by Terentyev, Kruchionnikh and lliazd (llia Zdanevich) who were artists and authors in Tbilisi in
1918.

There were no such revolutionary movements in Turkish modernism. Artists struggled to gain freedom and independence through mod-
ern art under the support and direction provided first by the Sultan’s Palace and then by the government. Later on they were inspired by
Expressionism and Cubism. Subsequent to the 1970s, when art was oriented towards building a direct relationship with the community,
effective results were achieved. In 1960's and 1970's, it can be observed that Turkey started to be effected by France and USA: the
Abstract Expressionism movement stands out, and Social Realism operates to serve an ideology that refers to “leftist expressions”.
However, in the said countries during the same period, formal art focused entirely on Social Realism whereas informal art focused on
free and democratic conceptual art connected with the contemporary movements in the West.

The fact that our art and cultural relations with our neighbors were quite limited due to government policies during those periods repre-
sents a serious epistemological gap in regard to our current art and culture relationships.

From 1990 until its final collapse, Soviet culture and arts constituted a hardcore covering the geographical region of Eurasia. The intel-
lectuals, artists and academics in all countries of the Soviet Union possessed over a hundred cultural heritages and languages. It can
be observed that this micro-cultural richness was not lost during the Russia-focused Soviet nationalism/patriotism period starting in
1930 and nor even in the totalitarian period of Stalin. However, starting from 1960's, new branches of art and culture emerged behind
the formal art and culture that diverged from social realism and embraced the traditions of the pre-Soviet period and the contemporary
effects of the Western art. To a certain extent this was as a result of the development in science and technology which allowed informa-
tion flow to and from the West. After Stalin's death, international youth culture, popular culture and media culture swiftly penetrated the
Soviet countries. This penetration started to affect the Soviet culture policy and public opinion. When Soviet culture started to weaken
in the 1980s, post-modern expressicns such as democracy, religion and ethnic nationalism started to become more pronounced. The
antagonistic artists who were not a part of official culture-art created an extremely strong art environment, and the relations that they
secretly formed with the outer world along with their libertarian art productions in 1990 allowed the Soviet countries build up hopes for
the future. The adverse and complex variables of capitalist economy and politics and rapid globalization wiping out communal structures
partially broke down these hopes and the new difficulties created a new type of dissident art production. The conflicting structure of this

accumulation can be observed in today’s visual art production. The powerful and aesthetic language used in the visual media such as
painting, photography, sculpture and graphic design of the Soviet culture policy and the dissident content of art produced during the
period of isolation from the outer world are once again being used with very interesting referrals to the criticism of the process of democ-
racy and liberal economy.

The history of Georgia, Turkey's South Caucasian and Black Sea neighbour, goes back to the time of the Argonauts and to the tragic
heroes Jason and Medea when it was called Kolchis in Greek mythology. Georgia has a special alphabet of its own that dates back to the
5ih century. It also contains the roots of Eastern Christianity that extend from the Byzantium church to Russian Orthodoxy. The traces of
this heritage can be observed in the old churches which “decorate” the mountains in the magnificent natural environs of Tblisi.

Ibilisi is one of the most interesting cities in terms of architectural texture and city culture in southern Caucasus. Like in all “Eastern”
cities, innovative but artistically uninteresting buildings, global brand designs, billboards and neon signs imposed by post-modern archi-
lecture and global capitalism in the society of spectacle also intrude on the nostalgia created by the traditional and Soviet architecture in
Ihilisi. Such rampant urban renewal/renovation weakens the power of communities and individuals to interpret history, to evaluate the
current concepts and criticize the system. It is obvious that the expected compliance between the macro and micro existence is missing.
While consciously or unconsciously trying to maintain ties with their historical and traditional culture, communities are bound to compro-
mise in order to enjoy the prosperity offered by liberal capitalism.

There are two means available to communities and individuals to face up to this dilemma. One is through free, independent and op-
posing sub-cultures which have inspired artists since modernism and the second is through contemporary art production nourished by
modernist and post-modernist style, expressions, and concepts. In this “facing up” we can observe the diversity of righteous opposition,
hlack humour using local language, the surrealistic structures proving that everything on earth cannot be rational and cannot be related
1o formal ideologies, and the satisfying and confident aspects of science, philosophy, aesthetics and poetry.

Ihe ‘Atmosphere 41 Degree’ exhibition held during the 10th Istanbul Biennial with the collaboration of Georgian Ministry of Culture
and Slemens Sanat is an exhibition composed of paintings, photography and videos of a group of internationally renowned artists. The
worlks of Mamuka Japharidze, Ira Kurmaeva, Koka Ramishvili, Maka Razmadze, May Sumbadze, Oleg Timchenko, Niko Tsetskhladze and
Galaktion Kintsurashvili, Guram Tsibakhashvili, Guela Tsuladze, lliko Zautashvili’ are incredibly original and individualistic. If one were to
[0k for a common point among these artists as they have come together, one may talk about the commeon aim and style of production
and action in the rich arena that they have managed to create in the society of spectacle.

Obviously there are difficulties in the perception of contemporary art production by the groups that feature the character of a society of
spectacle located within the region containing Turkey. An article by Teymur Daimi, a multimedia artist and art critic living in Azerbaijan,
under the heading “Why does society avoid discussions on contemporary art?” published in the second issue of LOOP'A magazine (the
mupazine published by Art Caucasus Association and edited by iliko Zautashvili and Magda Guruli) features the contemporary artists as
Inhabitants of a mental territory and states the fact that the society is indifferent and insensitive to the discussion platform created by the
urtists, Itemphasizes that the solution lies in the art produced at the social platform for the social platform. This idea is adopted in many

ait worlds in the places we live in, displaying variations only in details and the artists continue to produce their work in a manner resem-
bling social scientists, anthropologists, researchers and psychologists, and focusing on life styles and problems of different sections of
soclety. The artists working to set up a direct relationship with reality while the society of spectacle is obliged to carry out its relationship
with the real world through elaborate performances is the most distinctive feature of today’s contemporary art production.

An o matter of fact, the artwork in this exhibition shows the type of investment made by the artists in this solution. Guram Tsibakhashvili

wrhibits eerie cityscapes and the interior venues of consumption society. Koka Ramishvili steals into the city image through security cam-
wian, Koka Ramishvili, May Sumbadze, Ira Kurmaeva, and Maka Razmadze deal with the image, psychology and loneliness of the com-
i people. Oleg Timehenko proposes to re-construct common urban memory and common imaginative power. Mamuka Japharidze,
Miko Tsetskhladze/Galaktion Kintsurashvili and Hike Zautashvili agitate the perception, interpretation and imaginative power of society
and direct it towards aesthetics and function of illusion.

Cortainly, these artists with birth dates varying from 1950 to 1970 have generation gaps and disagreements; however, they have all got
the education and roots that represent the Soviet period. The effect of this can be observed in their sapient, placid and mature implica-
tHons and in a satiric view developed against the adverse statements made on intellectual development. With the power they gain from
thiin resource, they know how to pass the global capitalism and cultural banality through an efficient intellectual sift and to criticize with
contamporary aesthetics. What is more interesting is that these artists (and many others that have not participated in this exhibition)
Iive the power to make a change that pioneers the generation born in post-Soviet period, the capability to see the future and to be able
10 tallc and share in a global environment even in a most introverted period of time. Almost all of them have participated in the exhibitions
Holi in European capitals in the 1980s and also held their own individual exhibitions. Moreover, the interest shown by the European art

W litutions in the art worlds of post-Soviet Caucasian and Asian countries after the Berlin wall came down began with the discovery of

Guorglnn artists.
Al now, the Istanbul art world will start to discover Georgian contemporary art through this exhibition.

Horal Madra, July 2007



GURCISTAN’I GUNCEL SANAT YAPITLARIYLA KESFETMEK VE ANLAMAK!

Ikinci Dlnya Savas! sonrasinda Soguk Savas déneminde Tirkiye KUltir ve sanat ortaminin Sovyetler Birligi dinyasi kiiltiir ve sanat
ortamiyla iligkisinin ancak resmi diizeyde olmasi, zayifig ve slireksizligi Gstine herhangi bir soz soylemeye gerek yok. 1950-1990
arasindaki iligkisizlik déneminin yarattigl boslugu bugiin ekonomik liskilerle oldugu kadar kiiltiir ve sanat etkinlikleri araciligiyla da
asma gabasi igindeyiz. Ancak, genellikle biirokratik ve ekonomik engellere takilan ve bireysel iliskilerle yiiriitilen bu cabanin da yeterli
olduBunu sdylemek zor; ¢iinkil bu iliskiler yaygin, kararli ve siirekli olursa etkin sonuclar alinabilir.

1980'lerin ortasindan bu yana tutkulu bir bicimde post-modern sanat ve kiltir Gretimini uluslararasi sanat odaklarina ve uzmanlarina
tanitmaya ve her ne pahasina olursa olsun sanat haritasina girmeye calisan istanbul kiiltir ve sanat ortaminin bu kopuklugu onarma
konusunda &6zel bir caba goster(e)medigi agiktir. 1990'dan glinimiize kiiresel kiiltiir ve sanat etkinliklerinin gecirdigi degisim - ki bu
degigim dzellikle AB klltir politikasinin ya da kiiresellesme politikasinin gizdigj ve destekledigi yeni iletisim haritasinda izlenebilir - bolge
kentleri arasinda mikro diizlemde giincel kiiltiir alisverigini éngérmekte ve sivil girisimleri bu yénde yireklendirmektedir. istanbul kltiir-
sanat ortami da yakin komsularyla kendi girisimiyle degil, bu yeni haritanin 8ng8rdigl anlayis tstiinden gok da derinligi ve strekliligi
olmayan iliskiler kuruyor,

Kuskusuz Tlrkiye'nin madernlesme ve post-modernlesme siireci ile s6z konusu iilkelerin modernlesme ve post-modernlesme stiiregleri
arasincta ayrimlar var. Kiltiir ve sanat agisindan bu aynm 6zellikle sanat egitiminde ve 6ncli modern sanat akimlarinin benimsenmesinde
belirgindir. Sovyet Devrimi 6ncesindeki Konstriiktivizm ve Suprematizm akimlan sz konusu (lkelerin Sovyet sonrasi sanatgilarinin este-
tik ve kavramsal bellegini olusturur; Malevich, El Lissitzky, Rodchenko, Tatlin ve digerleri bu sanatgilara rehberlik yapar.

Atmosfer 41, Paralel sergisinde de bu modernist gecmise, bu tiir bir bellek iliskisine, 1918'de Tifliste sanatgi ve yazar olan Terentyev,
K.ruc_hionnikh ve lliazd (llia Zdanevich)'in kurdugu ‘Universite 41. Paralel - Yeni Siirsel Okul” araciliglyla gonderme yapiliyor.

Tarkiye modernizminde bu tiir devrimei akimlar yasanmad). Sanatgilar, genelde 6nce saray sonra devlet destegi ve yonlendirmesi altinda
modern sanat araciliglyla 6zglirlesme ve bagimsizlasma cabasina girdiler, ardindan da Ekspresyonizm ve Kiibizm'den esinlendiler.
1970'lerden sonra, sanat toplumla dogrudan iliskiye yéneldiginde bu cabanin etkin sonuglan alindi. Trkiye'nin 1960’lar ve 70’lerde
Fransa ve ABD etkisinde kaldigi, Soyut Disavurumculuk akiminin éne ¢iktig, Toplumsal Gergekgiligin “sol sdylem” baglaminda ideolojiye
hizmet eden bir islev gordiigl izlenir.

Soz konusu llkelerde ise ayni dénemde resmi sanat timiyle Toplumsal Gercekgilige, resmi olmayan sanat ise 6zglr, demokratik ve
Batr'daki giincel akimlarla baglantil kavramsal sanata odaklanmisti,

0 dénemlerde s6z konusu komsularinizia sanat ve kiiltiir iliskilerimizin devlet politikalarina bagimli olarak iyice kisitlanmis olmasi gini-
miz sanat ve kiiltdr iliskileri agisindan ciddi bir epistemolojik bosluktur.

1990'da ¢Bkise kadar Sovyetler Birligi'nin kiltir ve sanati degismez bir butiin olusturuyor ve bu cografi acidan Avro-Asya denilen
bdlgeyi kapsiyordu. Sovyetler Birliginin biitin iilkelerinde aydinlar, sanatgilar ve akademisyenler ylzi askin kaltdr mirasina ve diline sa-
hipti. 1930’larda baslayan Rusya odakli Sovyet ulusalcilig/vatanseverligi ve totaliter Stalin dsneminde bile bu mikro Kiltir zenginliginin
yitiriimedigi gériliyor. Ancak, 1960'lardan baslayarak resmi sanat ve kiiltiriin arkasinda, toplumsal gercekgilikten uzaklasan, Sovyet-
dncesi dénemin geleneklerini ve Bati sanatinin glincel etkilerini kucaklayan bir sanat ve kiltlr de gelisti; cinku bilimsel ve teknolojik
g_ehs.mem’n Gnemi Glkenin bir dlgiide Bati ile bilgi alis veris iligkisinin agik tutulmasina neden oluyordu. Stalin’in 6liminden sonra dzel-
likle uluslararasi genclik kiiltiirleri, popiler kiiltiir ve medya killtir(l hizia iceri sizdl. Bu sizma Sovyet kiiltiir politikasini ve kamuoyunu
etkilemeye basladi. 1980’lerde Sovyet kiltiirii zayiflamaya basladiginda demokrasi, din, etnik ulusalcilik gibi post-modern soylemler

helirginlesmeye basladi. Resmi killtiir-sanatin disinda kalan ve hi¢ azimsanmayacak glicte bir sanat ortami yaratan muhalif sanatcilarn
s diinya ile el altindan strddrdikleri aligveris ve dzgiirliikel Gretimler 1990'da Sovyetler Birligi Ulkelerinin gelecege umutla bakmasina
neden oldu. Kapitalist ekonomi ve siyasetin olumsuz ve getrefil degiskenleri, hizli kiiresellesmenin toplumsalcl yapilari silip gegcmesi bu
umudu bir Slclide kirdi ve yeni giicliiklerse yeni bir muhalif sanat Gretimini dogurdu. Buglin 6zellikle gorsel sanat tretiminde bu ikilemli
hirlkimin yapist acikea gortlebilir. Sovyetler Birligi'nin kiiltiir politikasinin resim, fotograf, heykel ve grafik tasanm gibi gérsel araclarinda

Jullanilan giicli estetik dil ve disa kapall ddnemde gerceklestirilen sanat Gretiminin muhalif igerikleri ve kavramlari demokrasi stirecinin
ve serbest ekonominin elestirisi icin gok ilgi cekici bir bigimde yeniden kullaniliyor.
[rkiye'nin Giiney Kafkasya ve Karadeniz komsusu Gilrcistan'in tarihi Yunan mitolojisinin Kolehis'i olarak Argonotlara, trajik kahraman-

lar Jason ve Medea'ya uzaniyor. Gircistan'in M.S 5.ylzyila tarihlenen kendine 6zgu bir alfabesi var ve Bizans'tan Rus Ortodoksluguna
uzanan Dogu Hiristiyanhgnin kokenlerini barnindiriyor. Bu mirasin izleri Tiflis'te, gérkemli dogal cevresinde ve daglan susleyen eski kilisel-
wrde izleniyor.
[iflls Glney Kafkasya'nin mimari doku ve kent kiiltiirii agisindan en ilging kentlerinden birisi. Bitin “Dogu” kentlerinde oldugu gibi
[iflis'te de geleneksel mimari ile Sovyet mimarisinin yaratugi nostaljiye post-modern mimari ve kiresel kapitalizmin ve gosteri toplumuna
benimsetilen yenilikei, ama zevksiz de olabilen yapilar, kilresel markalarin tasanimiari, billboardlar, 1sikli reklamlar midahale ediyor.
[ 5101 ve diizen tanimayan kentsel yenilenme/yenilesme toplumlarin ve bireylerin tarihi yorumlama, glinceli degerlendirme ve duzeni
olostirme gliciinii zayiflatiyor. Makro yasam ile mikro yasam arasinda beklenen uyusma olmad g gok agik. Toplumlar, bilingli ya da bilin-
/. tarihsel ve geleneksel kiiltirle — bunun icinde modernizmin de yeri biylk - baglarni stirdiirmek isterken liberal kapitalizmin refah
dizenine geemek icin ddinler vermek zorunda kaliyor.
laplumlar ve bireylere bu ikilemle iki alanda hesaplasma olanag veriliyor: Modernizmden giinlimize sanatgilara esin kaynagl olan 6zgr,
bagimaiz ve direnisci alt kiiltiirlerle ve modernist ve post-medernist bigim, sdylem ve kavramlarla beslenen glncel sanat Uretimleriyle.
10 hesaplasmada hakh bir karsithgin gesitliligini, halk dilini kullanan kara mizahi, dinyada her seyin resmi ideolojilere bagl ve ussal
slmadifin kanitlayan gercekiisti olusumlar ve bilimin, felsefenin, estetigin, siirselligin doyuruculugunu ve yetkinligini izleyebiliyoruz.
Gurcistan Kiltar Bakanhig) ve Siemens Sanat'in igbirligiyle 10. istanbul Bienali sirasinda gerceklestirilen Atmosfer 41. Paralel uluslararasi
Uno sahip bir grup sanatcinin resim, fotograf, video ve yerlestirmesinden olusan bir sergi. Mamuka Japharidze, Ira Kurmaeva, Koka
Hamishvili, Maka Razmadze, May Sumbadze, Oleg Timchenko, Niko Tsetskhladze and Galaktion Kintsurashvili, Guram Tsibakhashvili,
Gl Tsuladze, lliko Zautashvili'nin isleri son derece dzgiin ve kisiseldir; bu sergide bir araya gelmeleri dolayisiyla ortak bir yan ara-
ik perekirse, gosteri toplumu icinde acabildikleri zengin igerikli hesaplasma alanindaki Uretim ve eylem amacinin ve biciminin ortak
oldupundan stz edilebilir.
Cafdas sanat Gretiminin Tiirkive'yi de icine alan bblgede artik gosteri toplumu dzelligini tasiyan Kitleler tarafindan algl\anmasmda bir
Larun olduiiu aciktin, Azerbaycan’da yasayan miiltimedya sanatcisi ve sanat elestirmeni Teymur Daimi’nin LOOP'A dergisinin (iliko Zautas-
Jili ve Magda Gurali editorliglnde Art Caucasus Dernegi'nin dergisi) ikinci sayisinda gikan “Toplum neden cagdas sanati tartismaktan
laciyor?" bashikh yazisi cagdas sanatcilar zihinsel bir Glkenin sakinleri olarak niteliyor ve toplumun bu sanatgilarin yarattigi tartisma
artamine kars ilgisiz ve duyarsiz tutumunu irdeliyor. isin ¢ozimuinin toplumsal alanda, toplumsal alan igin sanat Gretmek oldugunu vur-
puluyor Bu diistince, aynntilarda degisiklik gostererek yasadigimiz bélgenin bir cok sanat ortaminda benimseniyor ve sanatcilar toplum-
Liliel, antropolog, arastirmact, ruhbilimel benzeri calismalanni toplumun farkl kesimlerinin yagam bigimlerine ve sorunlarnna odak-
Iyl strdiriiyor. Gosteri toplumu gergekle iliskisini gosterisli temsillerle yasamak zorunda kalirken sanatgilanin gergekle dogrudan
ikl yolunu agmaya calismalarn, glnimuz ¢agdag sanat retiminin en belirgin ézelligi.
Witekim bu sergideki yapitiar da, sanatgilann bu cdziime nasil yatinm yaptiklarini gdsteriyor. Guram Tsibakhashvili tekinsiz kent
Jansaralann ve titketim toplumunun i¢ mekanlarindaki gercekleri gésteriyor. Koka Ramishvili gozetleme kameralarindan kentin
Laruntistne siziyor. Koka Ramishyili, May Sumbadze, Ira Kurmaeva, Maka Razmadze siradan insanin resimsel gorimtistine, ruh duru-
[ e valniziiina deginiyor. Oleg Timchenko ortak kent belleginin ve ortak diisglicliniin yeniden kurgulanmasini éneriyor. Mamuka
Iaphitidze, Niko Tsetskhladze/Galaktion Kintsurashvili ve Iliko Zautashvili toplumun algl, yorum ve diisgliciini kiskirtiyor ve yanilsamanin

suletigine ve islevine yonlendiriyor.
0L 1970 arasinda dogan bu sanatgilarin arasinda yasanti ve deneyim agisindan bir kusak ve gérus farki vardir kuskusuz; ancak
[pl Sovyet dénemine ait bir egitim ve bellege sahipler. Bu egitimin ve bellegin etkisini; bilge, dingin ve olgun bir akil yaritmede,

disunnel gelisimin tersine giden séylemlere karsi gelistirilen hicivel balkista izlenir. Bu kaynaktan aldiklan gucle gosteri toplumunu,
[ renel kapitalizmi ve kaltrel siradanlagmayi yetkin bir diistinsel elekten gegirmeyi ve guncel bir estetikle elestirmeyi biliyorlar. llging
ve bu sergide olmayan bircok sanatcinin - Sovyet sonrasi dénemde dogan kusaga onderlik eden bir degisim,

alan da bu sanatcilann -

Jolecop porabilme ve en ice dondk dénemde bile kiresel ortamla konusabilme, paylasabilme giict ve yetisi tasimasidir. Hemen hepsi
Aali 1OH0' yillarda Avrupa baskentlerinde sergilere katilmis ve kisisel sergilerini agmistir; dyle ki Berlin duvan yikildiktan sonra Avru-
[ sanat kurumlariin Sovyet sonrasi Kafkasya ve Asya Ulkelerinin sanat ortamlarina gosterdikleri ilgi Gircistanl sanatcilarin kesfiyle

Baglarmighr
[ tanbul sanat ortami ise Giircistan giincel sanatimi simdi bu sergiyle kesfetmeye baglayacak.

Beral Mudra, Temmuz 2007



Tiflis. St. David Dag’'ndan sehrin merkezi, 20. ylizyilin basi
Tifiis. The Central part of the city from the St. David Mo unt, beginning of the 20th century.

P AITMOSPHERE 41 DEGREE, CITY

‘Art is what makes life more interesting then art’

Robert Filliou

Inthe hoeginning of the 20th Century within the background of crucial historical changes, the Georgian writer Grigol Robakidze wrote
Tverything around us was collapsing; Tiflis [Tbilisi] was the only city remaining to welcome this destruction with a poetic song... *.

A1 degree 5 the geographical parallel on which Thilisi, Istanbul, Naples, New York, Barcelona, and Tirana are located. In Thilisi in 1918
the artists and writers Terentyev, Kruchionnikh and lliazd (llia Zdanevich) founded ‘University 41 Degree - the New Poetic School'. The
A1 dopreo represented the progressive and innovative art tendencies of the early 20th Century as a cultural institution. The concept ‘41
Dopren not only now underlines the connection of the epochs, but also emphasizes the tendencies of contemporary art in Georgia today.

the it project “Atmosphere 41 Degree” is devoted to the social, aesthetic, and cultural concepts of a city and urban environment, where
not anly past and present intersect, but also the faith of people and generations.

Ihiexhibition unites ten artists for whom the concept of territory, urban culture and landscape, daily objects, the psychology of environ-
ek, and mass consumption are of current importance in the 21st Century, when these themes constantly pursue the individual.

Ihie workes of Mamuka Japharidze are built on the detection of uncommon visual possibilities of perception of surroundings. In this
search herecreates seemingly forgotten op-art technology, transforming it into the practice of potentials of digital systems. His images
Al tesds lost in digltal structures emerge from the most unexpected perspective of perception. All the optical images are the parts of
s Biger project, ‘Taxi for Optimistic Translocation,” which takes place inside the closed space of a moving bus or cargo machine. The
vl space transforms into the obscure chamber from which the passengers watch only the flickering scenes of the external world in
the chinnped time-spatial and visual (black and white, upside down) regime.

Lhe provalling character of Ira Kurmaeva's photographs are women. The images of her photo series “Her Name is Love” show an elderly,
cecantile woman in her daily life. Her name Liubov (Liuba) means “love” in Russian. Her surroundings emphasize the internal, eclectic,
A omantic bohemian world of the character. This world and its inhabitant create the sensation of colorful oddness, generating certain
Annncintions with the images of Pablo Almodovar, David Lynch, or the follower of Voodoo cult. A young woman in somnambulistic weight-
lesanens, Inspite of the laws of physics, flies around the night city in her other photo series “Night Walker.” The third work “Natasha” fixes
anthe woman in her intimate context. Ignoring the face as the most recognizable part of a person, the artist emphasizes the intimate
wraticism of the heroine's action.

e videowork of Koka Ramishvili “Landerror” is projected on the back of a piano (an interior object more typical of the 20th century)
placed i a dark room. It is a joint project with the artist and composer Nika Machaidze. It underlines the visual contrast and the drama
Letweon the musical piece (in Japanese rain style) and a street-fight scene recorded by surveillance cameras.

s watoroolor se ‘Story of Kaspar Hauser” Is a manifestation of the artist’s return to drawing after years of working in documenta-
Hon by means of photograph and video. The artist explains: “Human beings always look for something, for love, for a smile, for anything
it toach it We do not want to be surrounded only by decorations and beautiful things. We need to deal with our inside world, with
Lot Eand alone, and being afraid. That is why | am interested in working with what is inside and not with decoration. | try to bring out
Somwething of the atmosphere, something sacral, and something like fresh air. | try to make the aura of the work visible.”
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In her painting *Anastasia’ Maka Razmadze shows a child watching a cup of coffee placed on the table. The child looks at the cup with
written on it brand names with desire and distrust the same time. The painting executed in mixed media on cardboard looks like an
advertisement image itself with big caption of a brand name which in this case is ‘Anastasia’ a real name of the child. Is Anastasia
standing behind the huge cup of cappuccino, a future member of ‘consumers’ society’? At which stage we realize that the brand names,
surrounding us are the inseparable part of our lives or how big is our desire to see our own names written on colorful and shiny surfaces?
“The transparent surface Anastasia tries to overcome is not only a table. It is a perilous whirlpool, which may draw her eventually’, writes
art critic David Andriadze in the foreword ‘Nostalgia for Paradise or in Quest of one more Oxism’ of the catalogue of Maka Razmadze’s
personal exhibition Views,/ Bridges’.

In her works and drawings, Maya Sumbacdze aims at the deconstruction of typical clichés. She seeks means of a different self expression,
attempting to overcome the post-modern inheritance of the 20th century. Het images are hard to grasp right away, as if they ask for a
closer look and contemplation. For this reason she tries to find her own ways of expression, one of which is the non-standard correlations
of her mini-installations and mini drawings. She places human portraits on incommensurably large (compared to drawing) graph paper,
where the images are nearly lost. Her second work consists of six white tiles put together with small toys with broken pieces glued on.
Small figures live their own, strange life on the white surface among slain animals and the smallest objects. A solder killed by an arrow
and a tiny human-like figure watching in surprise create very unusual, even chaotic, relations on the white stage. It's as if it recreates life
itself with unconnected and (on first observation) random events and behaviors. Her works are mostly untitled, although the material,
technology, and the parameters are always clearly fixed.
The photo installation “Bucephalus” by Oleg Timchenko is simultaneously philosophical, romantic, and sentimental. For the basis, Tim-
chenko takes several positions from the urban, historical, and philesophical collective memory. On this foundation he builds his concept
with heroes that are old wooden horses of the decayed marry-go-round in Thilisi city park ‘Mushtaid’. “Bucephalus” is the collective im-
age, a reflection above which the artist is brought to the conceptual narration that is the integral part of the installation.

The joint work of Niko Tsetskhladze and Galaktion Kintsurashvili “New York Capriccios” joins together opposite historical and cultural
realities. The expressive characters of Goya's Capriccios and the urban landscape of New York presented through poster-glamour images
demonstrate how today's mass culture creates its own language.
Guram Tsibakhashvili's photo series “Ulysses” places photographs of Tbilisi, taken on long and aimless wanderings around the city, with
short excerpts from Joyce's novel of the same title. The work draws unexpected, but obviously pertinent, parallels between the Dublin in
1904 and Thilisi today.
Another photo series of Tsibakhashvili, “Private Museum” moves indoors from the street. We see walls of dwellings, of a human, private;
museum created by paintings, posters, icons, and various images produced by mass culture. Tsibakhashvili is simple and laconic in his
approach. He calls “Private Museum” any arrangement of objects in spaces or on surfaces touched human hands. This visual manifesta
tion of objects and images reflects the tastes, preferences, inclinations, world views, and social statuses of individual personalities, the
owners of the private museums.

Guela Tsuladze's “Deli Bag” presents enlarged deli food paper bags, on which the artist draws various images by hand. This idea came
to him when he lived in New York. For lack of a proper working studio, he decided to change Manhattan into one, using paper bags as,
a working surface and everyday life in the city as his theme. His other work “From Which Point of View” is a video projection shown in a
circle on a black wall surface. The circle is a dot through which the audience watches city scenes. He offers a dot, a certain point of view:
about everything going on around us in everyday life.

lliko Zautashvili’s installation “Time Disappears in Time” consists of twelve pillow cases with serigraphic imprints of calendars on them,
3 flat-screen monitors placed randomly among the pillows show contrasting flows of water. The artist uses the image of flowing water to
show the movement of time disappearing in two simultaneous, though opposite, streams. It’s like moving into the future and past at the:
same time. In this way, he tries to underline the relativity, unreality, and absurdity of time. A girl standing at a bridge in the second part.
of the video is kept in a listless and indifferent state. Only changing digits pulse chaotically around her, still pointing at the flow of time.
The video ends like it begins: unexpectedly, as if it doesn’t matter where and when an ending may be placed.

One special feature links all of these works: There is no passive illustration or citation of any kind of problem. There is a room for recon-
struction and imaginary; in other words, the works are created for the spectator. Because of that, they are penetrated by one context:
person-society-environment. People identify themselves with their own environment and express their positions according to this environ-
ment. It is this sphere in which a person is not so much a spectator as an active participant in one’s own future.

Magda Guruli, 2007



