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Sincere gratitude

to Mr. Bidzina Ivanishvili

whose role to salvage of

Rustaveli Theatre is immeasurable
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“... Bgdo LoggsM Yo 53 MYIBMOLOEA0 PLSBEZHMS S gmggmo 3535MR3x0S 53 MYsB Mol hgdo HLsBrg®m
Loggsdygemos...”

adogme hmdsjody, 1928.

”. My love towards this Theatre is endless and every triumph of this Theatre is my endless love..”

Grigol Robakidze, 1928
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3063933300 J360005.3309mG MMM ©d gmbogyMo 3nmgbomagds s@sdnsbals dgmmg dybgdow ngzgmes
5 dobo 5MbgdmMbaL dobssmbmdMng s 3mabGog e bo@gdsl asbbsdmgMmazws. 33sbmsb, Mggobmml
3Mgd&onmobs @s 0bpognsmymal — dobobs @ 0brogoEal MMmngmmdndstmgdal dmbgds s 3o-
bmbDmBogMgdgdo 506@)gMqLados.

9¢0bmE0b dg0mgdgogds dgmsg Lamgmbal @sbabynbol dbs@G3MINmo Mmgs@Mamyma 3Mm3gbob
3b6@0-bs&Momabgmn GMswan300lb dmaswm 360b(30398L gbdnsbgdmms, MmMBgmbscs, Lbggdlh dmmal,
MY 3305, 3MMEMb 3Mgan s 3bggmeme 3gngM3mmeEn(s §3403bmEbab. 3mabdnnmo gmmds
993 g3s@ Mo s LoddmmMo ©EMFnbsbEB L FNbJ300L 0dgbrs. L3gd@ozmal yggmes 3M33mbybGo gM-
@056 M0 s 3mabGozn® LE®YIGNOSL gd393gdsmgdmes. dbabomdal Lab3gbm dmdEomdals
babo@n (39330 94L3MgLomEMom gsdmomBgmes. LBmGgo s80m nym gsbdommdadamo Jestormmo (39-

330Ls s Lo gormmGo Bmegemmmabawdn sb3g@gmal bogsbggdm 0b@gMabo.

930309960 53dmbolb boGmozns db3gGgmobamgols dobobs s nbwangowol J3930L oM dq@034)-
™m0 3mEgrgdol asdmzmgbol 3Gmam30Mgdol Ladmsmads agm. LBmEMgE Mo — BogmmemabEnmo ©s
94b36gbomBAbE O Mgommbol BmAIsermmo dgd3ncnbdnmgdals dsgsmomn ogm magMabggol ,Mmgg3s”,
Loz 30Mzgemo Bbamol bo@mMmamabBn® b3gbmamagasbs s 308gMmm 0b&mba305L 3gbadg-8gmmby
3m 78900939800 94L3MgLambAbE M FobdEedo (33tmnEs s L(3gbsdy NDMBoDotMn Kog3bmMbbal 399-
dgfogms ,3539@0“ s0dsMmgdmes 535MsbYMgdoms s 33dmbgdmmon dgdrmzeyMgdoom.

ab3g@gmab, sby godzem, 3ogzebogmn L3gd@ozmgdal (303mdo aMogme Hmdadadals ,,msedsms”
(1930. 8bs@zotn — as8Mg39emn, 3m33mboGmEn — 0.@bzns) s b. 3s6805330mm0l dogH 3. 0356m3zal
»%5396mbobo 14-69-1 dobgozno BgGHAmN ,06DMEAN" (Bbs@zotn — 0.45360 9390, 3M33mboGmmo —
0.3m309m0) 1339 9600 gbmgE0 0L BeamMgddn asdmaz39dws Mggobm@al AbmaymomJdsb. bmemm
domgs @aEnsbol ,0gmbymodn® (1931. dbo@gotn — aodfgzgmo, 3mddmdoGmen — 0.@)‘3[)500) obdg-
&gds 3ab@gfnobs s MoGyomol dndstm 0bBghgbo, Mbyyzgbo d839d0lb Mm335dn dmbammebgmo 3o-
&oLEOMRBL Bobocmgmdbmds gsdmadygmagbs.

9¢0bmE0b dmem asbdon@gdgma b3gd@ogmo domgMob ,gshomagdo® agm, BmBgmbsy sbdgGgmas,
0000 Jmb LoddmENF ,06 BGoFMsbmb* MBms (Bbs@zotmn — 0. as8Mg39mon, 3MI3MmbaGmEa — . gmz0g-
™0). 3O 5 BB BmmAdL L3q@o3mBo Mmge@Mol Bsdyzebn Bbobomdgdn — 53530 30Lady S 83530
bmMogs 015953mdobyb.

ab3g@gemab baMggabmMm 0833907103 abgmo gbmdgbols FMEMBnMgds asbsdaMmds, Mmamtn(s
oM 30 353Mg39mab 3mb3g3@ gt Lzgbmamogns aym.

1930 s 1933 Brmal 8mbzmgal gob@®mengdds (g.6. ,Ls303806m ME083000gd80" 8mbsBormgmdsd)
rboeggmolb mge@®b Mongbo baMds@gds s LogMmadmmabm Labgmo dmy@sbe.
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1935 Byl J3g9obsdn 3mmo@ognco Ggmmmal dmengo Gomems ©s0bym, Mmdgmos 3nm@nmob
3m396996D9(3 3936 (39ms. 03539 Bgemb go3mgbnsbn s ©3mM30gdgmn Mggabmmo mebsdwmgdmda-
b g03bmagabyamgl, beenm 1937 Bgmb osds@ndmgh. dobo L3gd@ozmgdo 3ol babssmdwga Ladbo-
mgds© 0gbs g358mygbgdema. sb3g@¢gmb BsdobB Mo 3MEm3MEs30s ,EMOMROL® bgmddmgsbgmmdabs
5 65(30mbaemab3do, 56@nbsddmms ,gmM3omab@nmo” bL3gd@simgdol oadsdn @byl dMamo ©s
1937 Bemols 29 0360bL Loggwomao sboggl.

69369b0gdL Abmaggmol mge@mol bbgs 0sbsddMmBmgdas g3LbggM3mbab. Logzwomom wsbs-
%L 3Lobomdgdo 35603m 88530dg, gmaRe mMmEmjogsbady, baormbs godnbsdg, Smse@mb 3mGadgma, oo
JobmoMos s 03069 mamoadg. gomasbsbmal MggobmEn 393060 35@oMmadg, dbsbomdgdo: Bnbs g0bnsd-

30000, dmgmes dogndzaemo, sb3g@qmol dgmememg 08356 Baymayzndg s Medmegbndg bbgs ssdnsbo.

9369boMgdgmms sMdnggdo Mbmaggmol mge@mal 34bgndal 0s6533MMABmgdds 3o34bs 6gtg-
ogmds ©d gbEdGg dgMnadznmds gossthnbgl Lanwmdmme.

LabMm sb3g@gmolb d53amd dgfMomel Mnbmsaggmal mgs@Madn ,Ladgmms 3maboznddab® babs-
Loz 9bmEgdgb, MaEash L3gddsgmadn Labgmdbogm owgmmmannl Mdgbsgbmdal 356538 30(39dw0s. 53
39Mom@dn mgo@@mb dbabomda s3030 30badg bgmBdm3zebgemmAL, bmmm yzgmadg (36mdoen b3gd@szmg-
do 3. sebadadal e@adnmo dgdbdamab ,m@gemmm® (1937, 8bs@zstn 0. asdMmgzgema, 3m33mbaGmen
0. &bgns) s 83530 30badal 8ngeh aEadmmo 3. bmmmgzgomazolb oo bymBbogg” (1945, Bbs@gzstn L.
306baemady, 3m33mbogmen o. @)‘gbdno) 003gds. mg9@Mda dme3zebgmdgb Mggobmmgdo 3. 358 stndy,
©. sbmadg, 3. dgbbo, L. ggmadg, onds MgygobaEal mzabmdMogsm sbama dmegmgdo 3 3gMomedn
o6 d9436nems.

96000560 bFemnEsb aod8mamhgmes sbamasbes @odn@ma smagdbodal dogm 1942 Bgmb owady-
o dboatrmo s bmdgdn L3gd@ogmo 3. Rmmombal ,Lads@oMdemm sgadom®, (1942 by, dbs@zomo
0. 35309390, 3m83mDoGmmn M. asdoBzadg). ond(3e, 398gadn smgdbodalb 98mJ8gmgds cga@ o=
bamgol GFswoommosm dohbgmm adofMnm-MHmasbEnimmo baboo botadstims. Mggabmmal 53 LEnmab
65393935605 Mol as8m@mRgmmo sgomo bmgmzmal ,mood3mb 8ggbs" s ©. goBgBomadals (3ogs
38539l 65BH3Mgdms dobgogno) ,85bBMHambL” @ 3030s.

40-0560 6mgdol dmembs s 50-006980L sbobynlbidn mgs@madn dbsbomdms s Mggobmmos sbsmn
®omds dmeol — gfMmbo dobgasmadg, aomMan agaghzmn, dgogs Robsgs, Mggabmmgda dobgorm myyds-
bodzomo s 83530 3303300, MdMds, MHmIgmaig Mbmsggmol mge@mol dmMngo d53mJdgwgdoomo
5 obEmMoymo (303em0L ©EILOYMEYL domaw 0d(3g3e.

1951 Byl 003s60330em0 ©as3L ool ggyhin ol BobsGIMgdol ,Mg3mEmEogn LabHRmdgemals
Yema300006” 06L(39606935L — ,005800693m, nysg0m Rbadmse” (Fbs@zoM0 3. ms30sdz0emn, 3m33mbo-
Gmto = o. 80503060060). 970LmM3s ,ad06mmol” mgds ymzgmemonmmsL amsbrmmgs, 3gfmo -
o 5 MM3sbGognmo 356(300980b bo(33mae Lnbsdwgnmol ddogfn, Bbodgmo smdds Bomdmapanbs.
dmgmgboms 3bgmgmmmds 0dsbndgomads Mgd3mMEo7gdal Laboo Fosbmes daynmgdgmb. L3gbsdy
om0, (33650 53056980 0abgb. sLgmgdagg 0y3bgb 0@ dyshadals 0gbol 3g@bmbaggdo L3g-
48930056 ,LogzeGmmal 53ds30" (1958, 3bs@z560 M. momsbodzoemo, 3m83mboGmmoa 3. 339665dg) ©o
3539 3m3m@ab ,GHms sbgon LogzsGmmosb” adofgdo (1959, 8bs@zo6n ©. omszedy). b3gd@o3mgd-
do 653y3960Ls 01y bogmemal dgd3mygeboo 01dsbndzamb Bomd8meoggbsda 3mdmoazabEn&o dmemgdo-
30b gmgdgb@on dgdmgdmbros. Mggabmmal dgdmddgogdals o3 bobal @seagz0Maz0bgds Mbws Asamgamml



BMabammo 0b@gmgd@moma@o 3ol 60dxmdal — g. sbab ,06@0ambgb” (1968, Bbs@zsotn a. ambos)
oma3s, Lass 96@0gambgls s 3MgmbBEEL Labom mmo dbmgmdbgwzgmmds dggxsbs gMmIsbgmb.

L39J&d3emBn ,9L3sbgemo dmzgmn” (1954, 30gbs %. BmgBRIMAL, Bbs@ 3o ©. Mogedy, 3mB3m-
BoGmen L. (306(30dg, JmPgmaMogn . 80503060060) 091356033006 Mgo@Marnmn dofMmdocmds
DBROM BJM3EM3560 s goblbboemns. gBmE@gbgmmoa babggdo bowdgdol 60dbgdl 0dgbl. babyyzmadgaemals
B gEmEe dm@nggddg d94dboen dradstda ,dobdmods” gb &gbwgbzns msegol 3bzgMgaml smbgsl
(1963, 30qbs g.6sbm30dg0mal, 8bs@amgda: m. JmBszodg, o. benmgobbgn, 0.BR03go0dg, 3MI3mbaGmMN
3. 339M65dg). ,d0obdtrogdol” BorBmmagboo Mubmoggmal mgs@mdn ablbgds g.6. ,8(3069" bzgbs, BmM3g-
™03 0958M0b dos ,935b6a35M@Mm* s 94L3gFMndgbGmm LogM(3ge oym Regodmadmmo.

dobgom ordsbndgomals Latggobm®m dmmgabgmdsl Gbosggmal mgs@mdn 3s3d0Megds 9.b.
»3300035(30" — dbobomdgdal gman agaqd3mMal, gMmbo dsbgasmadal, Medsd Abnzgadal, gn@msd Lo-
oMadol, g Rsbagal, dofn 3mdabadal, 3m@g obsfmadobs @ M300mMb MgyabmE m¥ydsbaodznmol
d93saqbmmdoom. Labgmbmegds ,d300035(30" Mgommbgg 33bgmb KamBal Imemzgsbgmdol dmmogmbon®
360b(303L. gb xamxko 50-0560 Bemgdabes ©s 60-0560 Bemgdal s3ga0l Hbmaggmolb mge@ ol Bs3y3s6

398md3gmgdoo domsm 0d(3s.

60 — 0560 brmgddo Bbmaggmol mge@®mdo dMsgamma bosbemgs. 83 3gMomedn dgdmddgmgdao
dommms 3mb(396@Ma(300 3obbogmomgdom ab@gbboymas, 3Mm3gbgdo 3o dMsgomaygMmasbo. mgs@mda
9OnEOEMYms© Inmgsbgmdgb Mgegnbmmgdo odoG Mo smagdbadg, dabgoem cdsbadznmo, sGhor Absm-
&0d30em0, babs baGnbgssn, gomMgo Jogmsmadg, gndm gmmwsbos, gomman GmabEmbmamagn, MmdgME
LEnEns, mgdnE Abgadg s Lbgsbo. gsbbsMMMgdam Mbos 5nbndbmb HMdgME LGnEMsLs ©s mgdne
Rbgodal cgabema.

o3& Abgadg Joomm 3Mmbabs ©d MFsG ML MbadgMmggmdal 3mb@gdLEdn jombyy-
mmdb ©.3m©053300m0b ,bs3560330m0b LgENbs(335mab” (1969 Fbo@3Mgdo: 8. dogdogady, o. Msd0dg0-
m0n) 8md8909ds 0.Bbgadgbs s G. bEnEsl Mebsdgmmgg Mgommdadn aodmsdzm, gobmamagamma
3MmMM080Ld356 3Md30LYRMdgb ©d 0bBgmad@ oMM Msdol 0 MM oG ZMNZL Sbaggdgb,
beemem Jomgs @o@0sbol ,amd0bogmbdn® mgdn® Rbgady ,LsdsdGIM KBMOgMOHMEgdom™ goxgMgdamo
Bosomboma@o L Mdstm8myzemgmdal s8Lsbzgm aMmmEqbime LyGomgdl 4860l (1972 Bqma, 8bs@gs-
60 3. gogdogadg, dmMgmamogo 0'00"63(360)' Rbgndals dgdmddggdsdo godmMAgmma sanmao 35300
9:6. ,domab® mgBabacs: b3gd@o3mgdlL ,Jomab Gzofmn” — (8. Kogobndzomalb GmBsbals Babgmgom, dbs-
3560 8.939m0dg) s . mmm 3oL ,d9MbsMEs smdol Lobemb®, (Abs@goma 3. dogdegeds, 3m33mbadmea

. @)@600330@0).

mMd9ME LEYOYS AYLbmeggmol mge@®do 1962 Bl Imgas. Ladmznsbo brmgdo Mggobmeo-
Lomgob ©930bs s Bm@MTab gdL3gEMNdgbGmemn dogdals 3gGomeos, HmIgmag 70-056530L gobdsn@mgdmem
DgdGMOmM sedagemmdsl gdmgal bab. w339 93 3gMomeda — 1965 bgmb oadnm sMEM domgmMals
»bgomgdol 3Gm3gLdn” (Bbs@gMgda: ™. gmBszadg, o. Lemmgabl o, 0. Boggsndg) LEMEMs Lgbob @gd-
bogn® ©g@&omb — 30606 Lobsbdmm Gomwsl dbs@zermm g@onmMow og393L s dobo 869300 Boyyy-
6909l sboem g3mdsdo ,890dmgqds” (“bgomadal 3Gm(39L80" 3060l BoMEOL as8mygbgds doMwsdnm
sbmzmo(300L doads 3meo@n3NM ,6M3060b BoMEILESE®). ,9b aym bgmmzgbgdal dormnsbmdol abg-
o0 8930dbgds, GmIgemacs, Ladbabstme, ndznsmns bmmdg Rzgbl mge@Mmama@m (sbmgMgdsdn”, BgMwos
69396%96@0, beamm mags LEYAMS MgmEL, H™MP 53 L3gd@ozmom ©sbym dobo 3MB(393@ s
990bgMs. Hg70bmM0L 0bGgMmgbms L3gd@Mo 3 3gMommda dombg Bomms. ngo ©as3L Msbsdg-
mm3g badgmos 30gbgdl, Jomgzgmoa 86gHmalb bmos® n8dsdal 6sBsMm3mgdgdlb (dog. ,dDosbn sdg”
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dbo@3Mgdo: m. Jmhszadg, . benmzabb o, 0. Roggendg, 3mM33mboGmo a.ysbhgma, JmEgmamaga a. bs-
9330, 1966 63@0). Rbgndgbomsb gfomsm 3domdl 3mobognm 3Mmbaby (b08060330@0b QUQOBOGBQQO).
1969 bgmb LEGMEMS Jomggmn MSTSE ML, o. (398590l 3MBgnal ,bsbymds* wawadal ygzgmes
LEIPINEG3L sB393L S 30gbol 3gMbLMBayggda bmsosem@m-abBmGomma 3MbEgJLE b ,dnumbawa-
Lo > 3MBogmMn s@Mad30mbob” beggmmdn gomaysgl (3m33mba@mma a.9sbRgmo, Bbs@gzatin — 8.8sema-
Bmbos, Jmtgmamogo — n.%oﬁaGdn). 1969 bgmb 0go 3nfMggmom ©asdlb dMgb@L — o3@mMbL, Mmdgemacs
356Ls JNEMgdnm seanmb ©8035398L dob 398am8 Jg8mJ8gwmgdom (3bmaMgdsda (,bgRmsbgma 3gmamo
500530560 8bs@ g0 g. 3gbbndzaemn, 3mMB3MBoGmEn a.ysbRgmn).

LbmEgE MMIME LEYOSL babgmb «303d0M©gds 70-056 Bemgddn Mmbomsggmals mgs@al Jbm-
FEom 505698, Mg70bmM0l yggmsedy gobdsnmadmmo b3gddsezmadal Moadn 3oMzgmo dmeo3oMm3g
393505dol ,g306y35Mg“ agm — badmeagbs, Mmdgmocsy bgmobyymgdal (396b¢Med Lodad dmeoGozne
bo@ntow Rsmgams (1974, 8bs@3mgdo: Botnsb d3gmady, 8sbg0 08gMemndzaemon, 3m83mboGmtn —
dndnbs 33966sdy). ,yzMy3o6gdn” 83500m© as8mnzzgos Mggobmmolb dbs@ g mmo sbMmM36930L wba-
396bomnd30. b3gd@ozmb ,ImgbaL® Mga@Mmalb Loymggmmamds s 3Mb(393@& Mo M0 byrmmzgbgdol
0b&9mgd@omobdo god3memhgzes. LGMEML sbGoornDayMo mose doMmdomo MmgsGMa FMmEMabs
5 babmgomgdal s6LgdMboL KBdMasgl dmEgmgdlb gsdm33gmms. Y3oMyszetg doMoommn 5356804~
oL@l doommmaon® babgo 0giss, bmmm ,4306y3560D30“ 35(3mdM0mdals abGMEoL Msbabmgd dme-
dng LadgnbbgMm Rqbmadgbsw Bomdmhbos. dgnddbs ,3mmoa@ogmbn-3gboalb® ngsga. L3gd@sgmal dbs-
&3fmo LGomo 3Mobzn3mae g3mgd@&0gNmMn ogm. yzomyzsmglb Gmmb sbEmmgdos dbobomdn Madsd
Abogzedyg, Bm3gmocs LEYONSL yzgmadg (36Mbaema 1b3gd@o3mgdol 3MMEBoamMbabBo gobws.

1975 Byl @sogs dMgb@ob ,30335b0Mn (30030L BEAg™. L3gd@ozmds ,9zoMyzemgb* GMsewoa(zos
ad9aMdgms s boggmab ,0090L* mgs@memamo bmM3dgbbds dgdmazmageds, Mmdgmbsry dmbaso
Moo 3dEsgalb — ,mgomo ®s3d5bob” ngn gfam. acdg gohbadals (0o 60&00330@0) 5 LdmB Ro-
Rogol (Jobn dogboda) Mm3sbGognmo Loygstymo, dndogmbadn gMdglb bad @gomdmng amdbmdsl-
™56 gfme, Logznfggm 3mg@Mmdsl sbnggdws L3gd@ogmb, bmmm ans ysbhgmol dnbngs s gmao
dgbbodgommals bggbmamaggos 3ol DrbGLs s obggboem 3mobGnin® s Mo@dnm Labglb dgMbsgws.
LBMEgE »3o335b0MNn (306(30L B gobws ol L3gd@sgmn, HMImBss bamszg oM GHbmaggmal
®95@mMab bgmmzgbgdal mobedgmmmay mge@maomMa dbmgeamlb ogH sm0stgdsl. ,mmdgmE Lnensd
9DEOMMms© dgobbs bmMzo doMxsbndzamal Lobomg@mmn mgs@mabs ©s sb3g@gmol Bazombamama
@958 Mol dgbobgd m3bgdsL”, bgMms 3Mn@nzmbo 3mbLESEENbY Gywbacsgo.

1979 B9mb dgas dgdbdamnb ,MoBst lll“-0b 3693096 (3m33mDoGmEn — gos ysbBRgma, dbs@zomn
— 806056 d39mndg). 89 1339 »01300658500" dmEMEd0lb Lsznmbo sEas. Momddob Jodzgm bsgbady
396MLbmbogms 3emabinmMom bo@mzgsebo aMmEgbimmo goanmgdn dmdMomdes. ymazgmoa baboosmo babg-
LddmemmE 0ym Jigmo, bemem odsbbzgbs — g@ogmmsm. LGNEML GMogo-gsMmbnm Mbnygsmmm
badysmb domamamagdal gobo dsGmogms. 1979 Brmolb goobdamanl gsbEMmmmagdal d53wga Mgs@mn
dbobomd-3omb 3gmogms aba smosfgl, godgmo ,a5ME0sbn” Mbmsggmab mge@®b bgbLazoymML
Mbmgdes, boommm Msdsd Abngzedgh — 39335L0gm mmEgbl meogagl.

nbomsggmolb mge@mal ab@mEool dmeogo (3030 1987 Bgmb oadnmds dg4b3ocab 89339
mom3s” (Bbs@gzomn — 8.339mndy, 3m33mbogmMo — a.4o6Bgmn) osbBmms. o8 L3gd@ezmdn LB
®300mb3g ©30bym msegz0Lo mgs@ Moo gbomg@niolb Mmgg3s s BaMdmeagbs doMmdommdal 1339
»390Mb03Mom* J3gmmo ReAmgdowsb ao8mbgmody sogm. 356 go6bMsb andzs LGomabG Mo semg-
35, momob dbaogbow ,Labgm3bogm osbsboms® s ,Mmms 3o3doMalb Mrmggz0Lb* 3gMomeal Ladysmml

LodMgmyg ©og39bbs. Babsmdn, MmEgbsaz Imbyysn g8y goMmwsgmom gmmamosl gobmggdmas,



©93MMS(305, MMIgemai 7980l 0b@gfngcol 0dn@s30sl baMdmowmagbos, 0bamgmms ©s Laymggm-
DM 39@dLGOEMB0m Ladmmmm BgHGomb Mbgsdws babsgMdmogn sMbgdmdom o badysHmb.

80-0560 Bemgdol ababEMmL ©s 90-056980L sbEBYnLdn Mybmseggmal mgs@madn babomdms sbs-
™0 05mdd dmEab. bbggdl dmmnb, Mggabm® aodm gmmEsbasl Ladbabomdm gmabal JnMbosdmagzmg-
dmgdo mgo@Mmaomutn 0blbEnd@0wsb. 83056 0bnbo Mozl bymddmgzebgmmsb ghmo, mge@mal
»0(3069 b3bady” Imm3zo69md96 (0adgds 8. 30Lamngz0l 4085053, Fambo, 0dbgds Jotin®, dgJL3ntal
»399mg@0” s bbg.), 398wy 30, M6, gMmnsba sbol MMgsbym BoBamsw nd393056. 80-0560
Brmgdol dmembs ©s 90-00698d0 mge@@do 1b3gd@o3mgdl ©asdgb MggobmMagdn — gndm FmMLs,
M6 9addg, mg36 Bymadg, sbpMm gbmdady, gmas megedg, sg00 Loygsfgmoady, gmfs 3o3865dy.

20LbgMEgmo badysmmb 60bsdg LEMGMsL Fog ,39xg moMdn® Bobabslbbsmdg@yszgmada ssdns- omos F5g25350
6ol 93 dabEaboMa doM@mmds 90-056 brgdol Mgsmmdba ng3s. 3gEMm 3ormg@mbal ,,(3bmzMagds e Clhenvalhereabze
LoDIsMosl” gdnfn — MREAbbymo LgbobIPom BIsbgdgdals Ladystimdn sdmAbos (1992. dbs@zon
8.333Q0d3). 3omEgmHmbols 3090l eadsd Mggobmmal sboma dMommndg@o — 50530560L gbngozobo-
do 0b@gMgbo godmzgzgms. LEMMgE 5sd0560L GBbodninGo Ji3930L Lbgswbbgs sb3gd@L batdmagnwagb-
s 3Mgb@ob ,LgBmsbgmo 3900mo ssdnsbn” (1993. dbs@3Mgdo a. dgbbodzaemo, 3.339emndy, 3. gem&-
®0dg, JmEgmacegn — a.35Mmsebos, 83539 L3gd@ogmdo dgmas bads 383¢sdgomals @s Bobm 3abEsdal
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THE HISTORY OF RUSTAVELI THEATRE is the logical development of evolutionary path professional
Georgian theatre has taken throughout its existence. Retrospectively speaking, Georgian theatre has always
shared the dramatic fate of this country. In 1795 the entire royal theatre of King Erekle II fell in action with
the Iranians at the battle for Tbilisi. Restoration of professional theatre only became possible as late as 1850
with the initiative of playwright Giorgi Eristavi. By the time Georgia had already become a part of Russian
Empire and desperately tried to preserve national identity. “The Eristavi theatre” existed for 4 years and
eventually closed down in 1856. The following step in the recovery of theatrical culture was taken by Geor-
gian amateur theatre fans. It was the amateur theatre that provided a platform for establishment of the per-
manent professional theatre by a special Drama Committee in 1879. The majority of well-known Georgian
public figures joined the committee. They believed that theatre was a fundamental instrument in the revival
of statehood, development of language and enlightenment of the nation. Dimitri Kipiani, Ilya Chavchavadze,
Akaki Tsereteli, Ivane Machabeli, Rafiel Eristavi, Kote Kipiani, Anton Purtseladze, Alexandre Kazbegi, Vaso
Abashidze, Alexandre Beridze, Niko Avalishvili and I. Bakradze were all members of the said Drama Com-
mittee. The Drama Society evolved from the Drama Committee, its charter was written by Niko Nikoladze
and the permanent theatre company was recruited by Giorgi Tumanishvili. The following actors joined the
company: Kote Kipiani, Vaso Abashidze, Avksenti Tsagareli, Mako Safarova-Abashidze, Nato Gabunia, Babo
Korinteli, Niko Shanshiashvili, Zaal Machabeli and Mikheil Kipiani.

The functions of the Drama Society included both organization of theatre activity and management. Differ-
ent members of the society became artistic directors of “the permanent theatre” at different times.

The establishment of theatre fostered the development of playwriting tradition. Ilya Chavchavadze, Akaki
Tsereteli, Alexandre Kazbegi, Rafiel Eristavi. Avksenti Tsagareli and other popular (or less popular) authors
wrote for theatre. Several plays created in the period became classic pieces of Georgian drama - for instance,
“Khanuma” by Avksenti Tsagareli. Nato Gabunia performed the lead role of a Tbilisi matchmaker in this play
for several decades. Plays by Gabriel Sundukyan enjoyed immense popularity in Georgian drama. It was the
so called “Tbilisi comedy’, along with folk mask theatre varieties — berikaoba and keenoba — that formed the
basis of grotesque and farcical tradition of Rustaveli Theatre. The political drive of the theatre was best re-
vealed in a play by Sardou called “Flanders” that was transformed into “Motherland” by David Eristavi (1882,
directed by M.Bebutashvili). The patriotic play evolved into a demonstration, and the actor that played the
lead role of Levan Khimshiashvili, Lado Alexi-Meskhishvili, became a national hero.

A number of plays were translated for Georgian theatre. Shakespeare’s “King Lear’, translated by Ilya
Chavchavadze and Ivane Machabeli, was staged in 1883. “Hamlet” followed soon afterwards. The permanent
theatre mainly employed benefit performance system. Often a drama evening included a play as well as folk-
lore dances and songs. It was then that spontaneous trend of synthesis of theatrical genres developed. This
went in line with social challenge and traditions of Georgian performing culture. Another characteristic fea-
ture of the 19™ century theatre was universality of theatric professions. Actors of the time were profession-
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ally versatile and could perform multiple parts. Some of them — namely, Valerian Gunia and Vaso Abashidze
— wrote theoretic works on drama and their heritage is rather interesting one. Being an actor required some
bravery, especially from women, who often had to face pressure from families and the society. Despite these
obstacles, profession of an actor became increasingly popular. The new generation of actors in 1890s was
presented by: Nutsa Chkheidze, Alexandre Imedashvili , Niko Gotsiridze, Taso Abashidze, Nino Davitash-
vili, Giorgi Ardashel-Ishkhneli, Natalia Javakhishvili, Tsatsa Amirejibi and Shalva Dadiani (later a famous
playwright).

In general, due to the historical and creative development specifics of theatre, a special type of an actor, that
is adequate to both psychological and anti-naturalist dramatic tradition, evolved within Rustaveli Theatre.

Another trend - a specific attitude towards adaptation of international drama — became evident at the begin-
ning of the creative path of the theatre. At first this practice was defined by deficit of national plays, gradu-
ally it developed into principal adaptation of texts and conceptual attitude to original pieces. Chekhov’s
“Cherry Orchard” staged in 1912 by Valerian Shalikashvili is a demonstration of conceptual adaptation. The
director transported the action scene to Georgia and changed the play symbolism by the national signs. The
play title changed to “Salkhino” Adaptation and introduction of Caucasian/Georgian attributes was charac-
teristic to Sandro Akhmeteli’s work and later this feature became a regular phenomenon with Robert Sturua.

“Creative” Georgian drama has never remained beyond European professional and conceptual tradition.

It followed the path epitomized in Paris and Berlin in the form of “free” theatre; London “independent”

and Moscow “Art” theatres. Professional directorship gradually developed within Georgian theatre as well.
As mentioned above, with a few exceptions directors would mainly upgrade from company actors: Kote
Meskhi, Vaso Abashidze, Lado Meskhishvili started their careers as actors. The first professional actors that
started their activity on Georgian scene were Valerian Shalikashvili, Milheil Koreli, Akaki Paghava, Kote An-
dronikashvili and Alexandre Tsutsunava.

Apart from ensemble directorship, modernist drama was that of major interest to permanent theatre. Plays
by Hauptman, D’Annunzio, Maeterlinck were staged. This was followed by emergence of Georgian modern-
ist drama. One of the important examples of Symbolist drama was “Light” by I.Gedevanishvili, staged by
Valerian Shalikashvili. Alexandre Akhmeteli stated his professional career of a theatre director in 1920 by
staging a Symbolist play “Berdo Zmania” (by Sandro Shanshiashvili). The Classic of Georgian drama, the au-
thor of famous tragic-comical plays David Kldiashvili appeared on Georgian scene at the turn of the century.
Vaso Abashidze staged Kldiashvili’s “Irene’s Happyness” in permanent theatre in 1901.

In 1918, after Russian Revolution, Georgia regained its national independence for three years, until the an-
nexia in 1921. Several fundamentally important steps were taken within this period of time in Georgian cul-
ture, one of these being transformation of Georgian Drama Theatre into State Theatre. This change of status
by marked the formal recognition and created a totally different development perspective for the theatre
company. Along with the new status the company received the building of the Drama Society (constructed
in 1898-1901. Designed by architects Alexander Tatischev and Kornelij Shimkevich, the building possessed a
style defined by art historians as eclectic with the domination of pseudo-baroque). The building by the time
(as of 1919) had been a home for an artistic café “The Chimerion’, decorated by S.Sudeikin, L.Gudiashvili,
K.Zdanevich, Z.Valishevsky and D.Kakabadze. The café was a meeting place for Georgian Modernist poets
and artists. Led by director Akaki Paghava, the reorganized company was enriched, among others, by stu-
dents of Andre Antoine’s apprentice, Giorgi Jabadari. Famous Veriko Anjaparidze and Akaki Vasadze were
part of the above studio. Performing Arts Studio was founded in 1918.



The season of 1920 opened with Shalva Dadiani’s “The Old-timers " One of the most important stages in the
company’s history was crowned by awarding the name of Rustaveli at the initiative of Drama Committee.
And thus a markedly new phase began for the theatre company.

In 1922 director Kote Marjanishvili returned to Georgia from Russia where he had staged a number of suc-
cessful performances at Moscow Art Theatre, as well as in various provinces. This name is closely linked to
the establishment of ‘Free Theatre” in Moscow. Despite the fact that it only existed for one year, this com-
pany managed to occupy a very special place in Russian theatre history. By the time Soviet authorities had
already offered Marjanishvili to lead Rustaveli Theatre. On 25 November, 1922 the company witnessed a
highly successful performance of “Fuente Ovejuna” by Lope de Vega (scenography by V.Sidamon-Eristavi,
composer- T.Vakhvakhishvili). The public was now convinced that the company had a great performing cul-
ture and creative potential ahead. The lead actress performing the part of Laurencia, Tamar Chavchavadze
became famous overnight and almost the entire troupe participated in the performance. Among these were
then young actors Akaki Vasadze, Giorgi Davitashvili, Ushangi Chkheidze etc.

This play is considered by drama historians to be the dawn of the ensemble directorship in this country.
Kote Marjanishvili formally legitimized the role of leader-director in Rustaveli Theatre. Transformation of
the company by means of introduction of the new principles created some problems. Marjanishvili tried to
introduce new repertoire and stage fundamentals and dealt with problems related to management and disci-
pline. The organizational reform was aimed at development of synthetic theatre based on national platform.
This desire to incorporate other art forms intro the drama performance led to cooperation with Georgian
visual artists, musicians and writers. Marjanishvili was probably one of the first artists who tried to upgrade
national, ethnographic flavour and make it a part of his creative language. The above trend is evident in his
play “Sun Eclipse in Georgia” (1923, scenography by V. Sidamon-Eristavi). “You may think that I am trying
to present a bride kidnapping farce” - speculated the director — “No, I want to demonstrate the entire modus
vivendi and population of the Old Thilisi” Marjanishvili attained this objective by creating an impressionist
piece. In order to create a “real “ image of Thilisi life the director went out on a “field trip” with his directing
group and explored the unique details of everyday life in districts of the Old Thbilisi.

“Masses and Man’, a play by a German expressionist, Ernst Toller (1923, with M.Koreli as a second director)
was staged in a completely different aesthetics within a scenographic structure created by K.Zdanevich. A
figure of a certain leader dressed in special uniform stood out in the mass and presented the image of the
mass’ unanimous drive.

Marjanishvili incorporated a genre-scene of grave-diggers speaking in a regional accent into his famous
performance “Hamlet” (1925, scenography by I.Gamrekeli, music by T.Vakhvakhishvili). Ushangi Chkheidze
played the role of Prince of Denmark in this performance. This was one of the early examples of inclusion of
comedy of manners into “high tragedy’, the synthesis of genres so characteristic of Rustaveli Theatre at later
stages. Libretto of pantomime “Mzetamze” was based on the folk piece recorded by the director in the Bor-
jomi Valley. Tamar Vakhvakhishvili composed the music for this play and set design belonged to Lado Gu-
diashvili. This play was the first instance of non-verbal performance for Rustaveli Theatre. A play “Lamara”
was written by Grigol Robakidze as an expression of special interest towards Georgian folklore generated by

the story of Vazha-Pashavela’s “Snake-Eater”. Robert Sturua believes that “Lamara” has the same functional
importance for Rustaveli Theatre as “Seagull” for Moscow Art Theatre.

Marjanishvili, who aimed at creation of his own team and the development of professional type of a direc-
tor and actor, looked for ideological supporters in the younger generation. Young actors and directors who
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shared his ideas founded a creative corporation “Duruji” in 1924.Director Alexandre Akhmeteli was the
leader and intiator of the corporation. On 29 January, 1924, a corporation member Akaki Vasadze read the
radical manifesto of the Durujians during the performance of Jacinto Benavente’s “The Bonds of Interest”.
The manifesto drew a line between the representatives of the “old” and “new” generations. The “old-timers”
were labeled as attributes of the past. The arrogant tonality of the message caused a great deal of irritation
in the audience and within the older staff of the company. Marjanishvili initially supported the corporation
members, but very soon, in 1926 their relations deteriorated due to serious argument over staging of Grigol
Robakidze’s “Lamara” (set design by L.Gudiashvili, composer — I.Tuskia) and eventually Marjanishvili left the
company. A group of actors (Ushangi Chkheidze, Veriko Anjaparidze, Sh. Ghambashidze, V. Godziashvili,
P.Kobakhidze and A.Zhorzholiani) followed him and formed the bulk of a new theatre company (presently
Kote Marjanishvili Theatre).

Initiator and leader of Duruji Corporation, Alexandre (Sandro) Akhmeteli became the Artistic Director of
Rustaveli Theatre. Shortly, the corporation disintegrated and vanished at his initiative, as by the time it had
fulfilled its mission of fostering creative partnerships within the troupe.

Akhmeteli had already developed into an experienced professional by the time. The aesthetics of his physi-
cal theatre was based on the concept of ethno-cultural determinism of human psycho-physique. Cultural
and ethnic belonging would become a person’s second nature and determined his/her images of individual
meaning and plastics. At the same time director was keen on issues related to the nature and regularity of
interaction between the collective and the individual, mass and a person.

Akhmeteli’s work reverberated the general principles of anti-naturalist tradition of creative drama processes
dominant at the turn of the century. Among others Adolph Appia, Gordon Craig and Vsevolod Meyerhold
belonged to the above tradition as well. Plasticity of a form gained emblematic and symbolic importance. All
component of a performance were subjected to unified rhythmic and plastic structure. An actor’s graphic
pattern of movement on stage was characterized by expressiveness pertinent to dance structure. This was
exactly the reason of Akhmeteli’s special interest to Georgian folk dance and musical folklore in general.

The situation of revolutionary upheaval provided Akhmeteli with an opportunity to provoke behavioral
archetypes of mass and individual. It was the formal confrontation of the two realities, the Naturalist and
Expressionist ones that appear in Lavrenev’s “The Breakup”. The naturalist scenography and chamber into-
nation of the first part gives way to expressionist perspective in final parts and a huge model of a battleship
with gun-ports and rebel sailors emerges on stage.

Akhmeteli’s , the so called Caucasian cycle comprised of “Lamara” by Grigol Robakidze, (1930, set designer
-I.Gamrekeli, composer- [.Tuskia) and Sandro Shanshiashvili’s adaptation of V. Ivanov’s “Armoured Train No
14.69” titled “ Anzor” (set designer —I.Gamrekeli, composer —I. Gokieli) presented director’s weltanschau-
ung within a common aesthetic structure. The director revealed yet another interest of his -towards mystery
and ritual- in “Tetnuldi” by Shalva Dadiani ( 1931, set designer - .Gamrekeli, composer- I.Tuskia) - and dis-
covered the premonition of the coming catastrophe in the dance of senior “baps”

Schiller’s “The Robbers” was the last prominent performance by Akhmeteli. The director, very symbolically,
gave it the title of “In Tirannos” (set designer —I.Gamrekeli, composer —I. Gokieli). Leading actors of the
company, Akaki Vasadze and Akaki Khorava- performed the roles of Carl and Franz Moor.



Akhmeteli’s creative “demand” determined the formation of a unique phenomenon of Irakli Gamrekeli’s
conceptual scenography.

The Moscow tours of 1930 and 1933 (participation in the so called “union-wide Olympiads” ) brought
Rustaveli theatre huge success and international fame.

1935 was marked with another wave of political terror it included cultural figures as well. The same year
the influential and independent director was made redundant. He got arrested in 1937. His performances
were used as evidence against him. Akhmeteli was charged with organization and leadership of Fascist Cor-
poration “Duruji”; nationalism and staging of anti-Soviet performances. On 29 June 1937 Akhmeteli was
executed.

Other staff members of Rustaveli Theatre fell victims to repressions. Actors Vaniko Abashidze, Elguja Lort-
kipanidze, Khatuna Chichinadze, Platon Korisheli, Ia Kantaria and Ivane Lagidze were executed as well.
Others, actors Nina Ghviniashvili, Buzhuzha Shavishvili, Akhmeteli’s wife, Tamara Tsulukidze and several
others were sent in exile.

The archives of the repressed colleagues were secretly saved by the company members Papuna Tsereteli and
Estate Berishvili.

The post-Akhmeteli period is often called the era of “Soviet Classicism” as the performances strengthened
the supremacy of state ideology. The theatre was lead by actor Akaki Vasadze during the period and the
most famous performances being Shakespeare’s “Othello’, directed by Sh.Aghsabadze (1937, set designer

- L.Gamrekeli, composer- I.Tuskia) and “The Great King” by V.Soloviev, directed by Akaki Vasadze (1945,
set designer —S. Virsaladze, composer — .Tuskia). Other directors — K.Pataridze, D. Antadze, Sh. Meskhi,
S. Chelidze - cooperated with the Rustaveli company but on the whole the above period brought no novel
models of directing.

The performance that broke the above pattern was amusing and light Carlo Goldoni’s “Il Matrimonio per
concorso” (1942, set designer —I.Gamrekeli, composer — R.Gabrichidze) directed by young Dimitri Alek-
sidze. Although, later the career of this director took the traditional heroic-romantic path. Sophocles’ “Oe-
dipus Rex “ and “Bakhtrioni” — D.Gachechiladze’s adaptation of Vazha-Pshavela’s poem — are considered as
outstanding plays among director’s work of this style.

At the end of 1940s and in the beginning of 1950s there was an influx of a new generation of artists to the
Rustaveli Theatre - Erosi Manjgaladze, Giorgi Gegechkori, Medea Chakhava; directors Mikheil Tumanish-
vili and Akaki Dvalishvili. This generation would become the driving force of the next creative cycle of the
theatre.

In 1951 Mikheil Tumanishvili staged Julius Fucik’s “Notes from the Gallows” under the title “People, Be Vigi-
lant” (set design by P.Lapiashvili, composer — A.Machavariani). The director approximated the heroic theme
to that of everyday life and presented intensive, sober perception of the reality. The facts comprising the
story were performed in a report style. Real, live people were put on stage. The characters of Kita Buachid-
ze’s play “The Love Story” (1958, set designer — O.Litanishvili, composer —B.Kvernadze) and Pavel Kohout *

s “Such a Love”( 1959, set design — D. Tavadze) possess similar qualities. By bringing in a presenter or jury
into his performances Tumanishvili introduced elements of journalistic polemics. The epitome of this line
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in Tumanishvili’s work is “Antigone” by Jean Anouille (1968, set design — V. Gunia,) a play where two ideolo-
gies confront each other in the form of Antigone and Kreont.

Tumanishvili’s theatrical conditionality is more picturesque and open in “The Spanish Curate” by J.Fletcher
(1954, set designer- D. Tavadze, composer — S.Tsintsadze, choreographer — D.Machavariani). Grotesque
parts acquire the features of masks. This trend reaches apotheosis in a fairy-tale based on folklore (by
G.Nakhutsrishvili) “Chinchraka” (1963, set designers — O.Kochakidze, A. Slovinski, I.Chikvaidze; composer
— B.Kvernadze). “Chinchraka” opened the so called Minor Scene of Rustaveli Theatre, which was meant as
internal, avant-garde and experimental space.

The so called “septet” comprising: actors Gogi Gegechkori, Erosi Manjgaladze, Ramaz Chkhikvadze, Guram
Sagharadze, Medea Chakhava, Badri Kobakhidze, Kote Makharadze and director Tumanishvili himself - is
developed in the course of Tumanishvili’s work at Rustaveli Theatre. The “septet” implies that there was a
polyphonic principle behind their creative work. This group became the major driving force of the company
in 1950s and 1960s.

1960s brought a great deal of novel ideas into Rusatveli Theatre. The concentration of creative energy is ex-
clusively high in these years, and creativity become diverse. Directors Dimitri Aleksidze, Mikheil Tumanish-
vili, Archil Chkhartishvili, Nana Khatiskatsi, Giorgi Kavtaradze, Gizo Zhordania, Giorgi Tovstonogov, Rob-
ert Sturua, Temur Chkheidze and others worked at the Rustaveli scene simultaneously. Temur Chkheidze
and Robert Sturua require special attention for their great service to the company.

Temur Chkheidze interpreted Georgian prose and drama in a contemporary context. The action of
D.Kldiashvili’s “The Stepmother of Samanishvili” (1969, set designers: M.Chavchavadze, A. Ramishvili) was
transferred by T.Chkheidze and R.Sturua into present-day reality. They devoid it of ethnographic flavour and
attribute features of intellectual drama to it. In Shalva Dadiani’s “The Old-timers” Temur Chkheidze creates
scenes permeated with “market economy relations” depicting grotesque qualities of national hospitality.
(1972, set designer- M.Chavchavadze, choreographer — I.Zaretsky). Female theme is has a very special place
in Cheidze’s works: “Female Burden” (based on a novel by M.Javakhishvili, set designer — M.Shvelidze) and
Lorka’s “The House of Bernarda Alba” (set designer — M.Chavchavadze, composer — D.Turiashvili).

Robert Sturua joined Rustaveli Theatre in 1962. In the course of 1960s he was still busy looking for his
theme and forms by mean of experimental research. This period precedes successful, up-beat 1970s. In a
play directed in 1965 — “The Trial of Salem” by Arthur Miller (set designers: O.Kochakidze, A. Slovinsky
and I.Chikvaidze) Sturua created a metaphor of a stage detail, a firefighting iron curtain and leads the audi-
ence towards the new era ( the use of iron curtain in this play very transparently suggested the political iron
curtain of the time). According to a critic:» this was a sensation of creative integrity that , unfortunately, is
so rare in our theatric life” Sturua himself considers that his conceptual directing started with this perfor-
mance. The scope of his interest was extremely wide in those years. He directed contemporary Soviet plays,
works by Georgian writer Nodar Dumbadze (e.g.1966, “A Sunny Night’, set designers: O.Kochakidze, A.
Slovinsky and I.Chikvaidze; composer — G.Kancheli and choreographer — I.Zaretsky) and works on clas-
sic prose (“The Stepmother of Samanishvili”) with Temur Chkheidze. In 1969 he destroys all stereotypes
related to a play by Georgian playwright A .Tsagareli, “Khanuma”and transfers the characters from the realm
of socio-historical context straight into “buffonade and comic attraction show” (set designer- M.Malazonia,
composer — G.Kancheli, choreographer- I.Zaretsky). In 1969 he directed Brecht for the first time. This au-
thor will later occupy a very special place in his creative life (“The Good Woman of Setzuan’, set designer

— G.Meskhishvili, composer — G.Kancheli).



It is Robert Sturua, whose name is associated with global recognition of Rustaveli Theatre. “Kvarkvare” by
Polikarpe Kakabadze is the first in the series of his famous performances. It was labeled as dangerous politi-
cal satire by the censorship (1974, set designers - Mirian Shvelidze, Ushangi Imerlishvili; composer — Bid-
zina Kvernadze).The universality of the director’s creative thinking is extremely intense in "Kvarkvare” . The
performance had a special feature of “street theatre” with its accessibility coupled with intellectualism of
conceptual art. Sturua’s anti-illusion openly conditional theatre focused on most general models of culture
and society’s existence. Kvarkvare became an image of an eternal scoundrel and the Kvarkvare phenom-
enon appeared to be a constant fatal attribute of human history. Sturua created a parable of “the-messiah
-politician” The artistic style of the performance was emphatically eclectic. Ramaz Chkhikvadze performed
Kvarkvare and became a protagonist of famous plays directed by Sturua.

In 1975 Sturua directed “Caucasian Chalk Circle” by Brecht. The performance continued the tradition set by
“Kvarkvare” and offered dramatic realization of the idea of virtue in the form of elderly Azdak — “the white
jocker” Romantic love between Grushe Vachnadze (Iza Gigoshvili) and Simon Chachava (Kakhi Kavsadze),
tender motherly feelings expressed by Grushe toward little Mishiko , attribute exceptionally poetic character
to the performance. Gia Kancheli’s music and scenography by Gogi Meskhishvili made it plastic and rhyth-
mic. “Caucasian Chalk Circle” became the performance that brought international recognition to Rustaveli
Theatre. “Sturua blew life into Marjanishvili’s synthetic theatre and made Akhmeteli’s dream of National
Theatre come true” wrote art critic Konstantin Rudnistky.

1979 was marked by staging of Shakespeare’s “Richard III” ( set designer — Mirian Shvelidze, composer

— Gia Kancheli). The interpretation explored the issue of total evil. Plastic, grotesque figures of actors moved
on almost empty stage. Each character was made a symbol, each scene became a metaphor. Sturua’s tragic
and at the same time farcical world was ruled by thirst of power. After a tour to Edinburgh in 1979 the com-
pany was recognized as all-star theatre, Ramaz Chkhivadze was called a Georgian Lawrence Olivier.

The next cycle of the company history was finalized by “King Lear” by Shakespeare in 1987 ( set designer

— M. Shvelidze, composer- G.Kancheli) . Sturua himself initiated collapse of his dramatic aesthetics in this
performance and based it on already “canonic” trip beyond the framework. He decidedly allowed for stylistic
faults, divided the state just like Lear and shoed us the diversity of the world in the era when “time is out of
joint” The final scene, where Lear bids farewell to the dead Cordelia, the set that presented an interior imita-
tion went down and finalized total catastrophe of the world tired by the long existence.

A new generation of actors joins the company at the end of 1980s and the beginning of 1990s. Among others
these were graduates of Gizo Zhordania’s acting class. Initially they worked at the small scene of Rustaveli
Theatre with their mentor (“The Night Will Be Windy” by Boris Vasiliev, “Hamlet” etc) and gradually be-
come part of the unified troupe. In the period between 1980s-1990s Gizo Zhordania, Otar Egadze, Levan
Tsuladze, Andro Enukidze, Goga Tavadze, David Sakvarelidze and Gocha Kapanadze directed plays at
Rustaveli Theatre.

The existential loneliness suggested by Sturua’s interpretation of “King Lear” became the reality of 1990s.
The protagonist of Pedro Calderon’s “Life is a Dream” Sejismundo appears in the world of dreams (1992,

set designer- Mirian Shvelidze). This play emphasized Sturua’s new creative priority — interest towards
human psyche. It is this interest and different aspects of human behavior are presented in Brecht’s “The
Good Woman of Setzuan” (1993, set designers: G.Meskhishvili, M.Shevlidze, Sh.Glurjidze; choreographer
—G.Marghania). This performance launched the “tandem” of Zaza Papuashvili and Nino Kasradze that
formed the backbone of the company works throughout 1990s (1996, “Lamara” by G.Robakidze, set designer
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— M.Shvelidze; 1995 “Macbeth’, set designer — M.Shvelidze, composer — G.Kancheli). The artistic plastic
composition “Gospel According to Jacob” (1994, set designers: M.Shvelidze, composer-G.Kancheli) present-
ed the interrelation of language, mentality and culture. “So What the Lilas Are Wet “ by Lasha Tabukashvili
(1997, co-author —D.Sanikidze, set designer — M.Shvelidze, choreographer — G.Marghania) presented the
spiritual crisis that dwelt in the society as a result of recent civil war in Tbilsi . The interpretation aimed

at solving the problem in the realm of fantasy and ritual. Shakespear’s “Twelfth Night” (2002, set designer

— G.Meskhishvili, composer — G.Kancheli) was based on simulation of parallelisms. “Hamlet” (2001, set de-
signer — M.Shvelidze) presented people caught in the vicious circle of eternal self-reflection. “Is he Human
— this Man?!” by Ilya Chavchavadze (2000, set designer — M.Shvelidze) the characters learnt the story of the
author’s assassination, which appears as a postmodern version of “ The -God- is -dead” theme. “Waiting for
Godot” by Beckett (2002, set designer — M.Shevlidze) is an intellectual, while “The Styx” based on Kancheli’s
works — a plastic resume of the above processes.

Throughout its history Rustaveli Theatre not only developed directing and acting in this country but fos-
tered playwriting and scenographic practice in this country. The company stage witnessed plays by Kldias-
vili, Robakidze, Dadiani, Shanshiashvili, Kakabadze, Nakhutsrishvili, Chiladze and others. Various artists co-
operated with Rustavlei theatre at different times, namely —Gudiashvili, Akhvlediani, Abakelia, Gamrekeli,
Virsaladze, Tavadze , the so called “Trinity” comprised of Kochakidze, Slovinsky and Chikvaidze, Ignatov,
Murvanidze, Malazonia, Chavchavadze, Imerlishvili, Glurjidze etc. Gogi Meskhishvili and Mirian Shvelidze
became co-authors of Sturua’s best stage interpretations.

Composers Vakhvakhishvili, Tuskia, Gokieli, Kiladze, Mshvelidze, Balanchivadze, Machavariani, Gabrich-
idze, Taktakishvili, Kereselidze, Lagidze, Tsintsadze, Chimakadze, Toradze, Milorava, Mamisashvili, Kverna-
dze, and others wrote music for Rustaveli Theatre. Gia Kancheli added value and quality to co-operation of a
composer with a theatre.

The secret of eternal youth of Rustaveli Theatre lies in its feature of regular self-revival.

Every decade is marked with a new creative era that repeats the rhythm of generation change. The title of
the show dedicated by Sturua to mark 100" anniversary of the theatre suggested this cyclic nature - “Gen-
erations come and go”. It was not by chance that in early 1990s a group of young actors joined the theatre.
This will be the generation that will express the creative ideas associated with the new life-cycle of Rustaveli
Theatre.

In 1981 theatre historian Kote Ninikashvili edited and published a book dedicated to 100" anniversary of
Rustaveli Theatre. Over 20 years of creative work have passed since then. The epoch has changed. The new
century and the new millennium offer new challenges to the Theatre always oriented on the contemporary.
Rustaveli Theatre has got a new champion and patron - Mr Bidzina Ivanishvili. It is with his support that the
Theatre has undergone fundamental renovation and has been equipped with the use of modern technology.
Rustaveli Theatre Company that sees its development at the background of historic phases, casts a retro-
spective glance at its development just at the dawn of the new period. The present album has been created
with this wish in mind. It is yet another photographic attempt to demonstrate the historic path of Rustaveli
Theatre.

Tamar Bokuchava
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M&J 39AMXRI6NE3NCN (1872 — 1933)

Kote Marjanishvili (1872-1933)
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"Have a look at Marjanishvili’s portrait, I love this talented artist and his portrait is of tremendous help for
me. I also love about Marjanishvili that he staged every play differently: “Urieli Acosta” differed from “the Sun
Eclipse” and “the Sun Eclipse” from “Hopla” and “Hopla” from “Fuente Ovejuna” and so on and so forth. This
marked his grand talent. He never repeated himself”.

Mikheil Tumanishvili, 1978
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3089 85035609300, 1926.

”Life in art is different from life on earth. It is more
expressive, vivid and chaste... That is why; the language of
art is accessible for everybody”

Kote Marjanishvili, 1926
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3089 85055609300, 1922,

"Theatre shall not refrain from responding to epochal
interests and demands. Or else, theatre would be dead.
Art shall remain alive and life-nurturing”.

Kote Marjanishvili, 1922
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gobm 3o365dg, 1990.

"Together with Akhmeteli he modernised the Georgian theatre, renewed the stage language, uncovered the wealth
of artistry of Georgian people, established synthetic theatre and, in most perilous historic mainstreams, he instilled
Georgians with happiness, buoyed up self-confidence and valour..”

Vaso Kiknadze, 1990
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Lope de Vega
“Fuente Ovejuna”

Translation —
K. Makashvili
Production —
K. Marjanishvili
Scenography and costumes —
V. Sidamon-Eristavi

Music —
T. Vakhvakhishvili
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séoswpby, 1922,

“Good director has proven yet again, that neither a playwright nor an actor is a
phenomenon of the first rate importance in today’s theatre, unlike Shakespeare’s times.
It shall dawn on our country that today’s theatre is “a mechanical organism”. Discipline
above all”

Ariadne, 1922
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”.. Director Marjanishvili’s bountiful hand has helped
disclose the talent and future of a Georgian artist...
“Fuente Ovejuna” thundered tremendous enthusiasm
among the society. Our theatre has relived - it forges the
renaissance of Georgia’s drama theatre”

Don “Worker” 1922
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W. Shakespeare
“Hamlet”

Translation —
L. Machabeli
Production —
K. Marjanishvili, S.
Akhmeteli
Scenography and costumes —
,,359m9B 06 Yo mo sBOEOMEIg — 5083056900 HbES 0gmbs.« . Gamrekeli
3089 856s609g0m0, 1925. Music —
T. Vakhvakhishvili
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Polonius — N. Gotsiridze
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“I was barely twenty when I first saw Hamlet, alive and
breathing... Ushangi’s eyes, ardent and afire with lightning
passion, his tormented and thought-laden face —Prince
Charming and the horrifying environment... fraught with
envy and adulation”

Solomon Khutsishvili, 1985
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Ofelia — Veriko Andjaparidze
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Ofelia — Veriko Andjaparidze
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33530 gamags, 1925.

"This performance is such a grand artistic creation that its
prompt and instant assessment is absolutely impossible...
Never before has Hamlet been humanised... Every actor
from Ushangi to Veriko... endeared to my soul and
heart and for an entire night you have mesmerized and
captured me so deeply that since my childhood have I
experienced such a dazzling influence of a theatre”

Akaki Paghava, 1925
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Ilo meampam mupa, 19235.

“Spellbound I watched “Hamlet” presented by Georgian
actors, or for the sake of preciseness - by K. Marjanishvili,
where attention-arresting original scenography of late
cubism by no means echoed with the notion or spirit
of Shakespearean times; I also felt astounded by actors’
futuristically-arched eyebrow lines, for which most of our
critics felt ready to heap laudations..”

Through the World Theatres (Russian Review), 1925
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A. Akhmeteli
Scenography and costumes —
L. Gudiashvili
Music —
L. Tuskia

“Marjanishvili pleiad actors were specially and
surprisingly theatrical; I found them most mystery-
veiled... Moulded by genuine Georgian material, these
actors, in a way, resembled medieval histrions as well as
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intuition. Laughter and joy evidence
rebellious nature of the Georgian soul”
Sandro Akhmeteli, 1925
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S. Akhmeteli, I. Gamrekeli and P. Kobakhidze
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Lsbpdm sb3AgBgemo, 1925.

“... I see public theatre not as a cheaply
staged performance. Public theatre is
a theatre of masses, where actors and
audience no longer reign, where everyone
is an actor and an audience alike”

Sandro Akhmeteli, 1925
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“Theatre is neither school nor tribune. Theatre is simply
a religious temple... Theatre and church are cults of one
kind”

Sandro Akhmeteli, 1925
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Losbpdm sb3gBgemo, 1925.

“I have to openly tell you that we used to create a heroic
theatre. Rustaveli Theatre cannot be a theatre of manners.
I do not fancy a theatre of manners. I do not deny the
Soviet reality, though I cannot imagine a theatre of
manners portraying the Soviet reality.

In my everyday work I see giants, bearers of powerful
ideas ... We cannot exist without heroic theatre, without
theatre of powerful thought... We need the feel of power
of ideas and power of aspirations... We strive to catch up
and outrun!”

Sandro Akhmeteli, 1925
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On 24 January 1924 Rustaveli Theatre was presenting an announced performance — “The Bonds of Interests” by Jasinto
Benavente (Production — K. Marjanishvili)...

The performance was unexpectedly halted... Akaki Vasadze dressed as Crispin read the Manifesto of “Duruji” to the
flabbergasted audience.

He finished reading and... The spectators’ hall filled with the appeal leaflets thrown down from the galleries... The
audience fell into complete disarray... The sensational demonstration of the Durujians split Rustaveli Theatre into two

3Molidgbo — 53530 3obadg.

Crispin —Akaki Vasadze
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3089 95693603300, ,Jsdomo bogyggs“, 1938.

“Besieged by new ideals the youth already reaping the taste of significance of genuine preparations for performances

repudiated to tolerate the surrender and, instead, forged a corporation for vindicating their ideals. I may disagree

with their course; though find it hard to disclaim their artistic achievements. Most of the people claim that these

achievements should be attributed to me, rather than to them. Here again, I can say that had there not been the coterie

of these young people, often unrighteous labelled as unskilled, I would have been unable to accomplish anything.

Forget myself, even a genius of theatre arts would have failed. The fight is launched, I happily accept the challenge”.
Kote Marjanishvili, “Georgian Word’} 1938
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November 25... Auction of the Georgian
Theatre... Profit for us...

Passions of physiology in the winkles of
history...

Laughter and sadness of pagan priests
rested upon leprous shroud towards a
pantheon_

Goldsmiths’ catastrophe in tragedies...
Ancient Drama with plucked bold head ...
Arshin Mal Alan’s guards haversacked_on
emaciated, urchin back — from summer to
autumn...

390960 3339Rgd0 LogsbGMmmEmmE
dmomsl 3Omb3gd@ by .

Joomo mge@Mn 3emadnsb Fomdnwsb
5dm 038039090 ...

3oGmo : oyl
Ath@ommgmowsb dmgstoboemn
39689360 ...

Jotormmo mge@mn sbamo (39360l
s @obgddo ..

»UONR0" - d9do (36969 ... brngddMnly
25 ... Lybgadm yogoemo

3535 %3900L ymegdy ...

Old buffalos touring on the Shota
Avenue...

Georgian Theatre emerging from a sludgy
bog...

Password: “Duruji!”

A Centaur galloping from the North...
Georgian Theatre engulfed by the inferno
of new fire...

“Duruji” — Leftist... November 25...
celebratory screams from moulds of
victory ...

sO&0bG0 d9d3sMo ...

sMBobGn (39(3bemm3zs60 ...

oG obGn a0go ...

sO&nbEo dgmoo ...

sO&nbEo gmEmmdo ..

sOG0bLEGO FogoMaymMorn Moddy ...
sMBobGn 3owbogMo ...

MG obGn Mabosbo ...

396&0360 399863980L LogHMSdMGELM
3oMbagamdo ..

»QYOYR0"!



Artist chirpy

Artist flaming

Artist insane

Artist turbulent

Artist proud

Artist on a ruffle-mane stallion

Artist insolent

Artist pompous

Centaur on the international carnival of tigers...
“Duruji”!

rnboaggmols mgs@mo
1924 6. 0sbgmab 18

0330l 12 Lssmo. Ggomabo.
Rustaveli Theatre

January 18, 1924

12:00 p.m. Tbilisi

3M®9 856560T30m0, 5mgdLsbmg sbdgdgmo, goshglbemsg
%0J0s, 3300 Abgody, 313900 3585M0dg, 53530 3oLady,
896030 3b5x35M0dg, 7 Bsbgo Abgodyg, mmom sbmsdy, Doemgs
©5335T0dg, 3530 BOMSZs, 3EsBMb 3mHoTgmo, eodod®o
3515809, 20MG20 53005300, 3oLM 35BOM0, 5egdLsb-
69 339mgbosbo, dygasgs Gog0Bgomo, gemgby mbmymo.

JHmboga: L3gdozmob Tghghgds, 30860, Absbomdgdo...

Kote Marjanishvili, Alexandre Akhmeteli, Viacheslav
Jikia, David Chkheidze, Kukuri Pataridze, Akaki vasadze,
Veriko Anjaparidze, Ushangi Chkheidze, Dodo Antadze,
Shalva Ghambashidze, Akaki Khorava, Palton Korisheli,
Dimitri Mjavia, Giorgi Davitashvili, Vaso Pataraia,
Alexandre Gvelesiani, Bujuja Shavishvili, Elene Donouri.
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,,96898)9mds ,,m8d5M5Bg 50 gm FnTomds. JoM9p560T-
30l 33505 5@8G 506@)MYLgd©s, 356 356@ ™30S
,,069059%gL Imgos bymo, doa®sd 33gbood ol Bgd)g-
30L 259m LogdEIYMBRMT0 EIFZY ... bLygsIYMBMEIE 3sdmls-
3mob 9g9ga 0958OT0 Sms® 836 bydms. «
>9Jbsbubdg ywyhsgs, 1934

“Akhmeteli started staging “Lamara” Marjanishvili was
no longer captured by the “Lamara”. He proceeded to
pantomime “Mzetamze’, however, plagued by bouts of
appendicitis he was hospitalised ... He never returned to
the Theatre after the hospital”

Alexandre Duduchva, 1934
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B. Lavreniev

“The Break-up”

Translation —
A. Paghava

Production —
S.Akhmeteli

Scenography and costumes —

I. Gamrekeli
Music —
I. Tuskia
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“dg0mxsbm Lsds!
©0539LF5M 30Gggma© Fgbl oadsls ,,Mmg939L“. MZoMMb 335530 3190y ,,53MMASL 30BgMBY 2omTIMgdols oo
33070 5855309, 53 3360l 353M 3390 FMEISEOM S MM To PYbs ImIbEsMoYm. 58 IBMOZ 30gLs (5rES Bmoliyliggdl.
300 PRO® L3RLYdgmOs JsOrmymo Mmge ol (Hggoby®s, Asbomobo, 3bs@gs™o) Fgdmddgwgdomo 3ndomds. Manbmegy-
™ol m958®3s gbdmm bligbgdygmo 53dsg0 M30bgnmo ©0bs30Bdom 3sbgzomstrgdos (Lsgnm®mog Igmmyg s 356Lsgnmmgdom
dgemobg 5dd)0)... 339G Igamd@nmo gnmasblibs Bgb dbs@gsmb oMsgmols, dbsbomdgdl (13sbgo Abgodgl, 53530 bommagsl,
53930 85bsdgls, 30m®a0 sg30mTz0mb s Lbggdl) s yggms Msbmdndsgstom.

Loggstmom. ghoame Gmdsjodg. 18.11.1928.

“Dear Sasha,

For the first time I attended your production “The Break-up” The very story-line of the Cruiser “Aurora” crusading
against St. Petersburg is a great story of heroism in itself. This story was to be moulded by steel and in steel. From
this angle the performance is a bit languishing, though greater appraisal goes to the artistry of the Georgian theatre
(Directing, acting, designing). Rustaveli Theatre was capable of producing this story with cast-iron dynamism (in the
second and, especially, the forth acts)...Fraternal and friendly openheartedness to your scenographer Irakli, artists
(Ushangi Chkheidze, Akaki Khorava, Akaki Vasadze, Giorgi Davitashvili and others) and all of your company.

With love, Grigol Robakidze”
(Celebrated Georgian writer,
Author of the famous play “Lamara”)



‘.’} pﬁ- .,;r.ﬁ -y

rpm gy O PGt
W 97/1’ ﬁﬂaya/}ﬁw—.,/%ﬁj}od,_ng 3.;51..(&-%3%
'UZ”%’ oy b areghel pogye Fersiia
¥ .f‘{ J»‘)’7 W"M %a-g’//}‘/m%r
*’:"”“T’/" 2 ol '-w Fyfopplons

Delighted by what 1 witnessed presented by the company as the Break-up, made me shout hurran
to the artists of the revered new Georgian theatre! May they stand in its service with splendour, and
I strongly believe, that they will be in the service of arts for happiness and welfare of the people”

David Kldiashvili (Famous Georgian writer)

3. 3939hgmG0
M. Gegechkori

&- 360560
T. Kvriani

3: 9o Bgoemo
V. Eloshvili
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b9Mgbogg0o — gommao bamamsdg
Berseniev — Giorgi Sagaradze

D. Abashidze

©. 565T30dg

Em. Apkhaidze

90. sggbsody

15 e 05599090 POOSM 05653FOMI0L 05 AsM8ggd o Jmsgsto Grmmgdol Fgd-
LergEgdmgdom, gggems 9dgdes 53 3oglbol M@ dl ... 3ogsagbom oy sMs Mol hggbmgols
3300 F90gdbs Mgg3mEr30®o obsdogol bsbol ‘Fgddbs. dgmbgbggol meesbls ... Rggb by
Lbgs IbO0sb Bogygdom. sg ogm HZ939, dMAMES M30L MS3mIb gMmo Lo ygom LHryemo

F0bss0dgamds dgBemgsnmms ,,(39330L Mo dols.
. 5b3gBgemo, 1928.

“Everybody, from ordinary employee to the lead actors, was in quest of rhythm for

this play... Once we found the rhythm, we found it easy to grab at the revolutionary
dynamics. With the Bersenev family we took a different approach. There was the break-
up, struggle with ones own self, in one word an entire confrontation with the rhythm of

sailors’ “dance”.
S. Akhmeteli, 1928



L, 835M0L (1926 §.) 0502358 093350 396s., B3 b(30b5e M0 Beo®Igdol dogds gno
36 0gm. LaZoMm asbs g abs 3owgg gMmbyem Tgag9dmdgdobs, Mo 3oy dmgsbgmbgom
,,90BM o<, Vgga0 053539M9dgem0 STMABES. MMAMO(S ,,sdsGs sbiggy ,,96BmMo“
303dmhbbgb, IBmdmonto, Jsbmmmdgmo. hggb dmgsby®mbgm dmaggdgdbs mebsdgmmmgy
0830, 398939900l 3P NM, 33390000 5 bsmgmo Imd®momdsbo.«

Lsbpdm sb3AgBgemo, 1928.

“Lamara” (1926) proved that our quest for national forms was not vain. We just had to
check this way once again, and we did so in “Anzor”. The results were reassuring. Both
“Lamara” and “Anzor” emerged, native, kindred. We succeeded at finding a modern
rhythm, culture of speech, rigorous and vivid actions”
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,,60g9B M0 3396d9d0 dggem Logmgs(3bMZOYM 9RO 5BSMYL, Lmosm ™o owggdo

b0, J0B360 5 Ly BYsmgdgdo gg& TgmobbIs s soFYm ... 6sdgormo Gybmsggemols

095BM0 ... bgH307m0o dog©0, 3509803700, 380G 7m0, dogdols, Fsdgdol s Lobs@ynmols.«
38065960 ,56Bmdol” dg39@ooost. 1926.

“Story patterns bear the marks of old drudgery mainstreams, social ideas are new,
the aim and the means failed to reach concord, and that has marked the beginning of
the true Rustaveli Theatre — anxious, sturdy, pathetic, heroic, questful, torturing and




,:96Bm®0 beod(399LbI7emo
000955 393MH3I 0 SS-
d0sbobs, my3o s mg3mds
9L Bggbo Ly Bnsmgdgdos,

65(30mb5YH0 G TS«
Lbabdm sbdgBgmo,
1928.

“Anzor” is a flesh-out idea
of a fighter-by-nature; Leki
and Lekoba are our means,
our national form.
Sandro Akhmeteli,
1928

36BbmG0 — a. EsgomBgomo
Anzori — G. Davitashvili
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dbs§336n0 —
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3M3I3mbogmn —

0. Babgos

G. Robakidze
“Lamara”

Production —
S. Akhmetli
Scenography and
costumes —
I. gamrekeli
Music —
1. Tuskia

»» - P390 803350090 ooy Y® osmgddl, H™3 gogsdemo-
96m0 dngdol Mo dob oerybos. Mo doBydymo dmddgog-
b0l sagbsdo hggb 309gbgdm 30803 3M0BdsTo
3585937 baeby®o 0998 Mol BmaogOho gmmdsl.«
Lsbpdm sbAgBgemo, 1923.

“We used a dialect of highlanders to emphasize the
illusion of mountain’s rhythm. In quest of rhythmic action
we use some forms of the folk theatre, tested through
critical prism?”

Sandro Akhmeteli, 1923
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%. dogmgMn
»In tirannos

(YOROQIAN)“

3363dbgemo — L. d56305d300m0

ggobmea — L. sbdg8gemo

350@3060 - o. 6086333@0

me@gaganb 356@3\560 - L.
Jodgmady

3M33mbo@mtn — 0. gm3ngemo

F. Schiller

“In Tirannos”
(“The Robbers”)

Translation — S. Shanshiashvili
Production — S. Akhmeteli
Scenography — 1. Gamrekeli
Costume — S. Kobuladze
Music - L. Gokieli

15 +ee OB 900L A dSL M Lmeggmol MmysB Mo ol mmoymo 3603g6gemmds sgdsb. gl sMols
306390 3em3bogn®o 65FsMmImgdo hggbl mgs@®To. ggb 1926 Fmowsb 0sfygdamo Fgmb
3063930 3L(350090 3magg30 esbogn®o bsFsmmgdo hggbo bygmmamo gbom, Bggbo Lszy-
0560 IgOMEoo. 3emsbogn®o 3oglbgdo hggbsdmolisi ogm s ggb ggdogxbgdom ggzgms 0dsls Mo
Fg96530g 0gm s M Aggb a39Mwom sMals ...«

Lsbpdm sb3AgBgemo, 1933.

“.. Staging “the Robbers” at Rustaveli Theatre is of historic importance. This is the first
classical masterpiece in our Theatre. For the first time since 1926 we have attempted on a
classical work in our own language, our own manner. There were classical plays long before
us and we marginalize ourselves from everything that happened before or that is near us..”
Sandro Akhmeteli, 1933



,,05(30065m9O0b Gm®OH3s LOrYmgdom s& gnemolbdmdl gdbdocmol 56 Jomgmols Pomygmesb.
oL B3gb §015353Mdm 3oGem IMMAL 56 3M0b LogomEyd M, GMB 35O MO NYEIYmS©
39035690 0gmb;, LogdEEYENEMS gH Mo MB3: bsgombseygmo by®bgdom ogmb Imgdgdyemo
dobo Labg.«

Lsbpdm sb3AgBgemo, 1928.

“Abiding to national forms does not mean to deny Shakespeare or Schiller. When we
play Charles Moor, it is not necessary for Charles to be undeniably German. There is
only one requirement —to show his character through national forms”

Sandro Akhmeteli, 1928

,,05003d0b b oo bsbosmgds
53090960 ImbydgbB)omm-
bdom. 53 IbGog Hybmaggmols
095835 Lyygzgoglim dogsem-
000 dmag(3s 0dol oy Hmam®
96005 0003390mEgL Jemsbogm-
Lgdo MbsTgMmgy Lsgboby.«
30m®ma0 bs>gdmIdgomo, 1933.

“...The style of production
is monumental in its own
way. In this regard, Rustaveli
theatre has set the best
example as to how to produce
classical plays on modern
stage”

Giorgi Natroshvili, 1933
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1300040, i Tiesnnes™ 30036 -

L9689 gm0l bagzgmgbe L3gddogmagdo - ,,06%mM0, ,,Mm8935%, ,,53565¢, “In Tirannos* - 0ge F3ISM0B)0 MYZIEYE0OO
0950 53dMbgds gmgommdol, 9ugmnmmdol, 3omma (sbemg®gdobynmob Fobssmdwga.«
dobgom 085609300, 1989.

” «

“The best productions by Akhmeteli — “Anzor’, “The Break-up’, “Lamara’;, “and In Tirannos” — represented a genuine,
revolutionary theatrical revolt against trivial, insipid, quasi- natural..”

“In Tirannos’-ols 095@®Mom®o Lsdbomgdols 3mb 3698 nmo SMgLG Mgzobm®L SOHILEMML s SMLSE gondor®agl. dsdby
36(3 Jobo M65dgMHM3z960 © sGI(5 OLBMOOIMLYd0, F9dn5M0lBgd0 35618 3mdY6. 1359, 38B0JOMd, 3mMgddnmmdols
Bzt 56 3sb3090s 030l 38305909, ™I BoMIEYEO dsmanRmydol JoMHoldo® amdol 3smmbo Hggobm®ds SomMmgbymo
©053060L30M900L 3smmbs sg0s”

6. 398>830¢0, 2004, 8cmbzmgo

“The director has never deciphered the specific addressee of the theatrical evidences of ‘In Tirannos. Neither his
contemporaries, nor the historians, nor the memoirists point them out. However, I think it will not be improper to
ascertain that the pathos of confronting the tyrannical power was the director’s personal pathos”

N. Getashvili, 2004, Moscow



15 +er 80025(59900 830MdbYb SbIgBg0 EI0Z0MYLM. LydsMaM 356J560m Fmge JoemadBg 3ooBMYL S Lo Jomsdastgm,
Omamms basmbob 3ggmo psbgmogglm.
dobliemgls JoemadBo g5309o sg30Tgd0 dobo L3gddozmgdols, MmIgmBgEss sEaTgmol 33500 50sMbs® RsbS ...

9eo0bgm, Jogmo sbo Tgagzmodgl s asdmagobsgl — Lsbo®mm sbdgdgmo Mysd0moG0Mmgdymosm. 353mabooo, 3sT-
0639 308Mdg60, Hm3 Lbgs O™ sYS.«
dobgoem mnds6oBgoemo, 1978.

“... People said Akhmeteli had been imprisoned. He was lorried around the entire city and somewhere in the outskirts
he was executed as a foe to the people.

I remember pasted around entire city the posters of his productions, where the name of the director was nowhere

1935-1936 {§. bgmobygmgdols
3b®056 35dmogH s bLsbomm
3b3gBgmob 3Hod0gs. dob 5dmMs-
900696 35TolsgynMo mmasbo-
Bo0ob 9dd6sL, dnmgnsbools
0009MMI000 358539050, mgs-
B®3o Mgz 30700 mgdgdols
DBIYOYgoBsL. 1937 Goembs
Lsb®mm sbdgBgmo sogotgl
©5 383M0B)9L. BsLmsb gHmo
©3b3M0BgL 96 gossLsbrgls
dobo sbob bsbomdms s mygs-
B®ob 056539 gemms oo

6sGoemo.

In 1935-1936 the Soviet
Government has intensified
flaying against Sandro
Akhmeteli’s works. He was
accused of founding a fascist
organisation, capturing
bourgeois ideology, neglecting
revolution motives in the
Theatre. In 1937 Sandro
Akhmeteli was jailed and
executed. Together with him,
the majority of his company
and Rustaveli Theatre staff
were either executed or exiled.
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W. Shakespeare
“Othello”

Translation —

I. Machabeli
Production -

Sh. Aghsabadze
Scenography and

costumes —

I. Gamrekeli
Music —

I. Tuskia

1356130 B3605 09580056 3¢ 338m3gmmos 0lgmo oo, binmol 4963s5begdgmo Lobs®nmo, Hmameys
371806 39635 m@Bgemmd 3mBsb0Fs ... 3oMas bsbos! Fgbadmgdgemo, 5mdso sbsmasB®s Bomosdobols
©OM006 ... ©Jg960 mBgmmbmgol mgom do§sdog aoboo msegl. «

gobo 3sBsgmmgo, 1937.

“It has been long since I last left the theatre with such a huge, enlivening happiness as I felt yesterday by
watching your Othello; probably ever since Shaliapin’s times... I bow to earth to your Othello!”
Vasil Kachalov, 1937

e



1,003 (53530 85L5dg) Begemydnmo ogm
3Mb3Mg& e ol m®oym 30Mmmdydl.
659030md© 053m 30l GoMmdmoag-
6oo sbsmo LyBmasomgdol ggbobss,
MmIgmo obFOsg0L soFodml msego-
Lo Sa0mo (36mgMgdsTo s MMIgmbsy
1339 89369090 93b ool gmg-
molidgddemg mgoligds.«

Bomgs sgbsodg, 1937.

“Iago (Akaki Vasadze) was barren of
specific historic settings. Genuine
Iago of a new social stratum is
portrayed, the one striving to gain a
place in the world; who has already
engulfed the omnipotence of money”.
Shalva Apkhaidze, 1937

L8535 — mBgmm Jgbsbodbsgos. dodshbos,
™I gb 0953 OS YO0 IMZgmgbss ... Y-
5909, Lygggmgbm g3ges B3gb e@gmeas
Yo,
33003060 69300mg0h-036h963m, bamggsbm
séJogoesb, 1995

“Khorava - Othello is stupendous! I think it is
a true theatrical event.... fabulous, the best of
all our Othellos”
Vladimir Nemirovich-Danchenko, form a
family archive, 1995

1,1947 Ggmos. 050msgHos
OLbmsggmol mgsd ol asbs-

BHNgdo dmbzmgdo. 53930
beo®ags ,,m@gmmbc 935656369,
053589000 Fom3mEagbsl 0sds-
Ymds... Iongmo 3933060 Jyhs
bsmboom ogm asggoomo, Goiss
beo®ogs 30dmbbs ... mgs@®ol
‘YgLsligemgmmsb ogo byemdo
3085(39L s LobB Mg sby
SBoML... «

dobgoem mnds60Bgzo0emo, 1978.

“It is the year 1947. The tour of
Rustaveli Theatre in Moscow
finished. Akaki Khorava played
the last, extra performance of
“Othello”.. Entire Pushkin Street
was overcrowded with people;
when Khorava showed up... at
theatre’s exit the crowed lifted
him up in their arms and carried
him that way to the hotel....”
Mikheil Tumanishvili, 1978
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1,98 F960 06580 1921 Gl 3m@yg dom5560T3g0m0 Losbemols bymobgggmgdom s3lgdrs mem-
b3L. g 030 M35 E0EBIBL MRS, Mog0Lsgg 6gdom Fogos Lbgsgsb, Jo3®sd ®Is 3gsmo
30 3@ M35, 3gMg LEbEMM SbIYBgeMds MGSBMO gsemygBy Tgoggbs. Lab®m sbemgBgemols
Fobgmo@sh 6 - 7 Gemols Fgdga go@™do hggbo msmds Imgows ...
... 9b 333960960 Fgbmds Bgdo Fdmdmoaygmo babmo ogm ... dgeg dgs Fo3900 mys@MH0sb,
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dobgoem myds608g0emo0, 1978.

“In this building, in 1921, Kote Marjanishvili used to refill the generation with the spirit
of novelty. Here - in this building - he stayed for quite a long time. Then, at his own will,
he went to another place, though leaving behind visible and deep traces. Then Sandro
Akhmeteli came and made the Theatre prance. 6-7 years after Akhmeteli our generation
came ...

This beautiful building was my home... And then I too left the Theatre, where I had

worked for twenty-five years”
Mikheil Tumanishvili, 1978



,,0-60 EME® 3969300 MMIsbB0zmbo, dszo
0950, 030 YNB0MMmdSBg MmEbsg Bgs-
F990 0gm ©8 m300 53 gmxzommdsl mgss)-
SO 0585T050 350357 (393005 berdg,
0g693ms gl 3emgbydo, bmds, Mmgdgdoos
07 309309M. M53gbrgM gmgoms, msgobo
dMolbsbg gsdmbgms 360935%g oy LydEZmby
0-6 PmEmb bydmmdoms s dbosymo
Loomom EsYIMSgMHgdos.

dobgoe mxds608g0emo, 1978.

“Mr. Dodo, romantic by nature, mad
theatre-lover, stood above triviality and
often used to transform this triviality - be
it plenum, meeting, rehearsal or first night
performance, into theatrical play. For so
many times, Dodo used to conclude his
menacing speeches on the meetings with
jokes and cheerful laughter”

Mikheil Tumanishvili, 1978

CnNandmn
(cmem)
J[™JJLNdI
(1910 — 1984)

Dimitri (Dodo)
Alexidze
(1910-1984)

109580l by®zomos
M35 990990 g0 Lob-
3OO S gbogdognmo
395gmz0mgds dosbogml
35g7M909mls, sgbdscrmls
9M3IROOYO0 (3b@zHY-
4530, mdg0lo s8semg-
d9mo aMdbmdgdom, dobos
BbgmdMogo 0©ggo0om,
%36Lseo AbsB3O ™o
bgmobgggmgdom.

omEm Smgdbody.

“Theatre strives to instil
its audience with as much

happiness and aesthetic
pleasure as possible, help
them through daily routine
with its sublime feelings,
pure ethical ideas and
healthy artistic aspirations”
Dodo Alexidze
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C. Goldoni
“I1 Matrimonio
per concorso”
(“Fiancée with the Poster”)
Production —

D. Alexidze
Scenography —

I. Gamrekeli

Music —
I. Gabichvadze
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4930590 dbemrmme Loyggomgbemb 06sbsgl. oL dsgogds
dbgmos Abggmmds, 3533, hgdo sBOom, 0go msgols gyms-
bobsmgol s9(30mgdmam Fgodbggms ,,moadml dgagl,
1,006 M0mMBbL s, 5 MJds NbEs asblsigogr®mgdgm ,,Leds-
GoMAmmb sgoTom . Tgbsdmms, Jogg Ms0dgL. gl bdgd-
B930900 98939005, 5¢8mPgbgdo. dsmo Fgddbom mgs@®ols
2396300560950l 0bBMM05B0 gsbls3nmMgdyemo gds3gdo

gom000905.¢

dobgoem myds608g0¢m0, 1989.

OGS — 0. MmsObbodzomo

350059 BmbB960 — Se. ;meody

- T .
“The history is severe and fastidious lady, stockpiling
only the best in her saving box. It is difficult to make
judgement for her, but, in my mind she would definitely
put aside for her savings box “Oedipus Rex’, “Bakhtrioni”
and, of course, stunning “Fiancée with the Poster’,
perhaps, something else too. These plays are ascending
phases, the discoveries; their creation marked the
establishment of particular phases in the history of

theatre development”
Mikheil Tumanishvili, 1989
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Sophocles
“Oedipus Rex”

Translation —
D. Gachechiladze
Production —
D. Alexidze
Scenography and costumes —
E. Lapiashvili ,,00bLmgLs (3bMg gsdsmo ,,moadmbols otgagmog. dogmo Joemsdo J1hgddo, dsBMyddo LabobzmggdBos 3o (3LoEMdES
Music — 39m9(36m g8 LM dI? 53530 beIMS3s, 83530 3oLady, LgHam Bodo®nsdg oy gmbo dsbgasmadg?... 333500 Msgo MMT SO
O. Taktakishvili V9296553065, mmbogg bs agbsbs.«
Choreography — Lgdago bgdsbmgo, 1974
D.Machavariani

“I remember heated debates about “Oedipus” Whether in the streets or in the markets, or taverns people were trying to
decide who was the best of all kings — Akaki Khorava, Akaki Vasadze, Sergo Zakariadze or Erosi Manjgaladze. Not to
find yourself disgraced, one had to see all four of them”

Sergei Strakhov, 1974

53930 bea®ogs 33930 golsdy LgGam Boge®mosdy 9mmbo dsbgasmady
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Vazha-Pshavela
“Bakhtrioni”

Production —
D. Alexidze
Scenography and costumes —
E. Lapiashvili
Music —
A. Chimakadze
Coreography
— G. Odikadze

1,086 M0mBo 030l J535MOM0S, M) M ZgMObsymBogMos
bgemmgbgdol 3563005096590 393330 Mmbdomo Imbs(s3-
g0, Sbeobsggb GoblgmsTo smEbsmo @Msooogdol
39dmygbg0s. SbS ,,856@M0Mb0o FoMImagomagds Hregmys
9bmaggmols mge@ ol 036530dwggernmo asbgomsmgdols
Fomdmabsbggmo Fgdmddgmgds. $35Ba(s 9brs ggdgdma dobo
Fom358900l oo dsms s 3Tg0mds. <

©odog Mo xsbgmody, 1960.

“Bakhtrioni” exemplifies as to how benevolently
productive can be the hereditary succession in the
development of art, the use of alive traditions in
aspiration for the new. Now, we see “Bakhtrioni”
as an artistic performance depicting the successive
development of Rustaveli Theatre. Here again, we need to
find great power and peace to its success”.

Dimitri Janelidze, 1960
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B. Brecht
“The Threepenny
Opera”

Production —
D. Alexidze
Scenography and costumes —
P. Lapiashvili
Music —
K. Weill
Choregraphy —
L. Zaretski
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Y0056 Tggsligds 9bws Tgdemb Tgdmmb. ,,dmgb ol
bsom®om” Rggb yggmsbo dgz0(339cmgm.”

EEEO 3mgdbody

“If a director decides to produce any play by Brecht he
will no longer be able to restrain himself to an ordinary
theatrical show... An actor, for instance, will have to
“disconnect” himself from the role and evaluate the hero
from a distance together with the audience. We have all
changed ‘for the sake of Brecht”

Dodo Alexidze
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,,h396 839h3969dm©s, Hm3 sbIgBgemols Bgdgy Hbmsggemol mga@ Mo 0d3d 3sMgabyemo 9g39d@gdols, 3maddg-
B, 3505998907 mo© LsBgodm, 9B, g5ed MYSBMOS(5 3O ... hHgdl oM To gshbes hsbsFgmgdo: ,,obms
180g3900900b @AM 3053, YBES 33MIBIM™M SBIASBOEMIS 5 F3Jd6sm Sba0 MYIBHO — 3615 olgmo,
OOAMO05 YL ... 308330 SBMASBOES domgdols gHM0sbmds s JoBbol Logbswy.«

dobgo myds609g0mo, 1989.

“We thought that after Akhmeteli the Rustaveli has transformed into the theatre of visual effects,
pomposity, excessive festivity, and furthermore, into a fake theatre... than you find notes in my diary:
“Now is not the time for inertness; we need to forge the youth and create a new theatre — not like the one
of today... Important is the unity of young forces and clear vision of the aim”

Mikheil Tumanishvili, 1989
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L OPbmggmol M998 Mol bygMmem b ooldgs S835M® 0(330m0d BMbsmmmdsl — b3gd-
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30356500 0539 .

dobgoem my85608z0¢m0, 1989.

“The general stylistics of the Rustaveli was vividly changing its tone — the performances
acquired psychological implications. The criteria were changing gradually, albeit vividly”
Mikheil Tumanishvili, 1989



aNban®@
N3asbnaanc
(1921 — 1996)

Mikheil
Tumanishvili
(1921-1996)

,,b3gMomE 56 doggsml Rgdo
L39d®o3emgd0, md(3s, Mol
39dmbs3mobogs, dsgsemo-
050: ,,9535690 Imgogmo.
9L sads dsm0sb Joggs®s,
Smdsm 0303, Gm3 30639-
md© 5g asbs hgdmgol bsmgmo
0336030B5(300L 3609369 dS ...
3m, 3093 HmIgmo b3gddsgmo?
Semdsm, 35065 ,,56@0ambyg«.
3506(3 30 5™, hgdmgol gb dsm0s56
3d609369mmgs60 L3gdBs3emo ogm.
,:90B03mMbgls 359mTg9ds msgo-
©56 Lsogm ogm. sliggg Imbs Sem.
hbgodols ,,boBgse. st(5 53 b3gd-
B3 9939000696, M5 O™ ogm!
Sbms 30 gb semsmsgol sblmgl.«
dobgoem mnds608z0¢mo0, 1989

“I do not like my productions as a
rule, though there are exceptions,
for instance, “the Spanish Curate”.
I loved this production very
much, probably because here,
for the first time, I realized the
significance of improvisation...
Oh, and which other performance
did I like? Perhaps, “Antigone”
No, not perhaps, for me it was
such an important play. Releasing
“Antigone” was doubtful at first.
The same was the case with A.
Chkheidze’s “Bridge” Neither this
play was allowed to be released.
Oh, what times! Now, no one
remembers how it used to be”.
Mikheil Tumanishvili, 1989
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J. Fletcher
“The Spanish
Curate”

Translation — ,,960. 8obggasmsdols s g8. sggbsodals Boge goblsbogmgdnmo  “E. Manjgaladze and E. Apkhaidze as Lopez and

G. Pronispireli m3glo s Eogam msdsds Fgodmgds Assbomdms mligs- Diego can easily boast to be masterpieces of acting
Production — G™MB0b gg3™om Rsomgsmmb.« technique”

M. Tumanishvili dobgoem o98560330mo0, 1989 Mikheil Tumanishvili, 1989
Scenography and costumes —

D. Tavadze
Music —

S. Tsintsadze
Choreography —

D. Machavariani
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dobgoem my8560830¢m0, 1989

“Erosi Manjgaladze as Curate Lopez was outstanding. Dressed in long,
head-wrapped, rumpled soutane and sandals, the cross dangling down
to his grease-laden belly... wagging around....this pendulous-abdomen
blasphemer, lustful and gluttonous wandering in the city and god knows
what he was up to just to gain profit”

Mikheil Tumanishvili, 1989

190mb0o Bsbgasmady — dgools bgdogdo, smshggnmgdmogswm boZogdo,
90Ombo basm®om oo dbsbomdos. d3MFYgobgsmyg dmbssgdgdo sdsb, 9dwmoc-
9o 0b@0 (309, b3ggmgsbo bds s gnmol Lomdm, Mo YdzoMgslgbos
bgemmgbgdsdo.«

dobgoem y8560830¢m0, 1989

“Erosi Manjgaladze — favoured-by-fortune, extraordinarily talented; Erosi
is a great actor, fabulously talented, enriched by intuition, gifted by mellow
voice and heart warmth — so very valuable in art”

Mikheil Tumanishvili, 1989
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13030 3939& 3000 d96930L5356 dmdgdnem
BOmIbBL gmggmmgols 33306 boswsgls
1d9600s BgLsBnMo Fthmdols demygstrg-
™300, 03379mby©o, bygHgymo ...

dobgoem my35608z0¢m0, 1989

“Gogi Gegechkori has always nurtured

his nature-granted talent through envy-

arousing diligence — so impulsive, edgy..”
Mikheil Tumanishvili, 1989

,»&330560, 893393396870, 3B 50 0BsbLHMs-
G0, 00305050 3e3liBogn®o, bbggd By dgdow bsgombo,
35053m3L30L BHR0smo, BB NYOoLG Yo mgdbgdol
dobgBgmo, 965dmbFHgdyemo 3mdg dobsmady.

dobgoem my8560830¢m0, 1989

“Intelligent, vigorous, persistent in his work,
uncommonly plastic, bookworm more than the others,
fan of Mayakovski , author of futuristic poems, silver-
tongued Kote Makharadze..”

Mikheil Tumanishvili, 1989

1090095 Bsbogs — MHdomo, (53000300 STYMEO, MOMOB-

doms 3 boggs®ymom, bomsdsBoms s ondm®om Loglyg.
gmggemmngols dsenbyg Bybdow slbsdes bomil hsbosgod®l ...
3900030l — 353535(5900L 38580 Joemn®o Lomdm Tgdm-
3Jmbs, Ormdom 3o Lbgslogom gogzen®om BMmImMds.
dobgoem myds608g0emo, 1978.

“Medea Chakhava — gentle, compliant, abundant with
lyricism and love, beauty and humour. Always accurately
fleshing-out the contemplated.....Mediko introduced
elements of female warmth into fraternity, while at work
displaying masculine diligence equally with the others”

,,9b39bgE0 IMggmo G S0l Ibmem Rggnmgdcogo
39020 Gomdmoagbs, 030 35633910 dmgmgbss mgod)-
M5 byemmgbgdsTo. 3 L3gddogemBo Aggb agbodmsgls
M990 0935603300l oM Bs6BSB0Y, oo
399dmgbgds, dsbgzomo 0dmmo, M3 gbmegb sy0emgdgemos
F933oM0B)0 byemmgbgdobsmgol.«

Bomgs m38d58odg, 1955

“The Spanish Curate” is not just an ordinary, good show.
It has marked a special event in the theatrical art. The
play fascinated us by Tumanishvili’s fertile imagination,
delicate taste, lambent humour - so essential for a true
artist”

Shalva Ghamvashidze, 1955
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“THE SEVEN” —
Medea Chakhava,
Erosi Manjgaladze,

f Gogi Gegechkori,
ey Ramaz Chkhikvadze,
Kote Makharadze,
Badri Kobakhidze...

3b53)39M0 . MS5350Y

dng

Painting D. Tvavadze
,,53960 Ly0bBYMYLm Hmeo Bgddbgl dsm 53 Fegddo! Ms Fmdl 0ggbgb dsmo 3gMbmboggdo 3m@ntbydbyg gdwas® adoty-
b0bsgsb, HmImgdos 356580y MPbmaggmol mged ol bzgbsBy 30bsMHMEBYL. hggb bJomsw® a330(369300b96 53 ,,sTs-
dmgdols, ,,830f0gMmgdol 45dm ... doa®sd boggs®mobo LHmmge sdobsmgol gnygsmwom.
dobgoem mnds6oBgoemo, 1978.

“How many great roles they did portray during all those years! How distant their characters stood from the heroes on
cothurni that had inhabited Rustaveli Theatre stage long before them. We were often criticised for this “disparagement’,
“down-to-earthiness” However this is what we were loved for”

Mikheil Tumanishvili, 1978
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P. Kohout
“Such a Love”

Production —
M. Tumanishvili

Scenography and costumes —

D. Tavadze
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G. Nakhutsrishvili

¥ Sobugiariot ' .
B “Chinchraka”
,» 33069 Lsgbob asblibol 0yl 39 30O ... g0 M 0y 56 3356989l (BoMLgem oMbyl ,,d5BgnsMgdoc) dgmty
96005 g(39mm. s g5 bLsFobssmIgam Abstgl dogsfywo. sgomy a. babyMoTzomol Besdsmo ,,&obEMmsds 5 B6@)>Bo- (A comedy according to popular
mOMOS 0530(9g. dbgmos emmon®o dbsbomdgdo sogmmom d3emgdols, 5m3950L, BI3MYo amEosmgdols s Ro©M- Georgian fairy-tales)
J9d0b 05353%y, doa™sd 350 Agdo mbmgbs anmmsb 300B)5bgl ©s... BEI3Mom 435 sgegm. <
dobgom m)8s608z0mo, 1983. Production —
M. Tumanishvili

“I could not give up on the idea of opening the minor stage at the Rustaveli... If we are not allowed to stage one Scenography and costumes —
piece (“The Cheaters” by Marcel Carné) we shall try for another.... And I rushed towards something completely O. Kochakidze
opposite. I picked up “Chinchraka’, a fairy-tale by G. Nakhutsrishvili and began to fantasize. It is so hard to talk A. Slavianski
respectable actors into playing wolves, bears, fairy ogres and wizards but they concented to my request and... we L. Chkhikvadze
ended up with a fairy-tale” Music —

Mikheil Tumanishvili, 1983 B. Kvernadze

Choreography -

Y. Zaretski

1053 96 9bS 9053535 Lgtamlb s MST>BL 53
L39dBo3em B0, gb gmggmmgols oo dbsbomdgdols
3b0s e 253mambgds®, 30535990 053530l
095G NMO BJOgMZYMZO 0gm.

dobgo myds609g0emo, 1983.

“Whatever the part Sergo and Ramaz would
act in this play, it always turned out a cheerful
contraption, theatrical fire-work of passionate
performances”

Mikheil Tumanishvili, 1983
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1 &0bZM5J5 3903500l My3mbLBMYI (305 S gmgzoms, Bsg™sd magolo gm®dom
domBg b 0003 83 MYIBMSE A GMMOISL;nB ... Aggb gthmo Fgbggoom Lsdsgd-
3M B3356l 3939dm©0m, 35853 Lobsdgomydo EMY356gem EyBY gLondHmo-
0, 330 M3 b3gddo3mb oEydos Losdmgbgdoom NYNMYdLIL s SsBOMydo(s.«
dobgom 085609300, 1983.

“Chinchraka” was not a re-enactment of the Berikaoba, albeit standing very
close to this theatrical form by its form. At first glance we were telling a
child’s fairy tale, though in reality we spoke about the present. Therefore, this

performance pleased both children and grown-ups equally”
Mikheil Tumanishvili, 1983

»» 3935mabgdgmo ogm oo dbsbomdols LabGenmgdmogo
16560 35053T9000L3, dbgmo LoRYMYdgeo ogm, Hmd
58 3000565 3031 Bggdene sl 939029, 28960 930430 ©2

9b&nbogs.
dobgoem my8s608z0¢m0, 1983.

“Breathtaking is the word for great actor’s striking ability

to impersonate a child. It was hard to believe that this

grey-hair man could prank, dance and jump so easily”
Mikheil Tumanishvili, 1983




1,90 0690635y 56L5FdmOls gg0Mag060 M35 Abozgsdy
30dmABES ... Bbsbomdl d7bgdoleasb dmdsemgdymo gl
18000MgLo Fomdmbabgs, 06@mo309 s yggmsby Gom-
da9gbgmo sd@omergmo bgmgdol Fgmbbgol nbsmo.
0336003065305 dobo LB 0doss ... B33sBo bsoMBIOG Lobggols
bas®do, gondsdmsto 3dsgmagomgdom dgdfagl. ogo ygg-
m3739Mb 0330L78mo 0ggbgdl: mgdsbs, &adudbss,
39mmE0sbs(s, bndHmdsbac, mbybgemdsbs.

dobgo myds609g0mo, 1983.

“This wonderful company was crowned by Ramaz
Chkhikvadze. The Mother Nature gifted him with
affluence of imagination, intuition and an ability of
inconceivable artistic moves. Improvisation is the world
of his oyster. Ramaz curves galleries of different images
with gluttonous satisfaction. He uses everything freely
— theme, text, melody, joke and prank”

Mikheil Tumanishvili, 1983
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Jean Anouil

“Antigone”

Translation by —

O.Chiladze and T. Chelidze
Production -

M. Tumanishvili
Scenography and costumes —

G. Gunia

Minor Stage

36@03mbg — B0bs 33gMgbhboemady
3M9mbo — 90Bge dsmsmsdgoemo
Antigone — Zina Kverenchkhiladze
Creon — Edisher Maghalashvili
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360. 9590 Fomgmo bomohols Gy, Gmgmts bagosm basmohs«.
dobgom 085609300, 1983.

“The style of the performance was plain. Bent towards the spectator’s hall round square,
a circle of red carpet in its middle to resemble a wrestling pitch”
Mikheil Tumanishvili, 1983

19680367 Mo dbmgdbgoggemmdols, m®o Lsdo®mol3-
06 3AF53Lob IBOHMbS. m®o 3567965, HMBgemos 3beby
309d56900. 90033 - BybBo ool bsoom doddols, dgmmy
053000 7365900 BogBboagdom yggmexggml nmggl, s mgg3L
05 395@9LBOMAYm Lodyysiosl Jobols.

dobgom 085609300, 1983.

“Antigone is a confrontation of two standpoints, two
opposing believes; two vehicles driving fast along the
highway. One of them is clear about the destination
it heads for, the second disturbs everything by weird
zigzagging, creating a threat of a crush”

Mikheil Tumanishvili, 1983

36@0g3mbg — Bobs 3g3g™gbhbomady
3Mgmbo — LgMam Bogs®osdy
Antigone — Zina Kverenchkhiladze
Creon — Sergo Zakariadze




196803069 0073905 030@MT, HMT 58S M65BIS 0lg oems-
356530b s dmod(39L, Omam®5 30mo3oL bFomwgda«.
dobgom myds609g0mo, 1983.

“Antigone dies because of dissent for talking and acting as
needed by the others”
Mikheil Tumanishvili, 1983

1:3M90B0LS 5 36@03mMbgl MomJdol mBImFnmosbo os-
ma0 653003000 MOHMSEGIMES 0gm. M3 RO 5JBONMO
bgdmEs 3Mgmbo — Bods®osdg, oo g™ PEdmdgmo,
R0NB0 — 9bB0ambg — 339M9bhboemadg. b3gdBe3eol Tgd-
@93 350289072, JobEadEmoe - IO 30©g3 byedmyod-
dgem LgMamb M38wgbrg®dg Yndgsdl: Bobs pmgl LFmogo
05359 ©s. 080 3mbnbodgol LsTysmgosl s® dsdmggy,
Baomols my33030m JogtHobgdms! Mo gbsbodbsgo
‘Ygadbgdos!«.

dobgo myds609g0o, 1983.

“A forty minute dialogue between Creon and Antigone
was a true wrestling of minds. The more Creon
(Zakariadze) got active, the more stubborn and obstinate
was Antigone (Kverenchkhiladze). After the performance,
so exhausted, tormented, yet breathless Sergo Zakariadze
often used to say — today, Zina played correctly. She did
not give me time to catch breathe, she jumped at me as a
falcon at its prey. What a beautiful sensation!”

Mikheil Tumanishvili, 1983

36@0gmbg — Bobs 339Mybhboemadg
399mbo — bmbm msemody

Antigone — Zina Kverenchkhiladze
Hemon — Soso Lagidze

L5305 033l 396 35535689~
dmo 05 530 ™3 hgdl dombsd-
goMmb dogsgomby. o 3ggdgdo
dogmygdsmyg, nhobs®, asdmyy-
96909 FgLodmgdmmdgdl s
3503l EEgNS 3369000
oEsLTYm sEa0mgdlL*.
Bobsows 33909bhboemady,
2005.

“I could not outdo myself;
therefore I looked into my
inner biological ego. There I
sought for dormant, invisible,
yet unused possibilities as
well as clusters soured by past
maladies”

Zinaida Kverenchkhiladze,

2005
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9. m8560830¢m0, 1983.

“It often seems to me, that the Seven of my generation were a bridge of a kind... across which our romantic,
declamatory, pathetic, rhetorical theatre went towards the theatre of director’s metaphors, where actors played parts of
musical instruments in a huge orchestra. This was a thirty-year long passage from A. Vasadze’s “Motherland” (the 40-

ies) to R.Sturua’s “The Caucasian Chalk Circle” Heaven and Earth!”
M. Tumanishvili, 1983
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dobgoem myds6oBgoemo, 1983

“We now have a lot of minor stages in our theatres. You cannot surprise anyone by that anymore. And we did it in 1963.
We opened it! Now, it is so easy to write the word — “opened’, but then everything was more complicated. A minor
stage makes it possible to look into the most intimate parts of human life. Though, do we need this? I still believe it is

necessary. Let the grand stage be the venue for the grand art... And, let the minor stage have a “key-hole”
Mikheil Tumanishvili, 1983
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“In the process of work I enjoy particularly the period when preparations are over and the passage to improvisation is
opened... Improvisation and inspiration are identical notions for the theatre”
Gizo Zordania, 1985
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Sulkhan-Saba Orbeliani

“The Book of
Wisdom and Lies”

Production —
N. Khatiskatsi
T. Magalashvili
Scenography and costumes —
K. Ignatov
Music —
N. Mamisashvili
Choreography —
Y. Zaretski
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Lgham Bogsdosdg, 1965.

“From the beginning I was an ardent supporter of
vocalizing Saba on our stage. It is gratifying to see that
the Theatre entrusted this play to the young generation,
it makes feel sound and healthy spirit of the youth. The
book is the bearer of the same spirit itself. It is so plastic
and musical”

Sergo Zakariadze, 1965



d. gemombdadgzamo
,0JoJM()

dJbIM6IIBN

gg0bmo —

oﬁ)ﬁnqv F?)bo(ﬁ@)oaSoqm
dbs@3ztigdo —

™. gmBs30dg

o. benagabl o

0. Ro3gondg
JmBgmaogn —

0. DoM(330

M. Eliozishvili
“The Old Pipers”

Production —
Archil Chkhartishvili

Scenography and costumes —

O. Kochakidze,

A. Slavinski,

I. CHikvaidze
Choreography -

Y. Zaretski

™. 353gmMns.
,»,8J®JILOL RAHXRNTIN

gg0bmGa — 3. oo joxsbadg,
dbs@zsta — m. momsbadzoema,
dmEgmamsgn — M. morondy

O. Mamporia
“Under the Shades of
Metechi”

Production — G. Lortkipanidze

Scenography and costumes — O.
Litanishvili

Choreography — R. Lagidze
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20%Bm godesbos, 1994

“Going to theatre is an unbridled desire of Georgians. An artist lives in every Georgian”
Gizo Zordania, 1984
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9. :98560830¢m0, 1983.

“I left the Theatre when I felt, I have finally lost the string connecting me with my
friends— they had nourished new interests...
I left the Theatre when I felt that new leaders, partially through my help and support,

had emerged on the horizons of my Theatre”
M. Tumanishvili, 1983
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939ob deggfieber
mgdnéd Bbgodg, 1984

“An artist is always strives to
penetrate into human heart.
Who do I work for? Who do
I stage performances for? For
those with kindred thoughts
and aspirations. I do not even
want everyone to like me”
Temur Chkheidze, 1984
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D. Kldiashvili
“The Stepmother
of Samanishvili”
(Small Stage)
Production —

T. Chkheidze

R.Sturua

Scenography and costumes —
M. Chavchavadze
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©ao 9demsdg, 1979

“The performance was produced in 1969. Though
T. Chkheidze started working on the play, R.Sturua
had to finish it... T. Chkheidze’s concept was built
upon psychological comprehension and principles of
reincarnation. Sturua modified this principle. For the sake
of preciseness, through synthesis of both he offered us a
technique of distant screening into performance”

Dali Mumladze, 1979

,,0. Bbgodg s &. gy n®9Ns 3559MYdgem0 MG oG Mdom 0ggbgdgb &®s
09580l Lsgdsgms 03 HMoYEgL, IMs35m60T6S bobaBl, Mo(s Syo¢
3Mmdmgdgool asblbsbogmgdobsmgols, ®mdmgdo dsm — dmgsmadggol
2093900

03

“T. Chkheidze and R.Sturua with a convincing artistry use the genre
most complex and multi-pixel drawing of theatrical colours, so vital
problems that so much concern them as the citizens and the artists.
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Ivane Ribakov, 1976
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Sh. Dadiani
“The Old-Timer”

Production —

T. Chkheidze
Scenography and costumes —

M.Chavchavadze
Choreography —

Y. Zaretski

129 Gob ogm ogdne Abgody Hybomag-
gmobl 099830 ,,a9d06gmbo H™d
0505 33 13gdd)d3emBo I3og0mE 3s5dm-
0b5BS 0y M5 3dogMm 3sbo(3os 030
F396 ndmegegl gMmgbnem Lo gogsmbe.
ombgd Fnddydodg, 1991

“Temur Chkheidze was 29 when

he staged “The Old-Timers” at the

Rustaveli. This production showed us

vividly how deeply he was concerned

by our most heartfelt national pains”
Josef Chumburidze, 1991
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9096 33399300, 1972

“A table on almost completely naked stage is an artistic
image of the performance. A table and nothing else... A
giant table... Everything develops around or near this table.
It is with every character, standing next to everybody. Here
collide the fates and interests of so different people. Here,
people eat and drink, argue, love and dream. And here crash
the hopes too”

Eter Gugushvili, 1972
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F. Garcia Lorca

“The House Of ,,09 09305m5 Jobsbaogl ngj@)\bdgﬂg(‘;, Lods sbomdgdl obgmo dFodm 6@6@0;](2})0, sbg
308 gm0 3O739L0TYMI® 3580mbs6o PYHM0gHNMIS 3JMmbogo sTYSMgd MO, MMAMMOs
Bernal‘da Alba” 1,09M65G05 SMdsls Labeno«. gmggem b bysg 08 00dsm dsgagdl sm Tm®ol HmI s®ols
2503 ygmoc.
Production — ,,309L0bL s@Lob, 30gLob biyemols, 3OMbemgdgdols s obsgsbo Mo dol Fgamdbydom,
T. Chkheidze 9600560 3mb39953300L JoeFgz0m Y, B35 JM3g5G05, 030l 5dm, HMA gmggemmgobs sggl
Scenography and costumes — 05300 Losmnddgmo, Bgmsegbgds 0g0 MMaM®3 Mggolbm®o - IMsBEOMgbg«.
M. Chavchavadze ©G05 35& 30605, 1960
Music —

D. Turiashvili

“I have rarely seen a performance were the actors had had such a close contact, I would
even say — professionally sincere and honegggelationships as in “The House of Bernarda
netted between them

(Minor Stage)

 and inner rhythm, through achieving
s has something to say, he stands out

Otia Pachkria, 1960
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Shota Rustaveli
“The Knight in

the Panther’s Skin”
(Dramatic text —

R. Ebralidze)

Direction —

A. Chkhartishvili

M. Tumanishvili
Production —

G. Zhordania

R. Sutrua

N. Khatiskatsi

G. Kavtaradze
Scenography and costumes —

O. Litanishvili
Choreography —

Y. Zaretski
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Amdghg bigds, 06 ghgoy, 2002,

“Shall there necessarily be a conflict between art and “other no less exiting things”? Can’t you combine those. It would
have been so much easier if I were either a composer or an artist, in one word — if I were alone. But, when there is
theatre, troupe, company, tours, rehearsals, debates... No, you cannot combine those”

“It happened so that the time, granted to me by the God, I spend mostly on the theatre. Although I could have done
something else, no less exciting. Am I not a passionate man? However, now everything has already been sublimated,
and, here, in the theatre I grab everything that I could have received elsewhere. Nonetheless, I often feel sorry”

Robert Sturua, from an interview, 2002
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dobgom myds609g0mo, 1989. =

“This is Robiko who, together with his friends, once stood up when I entered the
classroom and started listening to me attentively in order to penetrate into the mystery
of stage technique. This is Robert Sturua, who turned out to be an object of my attention
and care (there always is one student in the year to whom you transfer your entire love
and knowledge). With his talent that resembles nothing of the kind, he awoke interest and
curiosity in me, and I did not hesitate to list him down into my theatre children family.
But it happened so, that years passed by, I left the Theatre and my favourite student took
over my place”

Mikheil Tumanishvili, 1989
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A. Miller

“The Trial of

Salem”

(original title “The
Witches of Salem”)

Production —
R.Sturua

Scenography and
costumes —
O. Kochakidze,
A. Solovinski,
L. Chikvaidze
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bempst ghsdsbodg, 1988.

“In 1965 Robert Sturua staged a play that turned
out a watershed not only in his career, but also for
Rustaveli Theatre. “The Trial of Salem” is the first step to
conceptual production. It was a synthetic performance;
actors’ work, scenography (including costumes) and
music taken altogether has created a unity. All was
stylistically flawless. The production was synthetic
also from the higher perspective — it was an excellent
combination of the Rustaveli tradition and the modern
theatre’s best faculties”

Nodar Gurabanidze, 1988
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sG@Eh domgdo, 1967.

“An essential and quite unsentimental production.
Extremely impressive, especially the third and
the forth acts. I liked all (actors). I do not want to
underline anyone. Even theatre critics fail to utter
their impressions promptly. Sturua’s production is
powerful, extensive and monolithic. Well-conceived
episodes contribute to the dynamic development of
action.”

Arthur Miller, 1967
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A. Tsagareli I

“Khanuma” “. i I“ l “"]' e L1t

‘ 1".-::.11'-'-":“

Production —
R.Sturua
Scenography and costumes —
M. Malazonia “bobds” 3emsbogss s gmsbogsl sdsl doms agmb babstmag-
Music — O g9 GHMT0”
G. Kancheli >9dbo B>Zsgsdosbo, 1968
Choreograghy —
Y. Zaretski

“Khanuma is a classical piece of theatre and classics have
the power of being valuable in every epoch”
Alexi Machavariani, 1981
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P. Kakabadze
“Kvarkvare”

Production —
R.Sturua
Schonography and
constumes —
M. Shvelidze
U. Imerlishvili
Music —
B. Kvernadze
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Hmdghd Lghns, 1974.

“I decided to turn “Kvarkvare” into a carnival farce.... And the carnival farce was so much
practical for me that as it justified any conventionality. This (Kvarkvare) is a mystery
play, one of the imperative inner demands of which is conventionality..”

Robert Sturua, 1974
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3+ eboizzo, 1988.

“Kvarkvare” featured tragic-farcical variations on themes of tyranny,
inhumanity, ruthlessness. One of its variations offered the audience a
grotesque character of a “leader of nations” With a face made up of sick
white layer, as if curved in marble, Ramaz Chkhikvadze appears on the
stage. a maniac in a strict military tunic, barefoot slowly waggles among
the stage lights, thriftily uttering sieving words through his teeth, at certain
times casting his doubtful look from below his forehead at his supporters,
fear-stricken and livid. The mise en scene looked as an imitation of a
meeting or a conference”

K. Rudnitski, 1988
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B. Brecht

“The Caucasian
Chalk Circle”

Produciton —
R.Sturua
Scenography and costumes —
G. Alexi -Meskhishvili
Music —
G. Kancheli
Choreography —
Y. Zaretski

,,090609M05 960, HMIgmbsg sbgmo mgsg®o

sdgbe.
498 sbobo, 09398 Msb" ggbBogsmob
m®as6oBsgmdo.

“Happy is the nation that has such a
theatre!”
Demetra Festival

sseee 9B B39 B IO 3PS FOOIB M JoOI Y0 MYIBHOL Losdogg S oEgdss.
ol Agdo Lodoggss s0b. 5309M0ES6 y39moxgmb sk ‘Fgz505Mgd, LTmMgdsL
3o%Bg 930099. gL L3gBs3emo sM0dgZogds hgdl IgblogMgdsBo, Mmamds
L3606m BrgsMo s Agdl MM0gbB (305l MgeBMomY®mo Mggoly®ols
LEros Lbgs EmMbobsggb Gomdsmmagls«.

s6pdgo 3mbRsmmglzo, 1976.

“This performance was a pride and glory not only for the Georgian
theatre. It is my pride too. From now on I will compare everything with
this production; I will take it as a benchmark. This play will imprint
in my memory as a borderline directing my orientation towards
completely different altitudes of theatre production”

Andrei Konchalovski, 1976
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A356 eegsblbzo, 2002.

“During these 27 years “The Caucasian Chalk Circle” has become a living legend, which
is so natural, because in the quarter of the century the chalk circles of Tbilisi were spread
out to many other countries. The production was split up into quotations, dissolved in
the waters of world’s theatrical ocean and got depicted in books.

Roman Dolzhanski, 2002

L, M58™3 39996900 33 L3gdd)d3emb LoEabalFsnmm 3sbFymdom? 0do@md ™A ols
V9093605, B35 IMESOB0L 35MG 0B YOS, MMIgeo(s, LbgsmsBmmols, 0d 3sbmbgdoom
30 FgM0mo, HMImgdLs Inbo oo smam 0ggbgdgb«.

»3DH M, 2002

“Why do we watch this production with a celebratory attitude? Because it is a
masterpiece. Exactly like Mozart’s score which, by the way, is written according to those
laws that are no longer in use in music”

Cultura, 2002
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$385% Bbozgadg, 2002.

“The production has not changed, while the audience’s attitude changed drastically;
it became livelier. The performance has hit precisely into the aim, it fitted better the
modern life. The Georgian audience, especially the youth, reacts to the sharp cues
promptly”

Ramaz Chkhikvadze, 2002
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»303ghbabgo”, 2002.

“Then came out Ramaz Chkhikvadze and the performance
almost inhaled a new breathe, rushed out, screamed out,
gave a suggestive rowdy wink to the audience, flipped his
hat into the air and fired a miracle”

“Comersant’], 2002
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9963 0583mmbzsos, 2002.

“The Georgian Rustaveli National Theatre is the most renowned trademark, a celebrated
brand-name. And each and every “brand” has its own legend. As legend for Rustaveli
Theatre shall undoubtedly be “the Caucasian Chalk Circle”. The production counts
nearly thirty years and as Sturua says: ‘we are always afraid of playing it, though we
cannot resist the temptation, because there are people who have never seen our
“Caucasian” or those who would like to see it over and over again”

Elena lampolskaya, 2002

107



2596 . (5:39835b09M0 (35 30L FHg) ogm Hoegbo L3gddsg-
™o, MMmdgemdos 30933, 30M3gm s 09580l ol mMosdo
930Gl mgsmom Fgbgogl s 93369 33@MOTo sGS
AbmEME 3MMmOB039M0 07580 s0bsBYL, S®8dgm Lobsebem
0553560l BHSO(305(5. M330L Igmdy MgagbosGm s©a-
3590 (,,Mm0hstr IT1) MHmdgthE LdnMns SoModom dmod(ss:
Y9dL30eL 9339 dM93E0b Mgsmom syFym dBgma«.

350065 Esgowmgs, 2002,

“This (“the Caucasian Chalk Circle”) was a great performance
where, for the first time in the history of theatre, Brecht was
seen through the eyes of Shakespeare, outlining in the works
of this German author not only a political theatre, but also a
show-booth traditions. In his second legendary production
(“Richard III”) Robert Sturua chose an exactly opposite
technique— he looked at Shakespeare through Brecht’s eyes”
Marina Davidova, 2002
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W. Shakespeare
“Richard III”

Production —
R.Sturua
Scenography and costume —
M. Shvelidze
Music —
G. Kancheli
Choreography —
L. Zaretski

1 JoMm39mg60L LabFonmo 53060mbols BgliBogsmBy ... JoOmggmgdol mo Loms®o b3gdds3mo. sbgmo s3mmmeEolidgbdgdo
353900L Lsbobeg@o s®og0lL SbLML... B335 Fboggsdy ... ogdnmo dbsbomdo, HMAgembsi agg®mob 93839690l & b 3emgd
©0©gd9mo 60Zogmgdol sbo. 56 asdm@mgmo gl bobsbomds!”.

,89M0ombsmo“, s5g06ombob gggbBogsemo, 1981.

“Georgian miracle on the Avinion Festival, two fabulous performances by Georgians ... No one remembers such
thunderous applauds in the Palais des Papes... Ramaz Chkhikvadze — a grand actor, coteried by equally talented troupe.
Do not miss this performance!”

“Meridional’, Avinion Festival, 1981

,,U39d803mob dgLogsemy® dbstgl Bgdmgols dsemosb, doem-

056 00000 3609369 dS 5J3L. 0B HSIPYH0 bbb

dom036500 ILogsmn®H0sb s8mobMgds bomdg«.
Omdghy Ligmdns, 2002.

“Musical side of this production is very, very important

for me. The visual often emerges from musical”’
Robert Sturua, 2002
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3o@gh déryz0, 1987.

“So sensational, that
this performance in a
foreign language is fully
Shakespearean. Watching
it is a true pleasure.”

Peter Brook, 1987
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6ogme Bsbeo, 1981, sgobombol ggbBogsemo.

“Without winking an eye, Sturua changed characters,
altered text, accents. So what?! He did not lose
Shakespeare’s idea, his soul. Shakespeare is right there in
that tragic and glorious circus”

Nicole Zand, 1981, Avinion Festival
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$3535% Bbo3gadg, 2002.

“Try announce “Richard III” today. You know what will happen in Tbilisi?! We gave 500
performances of “Richard III” and 600 — of “The Caucasian Chalk Circle” I think these
productions will be remembered for long time”

Ramaz Chkhikvadze, 2002
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“The King is coming..” The attendants
quickly settle on the stage and the pause
settles down... This pause will perhaps be
encrypted in theatre history as the longest
and animated silences, which, at the same
time, serves as a tool to unravel the mystery
of “King Lear’s exposition... And the striking
finale of Sturua’s production: the stage-
built set (a kind of replica and extension
of the balcony of the spectator’s hall at the
Rustaveli), crashes into huge inter-mingled
pieces, leaving the lonely figure of a dummy
spectator attached to it hanging in the air.
A Terrible smoke settled on the stage and
leapt to the spectators’ hall... The theatrical
metaphor and symbol carries the highest
artistic effect: Lear’s global tragedy turned
into mankind’s apocalyptic vision... The
effect and result is the same - the one that
the theorists after Aristotle call a spiritual
catharsis, though with different degree of
nuances and shades”

Niko Kiasashvili, 1987

,,h396 35806 39360 M9 30§ 0bsLFoMmdgdyggemgom: 0d3gtools
535 5 LOZYMNOMO MYSBHOb SbaMYgd(5«.
Omdghy Ligmdns, 2004.

“Then we foretold many events: collapse of the empire

and destruction of our own theatre.”

Robert Sturua, 2004
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W. Shakespeare
“King Lear”

Production —
R. Sturua
Staging —
R.Chkhaidze
Scenography and costume —
M. Shvelidze

Music —
G. Kancheli
Choreography -
G. Alexidze
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“It may well be so, that on our planetary platform “King Lear” be a play about the destiny

of generations, destiny of the planet”
Giorgio Strehler
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“The Good Woman
1,039 30mL39d& B, 390533560 Vgb6mdg000056 MG 65605 BY, NBMTsBM Fog0bynm IMISBT0 oG MBmbyOymo Lbgy-
95 Bob s dOgbob ,,Lghnsbgemo 39000 330560l 3Mgdog@msls 5IBsgdL... 350bLbS oo 3oMygdo... Lghnsbols docb- Of Setzuan”
83M90m900... 90 d9&o 9360 mo ,,B0byM0 65d0%0m Fmamadsbobgb 5356L(3965By... 3300bMYL 35856 s Jgty
,,0083580L s slggg 9P 316 PII6 3G Y6BYP. ... 53 3535MRMISLS S Babgsdols Bmmols hggb dmagzogzgdosb Log- Production —
o3beob Lams®o obgdol 53353k ... R.Sturua
OOAN® 005358mb gl oo L3gddszgmo, oy Fgdo JomadTo ... bsesdmb 0Bz0sms© IMEols? Lsbmegdols Bydby? 35T0b bemad Scenography and costume —
F9d-8gOns sb3zgFomo 038580 s PEsdsbglo, moz3mby®o asxm™Tnos 3035Mag05? 0d69d M By 3ssbsFormmgl? G. Alexi-Meskhishvili
36 3056 Bgogggmb? 933930 9™ Fgodemgos, sLsbsbos bgdolidogmo Lisgbs, 53 L3gdd)o3mBo gmggmo 3s@eMs g3oBbmwo, M. Shvelidze
dbsbomdms gmggemo bsdoggo 3939609M0s¢. Sh. Glurdjidze
Bo@omos 36h0dmgs, 1994. Musical Arrangement —
Group “Adio”
“On the ancient avenue, two steps away from the buildings burnt to ashes, in the huge freezing hall sits Sturua with a Choreography -
coat on his shoulders, preparing for the release of Brecht’s “Good Woman of Setzuan”. A huge door opens... and citizens G. Margania

of Setzuan, integrated as one whole, walk to the avant-scene at a “Chinese” pace... They tell us “hello” and then “good-
bye” and leave us together again... Between this “hello” and “good-bye” we will hear a story of a fabulous flow of life...

How can they perform this play when electric power is such a rear evening luxury in the city? By candlelight? But
then the intricate play of shadows-and-lights and laconic scenography will be lost! Should they split into a two-day
performance? Or shorten it significantly? No, it cannot be shortened, each scene will be a pity to sacrifice, every little
episode of this production, every little step of actors is exquisite”

Natalia Krimova, 1994
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BoBomos 300dmgs, 1994.

“It has been long since we last saw such profoundly
inspired, non-egoistic, smart and at the same time
ingenuous acting. Gorgeous young actor is born on an
ancient Theatre’s stage — Welcome!”

Natalia Karimova, 1994
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W. Shakespeare
“Macbeth”

Production —
R. Sturua

Scenography and costume —
M. Shvelidze

0. LB YL L3gdBo3emgdl Imeol ,,8530930¢ gOHM-9M100 y39emabyg sbsmasBH YOS, Music —
SBIMASBOYEO0S 080 565 Fbmmm Fgdsagbmmdom, s®sdge msgolo biymolszggomy- G. Kancheli
600, 9692000, 006530BIom. Foa™sa gbs Lygmobzggmgds s gbgMans P3oEHMgLbs sSaMg- Choreography -
Logemos, s3sba™Mgggmo, omboliyo LoFgobol Js@sMgdgmo... ,,d53d98 0l bLsdgstrm G. Marghania

335509, YLoggstrgmm, Hdgamddm...«.
bmpsh gnhsdsbodg, 1997.

“Amongst Robert Sturua’s productions “Macbeth” is one of the youngest-spirited. It is
young not only because of the actors but because of its spirit, energy and dynamism.
However, this energy and spirit are extremely aggressive, destructive, bearer of
Dionysian roots... The world of “Macbeth” is severe, loveless, and friendless”

Nodar Gurabanidze, 1997
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“Even death is not an escape from
this walking dream. Duncan, Banco,
Lady Macbeth and even Macbeth,
after the death, come back to
this world, this stage, the lives of
survivors; engaged in deciding the
destiny for them..”

Paola Urushadze, 1995
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30d& ™ gembgbim, 1996.

“Fate and destiny are Weird Sisters here... For Sturua
the Weird Sisters are real queens... even in deadlock
situations... they love life tremendously. These Homeless
characters of the tragedy do magic for their own
pleasure”

Victor Gulchenko, 1996

121






.58 3090l sMRggs dsg09™M3s gdmbgggsd gowsdsfiyzg@0bs. Goga-
60 MHRIO 350TMZSMHES (S MORINZY JOOLS 5 03939 SO
390050853 ... F990093 ... BmdsJodol Emoymgddo sdmgogomby,
03 L36N O SbMYdsl 0bmgs. Asbomdgdmsb gHmaw Fogg-
©0 3369050 s Lsbogdo Sg56myY. dgmtg Mgl SMImRbS,
™3 aM0amE Hmdsgodols sdsgdol eemg gmgoms...

Amdghg bgndns, 1996

“Selection of this play was prompted by a mysterious incident.
Twice the book fell off the shelf and opened on one and the
same page both times... and then... I read in Robakidze’s
diaries, how he requested the lighting of a candle. Together
with my actors I went to Mtskheta (ancient capital of Georgia)
and light up candles. The next day we found out that it was
Robakidze’s birthday..”

Robert Sturua, 1996
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G. Robakidze

“Lamara”

Produciton —
R.Sturua
Scenography and costumes —
M. Shevlidze
Choreography -
G. Margania
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HmdghE Lghns, 1996

“There is such a chastity in this piece that one cannot turn it down... Now, in my view, it
is essential to start speaking of eternal values, to make sure that nobody forbids them, at
least. However, at times I do think that the entire world has gone insane..”

Robert Sturua, 1996
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“Brigella, you do not know what the theatre is — it is a mystery-covered world!... I

decided to sacrifice the last years of my life to the theatre..”
Truffaldino, “The Snake-Woman”
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smm baggsdgemodg, 1997.

“This is Italian Commedia dell'Arte, completely unknown and unpolished for Georgia. This is not an ordinary play. It is
a mysterious play, performed with masks, fraught with romanticism and other refined nuances..”

Dato Sakvarelidze, 1997
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B. Gozzi
“The Snake-
Woman”
Produciton —

R.Sturua
D. Sakarelidze

Scenography and costumes —

G. Alexi-Meskhishvili
Music —

G. Kancheli
Choreography -

G. AMrgania
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“Once you try to present this piece as carrier of some ideas, comprising concepts or schemes, everything gets ruined in an instant... T
phenomenon of theatre; we quested for a pure essence of theatre... We were driven by the love for theatre’s character rather than an a
We chose a completely different way when working on this play. We put aside all intellectual approaches and used only the intuitions

type of a theatre, which looks to me much “greater” and “truer” then Greek drama or Shakespeare..”

“I have a feeling that while working on this production I came across a secret, it was like being introduced into theatre anew, going ba
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his was rather an attempt to understand the
tempt of showing some ideas to the audience...
and emotions and also a desire to master the

ck to its beginnings”
Robert Sturua, 1998
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J. Gogebashvili
“Gospel
According to
Jacob”

Production —
R.Sturua
Scenography and costume —
G. Alexi-Meskhishvili
M. Shvelidze
Choreography —
G. Margania

50096 1994 Gmob 27 byddgddg®l, bembndol sgdol Byb-
B0 gm0 Fmol Fgdwga 6abggMsmsba®gnem Hybmaggmols
30mb3gdd By Hgg0mbicrids Hmdg®d) Lgncnsd ,,gos960L s gy-
0560 39Mb0s ,,053m30L LEbsMYds“ FoMTmoa0bs. gb ogm 3tg-

309Ms, b3 Ng3mydemog g39emsd dmogsmo Mmeo Fgbdyemac.
womob g>Bgmo, 1994

“Today on 27September 1994, the first year after the fall of
Sokhumi, on the half ruined Rustaveli Avenue, Robert Sturua
presented his version of an “ABC-book” -“Gospel According
to Jacob” This was a show where every actor had a leading
part to play”

Dilis Gazeti, 1994
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Amdghg bgndns, 1994

“We want to reopen “ABC-Book’; the ABC of life and start learning everything from the scratch like children.

Learn letters and syllables, then put them into words and give these words their primary and pure denotations...
While working on this production we will endlessly recall the times where we lived inside the nutshell with altered
meanings — at first, we could not notice anything but then, the inability of living that way tormented us. These times
are not gone, not entirely gone! These times are just disguised by new clothes, and you have to tear off these clothes

Robert Sturua, 1994
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I. Chavchavadze
«
Is he Human,
. ”
This Man?!
Production — ,,B98Bg 98dmdgb6 ols bosgg Jormgmobsl s8dmL, “They say about me, he speaks evil of Georgians,
R.Sturua F396 (3900L 56 3d5magls, gb bmd (3bso Lodymgomos! He doesn't veil our evil — this means hatred!
A. Enukidze d60g360 530mdgb, 35Ma0 gNmo 3o 8sBobgy Liz6mdl, Ignorants will think so, but a smart man will promptly tell,
Scenography and costumes — 58 bodymgomBo Homegbo boggsrnmos. How much love is embraced in this hatred!”
M.Shvelidze 005 53%535dg. Ilia Chavchavadze
Music —
G. Kancheli
Musical Aggangement —

I. Sakandzelidze

132



13009090065 — gl bemd Longs S MBS Y39emaBy PbsdYLm Loeyg. gbols dmbBemgds, bsgy-
0560 gm0l §0b53g Imodgbgemmds 9dsm s3bgel Lobooligsmgboem biyemb. obg byembagmg-
05 30MGPYOMOS, Imodgbgml bagmolom 33965396, 99dwga 30 Bsm doyligggb, 3oLai Logomdy
36 Vgdm0d.«

OmdghE Lgmdys, 2000.

“Hypocrisy is a lie and the most guileful lie. Servility, beguiling your own nation will
immediately reveal a fraudulent soul. However, hypocrisy is also useful; Hypocrites are
nourished with joy, but then set at those who cannot tolerate slander”

Robert. Sturua, 2000
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565 3ok obs, 1998.

“..Instantly, breath goes out of you... Only the change of sets, colourful transformations and a blend of bright spots of
moving costumes can plunge you into nirvana for three hours. You can glorify Gogi Alexi-Meskhishvili endlessly. You
leave the theatre with a feeling, as if your eyes opened up anew and you regained theatrical vision”

Ana Smirina, 1998
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“As You Will
or the Twelfth

Christmas Night”
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3965 JoMorgmo mge@®mobsmgol mogbdy nibm ogm Bmasobsgsmdmom? Absyggon®mdobyb, Scenography and costume —
™3 hgdo 6cmgsBMMO™MI0m (3580 3RM0bsg, do3®sd 3obs Tgodemygds adotgdols gbogmenm- G. Alexi-Meskhishvili
230960 Inddggdoms s bsboo ImB0g0Mmgdnmo gs6@sBool Tgbobgd slg Abgegmmds?«. Music —

©0d968 Lgmdrgs, 2001. G. Kancheli

“I was accused of being captured by exterior looks, but theatre is a show, isn't it?! I was
accused of distancing myself from Georgian theatre traditions. . But Georgian theatre
has never alienated itself from worldwide problems, hasn't it?! I was accused of soaring
in clouds with my innovations. But this is not the way to talk about fantasy, induced and
motivated by psychological actions and faces of heroes, is it?

Robert Sturua, 2001

,obgmo L3gddogmo Langnbgms dsbdomBg 00sxds s Mog0ol Mmegdo dmgemo asbgmomo
bmggd0l 3s6dombg bogMmmggd Lodmdbyls, bggals, 0xdmmbs s bsmyml 03MgdL. dBmdeoy-
®0 Joemogols s@aommdmog Lodsgye Jegaemo ggams 3Ogbgogamo Babdogsmob 393969050
0J3939- g39sBY 396900300 ognMmdgel Bgby Fodmaggbgol wo jowgg bsbgob Fyg®-
30l serndmagl.

omga 31dbo, 2001.

“Such performances are conceived on the verge of centuries, accumulating wisdom,
sorrow, humor and light. Acknowledged as a national pride in their own countries they
later crown prestigious festivals all over the world. They prompt the most demanding
audience rise and burst in ovations craving to see them over and over again..”

Oleg Phux, 2001
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“The production surprises with its harsh metaphors, open
buffoonery acting and sudden finale, so unexpectedly
tragic, biblical”

Natalia Kaminskaya, 2002

136






MIRIAN SVELIZE

138

5 gmbo, bgndns 35065 0L 9L YEYdgemo msbgds s yggmsbmgol basbmdo 35demgd0 b (36md $3ds Fom-
dma 3003065, 65Gommddmog, Mo mJds nbos! 35(30mgdom 1390 35079t bgynMnsl Igmmyg hsbsg0d®ds — 9msdsds g 3ogbs,
Omam05 9dbo. 3mgB0os bmd 3@ sl bLEoL s dsem0sb 0T305md© 839090 59(396@M0MYdIL. Lsdsgogmmo 0go Pdmogmgls
900300657 - bsgmg9b LodgsMmb Jdbols RggbTo. LFmmgw sbigmos Lgyn®ysb Igbsdyg 3sdemgdo«.

»3DE M, 2002,

“Bravo, Sturua! He made his dream come true by presenting “Hamlet” known to everyone as a completely unknown
story. Partially, of course! Sturua’s idea about performing this play as a poem was even more successful. Poetry explains
very little and rarely puts accents. However, it creates very powerful, emotional and expressional world for us. That is
what Sturua’s third “Hamlet” is like!

“Bravo, Sturua! He has made his dream come true by presenting the well known “Hamlet” as a totally unknown story.
Only partly, of course! Of better acceptance was Sturua’s second contemplation about performing this play as a poem.
Poetry unfolds very little and accentuates rarely. Nevertheless, it creates the strongest emotional and expressional

world for us. That is how Sturua’s third “Hamlet” looks!
Cultura, 2002
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Amdghy Ligmdns, 2003.

“I am not afraid of death. If the door to the other world
opens up unexpectedly, I will calmly drink my glass of wine
and enter the unknown. Nevertheless, I might be scared of
closing the door behind me. The Georgians very bitterly
reconcile to the idea of their own death. That is why we
live a life with such abundance. Feels of life and love are
augmented by the feel of ones’ own mortality”

Robert Sturua, 2003
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W. Shakespeare
“Hamlet”

Produciton —
R.Sturua
Scenography and costume —
M. Shvelidze
Music —
G. Kancheli
Choreography —
G. Alexidze
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“Entrancing and vainglorious Gertrude (Nino Kasradze).
Cultura, 2004
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“Either fight against injustice, fraud and betrayal or chose
to compromise and stay silent (Sturua). Sooner or later
every person shall make a choice. Is that why Hamlet
burns his “to be or not to be” soliloquy? For him “to be” is

a short pause before “not to be”
Natalia Kaminskaya, 2002



1 JoM039m0 3593 0Lsmzgol (Bsbs 393595930m0)
boggomo(s 30 sMsh3gnmgdcogo msdsdols badsdos«.
Omdghyg Ligmdns, 2001.

“For Georgian Hamlet (Zaza Papuashvili) even death is a
great cause to play”

Robert Sturua, 2001

08905 (0969 bybosBz0mo) M 0Jds Hbos 3myBn™o,

9JLosb 36 bomYB 06 Imgemgboro Jdbomgdss«.
BaBomos 3580b6bzs0s 2002.

“Ophelia (lamze Sukhitashvili) is definitely a poetic
creation, born out of a poem or ballet”

Natalia Kaminskaya, 2002
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Fundamental and power-deprived Claudius (Levan
Berikashvili)”
Cultura, 2004
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95! m00gmb 5M5539Mb (33000, Jo3H53 930OHMOM, 5306530 (5608 Mgd0LYNE M0 39L 3MYB OO MMA03S 39TRMb0bY, I35 5065 3M 0l S 0-
139(30m3ME aM36MIL EOHMgdIL. 9060, bLos LoyYggdds STodMBoMS S M6 gsdogmems. olig 3o, 0dob VbOMIS, M3 V339

BoBoos 35806b3gs0s, 2002,  (36m0m0s, ROl MgMHdnmo d530bGMImomsb a39Mmob 5J(39300 Mol PIxmdglo.
Hmdghd Lgnhns, 2001.

“A modern alive Hamlet with slightly post-modern “I think our “Hamlet” crowns one of the phases for him (Zaza Papuashvili) and myself too.
accents is presented to us. Bravo, Sturua! He changes This time I staged “Hamlet” as a poem... In the finale I chose logics of poetry above the
nearly nothing at the same time having a faultless, logics of life. However, there still are the passages where the story subjugated me, making
unconditional feel for the time” me follow it. Nevertheless, I think, to tell a story, so well known, is better by circumventing

Natalia Kaminskaya, 2002  the main axes of fibula”

Robert Sturua, 2001
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“After the first night, in a couple of weeks the Theatre will be closed for two years for
refurbishing. Hence, “Waiting for Godot” has yet again carried the same symbolic
meaning. And, while waiting Godot, let’s always remember that this is the Theatre where
we had left behind a great part of our lives, the theatre that reciprocated with the same,
giving out no less to us”

Dato Butskhrikidze, 2002
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S. Beckett
“Waiting for
Godot”

Production —
R.Sturua

Scenography and costume -
M. Shevlidze

Music —
G. Kancheli
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g3 Bodsgmgo, 2002,

“This is not a mere show. This is a miracle. It is
miraculous that Sturua is never and nowhere exhausted. I
cannot tell you what happens in this production and how
it happens. Nor can I tell you how I read Sturua’s Beckett.
This is excessive... You have to let it through your own
body as a sword of Samurai and then, once flabbergasted,
carefully watch the play of young actors. This is where the
true surprise emerges. An unusual feeling has settled in
me after the performance: you cannot endlessly criticise
Georgia, the country where so many talented people live.
Let them do whatever they want”

Oleg Tabakov, 2002
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bopsd adsdsbodg, 2003.

“Zaza Papuashvili as Estragon is more artistic, copious and Chaplin-like, devilish and
perfidious... Levan Berikashvili as Vladimir is rather imposing, pathetic. His movements
are balanced and meaningful”

Nodar Gurabanidze, 2003
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BB 353958300, 2002.

“Actors of my generation went out on the stage during hard times. The country was in
ruins when we, the unknown faces, first stepped on the stage. Luckily we managed to
re-capture the audience...

This play tells nothing, and to tell nothing you need a great deal talent and skills.
Although, at the same time, we talked in this play about everything: loneliness, ageing,
hope for future, faith... With a ten-year-life-long final performance we were bidding
good-buy to the audience, who's love and support we would always cherish”

Zaza Papuashvili, 2002













1,09 56 37 9M G5dgb
botl g®dgemgdmEs
33mmeEolidgbdgdo - 5 oy
25 Gpoo. dsl — Lo sl
— 33mmeEolidgb@gdo 5@
9L3ob. d5BMb BHMdgMBL
05300 Esadol 453m 5®
V(363995 305 gobhgemols ?
o0 sbsbgmgl dnbogs s
09580, dom sbsbgemgls
Lodomggmm s asmabgd-
B0 Bmbgmgo, HmIgmdss
Fgodmgds g39eo89HO
390G 30 3503m, Imylidgbls
350 (05 ES0RYMYOL, PmI
Lod®Abyl gBosMs.«

»3A@EGIM0b Fgdogdo,
2005

15 oo 305 330035BMOL dgLo-
39b, Hmdgemo(s dnbrmzgsbl
365m9dL, Moyl go
505MB0390L.
. bgynOYs,
1984

GIA KANCHELI

14

\e]



»LEOILO®

gg0bmo —

6. b e
Jmegmacsgo —

3-oeggbodg
dbs@gzstin —

0. bobeyo
3M33mbogmtin —

a. yobRgemo

« ’Ihe Styx”

Produciton —
R.Sturua
Scenography and costumes —
T. Ninua
Choreography —
G. Alexidze
Music —
G. Kancheli
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OmdghE Lgmhys, 2004.

“The Styx” is a requiem dedicated to the composer’s parents and close friends. Therefore,
we decided to dedicate this play to those who passed away at most difficult times for our
country without understanding what had happened. Together with the actors, I started
improvising, gradually developing everything into a psychological dialogue about life,
death, love and state”

Robert Sturua, 2004
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“Actors that represent a choir, or speaking in
Ballet terminology a “mass’, despite their success
or failure to transform into heroes, embrace in
themselves the knowledge of integrity that can
be spilled over the audience directly, without
intermediary playing. It is the optimum of
expression.”

B . 1

“Culture Courier’] 2004
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»30E 0", 2004.

“The light is unique and singular that doesn’t bridle the lechery of eloquence. It is

as expressive as conductor and as open as primadonna, it is a dancer and a singer,

inexorable and radiating. Everything is permissible to it and it justifies itself as means.”
“Culture’; 2004
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“Like “Hamlet’, “the Styx” also heads towards the future. “The Styx” is a masterpiece
of not only Kancheli. It is also a masterpiece of Sturua’s metaphoric theatre. This is a
production with flawless metaphoric language. There are no words; instead there is
Kancheli’s music and plasticity of actors”

“Cultural Courier’] 2004
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»3AG Mol 3ydogho“, 2004.

“Sturua is called a fortune-teller. Lots of metaphors from his productions were unveiled
and later, came true. In “King Lear” he foretold dismantling of the Soviet Union and
destruction of his own country and theatre. Though, no apocalyptic notes are contained
in “the Styx”. On the contrary, music’s imposing rhythm is often satiated with farce
and laughter; in the finale the choir loudly sings — “the Happiness” Happiness of life,
expectations for better future and victory over the dark past... And we wish to believe
that this prophecy of a great director will come true like others”

“Culture Courier’] 2004
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Amdghg bgndns, 1987.

“Every epoch has its own theatre. How is the theatre seen by those
who walk on the stage for the first time today? Our youth is most
daring, bold, so selfless. They can do a lot of things like us, but there
are things they do in a completely different way. Better, if they follow
their own course, without suggestions. But they should also remember
that the theatre is a pulse of the time”

Robert Sturua, 1987
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The Album is based on the exclussiive materials from the Rustaveli Theatre Museum archives

© dmons Brmbomaggmal babgemmdol gHmgbyma mgs@ o, 2005

© The Shota Rustaveli National Theatre of Georgia, 2005
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Idea Robert Sturua
Author Irina Gogoberidze
Design

0bgmobm@o &qdbBo — g3o 8gLba, bs@s mzsmdmgmadg, 3oMs Rmbao
English text — Eka MEskhi, Nata Tvalchrelidze, K. Chokhuri

obdaMgdobmzal doemdsl 3mboom Gnbmaggmol mge@@al dqdgmdal MbsddMmmMBemgdL:
dgms gmddmmndgl, dgan mg3zebadgl, msdat 3036s39emndgb.

Particular thanks to the Rustaveli Theatre Museum staff — Bela Chumburidze, Megi Levanidze, Tamar
Kiknavelidze, for their assistance
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