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Street art, or the street as art, emerges from the banality of the everyday
and from the creative force born in rebellion against that banality. The city,
its atmosphere, and its tensions form invisible intersections that flicker
into being and disappear within the chaos of daily life. Thilisi, with its
eclectic character, amplifies these sensations: its rhythm is at once heavy
and weightless, saturated with noise and suddenly quiet. The city's
tensionis tangible, especially now, when the street has become a powerful
site of expression within ongoing political destabilization. Here, people
search for freedom, demand justice; here, confrontation, solidarity,
incompatibility, and empathy alternate in rapid succession.

Zegavlena dedicates thisissue to the street and to the processes unfolding
within it. In the street, everything appears different. Distance collapses, as
do forms and boundaries between people and space. Each district of Thilisi
possesses its own inner rhythm, yet within this diversity a single axis
persists: poetic syncretism. It is a condition in which, despite the weight of
concrete, the lack of green, chaotic construction, and unresolved urban
difficulties, a rhythm remains a fragile inner pulse revealed in the city's
often strained (accelerated or exhausted) breathing.

Street art cannot be confined to a single genre. Its function exceeds formal
categorization; it is a constantly shifting response, a reaction to impulses
emerging from the deeper layers of the city: social tension, individual
anxiety, political turbulence, collective passions, all converging with an
unwavering desire for freedom.

Freedom in the street can be piercing, aggressive, sometimes wild, yet
always alive and beating. It is the energy of daily contradictions
transformed into graffiti, pastels, stencils, and murals. These marks signal
that within the city's pressure and noise there will always be space for
resistance, irony, reflection, and emotional eruption.

Street art in Georgia follows these expressive tendencies. With this issue,
Zegavlena aims not to classify, but to comment to trace the processes that
give rise to diverse creative impulses and ultimately merge into a shared
public space that belongs to everyone and to no one at the same time.

Mariam Shergelashvili
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Street as Inspiration

Art has always been part of my surroundings.
My father, uncle, and godfather are all artists,
so for me art was something associated with
home and the studio environment. This
perception changed completely the momentI
realized that art, made with an aerosol can I
had never touched before, could also exist in
public space. When I went out to paint in the
street for the first time, I felt I had an entirely
new field of discovery in front of me,
something much bigger than anything a
canvas at home could offer. I was instantly
drawn to the process: it was fun, liberating,
and suddenly I became an organic part of
something vast - the city, the street, my
neighborhood, Saburtalo, which I observed
every day. My first graffiti is still alive, along
with a few early inscriptions. Whenever I pass
them now, they remind me where I started.
Old or new, these marks are like a diary, they
show what has changed in me and around
me.

I'm Mishiko Sulakauri, an artist.

The First Work

My first work was a simple inscription, and it didn't come out well. Scaling
something up on a wall is difficult, what is 2 mm on paper becomes 2 cm on a
facade.I had no reference points either. When I started painting outdoors, there
were practically no examples of graffiti in Thilisi. A few students from the
Academy were painting, but they worked as a separate group. I remember
showing my first piece and receiving criticism, they did not accept it at all. I was
13 when I began painting in the street, and at that age I wasn't thinking about
consequences. I simply enjoyed the process and tried to encourage others to
join. Back then people didn't understand what you were doing, and perception
was very different. Even the police didn't know how to react. Thilisi was also a
completely different city 10-15 years ago, more run-down, full of empty walls
where your work could stand out. Today the city is overloaded with visuals, and
you often have to paint over something else to find space.

Rules in Street Art and the Concept of Place

Street art is fluid and ever-changing, yet it has its own internal rules. A small
inscription can be painted over by a “filled” piece, and a filled piece canin turn be
covered by a larger, more complex composition. Overpainting has its own
hierarchy and unwritten order. No one explicitly claims territories, but there are
“spots”, especially train-painting locations, that are protected and difficult to
access. Walls in the city are more open and free, but still guided by these silent




Street and Politics

Political tension instantly appears on the street. Years
ago the city felt much emptier, and any single
inscription stood out clearly. There was even a page
called Street Art in Georgia that posted almost
everything; today such documentationisimpossible.
People often ask why “street artists” are not politically
active. Isee it differently. A street artist usually thinks in
aesthetic terms—the work is stylized. But today it is
people who are writing in the streets. They create
incredibly powerful messages. I don't see the point in
stylizing something thatis already so raw and direct.

For example, the word “B@Jd” (“falsehood”), written
years ago near Parliament, carried very specific weight
in its time. Repeating it now feels unnecessary. People
express themselves so forcefully that the wall itself
becomestheirtool.

The Shifting Aesthetics and
Position of Street Art

For me, the essence of Thilisi's aesthetics lies in
simple everyday inscriptions: “Gio + Luka” types of
marks. The Instagram page Street Sentiment
captures this urban mood perfectly: strange,
ordinary messages that shape the city's face. This
differs from somewhere like Berlin, where artists
compete in style-making, and even a single word
can appear in countless stylized variations. Street

art, for me, is not necessarily a tool of direct protest. Painting in public
is already an act against law and order. Even an “innocent” image of a
sheep, ifillegal, acquires political meaning.

What always fascinated me, and still does, is this act of going against a
system. You generate adrenaline when you take risks, when you create
at the edge where art might no longer even be “art.” Street work also
demands strict discipline, ittaught me a lot. In the street you become a
discoverer: you wonder what lies underground, you want to climb
rooftops, see the whole city from above. Small details that are invisible
to others intensify your curiosity. These discoveries often become the
source of my artisticinspiration.




A Memorable Work or Experience

More than any individual piece, finding like-minded
people was transformative. Discovering Miro — one
of the first Georgian street artists — was a turning
point. Years ago Miro was filming a mini-series for
Artarea about different street art styles. He had a
van he lived in, and we painted that van together. I
drew my first sheep onit. Through him I met others,
Chili, Maxime Machaidze - who were active at the
time. These were the moments when you might get
into trouble in the street because of your long hair,
yet simultaneously these new companions were
appearing beside you.

Thilisi on Comment

In 2022 I prepared the book Thilisi On Comment,
published by Bakur Sulakauri publishing house. I
curated a personal selection of images that often
sparked debate among street artists, questions like
“Why is this included?” or “How is this considered
street art? For me, these images are exactly what
define Thilisi's urban visuality. The city is not only
murals - it is inscriptions, contrasts, an eclectic
visual mixture. For instance, several pages show
identical trash bins photographed in different
neighborhoods: one painted with a smiling face,
another with a sad one. It is fascinating to see how
radically different environments produce such
different emotional traces. Another example is the
word “8080” (“fear”), written by someone and later
removed in a way that left a ghostly shadow. This
multilayered natureof Thilisi was what I wanted to
captureinthe book
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My story began in 2006, when | accidentally came across a Romanian blog filled with images that were completely new to me. These visuals
combined painting, graphic design, photography, and graffiti all at once. | was immediately fascinated, and soon after | began creating
stencils -templates and cut-out patterns. | learned the technical aspect very quickly, and by the summer of 2007 | stepped into the streets of

Thilisi with my first works.







WHEN DID COLLECTIVE WORK FIRST TAKE SHAPE?

We met each other, became friends, and eventually decided to create a collaborative
painting performance. We painted the underpass at the Hippodrome. We used to joke that
this day was the “birthday” of Thilisi street art — although | don't remember the exact date
anymore.

WHAT FOLLOWED AFTERWARD?

Around thattime, | became friends with Dr. Love.

Together, in 2016, we opened the first graffiti shop in Thilisi—animportant
space forthe development of the subculture.
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COMMENTARY BY ARTHISTORIAN KETEVAN (KETI) SHAVGULIDZE

Street art is a form of self-expression with a special charm and power
for me. It's an attitude toward reality that goes from the symbolic
markings of the Santa Cruz cave (c. 7000 BCE) to contemporary
interventions on glass police buildings, from the subways to the
facades commissioned by expensive foundations, from urban
underpasses to the polished offices, and exists in a thousand
manifestations between these poles, somewhere in between. Its
uniqueness liesin the fact that it penetrates our everyday life.

Unlike institutionalized artworks, approached intentionally and within
designated contexts, street art emerges unexpectedly. On the street, |
may unexpectedly come across a single phrase that suddenly triggers a
cascade of emotions in me — it may anger me, | may grow attached to it,
or it may linger in my mind for a day or for many years. Street art is
democratic, ephemeral, and anonymous, yet it possesses a kind of
power unmatched by any other artistic field, precisely because none of
them have as many viewers. For some it embodies activism, for others
vandalism; for some it is self-expression, for others a fully valid artistic
practice. This plurality of interpretationsis integral to its nature.

For me the immeasurable power of street art as a visual language is a
key. It functions like a primordial semiotic system, direct, universally

legible, and capable of prompting simultaneous reflection among
large groups of people. | am reminded of Cornbread's words. This boy
from Philadelphia, while in a juvenile detention center, constantly
asked for his grandmother's cornbread, which, of course, was not
available in the cafeteria. He asked for it so many times that they
eventually nicknamed him Cornbread. After his release, this 'tag'
spread across the entire city. The legendary 'father of tagging' once
said: “The whole city belongs to me. You have no power, and you are
forced to pay attention to me.” | always remember this phrase. With
his bold declaration: “I was here” and with this act of marking space,
he entered the city's social body and, as Baudrillard would say,
disrupted the existing symbolic order.

Contemporary conditions, of course, differ. In cities increasingly
deprived of mythic narratives, street artists reintroduce forms of
myth-making. In contexts marked by demolition, erasure, and loss of
identity, inscriptions and images often operate as a kind of urban
resuscitation—literally re-animating the city. Historical examples
demonstrate how succinct textual interventions can reshape urban
atmospheres: Paris in 1968, a rebellious, angered Paris, saw the
emergence of the slogan 'La beauté est dans la rue' ('Beauty is in the




streets'), accompanied by the image of a woman raising a
cobblestone and another echoing Delacroix's Liberty Leading the
People. These visuals circulated throughout the city, disseminating
the 'beauty' of revolutionary sentiment and becoming enduring
symbols of the revolt.

In Thilisi's recent context, | recall the phrase “Sick N Tired”, which
appeared at a moment of collective exhaustion. The Georgian
connective particle “s” (“and”), added on social media, localized
and intensified the meaning. Another significant example is the word
3y (“falsehood”) painted on a temporary barrier near Parliament; |
considered that inscription important enough to preserve physically
because it synthesized the political atmosphere of the time.

| feel that the city is now missing texts of this kind of force — those
inscriptions | once considered 'guiding' or 'leading' references are no
longer visible. What | find symptomatic today is not the emergence of
such inscriptions, but their systematic erasure. The black paint
covering words like “Mg3many@Ens” (“revolution”) or “sMo
domsmomnsg bobhgdsb” (“no to a violent system”) constitutes its
own semiotic layer, visual evidence of suppression, revealing a
governing logic aimed at silencing and neutralizing dissent. These
black rectangles function as historical markers of the present,
comparable to how an art historian distinguishes the ornament of the

12th century from that of the 15th. | attempted to photograph and
archive these surfaces as visual documents of a system seeking to
eliminate voice and image.

| often reflect on the violent erasure of images, not only in the
Georgian context but more broadly. In this regard, one of the most
striking recent examples for me was Banksy's latest work in London,
created on the facade of a courthouse, itself a cultural heritage site.
The trajectory and fate of this work are deeply symbolic. The image
depicts a judge in robes striking a fallen, frightened boy with a gavel;
the boy holds a banner that remains blank. Instead of text, there is
only blood, the sole element of color in an otherwise monochrome
composition. Initially the work was fenced off and placed under
protection, yet its visual articulation of injustice and violence proved
so powerful that it was ultimately removed. What remained on the
wall was a ghostly imprint, which in some ways became even more
potent, a spectral presence on the courthouse fagade, serving as a
persistent reminder of the realities in which we live. Of course,
Banksy's work responds to specific events, but its resonance is
universal. It reflects the broader condition of contemporary violence,
much like the dark, unsettling systemic black patches now appearing
across Thilisi, beneath which our presence and our struggle remain
legible.




Thilisi stands at a critical threshold. To borrow the term from the
anthropologist Marc Augé, the city risks becoming a “non-place.” |
never imagined | would apply this concept to Thilisi, as Augé's
analysis primarily concerns spaces where the human subject
dissolves into a neutral environment and becomes almost non-
existent, places like train stations, airports, shopping malls, and
other sites that lack the anthropological meaning of “place.”
These are not spaces of encounter or shared experience.
Unfortunately, Thilisi is increasingly assuming the characteristics
of such a neutral, stage-set city. Within this diminished reality, the
inscriptions that until recently appeared actively, perhaps
chaotically, across cracked facades, dark passageways, and
fractured surfaces bore genuine affect; they were charged with

pain and vitality. The disappearance of these marks is profoundly
disheartening, for Tbilisi may become a city where nothing can be
'written' anymore. Efforts to domesticate street art are also clearly
visible, particularly in the existence of a street art federation, an
oxymoron in itself. Such a federation is conceptually unacceptable,
but even if we were to allow it, it could only function alongside a
parallel, living, autonomous practice, one that remains the
primary force. Yet, when this living practice is suppressed, erased,
and dismantled, we are left only with depleted, commissioned,
lifeless images that serve as superficial decorations. The
fundamental power and essence of street art lie in its authenticity.
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N PRESENTS

HISTORICAL OVERVIEW

@Jran\] TSibOmGS\H!i I began working on this series in 2012, photographing what
appears “outside” and capturing reality through this form. At first, |
called it a private museum and photographed interiors; later |
moved outward and began documenting the street. It wasn't only
the image itself that mattered, but even the smallest inscription, a
single pencil mark someone added, could change reality, and |
recorded thataswell.

In 2012, when the struggle and confrontation between two major
political parties intensified, it became very visible in the streets,
often taking aggressive forms. Gradually, the street became more
active, and political messages shifted into the format of “street art.” |
realized that something serious was happening outside: people
were investing resources, energy, money, and were not afraid of the
police. They were expressing their thoughts through this medium.
The wall became a battlefield - something that became even




clearer during the recent large-scale protests and
demonstrations. The slogans and inscriptions created by the
public turned out to be dangerous for the state, to the point
that authorities began erasing them on a massive scale. This
battle is still ongoing today. Interestingly, more energy is
spent on erasing these messages than on writing them. |
document these transformations and processes.l often come
across curious shifts during this work. For example, someone
had once painted Stalin and Putin together, depicting Putin
as Stalin's successor. But since Stalin's figure is no longer seen
as active or threatening, hisimage remains, while only Putin's
portrait is erased, because he is the one they fear.Because
images and inscriptions in the street have multiplied, they
now tell many compelling stories. This abundance, unlike in
earlier periods, is far more dynamic and changeable. For
instance, | was already interested in photographing the street
in the 1980s, but at that time this form of expression was
prohibited,and documenting it was not easy. Once, the police
even detained and questioned me about why | was
photographing a wall. Back then, people wrote only very
simple desires, for example, expressing their love for rock
music. The state disseminated its own propagandistic
posters and messages, and public expression was limited to
that.Today, the situation is entirely different. Images
and texts in the street are weapons of struggle. People
put great effort into them because they understand
that the street is the broadest field of influence. It is the
simplest way to fix your message and deliver it to
someone else, because the street belongs to everyone.
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Words and sentences appear in different cities without permission, becoming the given names of the places. The titles
emphasize the story or history of each location. Together with the surrounding architecture and environment, the

words create poetic pieces scattered throughout the cities, written "off the page". The texts are borrowed from the
internet, social media, and other sources.
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60gbob dmogomo gdoMo - moomobo, godywdgoom o33emab LbgymL. LMoL bbgowobb3o 0bhgMgbom o dodbom
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0(33e0900. 0800 3099%0 bob boenboo, bob 3o - COHM.
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00L 3mdgbHoMmygoLo my BoboPgLHOE0YOL Jyhodo. 08 dbMg MO0Mabo gOMZ3oM ohgMOHYMYe dggmbog d90demgoo
0930000Mmm, MOEaOb 0b 060bogb 9bob M®IgmoE 3Mb3OYH IO WOMA F9ddbo; 6ogbdo 3o gowdmMEgdgmos dobo
60Obymob 60M6gMgo0 O bobohgdo, MMBmgooy gogmby 0b 8g0330mgb. gb Gogbo 08 BoMTogomo 0bGM®AdE0OL
9O®E30M0 0MJ0g0o.
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®0MYOYModob 0b60dgob. 60gbdo ImMogbgdymo LYMIMYOooL boboemo dYLHOE 08 JObMbEOIMMZY39009 33043900,
Omdgmog 0907§069mobmzob mogobyxom bohyzom goMmoogdbgoo. gb Bogbo Jomogob gobowob booEYIM®Yd9gddy
003300bOMOL O MO0eobob bOEbMO O YEbMO gL HYH03I® byHombL ggoh396900b.
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The main protagonist of the book - Thilisi - constantly changes its body. Different communities interact with the city
with their own intentions and desires. The images that appear on its surface, the “tattoos” of Thilisi, shift over time.
Sometimes people cause these changes; sometimes time itself does.

The book brings together a multilayered archive and lexicon of Thilisi's visual landscape, documenting the comments
and manifestations inscribed by its inhabitants in public space. In this sense, Tbilisi may even be compared to a
literary monument, as it preserves a language created by a specific moment in history. The book transmits fragments
of this past: inscriptions and drawings that have disappeared or transformed. It becomes an archive of this fleeting
visualinformation.

Writing on walls - a form of self-expression - is punished by law, which gives this artistic practice an extreme, almost
heightened value. Many of the images featured in the book reflect acts that were technically illegal, yet for the creator,
they became an assertion of free speech. The book reveals the hidden stories embedded in the city's facades and
presents both familiar and unfamiliar aesthetic views of Thilisi.
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Dr. Love (bornin1985 as Bacha Khoperia) is a Georgian street/graffiti artist based in Thilisi.

Dr. Love mostly creates multi-layer, full color stencil graffiti, textual murals and street installations, basing his
motives on pop-cultural references of humor or critical context. Most of his graffiti paintings are in Thilisi and so
far he is the author of the biggest graffiti in Georgia, that is located in Batumi Dr. Love participated in Upfest,
Europe's largest street art festival in the United Kingdom where his graffiti painting now occupies one of
Bristol's walls.He was also present at the "Global street art show" held in Germany. His first ever graffiti was
dedicated to Irakli Charkviani. Besides being graffiti artist he is a programmer and musician.
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https://en.wikipedia.org/wiki/Gagosh_%28street_artist%29




Gagosh is a Thilisi-based street artist whose work spans stencils, installations, street poetry, mosaics, graffiti and new-media interventions.
His art speaks directly to social reality in Georgia — commenting on issues such as lack of green spaces, labor rights and unemployment, air

pollution, social stigma, accessibility for disabled people, and broader humanitarian concerns in a society often marked by neglect and
indifference. Beyond purely aesthetic intentions, Gagosh attempts to fuse street art with technology and contemporary media, bringing cyber-
art and new-media sensibilities to urban spaces, where his works challenge passersby to reconsider everyday realities through critical and
poetic lenses. Through murals, stencils, and installations across Thilisi and other parts of Georgia, Gagosh transforms common urban surfaces
into platforms of reflection, protest and hope.







dboH306m0 LOdMaOO™MYOO3 BLYZE®Mb0dom KOSKA32 g3o036m.
KOSKA 8abo gb 6o0Bgtho smobmdnm g3o60obhom, 3obbbgosg-
0gmo gm®3Ix00m0 O BIO®O 3MBd0b6d(309000 FddbYYMOO
®00mobob gyhgddo. mydgo KOSKA-L hommdg dggdbogmo
30070myMo LOdYobOH ™M d93MoLM30L F96 30093 JEOMO0L. gL
060L Logmgomobhyeo Bobowgdo 3ogoyrho BgbHmo godom, bo-
©O3 30em0oMEo 330609 LOYIHO 30MOMEYLS - Bobopgdo Y-
003 m0330@0LOZMOE 0943930, M®MIMgo0l FoYyxhgdgmb
Obom-obogm 6036g90Ld O 3oMOMmgmyd obHMGO0goL LmOZo-
BdMOL. KOSKA 3bo¢hghmdomo @d boghdgomaddom dg6Hmabdo,
L3MMOL EVFVIMNOZMYOg JemobTo EVOBHYMILEY, BMEO Jo-
mogdob gyhgddo o dbemm go6gdmad dobdo mzomagodmboizol
LOYMOOE dboMo FMMHIS dooM30dd. gb YMMISO MO30LYRO-
™00 3emobogydo 6gbgodabaeb, 33oEMmo @madgdabaob - og dmo-
3060 LOZYNOM0 B0JOYOOL VYOO, oM bE MO O 0bLH0DY-
H900L oymEmoo.




abo®hz06m0 0LY39 30bMMYZOLMM0S O PM®IYIFOHYM BoTJoL
0090L. ghmo Jgbgogzom, LoyMgomobhyMo dboHzO™MdS O
©®M339936hMo 306m MOO3dMyMOE dobLbbgogzgdymo Lbyg-
MHmo: 9OH®mTo 0g3HMmMa LogyMOM Fobogob bdolb dodyzgds, dgm-
9380 - 3oMgLOAYOOH®L, ©EVT00670L O 3OM39LOL MMa03goL.
09930 mM03g 30madbo @mM3ndgbhoEood - ghmo gbojdozydo
©@O 98mE0Y6OH0 HYOMmMO0l, Igmdg 30 i30dogIOH0 LETYSIOMU.

KOSKA-bm30L 3909mbo @O hommdg 3gdomonlb dobgho momg-
90L goOmMbo0M0o: 0b6(hY0(3odY, L3MBHOLYM Foygdodmomdody
©0 3M™mEgLI0 OBBYOIYM aLHMG0ODY Vax0YMO. ML dobo
dmogzoMo 0bhgcmgboo gMoxzodhobd o hommdy dbodhzdmdol
d9mbBydo - 30m399m 9690L dmEab omOLYOYME doMaghgdol
0m3mo. dmmm 603y39g3Mgdo o3 30d60L P339 OLMOYMgdIYMm
LObMYBL 330hH39b9dL.
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The artist became known to the public under the pseudonym KOSKA32. His tag “KOSKA,”
repeated in thousands of variations, different forms, and color combinations, is scattered
across the streets of Thilisi. Yet the visual world KOSKA creates on canvas remains largely
unfamiliar to many. These are surreal paintings with a magical color palette, where billions of
small narrative lines unfold works that turn into a continuous adventure, offering the viewer




ever-new signs and parallel narratives. KOSKA became interested in
painting and surrealism in Berlin during his final year of school, when the
city’s streets and his immediate surroundings awakened in him an entirely
new form of self-expression. This form is free from classical rules and rigid
dogmas; what matters here is capturing one’s own thoughts, trusting

them, and following instinct. The artist is also a film director who works
with documentary cinema. At first glance, surreal painting and

documentary film appear radically different: in one, the author follows an
inner voice; in the other, the external world, people, and the logic of
process. Yet both are forms of documentation, one of a psychic and
emotional reality, the other of the physical world. For KOSKA, the manner of
working on walls and on canvas is almost identical: it is built on intuition,
spontaneous irregularity, and narratives that emerge through the process
itself. Today, his main interest lies in merging graffiti and painting on
canvas, dismantling the barriers between distinct visual languages. His
recent works already demonstrate a fully realized synthesis of this
approach.
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©3300033M9 MO0obob Lobgmadboxgm Lodboshzmm 830930y, 3MMBILONM oM gMIBNIML
©0%00069M0, ydEs 90 3MmMygLbonm sMLMEgL 8ndydogzns. 3gEmgodgy bobhzs 2007-2008 Bangddo
©3306Y9.00333m00d0 Hgdm30L oo 0bbN3MyENS nym ndMMNbEmn EsLagzmMo gMaBndH0
39y, MMIZbs3 999M03xmo 30mdgonEeb o IPbozsmymo sMbgonb, doMomoo MTV-b
Ladgomgdnm 3936MOMEN. AgdmznL oo dmMsgmbgdalb Bysmm aym LoBMLAHM dsM3MYdN ©
amBMgon,mmImydbeig sdbHIMDTNEeb gdngMsb@n dsds 30gde360®s. 83 d3M3MY0DY odMbY-
byano nym s3bhgMmadnb gnhgodn, 396mMdx00L BoLIODBY, BohdMYOMY0DY 3o39MIOMO 3MIRNMHN.
00933, 3bgazn Jyhob bgemmzbgdab Lbzoabbgs dndsMmmyagdsb, Mmagmmaz sMmab bEHbLomab
9960300 dgbMmymgdgann babohgodn, dogMmomgdo s o.0. BbshzmMab Mzebdn o3000wmy, d3333M-
0056 3bs®ez, MydEs HMsNENIWn 3gMbyMs s LobgmbLbmdn m3zgmdom gsdmzghnwmo 93-
domods sMobEMmML dndowazws, AL Ma3Lb ymzgmmznb JBMmM EnbsdnyMm o dmdMseg gomgdmdn
3bgo3m0. M3330M39ma nym 0bhgMmabo o0 3ganbyMmob dndoMmm. 390093 3o630Mm3MYdy,
LbxgaMML LoobaggdMab sbEMb ymRbs s bbgs AbsdH3MxdaL sMdMAYH. AgdM30L gMoBNH MEBLS-
099Mmm7 LOY3Y60L byganmzgbgdas, 39M bobogzm 39MEgMM MbsdgMmm3zg JomagL, basE b sM sMmab
BomAmmagboma. gmoxzznho oM sMob dbmanme godmbobymgos 86 3Mm@gbn,nb s3gMogymmon 303-
3m3 3gmBnmob gmm-gmmo Bsbomns. 303-3m30 30 M¥3O30M33Ma© nym gghmgddn dgbmzmadn
3030006900bmM30L M30L godmbo®znb s 3M3Y6nzeEnnb dbshzmyamn Ladgemgds. dnybyE35Q
ndobs, MM3 Ag30 Mmomds 08333MO3dN 83 JJMDHYMIL dgdyMn My Hgmg dgwonb Lsdymgdnm
936moms, 30bo MAmMAYBoLMSbs3g Bngbzwn MM Agdmsb dogmnsb sbembas. 39M 30¢hymon,mma gb
05393000 3gmb@s,853Ma3 dmbs nbg MmA, bgenmzbgdab 88 dndoMmmyagdab dndoMmom nbdHgMmgbads
©o bnyzsMmymds gMmoxznho 3gmapnmob boboann godbss, d0bn 8BYmdNLMBBs3g F9M LogoMmo-
39mm3n s 399093 1339 LogMmmsdmmabm bEY6sd]. 2012 BannEsb ym3zga Bgmb 30mMyd dMbsbny-
md3b 3MOsbymo bgmm3zbgonb gbhnzsamgodn, bageMmmzgmmadn, §3MmM3sLs s 8dNdT0. 8LY3g, 2018
Bmoob 0Mohebgmdn 30M wom.collective-obBg3ma. gb sMab Joamo bHMophsMBHobhgdab
395900056908 MmmbomM630.







I graduated from the Thilisi State Academy of Arts as a Graphic Designer, but I've
never worked in that field. I've always wanted to create more than just a product
design. | started drawing on walls around 2007-2008. As a child, my biggest inspiration
was graffiti culture, which I knew from American movies and the music industry, MTV
shows. Additionally, | was very passionate about the postal cards and photos sent

to me from Amsterdam by my emigrant Father. These cards were filled with letters
painted on buildings of the City, on trains, etc., also images in various forms like
stencils and murals. | grew up in a family of Artist and have been drawing since . SRR
childhood, but traditional painting and studio work never satisfied me. I always = ii‘L_'-l"lf-ll
envisioned myself in a more dynamic and creative environment with constant activity. i :
Initially, | became interested in this culture after encountering graffiti, wanting to
understand street art and explore other forms of street expression. If you look

closely, there's no modern city without Graffiti; it's not just about expression

or protest - it's part of the larger American hip-hop culture. Hip-hop started as a way
for people in poor neighborhoods to express themselves, so i can say it is another
visual language of communication. Even though my generation learned about this
culture through the media and journals, | felt a very strong connection to it. | can't say |
t was in my plans, but my interest and passion for this art form naturally made me part
of the beginning of graffiti culture in Georgia, and then on the international stage.

I actively participate in street art festivals across Europe and Asia since 2012. I've also
been a member of wom.collective in the UK since 2018, an association of female street
artists based in London.
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Masholand o60bL 3otMomgmy®mo Lodyotm, HMAgmaE 306zgmo 2013 Bymb
0mAmzohoby o 2014 Bymb 30d7omyM dMgbom 304(309. gb d9Mab LoyM-
690mobhyco 3gOLMBO7g00m, dEEOMGOI0MS O abHMMagdom bogLy bogM3y,
Mm3gemoi bbgoobbgy dgooydom godmabohgdsd, dom dmMal nMomgdomss,
™Y 35339Md00) BOGHIMLOLIO Jogmogob MHgomyd Jyhgddo oImEOL.

©m9b Masholand hydo, 3gmyo®gddo og®dgmaolb gobzomomgdol. 0gosg
bgmm3z0b0 93000M50L LGOHYMoOE dbog 3bmgdnb Mebaduri, H®3gmoi
dbommo ghm 396HLMB6O70L MZOMom EOBObYM YmazgmOmoyOHmMdody
33043900. 39000760 0g96L 0©9g0L, HMaMM 3 39mg3dy Mg3dL.
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Masholand is a parallel universe I first discovered in 2013 and developed into a visual brand in 2014. It is a world of surreal characters, places,
and stories expressed through multiple media, including murals that bringimagination into real streets.

Today, Masholand continues to evolve quietly, behind the scenes. The same artist is developing an entirely new project, Mebaduri, which
narrates everyday life as seen through the eyes of a single character. Mebaduri catchesideas, like fisherman catches fish.







39 306 fingm| Chil One, 30mbghn Jobmzgma
3Mo30(hn dbgMogmn, 16 bemogob 8d bagdgdo,
»8000030030H0" 53gbhngogmab s “aMex0-
ho 0gmggdab” mobsmemgsaboBohmba, gMo-
a0hob bimemab ©adegydbgdgmo o dgbhm-
0, JoOmymo 560060b gMoagzadnb ¢obboga-
b bg6oab s3hmGo.

3Mognthn mobodgeOm3zg bobznmo bgmmgz-
6900b yggmodg mogabyxamao, 3d30mm ©
00 d3bhob s nEgab dsdhocmgdgmn dnd-
0606 9m0dd, G®Igmo nbongznEYImYO
030m30dmbah3o8g0 mMagbhoMmgdymoa o
Jomagdmob 3mdnbogopnnb yzgmodsg doMo-
30600 gm®dod. 3033m3 JymHcA0b ghmge-
00 doogobn gmgdgbhoo gmdxzndhe, gho-
960m0 bdBobm dEadndbyen nbLhnbghab,
Lo 3maM0 33omab Eahm3zgdab bgemmzgbgdal
ombgdg 0Yyzobogmn godmgmgbgdss.
do6@omoEo 3bohog bm Jodmymop, Mg
figdo 08G00 dogmob 36ndzbgemmzabn bagdge
0d00h™d, O3 JoOn o 060060 mognbo Pbo-
30360 dmbodymmdnm o abgdom(flow)
390mOfigymod sdbghemmogddn. oo ©
dnEs® abhmens d3g3b Jodmym Hodmg-
053000 o dobo yzgmody mznmdymadEn
00 0300360360 30600060 MobodgMOm3zgm-
0000 060 gedx30(h0.

0d0¢hmdo3 CES-006 jomodmGoognadn dg3-
4dgbn 3Moxzadeb 3adbo, Loy EaGHITY-
M3 303390 00 36JL, M EIzeaMOM3g oa
6emgdnb gobdogmmmosdn.
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I am Chil | Chil One, a pioneering Georgian graffiti artist active in the fieldisince the age of 16.  am a co-organizer of the "Fabrikafiti”
festival and “Graffiti Battles,” the founder and mentor of a graffiti school, and the author of a graffiti-based clothing series using the
Georgian alphabet.Graffitiis the freest and mostimmediate form of contemporary visual art, carrying a powerful charge.of energy and
ideas. Itis centered on individual self-expression and represents the most direct way of communicating with the city. As one of the core
elements of hip-hop culture, graffiti elevates one of the most basic human instincts, the desire toleave a mark, into an art form.I mainly
paint in Georgian, which | consider extremely/important, because the Georgian alphabet stands out among writing systems for its
unique shapes and-flow. Georgian typography has a long and rich history, and its most distinctive and authentic contemporary
expression canbe found in graffiti. That is why, in collaboration with CES, | created a graffiti course where | share in detail the knowledge
and experience | have accumulated overthe years:.
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| started making these drawings and inscriptions to raise awareness... to spark interest for some
people, questions, so they would search for answers and from any answer a lot more questions
would be born... so the person would be in constant self-discovery... Now though, | only paint protest
art, and there too | want to place beauty and deep subtext. | want to travel, even just for a week,
but | can't leave Rustaveli, even though | want to be a travel YouTuber, even if nobody funds me for the
views, doing it myself for free, hitchhiking maybe, or with an exhibition, selling a print or a painting, or
a mural commission somewhere... but if | leave my city, it's max for paint and beyond that back on
Rustaveli..
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