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An examination of contemporary Georgian art clearly reveals its passivity and emotional sterility in reflecting upon
and processing its recent historical past. Perpetually oriented toward the glorification of a former era and drawn
toward a kind of “necrophiliac” identity, Georgian culture has failed to transform the national and historical trauma
inflicted by Russian and Soviet imperialism into works of art. A country liberated from colonial pressure appears
intimidated by that very freedom: it remains in a state of conscious captivity, unable to move from a traumatic
condition into a post-traumatic one.

Since the 1990s, numerous cultures have produced outstanding examples of postcolonial art (including Iranian
culture, for instance, Shirin Neshat or Salman Rushdie). Georgian art remains a regrettable exception; it has not yet
freed itself from the culture of silence and the aesthetics of unarticulated trauma inherited from the Soviet era. Both
historical and contemporary pain, oppression, and injustice remain taboo subjects. Against this background, a deeply
troubling question arises: does the failure of postcolonial art to emerge within Georgian culture indicate that the

t is paradoxical that “Art is autonomous and it is
not; it is both at once”. However, art acquires its
true power precisely when it succeeds in resolving
this paradox by merging creative will with protest.
The discourse of art is inherently critical toward its
time. It constitutes a form of resistance not only to
political power, but also to socially normalized si-
lence. The history of the 20" century demonstrates
that the most powerful artistic languages were cre-
ated precisely in periods of social crisis (Dada, Ex-
pressionism, Surrealism, postcolonial art, dissident
art of Eastern Europe), functioning as one of the most
sensitive indicators of their time and as a medium re-
flecting the social, political, and spiritual condition of
an era. Yet this is not a mechanical recording of time,

1 ADORNO , Aesthetic, 1997, p. 5.
2 BENJAMIN, llluminations, 1969, p. 255

national mentality remains conditioned for colonial domination?

but rather the transmission of its inner tempo, belief,
and tragedy. It is clear that “To articulate the past
historically does not mean to recognize it ‘the way it
really was’”.2 Accordingly, art is not merely the aes-
theticization of reality, but the expression of the inner
energy of the historical moment in which it is creat-
ed. In the contemporary era, when social and political
crises are constant, one of the principal tasks of art
remains protest—against existing orders, discourses
of violence, social inequality, and the destruction of
the individual.

To claim that art, regardless of period or genre,
is fundamentally protest, rebellion, and insurrection,
and that the artist is a rebellious nonconformist,
would hardly be a novel assertion. Often, alongside
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purely artistic concerns and stylistic confrontations,
the causes of revolt in art are rooted in historically
existing injustices or tragedies. Contemporary art,
in particular, is characterized by reflection on pro-
test-related themes, and across issues ranging from
ecology to gender, we can recall numerous remark-
able artists and artworks.

In response to the Balkan War, Marina Abramov-
i¢ presented her performance Balkan Baroque® at the
Venice Biennale in 1997. In a dark, windowless room,
dressed in a long white garment, she sat in a pile of
cow bones, sang Balkan songs, and for three days
meticulously attempted to clean the bones of flesh
and blood. The central concept of Abramovi¢’s per-
formances is the exploration and testing of the lim-
its of her own physical endurance. However, in this
case, the already experienced and widely recognized
performer also tested the physical endurance of the
audience: the summer of 1997 in Venice was excep-
tionally hot; the decaying bones were infested with
maggots and emitted a horrific odor. Abramovi¢ met-
aphorically constructed an image of the Balkan war
and found the most direct and effective means to
fully represent its horror. She brought national pain
onto the global stage, made one of the most power-
ful statements through a wordless performance, and,
along with the Golden Lion of the Venice Biennale,
secured the necessary and urgent attention of the in-
ternational community for her homeland.

Anish Kapoor’s installation Shooting into the Cor-
ner’ (2008-2009) is one of the most striking examples
of the aestheticization of violence and the material-
ization of historical trauma. A large bronze cannon
periodically fires blood-red wax projectiles into a
gallery’s neutral white corner. Each shot leaves both
a physical and a visual mark—the red mass explodes,
disperses, and stains the walls and floor, building up
expressive, blood-like accumulations over time. The
work is durational; each discharge transforms the
overall composition. Kapoor creates a ritual dimen-
sion in which the viewer witnesses not only the re-
sult but the unfolding process itself. The wax-firing
can be read as a form of spiritual catharsis, an act
of release from violence, and an allegory of historical
trauma—of experience that does not vanish but accu-

mulates within cultural memory.

Although Kapoor does not assign an explicitly po-
litical interpretation to this work, it is often read with-
in post-imperialist and post-traumatic contexts. The
visualization of domination through direct violence
and raw aggression inevitably leads to postcolonial
reading. Considering historical factors, the work may
also be interpreted as an example of peripheral mod-
ernism, particularly given that it is created by an Indi-
an artist living in London.

The work of Yinka Shonibare, one of the most sig-
nificant British Nigerian conceptual artists, consis-
tently raises questions about cultural identity, power,
and historical memory. His works often draw upon
the traditions of Western visual art and well-known
canonical images, which he “contaminates” using Af-
rican textiles—the so-called Dutch wax fabric.

Shonibare conceptualizes cultural identity as a
hybrid space in which colonial history and contem-
porary globalization intersect. One of his most well-
known works, The Swing (after Fragonard) (2001), is
a transformed replica of a Rococo masterpiece: the
figure is headless, and the European costume is re-
placed with a dress made of colorful African fabric.
The result is a paradoxical image in which European
elegance and idyllic aesthetics coexist with allusions
to violence and exploitation. The severed head be-
comes a symbol of colonial brutality, while the Af-
rican textile evokes the cultural hybridity produced
by colonial processes. Shonibare uses beauty as se-
duction, drawing viewers into unsettling questions of
power, race, and history. For him, “understanding his-
torical errors is a way to improve the world.”

Shonibare uses beauty and decorativeness as an
ideological trap: the viewer is initially captivated by
refined forms but is subsequently compelled to con-
front the injustice that underlies the aesthetic idyll
of Western culture. This form of protest operates not
through the direct depiction of violence, but through
structural deconstruction, destabilization of form, and
intellectual irony. Shonibare transforms aesthetic
form into a mode of protest. His strategy does not
involve the direct representation of political events
or historical scenes, but rather theatricalized sarcasm
and the intellectual reworking of historical violence.
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Numerous additional examples could be drawn
from postcolonial culture. However, the cases al-
ready discussed are sufficient to reveal the para-
doxical condition of contemporary Georgian art: a
country burdened with an entire cascade of traumas
and social dramas—wars, territorial losses, economic
collapse, political polarization—has produced almost
no works capable of translating this experience into
protest art. Contemporary Georgian art appears de-
tached from its own time; it either cannot or does not
perceive the pain of the epoch in which it exists. The
Georgian artist and the reality of the country seem
to be entirely misaligned: where, within Georgian art,
has the reflection of abolished justice and law gone?
Where are the representations of the daily appropri-
ation of Georgian territories, the man murdered at the
entrance of a church, the Georgian soldier subjected
to collective torture, the starving individuals begging
in the streets, the illegal migrants forced abroad as
“black laborers,” those who have crossed Mexico on
foot, and countless other forms of suffering?® If, as
a justification, we argue that artists need historical
distance and contemplation, then a cascade of new
guestions emerges that mercilessly dismantles this
argument: football played with children’s heads 33
years ago? tortured son’s eye swallowed by mother?’
Thilisi devastated by civil war and filled with corpses
34 years ago? People sacrificed in Samachablo?

Regrettably, it is evident that critical energy has
disappeared within Georgian art; it can no longer ac-
cess history as a source of creative impulse. If art is
a mirror of time, then contemporary Georgian art has
lost its reflection. The trauma of the past has not been
transformed into a living experience or a creative lan-
guage, but rather into a pause. It is precisely because

6 Facts from the recent history of Georgia:

of this “historical standstill,” this cultural and creative
suspension, that Georgian art is unable to maintain
a moral position even in the present: both creative
energy and personal courage, exhausted behind the
Iron Curtain, have not yet recovered.

Georgian cinema appears to attempt to address
this deficiency. However, films such as Tangerines,
Vegetable Garden in the Conflict Zone and Sokhumi
offer only superficial and pathetically framed inter-
pretations of the issues, failing to touch the nerve of
those who have truly experienced and endured this
pain. In short, if Georgian art is unable to comprehend
the problems of its contemporary epoch, it has not
yet succeeded in transforming even the trauma of the
recent past into artistic form.

The suppression of protest, the absence of a col-
lectively articulated national trauma, and the creative
and ideological stagnation in Georgian art may be at-
tributed to several interrelated factors:

Historical Rupture and the Problem of Memory

The first factor is, perhaps, historical rupture.
Soviet censorship confined art within rigid ideolog-
ical frameworks. That culture tolerated no form of
critique; protest was consequently driven into met-
aphor, allusion, and allegory. In the post-Soviet era,
however, the political chaos of the 1990s, economic
collapse, the wars in Abkhazia and Samachablo, and
civil conflict pushed art into a mode of self-preserva-
tion: it no longer had the resources for the aesthetic
processing of trauma.

The severe socio-political context repressed the
cultural psyche of society and shaped a cultural hab-
itus in which social suffering has become a norm of
silence. In such an environment, art no longer has

“Creeping occupation” or “Borderization” - Initiated around 2009-2011 and intensifying after 2013, Russia»s ongoing,
illegal installation of fences, barbed wire, and surveillance infrastructure along the Administrative Boundary Lines
separating Georgia from the occupied regions of South Ossetia and Abkhazia.

On November 6, 2023, in the occupied territory of Tskhinvali, Georgian citizen Tamaz Ginturi was killed
by Russian military personnel after opening the door of a church that had been sealed by Russian forces:
h www. m/watch?v=gPsI02DNN

On August 9, 2008, during the Russia-Georgia war, Georgian soldier Giorgi Antsukhelidze was captured following a
military engagement. While in detention in Tskhinvali, he was tortured and killed by Russian military personnel. Video
footage of the torture was later released by the perpetrators. In 2013, Giorgi Antsukhelidze was posthumously awarded
the title of National Hero of Georgia.

In the past five years, the number of socially vulnerable individuals in Georgia has increased. In the context of economic
and social hardship, individuals frequently resort to such measures.

7 Facts from the war in Abkhazia (1992-93)
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the capacity to function as a tool of protest and in-
stead assumes the form of escape—an anthropologi-
cal silence. As a result, rather than articulating itself
through the pain of its own history, contemporary
Georgian art attempts to find a universal aesthet-
ic language acceptable to the international stage. It
addresses global issues rooted in national contexts:
early marriage, gender equality, the problems of sex-
ual minorities, religious tolerance, environmental
concerns, and so on. However, artworks produced in
this direction often appear more as attempts to align
with internationally relevant themes than as the out-
come of a creative impulse emerging from the depth
of internal, national, or personal experience.

Institutional Frameworks and Conformism

The absence of protest cannot be explained solely
by a lack of creative energy or by neglect of nation-
al trauma. Another objective factor may be found in
the institutional sphere. Over the past two decades,
Georgian art has undergone a process of integration
into the international art system—biennials, residen-
cy programs, private galleries, and grants from inter-
national and local cultural foundations. While this in-
tegration represents progress on the one hand, on the
other it introduces a new form of conformism, estab-
lishing standards of aesthetic and political neutrality.
Contemporary sources of funding, private collectors,
official, and especially state, institutions largely de-
mand precisely this kind of “salon” neutrality. As a
result, critical potential gradually becomes decora-
tive, and a process of the “salonization” of Georgian
culture unfolds, which inherently implies a conformist
position. It should also be noted that Georgian culture
had already internalized this tendency toward “salo-
nization” during the Soviet period and thus appears,
in this respect, as a continuation of that tradition.?

It is evident that art recognized by the system
lacks the capacity to critique that system. For the
contemporary Georgian artist, already dependent on
a limited institutional field, direct political protest, or
the artistic processing of local and national themes

rather than global ones, may result in marginaliza-
tion and exclusion from networks of financial sup-
port. This gives rise to so-called “salon art”: formally
avant-garde, yet substantively neutral.

Contemporary Georgian culture is unable to reject
art as an institutional practice, nor can it transform
art into a political gesture. Art that wholly serves es-
tablished reality surrenders its critical function; art
that wholly detaches from reality loses its meaning.®
Contemporary Georgian art has consequently forfeit-
ed both its significance and one of its core functions—
its critical capacity.

The Prohibition of Expressing Trauma

Soviet censorship has bequeathed yet another
significant legacy to the Georgian cultural habitus—
the prohibition on expressing trauma. This inhibition
persists to the present day and finds its most power-
ful expression in the form of self-censorship. Geor-
gian culture has been unable to shed its Soviet inher-
itance and move into a new artistic register. Georgian
artistic practice thus fails to activate one of the fun-
damental functions of contemporary art—the trans-
formation of traumatic experience into artistic form.

The problems of contemporary Georgia are of-
ten reflected more adequately and more promptly in
Western contexts than within Georgia itself. Para-
doxically, it is the England-based street artist Banksy
who depicts a fallen protester, over whom a judge,
dressed in a white wig and black robe mercilessly
raises his gavel. Yet even Western democracy often
fails to confront uncomfortable truths: this stencil
was erased under police supervision. This fact once
again confirms that:
- the problem of justice is global and does not per-

tain solely to Georgian reality.
« (eorgian art does not, and cannot, adequately

process reality into artistic form.

“Iskusstvovredy”™
Alongside the factors listed above, another signif-
icant problem is the rather fragile and superficial the-

8 Itis important to note that even salon-oriented Georgian painting during the Soviet period had notable exceptions,
such as Avto Varazi and Alexander Bandzeladze. However, their work did not alter the overall neutral character of

national culture.
9 BAUDRILLARD, Simulacra, 1981, p. 251-252

10 A Russian-language pun plays on the words iskusstvoved (uckycctBoBen - art historian) and iskusstvovred

(uckyccTBoBpen -literally, “art-harm-er”)
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oretical grounding of Georgian artists. This condition
perpetuates a Soviet and post-Soviet joke, whereby
authors of art theory are dismissively referred to as
“Iskusstvovedy”, reinforcing the belief that producing
a successful work of art still primarily requires tech-
nical skill—knowing how to draw, photograph, sculpt,
and so forth."However, for over a century, the modern
world has recognized that art is philosophy; philoso-
phy—the love of wisdom, and wisdom—the pursuit of
truth. It is regrettable that, as long as Georgian cul-
ture remains disconnected from this pursuit of truth
and continues to believe that art is one-dimensional
and dependent solely on manual skill, it will remain in
a state of stagnation, suspended in a lifeless, in-be-
tween condition.

Exceptions

Georgian art has not yet succeeded in transform-
ing trauma into form; nevertheless, several examples
may still be identified that represent attempts to con-
ceptualize national tragedies in artistic terms.

The discussion presented above outlines only a
general picture, and the consideration of exceptions
somewhat mitigates the severity of the judgment
passed on Georgian culture. In addition to well-
known examples such as Tengiz Abuladze’s film Re-
pentance and Yuri Mechitov’s photograph of April 9,
we may recall as significant instances of transform-
ing pain and protest into artistic form the works of the
generation of Georgian painters of the 1980s—Irakli
Parjiani, Gia Bugadze, and Merab Abramishvili—par-
ticularly their canvases based on biblical and histor-
ical narratives. Within the context of protest, Levan
Chogoshvili’s painting series Destroyed Aristocracy
is especially relevant.

Indeed, in the cultural landscape of the 1980s,
there was a breakthrough: Chogoshvili’s remarkable
works based on old photographs, as well as the bib-
lical-historical compositions of Parjiani, Bugadze,
and Abramishvili. Today, however, their overly veiled,
aristocratic protest—combined with a nostalgic
tone—renders these works palatable to conventional
taste as objects of aesthetic pleasure. The tragedy

recedes into the background, the primary effect pro-
duced by appealing figures rendered through sophis-
ticated painterly technique. Moreover, even at that
time, such works could hardly be considered fully
protest-oriented, as Soviet Perestroika had already
made the depiction of historical and religious themes
permissible.

The theme of occupation and Russian brutality is
effectively addressed in the warks of Misha Shengelia
from the 2000s. The artist sarcastically depicts a can
labeled “TyweénKa u3 yeyeHckoro maca” (“canned stew
made of Chechen meat”) or a Caucasus landscape
titled after the well-known Russian song “ogHamabl
pyccknit reHepan” (“once a Russian general”), both of
which sharply convey the traces left by Russian gen-
erals in the Caucasus. Shengelia often demonstrates
a prophetic dimension as well: he paints a military
ship in the Baltic Sea as early as 2017, and in 2015 di-
rectly warns, “BoiiHa Ha Hocy, cap!” (“war is imminent,
sirl™), placing a tiny black tank on the nose of Federico
da Montefeltro, a well-known figure from Piero della
Francesca.

Photography, as a medium inherently tied to the
representation of reality, might have been expected
to respond more directly to this challenge and to nat-
urally document events that have left deep wounds in
national consciousness. However, identifying strong
exceptions in photography is equally difficult. Along-
side Mechitov’s iconic April 9 photograph—already
transformed into a metaphor—it is nearly impossible
to name works of comparable artistic weight and sig-
nificance, despite the fact that photographers such as
Gogi Tsagareli and Shakhvald Aivazov have profes-
sionally documented contemporary wars.

The problems of the 1990s are addressed through
distinctive conceptual means in Guram Tsibakhash-
vili’s photobook The Winter Has Been Overcome.
Through images capturing both the creative and ev-
eryday lives of young artists of that period, the pho-
tographer brings to life a harsh, dark environment,
intensifying the effect with his own short accompa-
nying texts. Through locally grounded photographs,
depicting friends and urban landscapes, he conveys

11 At the same time, the Georgian context is not without important exceptions. Karlo Kacharava transitioned into
painting from art history, and his theoretical writings of the 1990s continue to constitute a key scholarly foundation for

research on contemporary Georgian art.

Gia Bugadze is similarly distinguished by an exceptionally deep knowledge of art history and theory. He remains
actively engaged in this field through sustained professional activity, including participation in academic conferences,
the delivery of lecture courses, and the production of media programs and blogs.
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the broader gravity of the country’s global problems.
However, in terms of the book’s structure, the photo-
graphs and Tsibakhashvili’s own texts would argu-
ably function more effectively without the somewhat
inorganic inclusion of documentary prose by Ana
Kordzaia-Samadashvili. At the same time, viewing
the “winter” as something that has been overcome
appears overly optimistic, since that period inflict-
ed profound wounds on the Georgian national con-
sciousness, and to declare it over is to reject the
necessity of confronting and understanding those
traumas.

In contemporary Georgian artistic space, a new
direction, street art, introduces significant impulses.
The principal concept of street art is precisely protest,
most often expressed anonymously. Thus, if we move
beyond so-called traditional art, leave museums and
galleries, and “collect” the scattered works across
urban surfaces, we may encounter stencils depicting
national heroes of Georgia Maro Makhashvili, Giorgi
Antsukhelidze™ or an “advertisement” on a crumbling
wall, painted by the contemporary Georgian street
artist Gagosh: “4 country of the poor for sale. Good
location. In need of renovation.”

It is evident that the primary strength of this work
of street art lies in the nonconformist artist’s ability
to comprehend and sincerely articulate contempo-
rary tragedy. This phrase effectively formulates the
social, political, economic, and moral condition of an
entire epoch, while also serving as a diagnosis of the
country’s present state. As a minimalist manifesto,

it functions as a social mirror, reflecting what offi-
cial art has failed to express. Such text-based graffiti
demonstrates that the energy of protest has not en-
tirely disappeared; rather, it has shifted into another
space—the street, where it can exist in a direct, hon-
est, and unmediated form.

Yet all these examples appear, in the end, as at-
tempts to compensate for the emotional sterility and
exhaustion of Georgian culture. As a striking excep-
tion, | would point to the work of the Georgian de-
signer Demna as a genuine instance of transforming
national tragedy into artistic expression—one that has
brought the nuances of Georgia’s repressive cultural
experience to Western audiences without apology.

He has dressed global celebrities in “last bell”™
shirts printed with lines from the poetry of the great
Georgian poets Vazha-Pshavela (1861-1915) and Gal-
aktion Tabidze (1892 -1959) paired with worn shoes
with the folded down hills and even made them carry
the iconic Ghana Must Go" bags. He has obscured
their carefully sculpted athletic bodies, symbols of
their pride, within oversized garments, staged his
models in mud instead of pristine runways, and dis-
rupted even the sanctity of the front row.

However, Demna is not always overtly provoca-
tive. The austere, elegant long black silk dress exhib-
ited at the Louvre functions less as a garment than
as an architectural object®. Its silhouette, chromatic
restraint, and material texture activate a specific cul-
tural code embedded in Georgian visual memary. This
aristocratic restraint can be understood as a histor-

12 Maro Makashvili (25 August 190119 February 1921) Georgian student killed at the age of 19 during the Soviet Red
Army invasion of Georgia in 1921. She was posthumously awarded the Order of National Hero in 2015, becoming the
first woman to receive the distinction.

Giorgi Antsukhelidze (18 August 1984 —c. 9-10 August 2008) - Georgian soldier murdered in the Russo-Georgian War of
August 2008. He was posthumously awarded the Order of National Hero in 2013.

13 In Georgia a secondary school graduation ceremony held on the final day of the academic year. During the Last Bell
celebration, students wear white shirts that become covered with commemorative messages, signatures, and sketches
left by friends, family members, teachers, and peers.

14 Ghana Must Go - iconic, cheap, nylon checkered utility bag derives its name from the mass deportation of Ghanaians
migrants from Nigeria in 1983. Many of those forced to leave used these bags to carry their belongings, leading
Nigerians often mockingly refer to them as Ghana Must Go bags.

By incorporating this bag into high fashion, Demna employs the strategy of reappropriation, transforming an everyday
object marked by displacement and migration into a luxury fashion item. At the same time, the gesture resonates with
both global histories of forced migration and Demna’s own experience as a Georgian refugee and migrant, creating a
connection between collective and personal narratives of displacement.

15 In 2025, the costume was presented at the first fashion exhibition in the history of the Louvre, Louvre Couture.
Art and Fashion: Statement Pieces, among works by 65 of the world’s most iconic designers. The photograph of
the costume effectively (see the official Louvre website https://www.louvre.fr/en/exhibitions-and-events/exhibition
louvre-couture).
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ically organic element of Georgian culture. Through
this work, Demna ultimately evokes a distinctively
Georgian mode of monumental mourning. The dry, la-
conic inscription left at the Louvre—“Demna, Sukhu-
mi, Georgia”®, operates as a Barthesian punctum, the
detail that pierces the image and discloses its latent
meaning, transforming the piece into a fully articulat-
ed conceptual statement and manifesto.

Demna’s case, even standing alone, suggests that
Western art systems remain open to narratives of na-
tional trauma, provided they are successfully chan-
neled through appropriate aesthetic and discursive
frameworks. At the same time, it is clear that Geor-
gian contemporary artists continue to face structural
difficulties in developing the conceptual language
needed to give adequate form to such concerns.

At this point, another question arises: to what
extent can Demna be meaningfully situated within
Georgian cultural identity? What he carries from the
homeland is less a stable cultural framework than a
set of unresolved historical experiences—displace-
ment, gender-based intolerance, and social inequal-
ity. The transformation of such experience into an
articulated artistic language has been enabled within
a European cultural context. To speak more directly,
similar practices, if developed locally, would like-
ly encounter a very different form of reception—one
shaped by ridicule, moral suspicion, or the rejection of
deviation from normative cultural expectations.

Once again, the logic of belatedness asserts itself:
even a century later, there remains a desire to reclaim
Balanchine as a “Georgian” choreographer. Indeed,
unrecognized talent and lost opportunities constitute
yet another tragedy within Georgian culture and his-
tory.

Through these exceptions, we have examined
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the ways in which Georgian art attempts to engage
with national tragedies and traumas, and to translate
them into artistic form. However, if we consider the
well-known principle that “the exception proves the
rule,” we are compelled to conclude that contempo-
rary Georgian art largely remains a passive receptor.
The visualization of historical trauma only rarely as-
sumes an effective aesthetic form and more often re-
mains confined to modes of anthropological silence
or pathos-driven interpretation.

Even when such experiences are articulated, they
tend to operate on a scale that is as limited and mod-
est as Georgia’s presence on the physical map of
the world. Accordingly, the question—why protest is
largely absent from contemporary Georgian art—re-
mains open and unresolved.

Today, the challenge facing Georgian art is not
only aesthetic, but also ethical and moral. Art that
fails to register pain, that does not operate critically,
forfeits its responsibility toward the past, the present,
and the future. In this sense, the task of art today is
not a nostalgic return to the past, but the recovery
of suppressed traumatic experience and its transfor-
mation into a form of truth endowed with renewed
meaning in the present.

Every generation bears a moral responsibility to
recover those victims and defeated figures left in the
shadow of history. It is to be hoped that Georgian art
will overcome the inherited culture of silence—and
the aesthetics of unarticulated pain carried forward
from the Soviet past—and find the means to trans-
form the shames and traumas of its own time into
adequate aesthetic form. Only then can it reclaim its
fundamental function: not merely to reflect the times,
but to offer the possibility of their redemption.
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16 Sokhumi is the capital of Abkhazia. Following the 1992-1993 war, Abkhazia has been under Russian occupation. As
a result of the conflict, the Georgian population was either killed or entirely expelled from the territory of Abkhazia.
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