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The Palace of Poetry is demolished.
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GEORGIA: A MUCH- R
his article outlines some afterthoughts about the project Aesthetics of Repair in Contemporary Georgia ,
which I organized with the curator Marika Agu. In our
visits to Tbilisi, we found a particular distress arising
from the gap between the human desire to improve the current
situation and the su ering caused by not being able to do so. To
traverse this gap, the local people with whom we met had to oscillate between creativity and constraint, anxiety and possibility,
repair and brokenness.
Our project delved therefore into the signiﬁcance of material recombinations in this societal context, and how objects
and dwellings are implicated in the transmission of a ect. We
decided to re ect a ective responses to brokenness and indigenous ways of solving problems through the manipulation of
materials, their surfaces, and the addition of new elements to
the assemblage, indexing the past through preservation and
surviving e orts. The materialities and the social relations they
are attempting to sustain are indeed working, albeit uncertainly within ever newer and more uncertain economic and social
conditions.
Georgian society appeared to us to be made up of contrasts
and ill-organized forays into improvement, encaged in a
never-ending process of renovation, which in turn has created
speci c frames of perception and skills in recombination. This
is what Ssorin-Chaikov refers to as deferred social order or
development as forever
as a display of work in progress,

disorder inscribes progress as an already stagnant yet new
condition.
It is at the level of the quotidian that one nds the clearest
expression of acquired habits and expectations as well as important di erences in their practice. We soon realized how di cult
it is for art projects to endure, to be sustained, as if the endeavor
were a marathon. This sense of temporariness paradoxically
contrasts with the Soviet investment in timelessness, manifested
in the belief that things might last forever. Yet Georgia s recent
history seems to be quite a mixture of continuities, breaks and
recon gurations. Martin Demant Frederiksen describes it as being a ected by temporal disjunctures and short-circuits, while
Katrine Bendtsen Gotfredsen presents it as a society led through
antitheses and multiple nostalgias. She considers Georgian politics evasive
oscillating between presence and absence, visibility and invisibility, articulation and silence. As she points out,
every time political realities change, interpretations of the past
are turned into a battle eld, demanding a new understanding of
history.
In Aesthetics of Repair in Contemporary Georgia , we draw
on terms such as scrappiness to describe those arrangements
that constitute nality without being nished, also khaltura,
which expresses a state of unstable equilibria and low-key engagements, and euroremont, a practice that emerged from the
desire to achieve social status by following what were seen as
Western standards and values. Drawing on these terms, we have
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REPAIRED SOCIETY
put the emphasis on the radical processes of construction and
deconstruction in which Georgia has been immersed, elaborating a kaleidoscopic depiction of what is left after twenty- ve
years of crisscrossing transitions.
This compelled us to ethnographically explore microworks
of adaptation and a sense of distributed creativity namely the
way that people make use of what is around in order to cope
with brokenness. Following this assumption, our exhibition and
book illustrate how the construction of identity and the production of moral values can draw on aspects of craftsmanship and
do-it-yourself explorations. Our project calls attention to these
arts of combining and xing up. In Georgia, the paradoxical interplay between innovation and tradition generates a particular
indigenous curation and vernacular solutions. Every person
seems to be a ruler, capable of actively making a world of his
own, and at the same time a subject, at the mercy of circumstances beyond individual control.

THE FIRST SURPRISE for us was to discover that there has not
been an exhibition of Georgian art in Estonia for forty- ve years,
which seems to clash with the assumed sympathy between the
two societies. Also, while preparing the project, we repeatedly
had to justify why we chose this country and the concept of
repair for an exhibition of contemporary art. Too often the question But is anything going on there? was thrown at us; and it
was irritating to hear advice to focus instead on the festive side of

To get rid of the past. Such a relief. And such a loss.

the Caucasian culture or to re ect on political issues such as the
border with the common enemy Russia.
So what is in fact going on in the Georgian art scene? Unexpectedly, we discovered powerful works of contemporary art
and an emerging scene in the eld. As we explained in the presentation of the artists talk in Tartu, when we arrived in Tbilisi
we rst used ethnographic methods, did archival research, met
with artists and gallerists, and then outlined the concept of the
exhibition. This combination of approaches allowed us to create
di erent forms of engagement within the local context and to go
beyond prejudices to address current social dynamics.
A key proposition behind this project was the idea that anthropolo y and art practice are increasingly in dialogue. By
exploring the intersections and synergies between the two elds
we cultivated new forms of experimentation and ways of seeing.
After all, knowledge is conditional upon perception, in an
aesthetic sense. Artists, curators and anthropologists are increasingly working across the boundaries of their respective
disciplines to explore the generative potential of each other s
methods for engaging with communities and disseminating
knowledge. For instance, when the practice of art becomes research, social ambiguities are made visible in a more direct and
appealing way.
We were glad to discover that there are other projects also
re ecting on the idiosyncratic material culture of the country.
Looking back, we can even say that we were lucky to catch an art
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