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`...rusTavelis Teatrs ar SeuZlia iyos yofiTi Teatri. me ar msurs 
yofiTi Teatri. ... Cven gvWirdeba siZliere ideisa da siZliere mis-
wrafebisa ...~

sandro axmeteli, 1925. 

”... Rustaveli Theatre cannot be a theatre of manners. I cannot fancy the theatre of 
manners... We crave for the power of the idea and the power of the aspiration...”

Sandro Akhmeteli, 1925
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madloba baton biZina ivaniSvils,
romelsac rusTavelis Teatris

gadarCenSi udidesi wvlili miuZRvis

Sincere gratitude
to Mr. Bidzina Ivanishvili

whose role to salvage of
Rustaveli Theatre is immeasurable



� 

“... Cemi siyvaruli am Teatrisadmi usazRvroa da yoveli gamarjveba am Teatris Cemi usazRvro 

siyvarulia...”

grigol robaqiZe, 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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robert sturuas Sesavali

Preface by Robert Sturua
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rusTavelis Teatris istoria qarTuli profesiuli Teatris ganviTarebis gzis lo-
gikuri gagrZelebaa. qarTuli Teatri ki, istoriulad, qveynis dramatul beds iziarebda 
mudam. 1795 wels erekle II-s karis Teatris mTeli dasi sparselebTan TbilisisaTvis brZo
laSi daiRupa. profesiuli Teatris aRdgena, dramaturg giorgi erisTavis TaosnobiT, 
mxolod 1850 wels moxerxda. am periodisaTvis saqarTvelo ukve ruseTis imperiis Semad-
genlobaSi cdilobda nacionaluri identobis SenarCunebas. erisTavis Teatrma oTx we-
liwads iarseba da 1856 wels daixura. amis Semdeg Teatraluri kulturis gadarCenisa da 
ganviTarebis estafeta qarTvelma scenismoyvareebma iTaves. swored scenismoyvareTa Tea-
tris bazaze 1879 gaxda SesaZlebeli sagangebo dramatuli komitetis mier mudmivmoqmedi 
profesiuli Teatris daarseba. dramatul komitetSi cnobil qarTvel moRvaweTa umravle-
soba gaerTianda. Teatrs isini saxelmwifoebrivi cnobierebis aRdgenis, enis ganviTarebisa 
da eris ganaTlebis erT erT umniSvnelovanes saSualebad Tvlidnen. dramatuli komitetis 
wevrebi iyvnen: dimitri yifiani, ilia WavWavaZe, akaki wereTeli, ivane maCabeli, rafiel 
erisTavi, kote yifiani, anton furcelaZe, aleqsandre yazbegi, vaso abaSiZe, aleqsandre 
beriZe, niko avaliSvili da i. baqraZe. komitetis safuZvelze Camoyalibda dramatuli sa-
zogadoeba, romlis wesdeba niko nikolaZem Seadgina, xolo giorgi TumaniSvilma mudmivi 
dramatuli dasi Sekriba. mudmivmoqmedi Teatris dasSi Sevidnen msaxiobebi: kote yifiani, 
vaso abaSiZe, avqsenti cagareli, mako safarova-abaSiZisa, nato gabunia, babo korinTeli, 
niko SiSniaSvili, zaal maCabeli, mixeil yifiani.

drmatuli sazogadoebis funqciebSi Teatris saqmianobis organizeba da marTvac Se-
dioda. `mudmivmoqmed Teatrs~ samxatvro xelmZRvanelobas sxvadasxva dros drmatuli sa-
zogadoebisa da dasis sxvadasxva wevrebi uwevdnen. 

Teatris Seqmnam dramaturgiis ganviTarebasac Seuwyo xeli. TeatrisaTvis werdnen ilia 
WavWavaZe, akaki wereTeli, aleqsandre yazbegi, rafiel erisTavi, avqsenti cagareli da 
mravali sxva metad Tu naklebad cnobili avtori. am periodSi Seqmnil piesebs Soris ramo-
denime qarTuli dramis klasikad iqca. magaliTad, avqsenti cagarelis `xanuma~, romelSic 
Tbiliseli maWankalis rols, aTwleulebis manZilze, cnobili msaxiobi nato gabunia asru-
lebda. qarTul dramaSi didi popularulobiT sargeblobda gabriel sundukianis piesebic. 
swored Tbilisurma komediam niRbebis xalxur TeatrTan _ berikaobasa da yeenobasTan 
erTad _ Cauyara safuZveli rusTavelis Teatris groteskulsa da farsul tradicias. 
Teatris politikuri mizanswrafva daviT erisTavis mier sardus `flandriadan~ gadmoke-
Tebul `samSobloSi~ gamoikveTa (1882 weli, reJisori m. bebuTaSvili). patriotul Temaze 
dadgmuli warmodgena demonstraciaSi gadaizarda, xolo levan ximSiaSvilis rolis Sems-
rulebeli _ msaxiobi lado aleqsi-mesxiSvili nacionalur gmirad iqca. 
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qarTuli scenisaTvis iTargmneboda piesebic. 1883 wels daidga ilia WavWavaZisa da iva-
ne maCablis mier Targmnili Seqspiris `mefe liri~. maleve warmoadgines `hamletic~. mudmi-
vmoqmedi Teatri ZiriTadad benefisebis sistemiT muSaobda, dramatuli saRamos programa-
Si, xSirad, piesis garda, msaxiobebi popularul folklorul cekvebsa da simRerebsac as-
rulebdnen. imTaviTve gamoikveTa Teatralur JanrTa sinTezisaken spontanuri miswrafeba, 
rac sazogadoebis dakveTasa da qarTuli sanaxobiTi kulturis tradicias Seesatyviseboda. 
mecxramete saukunis dasasrulis Teatrs kidev erTi Tviseba gamoarCevda, JanrTa sinTezis 
garda, msaxiobebs saqmianobaTa SeTavsebac uwevdaT. isini yvela Teatralur profesias 
flobdnen da erTgvar universalebad gvevlinebodnen. zogi maTgani, kerZod ki valerian 
gunia da vaso abaSiZe, Teoriul naSromebsac werda Teatris dargSi da Zalze saintereso 
memkvidreoba datova. msaxioboba gabedulebasac moiTxovda, gansakuTrebiT qalebisagan 
romlebic, SeiZleba, aseTi profesiuli arCevanis SemTxvevaSi, ojaxisa da sazogadoebis 
mxridan garkveul winaaRmdegobasac Sexvedrodnen. miuxedavad amisa, msaxiobis profesia 
sul ufro popularuli xdeba. 90-ian wlebSi TeatrSi msaxiobTa axali Taoba modis: nuca 
CxeiZe, aleqsandre imedaSvili, niko gociriZe, taso abaSiZe, nino daviTaSvili, giorgi ar-
daSel-iSxneli, natalia javaxiSvili, caca amirejibi, SemdgomSi cnobili dramaturgi Salva 
dadiani da sxvebi. 

zogadad, Teatris istoriuli da SemoqmedebiTi ganviTarebis speqcifikdan gamomdina-
re, rusTavelis TeatrSi aqtioris gansakuTrebuli tipi Camoyalibda, romelic nebismieri 
Teatraluri modelis farglebSi adeqvaturad moqmedebs da rogorc fsiqologiuri, ise 
anti-naturalisturi Teatris aqtioris Tvisebebs aTavsebs. 

Teatris SemoqmedebiTi gzis dasawyisSive gamoikveTa msoflio dramaturgiis nimuSe-
bisadmi damokidebulebis kidev erTi tendencia _ gadmokeTebis praqtika. Tu Tavidan gad-
mokeTeba qarTuli piesebis naklebobiT aixsneboda, droTa manZilze am procesma teqstis 
principuli adaptaciis da literaturul pirvelwyarosTan konceptualuri damokidebu-
lebis saxe miiRo. Kkonceptualuri gadmokeTebis erT erTi adreuli nimuSi iyo valerian 
SalikaSvilis mier 1912 wels dadgmuli Cexovis `alublis baRi~, sadac reJisorma moqmedeba 
saqarTveloSi gadmoitana da piesis simbolika nacionalur simboloTa rigiT Caanacvla. 
piesa `salxinos~ saxelwodebiT daidga. gadmokeTebasa da kavkasiur-qarTuli realiebis 
prizmiT adaptacias sandro axmetelic mimarTavda, xolo robert sturuas Semoqmedeba-
Si literaturuli pirvelwyaros konceptualuri wakiTxva da teqstis sadadgmo amocanis 
mixedviT gadamuSaveba ukve kanonzomierebad iqca. 

`mudmivmoqmedi~ qarTuli drama arc evropuli profesiuli da konceptualuri proce-
sebis miRma darCenila. evropaSi reJisuris ganviTarebis kvaldakval, romelic parizsa da 
berlinSi `Tavisufali~, londonSi `damoukidebeli~, xolo moskovSi `samxatvro~ scenebis 
SeqmnaSi aisaxa, qarTuli dramis TeatrSic, TanadaTan, profesiuli reJisura yalibdeboda. 
rogorc ukve vTqviT, pirvel reJisorebad, iSviaTi gamonaklisis garda, dasis msaxiobebi _ 
kote mesxi, vaso abaSiZe, lado mesxiSvili, valerian gunia mogvevlinen, xolo pirveli pro-
fesionali reJisorebi, romelic qarTuli midmivmoqmedi Teatris sarbielze gamovidnen, 
valerian SalikaSvili, mixeil qoreli, akaki faRava, kote andronikaSvili da aleqsandre 
wuwunava iyvnen. 

ansambluri reJisuris ganviTarebasTan erTad, mudmivmoqmed TeatrSi modernis dra-
misadmi interesic gamoikveTa. idgmeboda hauptmanis, d’anuncios, meterlinkis nawar-
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moebebi. Seiqmna qarTuli modernis dramis nimuSebic. simbolisturi dramis dadgmis erT 
erTi yvelaze RisSesaniSnavi magaliTi valerian SalikaSvilis mier ganxorcielebuli 
i.gedvaniSvilis `sinaTle~ iyo. sandro SanSiaSvilis simbolisturi dramis _ `berdo zma-
nias~ dadgmiT daiwyo Tavisi profesiul sareJisoro moRvaweoba 1920 wels aleqsandre 
axmetelmac. mecxramete-meoce saukuneebis mijnaze Teatris sarbielze qarTuli dramis 
klasikosi, cnobili tragikomikuri piesebis avtori daviT kldiaSvili gamoCnda. 1901 wels 
vaso abaSiZem kldiaSvilis `irines bedniereba~ mudmivmoqmedi Teatris scenaze dadga.

ruseTis revoluciis Semdeg 1918 wels qarTulma saxelmwifom sami wliT -1921 wlis 
aneqsiamde _ damoukidebloba daibruna. am xanmokle periodSi qarTuli kulturisaTvis 
ramdenime umniSvnelovanesi nabiji gadaidga, maT Soris erT erTi qarTuli dramis Teatri-
saTvis 1920 wels saxelmwifo statusis mieniWebac iyo. saxelmwifos mier Teatris naciona-
luri mniSvnelobis oficaluri aRiareba qarTuli dramis saxelmwifo Teatrs Semoqmedebi-
Ti ganviTarebis sul sxva masStabis perspeqtivas uqmnida. statusTan erTad Teatrma 1898-
1901 w.w. agebuli dramatuli sazogadoebis Senobac miiRo (proeqti ekuTvnis arqiteqto-
rebs aleqsandre tatiSCevsa da korneli SimkeviCs, xelovnebaTmocdneebi Senobas fsevodba-
rokos ekleqtikur stils miakuTvneben, romelSic fsevodbarokos motivebi dominirebs). 
am periodisaTvis SenobaSi ukve moqmedebda (1919 wlidan) s. sudeikinis, l. gudiaSvilis, 
k. zdaneviCisa, z. valiSevskis da d.kakabaZis mier moxatuli artistuli kafe `qimerioni~ 
_ qarTvel modernist poetTa da xelovanTa TavSeyris adgili. Teatrs saTaveSi reJisori 
akaki faRava Caudga. swored misi xelmZRvanelobiT Seikriba ukve saxelmwifo dramatu-
li Teatris reorganizebuli dasi, romelSic, sxvebTan erTad andre antuanis mowafis _ 
giorgi jabadaris studielebic Sevidnen, maT Soris SemdgomSi iseTi cnobili msaxiobebi, 
rogorc veriko anjafariZe da akaki vasaZe. sasceno xelovnebis studia 1918 wlis martSi 
daaarsa. 

1920 wlis saxelmwifo dramatuli Teatris sezoni Salva dadianis `guSindelniT~ gaixs-
na. 1921 wels qarTuli dramisaTvis rusTavelis saxelis miniWebiT dagvirgvinda dramatu-
li komitetis mier inicirebuli Teatris istoriuli gzis erTi umniSvnelovanesi etapi da 
rusTavelis Teatris istoriis Tvisobrivad axali faza daiwyo.

1922 wels ruseTidan saqarTveloSi reJisori kote marjaniSvili dabrunda, romelsac 
imperiis proviniciebsa da moskovis samxatvro TeatrSi mravali warmatebuli speqtakli 
hqonda dadgmuli. mis saxels ukavSirdeboda moskovSi 1913 wels `Tavisufali Teatris~ 
daarsebac (marTalia, Teatrma mxolod erTi weli iarseba, magram adgilis damkvidreba ru-
suli Teatris istoriaSi mainc moaswro). am droisaTvis ukve sabWoTa saqarTvelos xeli-
suflebam reJisors rusTavelis Teatris xelmZRvaneloba SesTavaza. 1922 wlis 25 noembers 
udidesi warmatebiT Sedga lope de vegas `fuente ovexunas~ premiera (mxatvari v. sidamon-
erisTavi, kompozitori _ T. vaxvaxiSvili). sazogadoeba darwmunda, rom Teatrs didi Se-
moqmedebiTi potenciali da saSemsruleblo kultura aqvs. laurensias rolis SesrulebiT 
saxeli gaiTqva msaxiobma Tamar WavWavaZem. speqtaklis masobriv scenebSi TiTqmis mTeli 
dasi monawileobda. maT Soris axalgazrda msaxiobebi akaki vasaZe, giorgi daviTaSvili, 
uSangi CxeiZe, niko gociriZe, Salva RambaSiZe da mravali sxva. 

qarTul TeatrmcodneobaSi es speqtakli ansambluri reJisuris eris dasawyisad aris 
miCneuli. marjaniSvilis mosvliT rusTavelis TeatrSi reJisor-lideris xelmZRvaneli 
roli oficialurad dakanonda. Tumca Teatris axali principebis mixedviT gardaqmna siZ-
neleebTan iyo dakavSirebuli. marjaniSvili axali sarepertuaro da sadadgmo principebis 

ilia WavWavaZe

Ilia Chavchavadze

akaki wereTeli

Akaki Tsereteli

dimitri yifiani

Dimitri Kipiani



10 

danergvas, disciplinaruli da saorganizacio problemebis gadaWras cdilobda. saorga-
nizacio reforma nacionalur safuZvelze agebuli sinTeturi Teatris Sesaqmnelad iyo 
gamiznuli.. xelovnebis sxva dargebis dramatul Teatralur xelovnebaSi integrirebis 
survilma qarTvel mxatvrebTan, musikosebTan da mwerlebTan reJisoris TanamSromloba ga-
napiroba. albaT marjaniSvili iyo erT erTi pirvelTagani, vinc nacionaluri eTnogarfiu-
li koloritis esTetikuri ganzogadoeba da mxatvruli enis rangSi ayvana scada. es kargad 
gamoCnda speqtaklSi `mzis dabneleba saqarTveloSi~ (1923 weli. mxatvari _ v.sidamon-eris-
Tavi). `xom ar ggoniaT, _ kiTxulobda reJisori, _ rom mayurebels qalis motacebis farss 
vuCveneb? ara, me unda vaCveno Zveli tfilisis mTeli yofa da mosaxleoba~. es amocana re-
Jisorma Taviseburi `impresionistuli~ mxatvruli `panos~ SeqmniT gadaWra. Tbilisis yofis 
`realuri~ suraTis Sesaqmnelad reJisori, ase vTqvaT, `plenerze~ gavida da Zveli Tbili-
sis ubnebSi ecnoboda damdgmel jgufTan erTad yoveldRiurobis ganumeorebel detalebs. 

germaneli eqspresionistis _ ernst tileris piesa `kaci-masa~ (1923 weli. reJisor 
m.qorelTan erTad.) kirile zdaneviCis scenur konstruqciaSi reJisorma sul sxva esTe-
tikaSi dadga. spectansacmelSi gamowyobili erTsaxovani masidan usaxelo lideris figura 
ikveTeboda, romelic masis erTsulovani miznswrafvis krebiT saxes warmoadgenda. 

Tavis saxelganTqmul `hamletSi~ (1925. mxatvari i. Gamrekeli, kompozitori _ T. vax-
vaxiSvili), sadac daniis ufliswulis saxe msaxiobma uSangi CxeiZem Seqmna, marjaniSvilma 
mesaflaveebis Janruli scena CarTo da kuTxur kiloze aametyvela isini. `maRal tragedia-
Si~ yofiTi komediis elementebis CarTva rusTavelis TeatrisaTvis SemdgomSi uaReresad 
mniSvnelovani JanrTa principuli sinTezis erT erTi adreuli magaliTi iyo. 

pantomima `mzeTamzes~ libreto borjomis xeobaSi reJisoris mier Cawerili folklo-
ruli gadmocemis mixedviT Seiqmna. musika speqtaklisaTvis Tamar vaxvaxiSvilma dawera, 
xolo speqtaklis mxatvari lado gudiaSvili iyo. es rusTavelis Teatris scenaze araver-
baluri warmodgenis dadgmis pirveli SemTxveva iyo. qarTuli folklorisadmi interesi 
grigol robaqiZisaTvis vaJas `gvelismWamelSi~ gadmocemul istoriaze piesis dakveTaSic 
gamovlinda. Sedegad daiwera `lamara~, nawarmoebi, romelsac reJisori robert sturua 
rusTavelis Teatris `Tolias~ uwodebs. 

marjaniSvili, romelic TanamoazreTa gundis Seqmnasa da rusTavelis TeatrSi Taname-
drove tipis reJisorisa da aqtioris aRzrdas eswrafvoda, gansakuTrebiT axalgazrdebs 
dauxlovda. mis momxre axalgazrda msaxiobTa da reJisorTa jgufma 1924 wels Semoqmede-
biTi korporacia `duruji~ daaarsa. korporaciis organizatori da xelmZRvaneli reJi-
sori aleqsandre axmeteli iyo. amave wlis 29 ianvars, xasinto benaventes piesis _ `inter-
esTa TamaSis~ msvlelobisas, korporaciis wevrma akaki vasaZem durujelTa radikaluri 
manifesti gaacno sazogadoebas, romelSic `axlebi~ `Zvelebs~ emijnebodnen da maT war-
sulis kuTvnilebad acxadebdnen. `gzavnilis~ gamomwvevma tonma sazogadoeba da Teatris 
TanamSromelTa Zveli Taobis warmomadgenlebi gaaRiziana. marjaniSvilma korporantebs 
dauWira mxari. Tumca, sakmaod male _ 1926 wels _ grigol robaqiZis `lamaras~ (mxatvari 
l. gudiaSvili, kompozitori i. tuskia) dadgmis irgvliv Seqmnili principuli uTanxmoebis 
gamo, marjaniSvilsa da korporantebs Soris ganxeTqileba moxda da reJisori Tetridan 
wavida. mas msaxobTa erTi jgufi gayva (uSangi CxeiZe, veriko anjafariZe, S. RambaSiZe, v. 
goZiaSvili, p. kobaxiZe, a. JorJoliani) romelmac maswavlebelTan erTad axal Teatrs Cau-
yara safuZveli (dRevandeli kote marjaniSvilis saxelobis Teatri). 
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rusTavelis Teatris samxatvro xelmZRvaneli korporacia `durujis~ Semqmneli da me-
Tauri aleqsandre axmeteli gaxda. cota xnis Semdeg axmetelma `duruji~ daSala, radgan, 
am droisaTvis, korporaciam Tavisi misia Seasrula da TeatrSi SemoqmedebiTi Tanamoazre-
obis damkvidrebas Seuwyo xeli. 

am periodisaTvis axmeteli ukve gamocdili profesionali iyo. misi plastikuri Tea-
tris esTetikis safuZvels adamianis fsiqo-fizikis eTno-kulturuli ganpirobebulobis 
koncepcia qmnida.Kkulturuli da eTnikuri kuTvnileba adamianis meore bunebad iqceoda 
da misi arsebobis Sinaarsobriv da plastikur xatebas gansazRvravda. amasTan, reJisors 
koleqtiurisa da individualuris _ masisa da individis urTierTmimarTebis buneba da ka-
nonzomierebebi ainteresebda. 

reJisoris Semoqmedeba meoce saukunis dasawyisis mxatvruli Teatraluri procesis 
anti-naturalisturi tradiiciis zogad principebs exmianeboda, romelsac, sxvebs Soris, 
adolf apia, gordon kregi da vsevolod meierholdic ekuTvnodnen. plastikuri forma 
emblematuri da simboluri dominantis funqcias iZenda. speqtaklis yvela komponenti er-
Tian ritmul da plastikur struqturas eqvemdebareboda. msaxiobis sasceno moZraobis 
naxati cekvis eqspresiulobiT gamoirCeoda. swored amiT iyo ganpirobebuli qarTuli ce-
kvisa da musikaluri folklorisadmi axmetelis sagangebo interesi. 

revoluciuri amboxis situacia axmetelisaTvis masisa da individis qcevis arqetipu-
li modelebis gamovlenis provocirebis saSualeba iyo. swored ori _ naturalisturi da 
eqspresionistuli realobis formaluri Sepirispirebis magaliTi iyo lavrenevis `rRveva~, 
sadac pirveli nawilis naturalistur scenografiasa da kamerul intonacias mesame-meoTxe 
moqmedebebis eqspresionistuli masStabi cvlida da scenaze uzarmazari javSnosanis vee-
berTela `maketi~ aRimarTeboda ambrazurebiTa da amboxebuli mezRvaurebiT. 

axmetelis, ase vTqvaT, kavkasiuri speqtaklebis ciklSi grigol robaqiZis `lamara~ 
(1930. mxatvari _ gamrekeli, kompozitori _ i.tuskia) da s. SanSiaSvilis mier v. ivanovis 
`javSnosani 14-69~-s mixedviT dawerili `anzori~ (mxatvari _ i.gamrekeli, kompozitori _ 
i.gokieli) ukve erTi esTetikis farglebSi gadmogvcemda reJisoris msoflaRqmas. xolo 
Salva dadianis `TeTnuldSi~ (1931. mxatvari _ gamrekeli, kompozitori _ i.tuskia) axme-
telma misteriisa da ritualis mimarT interesi, uxucesi bapebis rokvaSi mosalodneli ka-
tastrofis winaTgrZnoba gamoamJRavna. 

reJisoris bolo gaxmaurebuli speqtakli Sileris `yaCaRebi~ iyo, romelsac axmetelma, 
TiTqos simbolurad `in tiranos~ uwoda (mxatvari _ i. gamrekeli, kompozitori _ i. gokie-
li). karl da franc moorebs speqtaklSi Teatris wamyvani msaxiobebi _ akaki vasaZe da akaki 
xorava TamaSobdnen. 

axmetelis sareJisoro `dakveTam~ iseTi fenomenis formireba ganapiroba, rogoric 
irakli gamrekelis konceptueluri scenografia iyo. 

1930 da 1933 wlis moskovis gastrolebma (e.w. `sakavSiro olimpiadebSi~ monawileobam) 
rusTavelis Teatrs udidesi warmateba da saerTaSoriso saxeli moutana. 
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1935 wels qveyanaSi politikuri teroris morigi talRa daiwyo, romelic kulturis 
moRvaweebzec gavrcelda. imave wels gavleniani da damoukidebeli reJisori Tanamdebobi-
dan gaanTavisufles, xolo 1937 wels daapatimres. misi speqtaklebi mis winaaRmdeg samxi-
lebad iqna gamoyenebuli. axmetels faSisturi korporacia `durujis~ xelmZRvanelobasa 
da nacionalizmSi, antisabWoTa `formalisturi~ speqtaklebis dadgmaSi dasdes brali da 
1937 wlis 29 ivniss sikvdiliT dasajes.

represiebs rusTavelis Teatris sxva TanamSromlebic emsxverplnen. sikvdiliT dasa-
jes msaxiobebi vaniko abaSiZe, elguja lorTqifaniZe, xaTuna WiWinaZe, platon koriSeli, ia 
qanTaria da ivane laRiZe. gadaasaxles reJisori kukuri patariZe, msaxiobebi: nina RviniaS-
vili, buJuJa SaviSvili, axmetelis meuRle Tamar wulukiZe da ramodenime sxva adamiani. 

represirebulTa arqivebi rusTavelis Teatris muzeumis TanamSromlebma papuna were-
Telma da estate beriaSvilma gadaarCines saidumlod.

sandro axmetelis Semdgom periods rusTavelis TeatrSi `sabWoTa klasicizmis~ xana-
sac uwodeben, radgan speqtaklebi saxelmwifo ideologiis uzenaesobas ganamtkicebda. am 
periodSi Teatrs msaxiobi akaki vasaZe xelmZRvanelobs, xolo yvelaze cnobil speqtakle-
bad S. aRsabaZis dadgmuli Seqspiris `otelo~ (1937, mxatvari i. gamrekeli, kompozitori 
i. tuskia) da akaki vasaZis mier dadgmuli v. soloviovis `didi xelmwife~ (1945, mxatvari s. 
virsalaZe, kompozitori i. tuskia) iTvleba. TeatrSi moRvaweoben reJisroebi k. patariZe, 
d. anTaZe, S. mesxi, s. WeliZe, Tumca reJisuris Tvisobrivad axali modelebi am periodSi 
ar Seqmnila. 

erTiani suraTidan gamoirCeoda axalgazrda dimitri aleqsiZis mier 1942 wels dadgmu-
li mxiaruli da msubuqi speqtakli k. Goldonis `sapatarZlo afiSiT~, (1942 weli, mxatvari 
i. gamrekeli, kompozitori r. gabiCvaZe). Tumca, SemdegSi aleqsiZis Semoqmedeba Teatri-
saTvis tradiciulad miCneul gmirul-romantikuli xaziT warimarTa. reJisoris am stilis 
namuSevarTa Soris gamorCeuli adgili sofokles `oidipos mefesa~ da d. gaCeCilaZis (vaJa 
fSavelas nawarmoebTa mixedviT) `baxtrions~ ukavia. 

40-iani wlebis bolosa da 50-ianebis dasawyisSi TeatrSi msaxiobTa da reJisorTa axali 
Taoba modis _ erosi manjgalaZe, giorgi gegeCkori, medea Caxava, reJisorebi mixeil Tuma-
niSvili da akaki dvaliSvili. Taoba, romelic rusTavelis Teatris morigi SemoqmedebiTi 
da istoriuli ciklis dasayrden Zalad iqceva. 

1951 wels TumaniSvili dgams iulius fuCikis nawarmoebis `reportaJi saxrCobelis 
yulfidan~ inscenirebas _ `adamianebo, iyaviT fxizlad~ (mxatvari f. lapiaSvili, kompozi-
tori _ a. maWavariani). reJisorma `gmirulis~ Tema yoveldRiurobas dauaxlova, heroiku-
li da romantikuli gancdebis nacvlad sinamdvilis mZafri, fxizeli aRqma warmoadgina. 
movlenaTa msvleloba TumaniSvilma reportaJebis saxiT miawoda mayurebels. scenaze 
realuri, cocxali adamianebi idgnen. aseTebive iyvnen kita buaCiZis piesis personaJebi spe-
qtaklidan `siyvarulis ambavi~ (1958, mxatvari o. liTaniSvili, kompozitori b. kvernaZe) da 
pavel kohoutis `roca aseTi siyvarulias~ gmirebi (1959, mxatvari d. TavaZe). speqtakleb-
Si wamyvanisa Tu msajulis SemoyvaniT TumaniSvils warmodgenaSi publicisturi polemi-
kis elementi Semoqonda. reJisoris Semoqmedebis am xazis dagvirgvinebad unda CaiTvalos 
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franguli inteleqtualuri dramis nimuSis _ J. anuis `antigones“ (1968, mxatvari g. gunia) 
dadgma, sadac antigonesa da kreontis saxiT ori msoflmxedveloba Seejaxa erTmaneTs. 

speqtaklSi `espaneli mRvdeli~ (1954, piesa j. fletCeris, mxatvari d. TavaZe, kompo-
zitori s. cincaZe, qoreografi d. maWavariani) TumaniSvilis Teatraluri pirobiToba 
ufro feradovani da gaxsnilia. groteskuli saxeebi niRbebis niSnebs iZens. naxucriSvilis 
folklorul motivebze Seqmnil zRaparSi `WinWraqa~ es tendencia Tavis mwvervals aRwevs 
(1963, piesa g. naxucriSvilis, mxatvrebi: o. qoCakiZe, a. slovinski, i. CikvaiZe, kompozitori 
b. kvernaZe). `WinWraqas~ warmodgeniT rusTavelis TeatrSi ixsneba e.w. `mcire~ scena, rome-
lic Teatris Sida `avangardul~ da eqsperimentul sivrced iyo Cafiqrebuli. 

mixeil TumaniSvilis sareJisoro moRvaweobas rusTavelis TeatrSi ukavSirdeba e.w. 
`Svidkaca~ _ msaxiobebis gogi gegeWkoris, erosi manjgalaZis, ramaz CxikvaZis, guram sa-
RaraZis, meda Caxavas, badri kobaxiZis, kote maxaraZisa da TviTon reJisor TumaniSvilis 
SemadgenlobiT. saxelwodeba `Svidkaca~ TviTonve amxels jgufis moRvaweobis polifoniur 
princips. es jgufi 50-iani wlebisa da 60-iani wlebis damdegis rusTavelis Teatris wamyvan 
SemoqmedebiT Zalad iqca. 

60 _ iani wlebSi rusTavelis TeatrSi mravali siaxlea. am periodSi SemoqmedebiT 
ZalTa koncentracia gansakuTrebiT intensiuria, procesebi ki mravalferovani. TeatrSi 
erTdroulad moRvaweoben reJisorebi dimitri aleqsiZe, mixeil TumaniSvili, arCil Cxar-
tiSvili, nana xatiskaci, giorgi qavTaraZe, gizo Jordania, giorgi tovstonogovi, robert 
sturua, Temur CxeiZe da sxvani. gansakuTrebiT unda aRiniSnos robert sturuasa da Temur 
CxeiZis Rvawli. 

Temur CxeiZe qarTul prozasa da dramaturgias Tanamedroveobis konteqstSi kiTxu-
lobs d.kldiaSvilis `samaniSvilis dedinacvalis~ (1969 mxatvrebi: m. WavWavaZe, a. ramiSvi-
li) moqmedeba T.CxeiZesa da r. sturuas Tanamedrove realobaSi gadmoaqvT, eTnografiuli 
koloritisagan aTavisufleben da inteleqtualuri dramis ideur datvirTvas aniWeben, 
xolo Salva dadianis `guSindelnSi~ Temur CxeiZe `sabazro urTierTobebiT~ gajerebuli 
nacionaluri stumarTmoyvareobis amsaxvel groteskul suraTebs qmnis (1972 weli, mxatva-
ri m. WavWavaZe, qoreografi i. zarecki). CxeiZis SemoqmedebaSi gamorCeuli adgili ukavia 
e.w. `qalis~ Temasac: speqtaklebs `qalis tvirTi~ _ (m. javaxiSvilis romanis mixedviT, mxa-
tvari m. SveliZe) da g. lorkas `bernarda albas saxls~, (mxatvari m. WavWavaZe, kompozitori 
d. turiaSvili). 

robert sturua rusTavelis TeatrSi 1962 wels movida. samociani wlebi reJisori-
saTvis Temisa da formis eqsperimentuli Ziebis periodia, romelic 70-ianebis gaxmaurebul 
Teatralur aRmavlobas uZRvis win. ukve am periodSi _ 1965 wels dadgmul artur mileris 
`seilemis procesSi~ (mxatvrebi: o. qoCakiZe, a. slovinski, i. CikvaiZe) sturua scenis teq-
nikur detals _ rkinis saxanZro fardas mxatvrul metaforad aqcevs da misi aweviT mayu-
rebels axal epoqaSi `SeuZRveba~ (“seilemis procesSi~ rkinis fardis gamoyeneba pirdapir 
asocoacias badebda politikur `rkinis fardasTan~). `es iyo xelovnebis mTlianobis ise-
Ti SegrZneba, romelic, samwuxarod, iSviaTia xolme Cvens Teatralur cxovrebaSi~, werda 
recenzenti, xolo Tavad sturua Tvlis, rom am speqtakliT daiwyo misi konceptualuri 
reJisura. reJisoris interesTa speqtri am periodSi Zalze farToa. igi dgams Taname-
drove sabWoTa piesebs, qarTveli mwerlis nodar dumbaZis nawarmoebebs (mag. `mziani Rame~ 
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mxatvrebi: o. qoCakiZe, a. slovinski, i. CikvaiZe, kompozitori g. yanCeli, qoreografi i. za-
recki, 1966 weli). CxeiZesTan erTad muSaobs klasikur prozaze (samaniSvilis dedinacvali). 
1969 wels sturua qarTveli dramaturgis, a. cagarelis komediis `xanuma~ dadgmis yvela 
stereotips arRvevs da piesis personaJebi socialur-istoriuli konteqstidan `bufonadi-
sa da komikuri atraqcionis~ sferoSi gadayavs (kompozitori g.yanCeli, mxatvari _ m. mala-
zonia, qoreografi _ i.zarecki). 1969 wels igi pirvelad dgams brexts _ avtors, romelic 
gansakuTrebul adgils daikavebs mis Semdgom SemoqmedebiT cxovrebaSi (`seCuaneli keTili 
adamiani~ mxatvari g. mesxiSvili, kompozitori g. yanCeli). 

swored robert sturuas saxels ukavSirdeba 70-ian wlebSi rusTavelis Teatris mso-
flio aRiareba. reJisoris yvelaze gaxmaurebuli speqtaklebis rigSi pirveli polikarpe 
kakabaZis `yvaryvare~ iyo _ warmodgena, romelic xelisuflebis cenzuram saSiS politikur 
satirad CaTvala (1974, mxatvrebi: mirian SveliZe, uSangi imerliSvili, kompozitori _ 
biZina kvernaZe). `yvaryvareSi~ mkafiod gamoikveTa reJisoris mxatvruli azrovnebis uni-
versalizmi. speqtakls `moednis~ Teatris sayovelTaoba da konceptualuri xelovnebis 
inteleqtualizmi gamoarCevda. sturuas antiiluziuri Riad pirobiTi Teatri kulturisa 
da sazogadoebis arsebobis uzogades modelebs gamokveTda. yvaryvare maradiuli avantiu-
ristis miTologiur saxed iqca, xolo `yvaryvarizmi~ kacobriobis istoriis Tanmxleb mud-
miv sabediswero fenomenad warmoCnda. Seiqmna `politikosi-mesiis~ igavi. speqtaklis mxa-
tvruli stili principulad ekleqtikuri iyo. yvaryvares rols asrulebda msaxiobi ramaz 
CxikvaZe, romelic sturuas yvelaze cnobili speqtaklebis protagonisti gaxda. 

1975 wels daidga brextis `kavkasiuri carcis wre~. speqtaklma `yvaryvares~ tradicia 
gaagrZela da sikeTis `ideis~ Teatraluri xorcSesxma SemogvTavaza, romelsac moxuci 
loTi azdakis _ `TeTri jambazis~ ieri ergo. gruSe vaCnaZisa (iza gigoSvili) da simon Ca-
Cavas (kaxi kavsaZe) romantikuli siyvaruli, miSikosadmi gruSes naz dedobriv grZnobas-
Tan erTad, sakvirvel poeturobas aniWebda speqtakls, xolo gia yanCelis musika da gogi 
mesxiSvilis scenografia mis zustsa da daxvewil plastikur da ritmul saxes Zerwavda. 
swored `kavkasiuri carcis wre~ gaxda is speqtakli, romlmac saTave daudo rusTavelis 
Teatris xelovnebis Tanamedrove Teatraluri msoflios mier aRiarebas. `robert sturuam 
erTdroulad Seasxa xorci marjaniSvilis sinTeturi Teatrisa da axmetelis nacionaluri 
Teatris Sesaxeb ocnebas~, werda kritikosi konstantine rudnicki. 

1979 wels Sedga Seqspiris `riCard III~‑is premiera (kompozitori _ gia yanCeli, mxatvari 
_ mirian SveliZe). aq ukve `TviTnabadi~ borotebis sakiTxi dadga. TiTqmis SiSvel scenaze 
personaJTa plastikurad xatovani groteskuli figurebi moZraobda. yoveli xasiaTi saxe-
simbolod iyo qceuli, xolo mizanscena _ metaforad. sturuas tragi-farsul usiyvarulo 
samyaros Zalauflebis Jini marTavda. 1979 wlis edinburgis gastrolebis Semdeg Teatri 
msaxiob-varskvlavTa dasad aRiares, gazeTi `gardiani~ rusTavelis Teatrs sensaciurs 
uwodebda, xolo ramaz CxikvaZes _ kavkasiel lorens olivies.

rusTavelis Teatris istoriis morigi cikli 1987 wels dadgmulma Seqspiris `mefe 
lirma~ (mxatvari _ m. SveliZe, kompozitori _ g. yanCeli) daasrula. am speqtaklSi sturuam 
TviTonve daiwyo Tavisi Teatraluri esTetikis rRveva da warmodgena pirobiTobis ukve 
`kanonikurad~ qceuli CarCoebidan gamosvlaze aago. man ganzrax dauSva stilisturi aRre-
va, liris msgavsad `saxelmwifo daanawila~ da `droTa kavSiris rRvevis~ periodis samyaros 
siWrele dagvanaxa. finalSi, rodesac moxuci mefe gardacvlil kordilias eTxoveboda, 

elisabed CerqeziSvili 
Elisabeth Cherkezishvili

akaki wereTeli

Akaki Tsereteli

dimitri yifiani

Dimitri Kipiani



15 

dekoracia, romelic Teatris interieris imitacias warmoadgenda, ingreoda da sayovel-
Tao katastrofiT saboloo wertils usvamda xanagrZlivi arsebobiT daRlil samyaros. 

80-iani wlebis dasasruls da 90-ianebis dasawyisSi rusTavelis TeatrSi msaxiobTa axa-
li Taoba modis. sxvebs Soris, reJisor gizo Jordanias samsaxiobo klasis kursdamTavre-
bulebi Teatraluri institutidan. Tavidan isini Tavis xelmZRvanelTan erTad, Teatris 
`mcire scenaze~ moRvaweoben (idgmeba b. vasilievis `amaRam, mgoni, iqneba qari~, Seqspiris 
`hamleti~ da sxv.), Semdeg ki, TandaTan, erTiani dasis organul nawilad iqcevian. 80-iani 
wlebis bolosa da 90-ianebSi TeatrSi speqtaklebs dgamen reJisorebi _ gizo Jordania, 
oTar egaZe, levan wulaZe, andro enuqiZe, goga TavaZe, daviT sayvareliZe, goCa kapanaZe. 

absurduli samyaros winaSe sturuas mier `mefe lirSi~ nawinaswarmetyvelebi adamia-
nis egzistenciuri martooba 90-ian wlebis realobad iqca. pedro kalderonis `cxovreba 
sizmarias~ gmiri _ ufliswuli sexizmundo zmanebebis samyaroSi aRmoCnda (1992. mxatvari 
m.SveliZe). kalderonis piesis dadgmam reJisoris axali prioriteti _ adamianis fsiqikisad-
mi interesi gamokveTa. swored adamianis fsiqikuri qcevis sxvadsxva aspeqts warmogvidgen-
da brextis `seCuaneli keTili adamiani~ (1993. mxatvrebi g. mesxiSvili, m.SveliZe, S. glur-
jiZe, qoreografi _ g. marRania, amave speqtaklSi Sedga zaza papuaSvilisa da nino kasraZis 
`tandemi~, romelic 90-iani wlebis umetes namuSevraTa RerZad iqca), robaqiZis `lamara~ 
(1996. mxatvari _ m. SveliZe) da Seqspiris `makbeti~ (1995. mxatvari m. SveliZe, kompozitori 
_ g. yanCeli). xolo saavtoro plastikuri kompozicia `iakobis saxareba~ (1994. mxatvrebi 
g. mesxiSvili, m. SveliZe, qoreografi _ g. marRania) enas, cnobierebas da kulturas Soris 
kavSirs warmoaCenda. l. TabukaSvilis piesa `mere ra rom svelia sveli iasamani...~ (1997. d. 
xinikaZesTan erTad, mxatvari. m. SveliZe, qoreografi _ g. marRania) samoqalaqo omis Semdeg 
sazogadoebaSi dasadgurebul sulier kriziss asaxavda da mis gadaWras fantastikisa da 
ritualis `sivrceSi~ cdilobda. Seqspiris `meTormete Rame~ (2000. mxatvari g. mesxiSvili, 
kompozitori _ g. yanCeli) paralelur realobaTa simultanurobis principiT aigo, xolo 
`hamletSi~ (2001. mxatvari _ m. SveliZe) yofierebis usasrulo `mankieri~ refleqsiis wreSi 
moxvedrili adamianis xvedri gamokveTa. ilia WavaWavaZis `kacia-adamianSi~ (2000. mxatava-
ri _ m. SveliZe), reJisoris nebiT, personaJebma avtoris mkvlelobis ambavi Seityves, rac 
`RmerTis sikvdilis~ cnobili Temis Tavisebur postmodernul versiad iqca, beketis `go-
dos molodinSi~ (2002. mxatvari m. SveliZe) am procesebis erTgvari inteleqtualuri, xolo 
yanCelis nawarmoebis mixedviT Seqmnili `stiqsi~ (2003. mxatvari _ T. ninua) _ plastikuri 
reziume iyo. 

Tavisi itoriuli arsebobis manZilze rusTavelis Teatrma reJisorisa da aqtioris xe-
lovnebis ganviTarebasTan erTad, qarTuli drmaturgiisa da scenografiis ganviTarebasac 
Seuwyo xeli. rusTavelis Teatris scenaze idgmeboda kldiaSvilis, robaqiZis, dadianis, 
SanSiaSvilis, kakabaZis, naxucriSvilis, WilaZis da sxvaTa piesebi. TeatrTan sxvadasxva 
dros TanamSrolobdnen sidamon-erisTavi, gudiaSvili, axvlediani, abakelia, gamrekeli, 
virsalaZe, TavaZe, e.w. `sameuli~ qoCakiZis, slovinskis da CikvaiZis SemadgenlobiT, ignato-
vi, gunia, murvaniZe, malazonia, WavWavaZe, sumbaTaSvili, imerliSvili, glurjiZe da sxvebi. 
gogi mesxiSvili da mirian SveliZe sturuas saukeTeso speqtaklebis Tanaavtorebi gaxdnen.

musikas TeatrisaTvis qmnidnen kompozitorebi vaxvaxiSvili, tuskia, gokieli, kilaZe, 
mSveliZe, balanCivaZe, maWavariani, gabiCvaZe, TaqTaqiSvili, kereseliZe, laRiZe, cincaZe, 
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CimakaZe, ToraZe, milorava, mamisaSvili, kvernaZe da sxv. gia yanCelma Teatrisa da kompo-
zitoris TanamSromlobas axli xarisxi da Tvisobrioba SesZina.

rusTavelis Teatris maradiuli axalgazrdobis saidumlo misi perioduli TviTga-
naxlebis TvisebiT amoixsneba. yovel aT-Tormet weliwadSi Teatri axal SemoqmedebiT pe-
riods iwyebs, romelic TaobaTa monacvleobis ritms imeorebs. rusTavelis Teatris 100 
wlisadmi miZRvnili saiubileo saRamo robert sturuam swored Teatris am Taviseburebis 
gaTvaliswinebiT dadga da `Taoba midis... Taoba modis...~ uwoda. SemTxveviTi arc is aris, 
rom 2004 wels, iseve, rogorc 90-ianebis damdegs, ruTavelis dass axalgazrda msaxiobTa 
jgufi Seemata, Taoba, romelmac Teatris axali SemoqmedebiTi periodis ZiriTadi saTqme-
lis gamoxatva unda itvirTos. 

1981 wels _ 100 wlis iubilesTan dakavSirebiT Teatrmcodne kote ninikaSvilis mier 
Sedgenili rusTavelis Teatris istoriis amsaxveli albomi gamoica. mas Semdeg Teatris 
SemoqmedebiTi cxovrebis ocze metma welma ganvlo. istoriuli epoqa Seicvala. daiwyo axa-
li saukune da aTaswleuli, romelic mudam Tanamedroveobaze orientirebul rusTavelis 
Teatrs axal sazogadoebriv dakveTas uqadis. b-ni biZina ivaniSvilis saxiT, Teatrs udi-
desi qomagi da mecenati gamouCnda, misi wyalobiT Senobis fundamenturi rekonstruqcia 
da uaxlesi teqnikiT modernizcia ganxorcielda. Teatrs, romelic Tavis istoriul war-
suls etapebis saxiT moiazrebs, axali da Zalze mniSvnelovani periodis dawyebis win, kvlav 
ganvlilis retrospeqtiuli gaxsenebis survili gauCnda. am survilis Sedegad Seiqmna wina-
mdebare albomi, romelic rusTavelis Teatris istoriuli gzis fotoebiT gadmocemis mo-
rig cdas warmoadgens. 

Tamar bokuCava
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qarTuli dramatuli trupa, 1879-1880 ww.
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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 19th 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. 
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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 Tbilisi”. Marjanishvili attained this objective by creating an impressionist 
piece. In order to create a “real “ image of Tbilisi 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 Tbilisi. 

“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- I.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 - I.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. 
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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 
- I.Gamrekeli, composer- I.Tuskia) and “The Great King” by V.Soloviev, directed by Akaki Vasadze (1945, 
set designer –S. Virsaladze, composer – I.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 



24 

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).
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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 



26 

– 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 100th 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 100th 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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`SexedeT marjaniSvilis portrets, me miyvars es uniWieresi xelovani da misi portretis ki mexmare-

ba. marjaniSvilis isic miyvars, rom yvela piesas sxvadasxvnairad dgamda: `urieli akosta~ ar hgavda 

`mzis dabneleba~, `mzis dabneleba~ _ `hoplas~, `hopla~, _ `fuente ovexunas~ da ase Semdeg. es misi 

udidesi niWis niSani iyo. igi arasdros meordeboda~.

mixeil TumaniSvili, 1978.

”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

k
o
t
e
 m

a
r
j

a
n
i
S
v
i
l

i
 (
1
8
7
2
 _

 1
9
3
3
)

K
ot

e 
M

ar
ja

ni
sh

vi
li 

(1
87

2-
19

33
)



29 

`man axmetelTan erTad moaxdina qarTuli Teatris modernizacia, ganaaxla sasceno leqsika, gamoavlina 

qarTveli xalxis artistuli SesaZleblobebis mTeli simdidre, daamkvidra sinTezuri Teatri, umZimes 

istoriul pirobebSi qarTvelebs mianiWa sixaruli, Semata simxneve.~ 

vaso kiknaZe, 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

`cxovreba xelovnebaSi sxvagvaria, vidre dedami-

waze. is ufro xatovania, cocxali, wkriala ... swored 

amitom xelovnebis ena yvelasaTvis gasagebia~.

kote marajaniSvili, 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

`Teatrs ara aqvs ufleba ar gamoexmauros droebis 

sulier interesebsa da moTxovnebs. sxvagvarad Teat-

ri mkvdari iqneba. xelovneba cocxali da sicocxlis-

mqneli unda iyos~.

kote marajaniSvili, 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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`... reJisor marjaniSvilis madlianma xelma 

dagvanaxa qarTveli artistis niWi da momavali ... 

`cxvris wyarom~ didi enTuziazmi Seqmna sazoga-

doebaSi. _ gamococxlda Cveni Teatri, _ safuZveli 

eyreba qarTuli dramis aRorZinebas.~ 

doni. `muSa~. 1922. 

”... 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

`kargma reJisorma daamtkica kidev erTxel, rom dRevandel TeatrSi arc 

dramaturgi, arc msaxiobi pirveli rangis fenomeni aRar arian, rogorc es iyo 

Seqspiris drois TeatrSi. qveyanam unda gaigos, rom dRevandeli Teatri `maSi-

naluri organizmia~. disciplina upirveles yovlisa.~ 

ariadne, 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

19
22lope de vega

`cxvris wyaro~

“Fuente Ovejuna”
mTargmneli  _  

k. mayaSvili
dadgma  _  

k. marjaniSvili 
mxatvari  _  

s. erisTavi
kompozitori  _  

T. vaxvaxiSvili,

Lope de Vega

“Fuente Ovejuna”
Translation  –   

K. Makashvili
Production  –   

K. Marjanishvili
Scenography and costumes  –   

V. Sidamon-Eristavi
Music  –   

T. Vakhvakhishvili
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u. Seqspiri

`hamleti~ 

mTargmneli  _ 
i. maCabeli

reJisori  _  
k. marjaniSvili,  
s. axmeteli 

mxatvari  _  
i. gamrekeli, 

kompozitori  _  
T. vaxvaxiSvili,

W. Shakespeare

“Hamlet”
Translation  –   

I. Machabeli
Production  –   

K. Marjanishvili, S. 
Akhmeteli

Scenography and costumes  –   
I. Gamrekeli

Music  –   
T. Vakhvakhishvili

`hamletidan dawyebuli aCrdilamde _ adamianebi unda iyos.~ 

kote marjaniSvili, 1925. 

19
25
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`gaognebuli vuyurebdi rusTavelis TeatrSi qar-

Tuli dasis, ufro zustad ki k. marjaniSvilis mier 

warmodgenil `hamlets~, sadac ZiriTadi yuradReba 

mimarTuli iyo gviandeli kubizmis suliskveTebiT 

Sesrulebul dekoraciaTa originalobaze, romelic 

aranairad ar pasuxobs Seqspiris arss da mis mier war-

modgenil epoqis xasiaTs; maocebda agreTve raRac 

gansakuTrebulad, futuristulad CaxlarTuli 

warbTa xazi msaxiobebisa, romelzec kritikosTa 

nawili mzad iyo mTeli diTirambuli traqtatebi 

SeeTxza...~

По театрам мира, 1925.

“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

`oci wlisac ar viyavi cocxali hamleti rom vnaxe ... 

uSangis Tvalebi, cecxliani, elvisnairad manaTo-

beli Tvalebi, nawamebi da nafiqral-natanji saxe, 

mSvenieri princi da sazizRari garemo ... yvelgan 

liqni da Suri.~ 

solomon xuciSvili, 1985. 

“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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`es dadgma iseTi grandiozuli xelovnuri Semo-

qmedebaa, rom erTbaSad da ucbad misi Sefaseba yov-

lad SeuZlebelia. ... hamleti gaadamianebuli dRem-

dis ar yofila ... yvela Semsrulebeli uSangiTa da 

verikoTi dawyebuli ... raRac sulis da gulis naTe-

savad mxvdebodnen da mTeli saRamo ise viyavi Sepy-

robili da datyvevebuli Tqvens mier, rom bavSvobis 

Semdeg me ar maxsovs aseTi mojadoebuli gavlena 

Teatrisa...~ 

akaki faRava, 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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`marjaniSvilis pleadis msaxiobebi gansakuTrebu-

lad, gasaocrad Teatraluri, CemTvis saidumloebiT 

moculi xelovanni iyvnen ... Zalze qarTul masalidan 

gamoZerwili es msaxiobebi raRaciT hgavdnen Sua 

saukuneebis gistrionebsac ki da, imavdroulad evro-

puli romantikuli Teatris artistebsac.~ 

mixeil TumaniSvili, 1978.

“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 

gr. robaqiZe

`lamara~ 

reJisorebi  _  
k. marjaniSvili 
al. axmeteli

mxatvari  _ 
l. gudiaSvili

kompozitori  _  
i. tuskia

G. Robakidze 

“Lamara”
Production  – 

K. Marjanishvili 
A. Akhmeteli

Scenography and costumes  –   
L. Gudiashvili

Music  –   
I. Tuskia

19
26
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aleqsandre 

(sandro) 

axmeteli 

(1886 _ 1937) 

Alexandre (Sandro) 
Akhmeteli (1886-
1937)

`icinis qarTveli, rodesac stiris 

misi guli, sicili da xarxari udidesi 

protestia qarTvelisa, sicili da 

xarxari _ es mxolod formaa adamianis 

religiuri intuiciisa. sicili da 

xarxari bunturi Tvisebaa qarTveli 

adamianis suliskveTebisa.~ 

sandro axmeteli, 1925.

“A Georgian laughs when his heart weeps; 
laughter and joy mean the greatest protest 
of a Georgian; laughter and joy stand 
out as an expression of person’s religious 
intuition. Laughter and joy evidence 
rebellious nature of the Georgian soul.”

Sandro Akhmeteli, 1925
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`Teatri arc skolaa da arc tribuna. Teatri mxolod 

religiuri taZaria...Teatri da eklesia es erTgvari 

kultia”. 

sandro axmeteli, 1925. 

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

Sandro Akhmeteli, 1925

`...gulaxdilad unda ganvacxado, rom Cven vqmnidiT 

heroikul Teatrs. rusTavelis Teatrs ar SeuZlia 

iyos yofiTi Teatri. me ar msurs yofiTi Teatri. me 

uars ar vambob sabWoTa  sinamdvileze, magram ver 

warmomidgenia, rom axali sabWoTa sinamdvilis asax-

va yofiTma Teatrma SesZlos. 

me yoveldRiur saqmianobaSi vxedav azris matarebel 

gigantebs ... heroikuli Teatris, didi azris Teat-

ris gareSe Cven muSaoba ar SegviZlia ... Cven gvWird-

eba siZliere ideisa da siZliere miswrafebisa ... Cven 

gvinda davewioT da gauswroT!... ~

sandro axmeteli, 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

` ... saxalxo Teatri mesmis ara rogorc 

iafasiani warmodgena. saxalxo Teat-

ri es masiuri Teatria. aq aRar sufevs 

msaxiobi da msmeneli. aq yvela msaxio-

bia da msmeneli.~ 

sandro axmeteli, 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

s. axmeteli, i. gamrekeli da p.kobaxiZe 

S. Akhmeteli, I. Gamrekeli and P. Kobakhidze
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1924 wlis 24 ianvars rusTavelis TeatrSi morigi speqtakli x. benaventes “interesTa TamaSi” (reJ. k. marjan-

iSvili) midioda... 

speqtakli moulodnelad Sewyda... krispenis kostumSi gamowyobilma akaki vasaZem gancvifrebul darbazs 

korporacia “durujis” manifesti waukiTxa.

man kiTxva daamTavra da... darbazi qandaridan gadmocvenili mowodebis furclebiT aivso... mayurebeli daib-

na... durujelebis sensaciurma gamosvlam rusTavelis Teatri orad gaxliCa.

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 

krispeni _ akaki vasaZe.

Crispin –Akaki Vasadze
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`axali idealebiT gatacebulma axalgazrdobam, romelmac ukve igema warmodgenisaTvis namdvili, serio-

zuli momzadebis mniSvneloba, ar isurva ukan daxeva da Tavisi idealebis SesanarCuneblad Semoikriba kor-

poraciaSi ... SeiZleba ar daveTanxmo mis mimarTulebas, magram uaryofa mxatvrul miRwevaTa Znelia, bevrni 

amboben, rom es miRwevani 

maT ki ar ekuTvnis, aramed me. me amazec gipasuxebT, rom ar myoloda es axalgazrdoba, romelsac aRSfoTebis 

gavlenis qveS bevrni daumsaxureblad uwodeben uniWoebs, arc Tu me, aramed genialuri Semoqmedi Teatrisa 

verafers gaawyobda. 

Tumca brZola dawyebulia, mec siamovnebiT viReb mas ...~ 

kote marjaniSvili, `qarTuli sityva~, 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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qarTuli Teatris manifesti

Manifesto of the Georgian Theatre

Zveli Teatri nangrevebSi ...
Old Theatre in debris...

noembris 25 ... qarTuli Teatris 
auqcioni ... mogeba Cven ... 
fiziologiuri gancdani istoriis 
naoWebSi ... 
qurumTa xarxari da mwuxareba 
keTrovan baldaxinze 
panTeonisaken ... 
oqropirTa katastrofa 
traRediebSi ... 
Zveli daramaturgia 
bewvebdamZvrali meloti TaviT ... 
arSin mal-alanis gvardia 
xurjiniT murtal, modrekil 
zurgze – gazafxulidan 
Semodgomamde ... 

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...

beberi kameCebi sagastrolod 
SoTas prospeqtze ... 
qarTuli Teatri Slamian Waobidan 
amotivtivebuli ... 
paroli : `duruji~!!!
CrdiloeTidan movardnili 
kentavri ... 
qarTuli Teatri axali cecxlis 
artaxebSi ... 
`duruji~ - memarcxene ... noembris 
25 ... sazeimo yivili 
gamarjvebis yoreze ... 

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 ...

artisti SuSpara ... 
artisti cecxlovani ...
artisti giJi ...
artisti SfoTi ...
artisti gorozi ...
artisti fafarayril raSze ...
artisti kadnieri ...
artisti rixiani ...
kentavri vefxvebis saerTaSoriso 
karnavalSi ... 
`duruji~! 
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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”!

rusTavelis Teatri
1924 w. ianvris 18 
Ramis 12 saaTi. tfilisi. 
Rustaveli Theatre
January 18, 1924
12:00 p.m. Tbilisi

kote marjaniSvili, aleqsandre axmeteli, viaCeslav 

jiqia, daviT CxeiZe, kukuri patariZe, akaki vasaZe, 

veriko anjafariZe, uSangi CxeiZe, dodo anTaZe, Salva 

RambaSiZe, akaki xorava, platon koriSeli, dimitri 

mJavia, giorgi daviTaSvili, vaso pataraia, aleqsan-

dre gvelesiani, buJuJa SaviSvili, elene donouri. 

qronika: speqtaklis SeCereba, himni, msaxiobebi...

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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`axmetelma `lamaraze~ daiwyo muSaoba. marjaniS-

vils `lamara~ aRar ainteresebda, man pantomima 

`mzeTamzes~ mokida xeli, magram apendicitis Sete-

vis gamo savadmyofoSi dawva ... savadmyofodan gamos-

vlis Semdeg TeatrSi aRar dabrunebula. ~

aleqsandre duduCava, 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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“Zvirfaso saSa! 

daveswar pirvelad Sens dadgmas `rRvevas~. TviTon ambavi kreiser `avroras~ piterze galaSqrebisa didi 

gmiruli ambavia. am ambis gamokveTa foladiT da foladSi unda momxdariyo. am mxriv piesa cota moisustebs. 

miT ufro dasafasebelia qarTuli Teatris (reJisura, msaxiobni, mxatvari) SemoqmedebiTi muSaoba. rausTave-

lis Teatrma SesZlo xsenebuli ambavi rkineuli dinamizmiT ganeviTarebia (sakuTriv meore da gansakuTrebiT 

meoTxe aqti)... Zmuri megobruli gulgaxsna Sen mxatvars iraklis, msaxiobebs (uSangi CxeiZes, akaki xoravas, 

akaki vasaZes, giorgi daviTaSvils da sxvebs) da yvela TanomuSavarT. 

siyvaruliT. grigol robaqiZe. 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”)

1928
b. lavrienevi

`rRveva~ 

mTargmneli  _  
a. faRava

reJisori  _  
s. axmeteli 

mxatvari  _  
i. gamrekeli

kompozitori  _  
i. tuskia

B. Lavreniev

“The Break-up”
Translation  –  

A. Paghava
Production  –  

S.Akhmeteli 
Scenography and costumes  –  

I. Gamrekeli
Music  –  

I. Tuskia



43 

`gulgaxarebuli imis danaxviT, rac vixile, dasis mier warmodgenili `rRvevad~, vaSas 

SevZaxeb sasiqadulo axali qarTuli Teatris didebul moRvaweT! dae, ase brwyinvalebiT 

emsaxuros da mwams, rom emsaxureba xelovnebas xalxis sabednierod da SvenebisaTvis. 

daviT kldiaSvili. 

“Delighted by what I witnessed presented by the company as “the Break-up”, made me shout hurrah 
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)
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` ... dawyebuli ubralo TanamSromlidan da gaTavebuli mTavari rolebis Sem-

sruleblebiT, yvela eZebda am piesis ritms ... mivageniT Tu ara ritms CvenTvis 

advili Seiqmna revoluciuri dinamikis saxis Seqmna. bersenevis ojaxs ... Cven sul 

sxva mxridan mivudeqiT. aq iyo rRveva, brZola Tavis TavTan erTi sityviT sruli 

winaaRmdegoba mezRvaurTa `cekvis~ ritmisa.~ 

s. axmeteli, 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

b
er

se
n

i
ev

i
 _

 g
i

o
r

g
i

 s
aR

ar
aZ

e
B

er
se

ni
ev

 –
 G

io
rg

i S
ag

ar
ad

ze
d

. a
b

aS
i

Ze
D

. A
ba

sh
id

ze
em

. a
f

xa
i

Ze
Em

. A
pk

ha
id

ze



45 

`lamaras~ (1926 w.) dadgmam dagvarwmuna., rom nacionaluri formebis Zieba fuWi 

ar iyo. saWiro gaxda es gza kidev erTxel Segvemowmebina, rac kidec movaxerxeT 

`anzorSi~. Sedegi damajerebeli aRmoCnda. rogorc `lamara~ aseve `anzori~ 

aRmoCndnen, mSobliuri, maxlobeli. Cven movaxerxeT mogveZebna Tanamedrove 

ritmi, metyvelebis kultura, mkveTri da naTeli moZraobani.~ 

sandro axmeteli, 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.”

19
28s. SanSiaSvili

`anzori~ 

reJisori  _  
s. axmeteli

mxatvari  _  
i. gamrekeli 

kompozitori  _  
i. gokieli

 

S. Shanshiashvili

“Anzor”
Production  –  

S. Akhmeteli
Scenography and costumes  –  

I. Gamrekeli
Music  –  

I. Gokieli
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`siuJeturi kvanZebi Zvel sayofacxovrebo elfers atarebs, socialuri ideebi 

axalia, mizani da saSualebebi ver SeTanxmda da daiwyo ... namdvili rusTavelis 

Teatri ... nerviuli Zlieri, paTetikuri, gmiruli, Ziebis, wamebis da sixarulis.~ 

amonaweri `anzoris~ repeticiidan. 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 
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`anzori xorcSesxmuli 

ideaa mebrZoli ada-

mianis, leki da lekoba 

es Cveni saSualebebia, 

nacionaluri formaa.~ 

sandro axmeteli,  

1928. 

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

Sandro Akhmeteli,  
1928

anzori _ g. daviTaSvili
Anzori – G. Davitashvili 
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` ... Cven mivmarTeT mTiulur dialeqts, rom gavaZli-

eroT mTebis ritmis iluzia. ritmizebuli moqmede-

bis dadgenaSi Cven viyenebT kritikul prizmaSi 

gatarebul xalxuri Teatris zogierT formas.~

sandro axmeteli, 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

19
30gr. robaqiZe

`lamara~ 

reJisori  _ 
s. axmeteli 

mxatvari  _  
i. gamrekeli

kompozitori  _  
i. tuskia

G. Robakidze 

“Lamara”
Production  – 

S. Akhmetli
Scenography and 

costumes  – 
I. gamrekeli

Music  – 
I. Tuskia
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19
30f. Sileri

`In tirannos 

(yaCaRebi)~ 

mTargmneli  _ s. SanSiaSvili
reJisori  _ s. axmeteli 
mxatvari  _ i. gamrekeli
kostumebis mxatvari  _ s. 

qobulaZe
kompozitori  _ i. gokieli

F. Schiller

 “In Tirannos”
(“The Robbers”)
Translation  – S . Shanshiashvili
Production  – S . Akhmeteli
Scenography  –  I. Gamrekeli
Costume  – S . Kobuladze
Music  –  I. Gokieli

` ... yaCaRebis dadgmas rusTavelis TeatrSi istoriuli mniSvneloba aqvs. es aris 

pirveli klasikuri nawarmoebi Cvens TeatrSi. Cven 1926 wlidan dawyebuli wels 

pirvelad vscadeT mogveca klasikuri nawarmoebi Cveni sakuTari eniT, Cveni saku-

Tari meTodiT. klasikuri piesebi Cvenamdisac iyo da Cven vemijnebiT yvela imas rac 

Cvenamde iyo da rac Cven gverdiT aris ...~ 

sandro axmeteli, 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
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`dadgmis stili xasiaTdeba 

Taviseburi monumentalo-

biT. am mxriv rusTavelis 

Teatrma saukeTeso magal-

iTi mogvca imis Tu rogor 

unda idgmebodes klasiko-

sebi Tanamedrove scenaze.~

giorgi natroSvili, 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

`nacionaluris forma srulebiT ar gulisxmobs Seqspiris an Sileris uaryofas. 

rodesac Cven vTamaSobT karl moors ar aris savaldebulo, rom karli ueWvelad 

germaneli iyos, savaldebuloa erTi ram: nacionaluri xerxebiT iyos mocememuli 

misi saxe.~ 

sandro axmeteli, 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
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`axmetelis saukeTeso speqtaklebi - `anzori~, `rRveva~, `lamara~, ~In Tirannos~ - iyo WeSmariti revoluciuri 

Teatraluri amboxeba yofiTobis, uferulobis, viTom cxovrebiseulis winaaRmdeg.~ 

mixeil TumaniSvili, 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’-is Teatraluri samxilebis konkretuli adresatu reJisors arasdros da arsad gauSifravs. mamze 

arc misi Tanamedroveni d arc istorikosebi, memuaristebi laparakoben. Tumca, vfiqrob, koreqtulobis 

zRvars ar gascdeba imis mtkiceba, rom tiranuli Zalauflebis pirispir dgomis paTosi reJisorma pirovnuli 

dapirispirebis paTosad aqcia”

n. getaSvili, 2004, moskovi 

“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
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` ... viRaceebi ambobdnen axmeteli daiWireso. sabargo manqaniT mTel qalaqze gaatares da sadRac qalaqgareT, 

rogorc xalxis mteri daxvriteso. 

maxsovs qalaqSi gakruli afiSebi misi speqtaklebisa, romelzedac damdgmelis gvari aRarsad Canda ... 

erTxel, mTeli dasi Segvkribes da gamogvicxades _ sandro axmeteli reabilitirebuliao. gavogndiT, maS-

inve vigrZeni, rom sxva dro dadga.~ 

mixeil TumaniSvili, 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 ww. xelisuflebis 

mxridan gaZlierda sandro 

axmetelis kritika. mas abra-

lebdnen faSisturi organi-

zaciis Seqmnas, burJuaziis 

ideologiiT gatacebas, Tea-

trSi revoluciuri Temebis 

ugulebelyofas. 1937 wels 

sandro axmeteli daiWires 

da daxvrites. masTan erTad 

daxvrites an gadaasaxles 

misi dasis msaxiobTa da Tea-

tris TanamSromelTa didi 

nawili. 

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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19
37u. Seqspiri

`otelo~

mTargmneli  _  
i. maCabeli

reJisori  _  
S. aRsabaZe

mxatvari  _  
i. gamrekeli

kompozitori  _  
i. tuskiaia

W. Shakespeare

“Othello”
Translation  –   

I. Machabeli
Production  –   

Sh. Aghsabadze
Scenography and 

costumes  – 
I. Gamrekeli

Music  –   
I. Tuskia

`karga xania Teatridan ar gamomyolia iseTi didi, sulis ganmaaxlebeli sixaruli, rogorc 

guSin Tqvenma otelom momaniWa ... karga xania! SesaZlebeli, albaT axalgazrda Saliapinis 

droidan ... Tqveni otelosTvis TviT miwamde gixriT Tavs. ~

vasil kaCalovi, 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
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`xorava _ otelo SesaniSnavia. mimaCnia, 

rom es Teatraluri movlenaa ... dide-

bulia, saukeTeso yvela Cven oteloTa 

Soris.~

vladimir nemiroviC-danCenko, saojaxo 

arqividan, 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

`1947 welia. damTavrda 

rusTavelis Teatris gas-

trolebi moskovSi. akaki 

xorava `otelos~ ukanasknel, 

damatebiT warmodgenas Tama-

Sobda... mTeli puSkinis quCa 

xalxiT iyo gaWedili, roca 

xorava gamoCnda ... Teatris 

SesasvlelTan igi xelSi 

aitaces da sastumromde ase 

atares... ~

mixeil TumaniSvili, 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

`iago (akaki vasaZe) moklebuli iyo 

konkretul istoriul pirobebs. 

namdvilad iago aris warmodge-

nili axali sazogadoebis fenisa, 

romelic iswrafis daiWiros Tavi-

si adgili cxovrebaSi da romelsac 

ukve Segnebuli aqvs fulis yov-

lisSemZle Tviseba.~

Salva afxaiZe, 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
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`am SenobaSi 1921 wels kote marjaniSvili siaxlis suliskveTebiT avsebda Tao-

bas. aq igi raRac didxans darCa. Tavisave nebiT wavida sxvagan, magram Rrma kvali 

ki datova. mere sandro axmetelma Teatri yalyze Seayena. sandro axletelis 

wasvlidan 6 - 7 wlis Semdeg TeatrSi Cveni Taoba movida ... 

... es mSvenieri Senoba Cemi mSobliuri saxli iyo ... mere mec wavedi Teatridan, 

sadac TiTqmis ocdaxuTi weli vimuSave.~ 

mixeil TumaniSvili, 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
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dimitri 

(dodo) 

aleqsiZe 

(1910 _ 1984)

Dimitri (Dodo) 
Alexidze 
(1910-1984)

`Teatris survilia 

rac SeiZleba meti six-

aruli da esTetikuri 

kmayofileba mianiWos 

mayurebels, daexmaros 

yoveldRiuri cxovre-

baSi, Tavisi amaRle-

buli grZnobebiT, wminda 

zneobrivi ideebiT, 

jansaRi mxatvruli 

suliskveTebiT~.

dodo aleqsiZe. 

“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

`b-ni dodo bunebiT romantikosi, Smagi 

Teatrali, igi yofiTobaze odnav zea-

weuli iyo da TviT am yofiTobas Teat-

ralur TamaSobad gadaaqcevda xolme, 

iqneboda es plenumi, sxdoma, repeticia 

Tu premiera. ramdenjer yofila, Tavisi 

mrisxane gamosvla krebaze Tu sabWoze 

b-n dodos xumrobiTa da mxiaruli 

siciliT daumTavrebia~.

mixeil TumaniSvili, 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
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`istoria ... mkacri da wunia mandilosani, Tavis 

yulabaSi mxolod saukeTesos inaxavs. mis magivrad 

Znelia msjeloba, magram, Cemi azriT, igi Tavis yula-

bisaTvis aucileblad SearCevda `oidipos mefes~, 

`baxtrions~ da, ra Tqma unda gansacvifrebel `sapa-

tarZlos afiSiT~. SesaZloa, kidev raimes. es speq-

taklebi etapebia, aRmoCenebi. maTi SeqmniT Teatris 

ganviTarebis istoriaSi gansakuTrebuli etapebi 

yalibdeba.~

mixeil TumaniSvili, 1989.

“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

19
42 k. goldoni

`sapatarZlo 

afiSiT~ 

reJisori  _ 
d. aleqsiZe

mxatvari  _  
i. gamrekeli

kompozitori  _  
r. gabiCvaZe

C. Goldoni

“Il Matrimonio 
per concorso” 
(“Fiancée with the Poster”)

Production  – 
D. Alexidze

Scenography  – 
 I. Gamrekeli

Music  – 
  I. Gabichvadze

madam fonteni _ al. ToiZe dora _ T. TarxniSvili alberto _ v. doliZe garson _ v. berZenaZe
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19
56sofokle

`oidipos mefe~ 

mTargmneli  _ 
d. gaCeCilaZe

reJisori  _  
d. aleqsiZe

mxatvari  _  
f. lapiaSvili 

kompozitori  _ 
o. TaqTaqiSvili

qoreografi  _  
d. maWavariani

Sophocles 

“Oedipus Rex”
Translation  –   

D. Gachechiladze
Production  –   

D. Alexidze
Scenography and costumes  –   

F. Lapiashvili
Music  –   

O. Taktakishvili
Choreography  – 

D. Machavariani

`maxsovs cxare kamaTi `oidiposis~ irgvliv. mTeli qalaqi quCebSi, bazrebSi saxinkleebSic ki cdilobda 

amoecno mefe sjobda? akaki xorava, akaki vasaZe, sergo zaqariaZe Tu erosi manjgalaZe?... kamaTSi Tavi rom ar 

Segercxvina, oTxive unda genaxa.~

sergei straxovi, 1974 

“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

akaki xorava akaki vasaZe sergo zaqariaZe Eerosi manjgalaZe
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19
60vaJa fSavela

`baxtrioni~ 

reJisori  _ 
d. aleqsiZe,

mxatvari  _ 
f. lapiaSvili, 

kompozitori  _  
a. CimakaZe,

qoreografi  _ 
g. odikaZe, 

Vazha-Pshavela

 “Bakhtrioni”
Production  – 

D. Alexidze
Scenography and costumes  –   

F. Lapiashvili
Music  – 

A. Chimakadze
Coreography   

– G. Odikadze

`baxtrioni~ imis magaliTia, Tu ra keTilnayofieria 

xelovnebis ganviTarebaSi memkvidreobiTi monacv-

leoba, axlisaken winsvlaSi cocxali tradiciebis 

gamoyeneba. axla `baxtrioni~ warmogvidgeba rogorc 

rusTavelis Teatris Tanamimdevruli ganviTarebis 

warmomsaxveli Semoqmedeba. amaSic unda veZeboT misi 

warmatebis didi Zala da mSvidoba.~

dimitri janeliZe, 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



62 

`Tu reJisori brextis romelime piesis dadgmas gan-

izraxavs, is Cveulebrivi Teatraluri warmodgeniT 

veRar Semoifargleba... msaxiobma, magaliTad, roli-

dan `gamoTiSva” da mayurebelTan erTad gmiris 

Soridan Sefaseba unda SeZlos SeZlos. `brextis 

xaTriT” Cven yvelani SevicvaleT.”

dodo aleqsiZe

“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

19
63b. brexti

„samgroSiani 

opera“

reJisori  _ 
d. aleqsiZe

mxatvari  _  
f. lapiaSvili

kompozitori  _ 
k. vaili

qoreografi  _  
i. zarecki

B. Brecht

“The Threepenny 
Opera” 
Production  –   

D. Alexidze
Scenography and costumes  – 

P. Lapiashvili
Music  – 

K. Weill
Choregraphy  – 

I. Zaretski
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`Cven gveCveneboda, rom axmetelis Semdeg rusTavelis Teatri iqca garegnuli efeqtebis, pompe-

zur, gadametebulad sazeimo, metic, yalb Teatradac ki ... Cems dRiurSi gaCnda Canawerebi: `axla 

umoqmedebis dro araa, unda davrazmoT axalgazrdoba da SevqmnaT axali Teatri _ ara iseTi, 

rogoric dResaa ... mTavaria axalgazrda Zalebis erTianoba da miznis sicxade.~ 

mixeil TumaniSvili, 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

Teatri
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Teatri
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`rusTavelis Teatris saerTo stilistika aSkarad icvlida tonalobas _ speq-

taklebma fsiqologiuri moculoba SeiZines. kriteriumebi TandaTan, magram 

aSkarad icvleboda.~ 

mixeil TumaniSvili, 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

Teatri
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mixeil 

TumaniSvili 

(1921 _ 1996)

Mikheil 
Tumanishvili 
(1921-1996)

`saerTod ar miyvars Cemi 

speqtaklebi, Tumca, aris 

gamonaklisic, magali-

Tad: `espaneli mRvdeli~. 

es dadgma Zalian miyvarda, 

albaT imitom, rom pirve-

lad aq gaxda CemTvis naTeli 

improvizaciis mniSvneloba ... 

ho, kidev romeli speqtakli? 

albaT, mainc `antigone~. 

mainc ki ara, CemTvis es Zalian 

mniSvnelovani speqtakli iyo. 

`antigones~ gamoSveba Tavi-

dan saTuo iyo. aseve moxda al. 

CxeiZis `xidzec~. arc am speq-

takls uSvebdnen, ra dro iyo! 

axla ki es aRaravis axsovs.~ 

mixeil TumaniSvili, 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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19
54j. fletCeri

`espaneli 

mRvdeli~ 

mTargmneli  _ 
g. fronispireli

reJisori  _ 
m. TumaniSvili

mxatvari  _  
d. TavaZe, 

kompozitori  _ 
s. cincaZe

qoreografi  _ 
d. maWavariani

J. Fletcher

“The Spanish 
Curate”
Translation  – 

G. Pronispireli
Production  –   

M. Tumanishvili
Scenography and costumes  –   

D. Tavadze
Music  – 

S. Tsintsadze
Choreography  –   

D. Machavariani

`er. manjgalaZis da em. afxaiZis mier gansaxierebuli 

lopesi da diego Tamamad SeiZleba msaxiobTa osta-

tobis Sedevrad CaiTvalos.~ 

mixeil TumaniSvili, 1989 

“E. Manjgaladze and E. Apkhaidze as Lopez and 
Diego can easily boast to be masterpieces of acting 
technique.”

Mikheil Tumanishvili, 1989
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`erosi manjgalaZe mRvdel lopess TamaSobda didebulad Tama-

Sobda grZeli, TavSemortymuli, aCaCul-daCaCuli anafora da san-

dlebi ecva, jvari Ripmoreul muclamde dasTrevda. daborialobda 

es uRmerTo mucelmdogvi ... mruSi da yalTabandi qalaqSi da ras ar 

akeTebda xelis mosaTbobad.~

mixeil TumaniSvili, 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

`erosi manjgalaZe _ bedis nebieri, araCveulebrivad niWieri, 

erosi saocrad didi msaxiobia. brwyinvale monacemebi aqvs, umdid-

resi intuicia, xavedovani xma da gulis siTbo, rac uZvirfasesia 

xelovnebaSi.~

mixeil TumaniSvili, 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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`espaneli mRvdeli~ ar aris mxolod Cveulebrivi 

kargi warmodgena, igi garkveuli movlenaa Teat-

ralur xelovnebaSi. am speqtaklSi Cven gvxiblavs 

reJisor TumaniSvilis mdidari fantazia, didi 

gemovneba, maxvili iumori, rac esoden aucilebelia 

WeSmariti xelovnebisaTvis.~ 

Salva RambaSiZe, 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

`Wkviani, temperamentuli, muSaobaSi mizanswra-

fuli, iSviaTad plastikuri, sxvebze metad nakiTxi, 

maiakovskis trfiali, futuristuli leqsebis 

mTxvzeli, enamoswrebuli kote maxaraZe.~

mixeil TumaniSvili, 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

`gogi gegeWkori bunebisagan boZebul 

talants yovelTvis mkvidr niadags 

uqmnida SesaSuri Sromis moyvare-

obiT, impulsuri, nervuli ... ~ 

mixeil TumaniSvili, 1989

“Gogi Gegechkori has always nurtured 
his nature-granted talent through envy- 
arousing diligence – so impulsive, edgy...”

Mikheil Tumanishvili, 1989

`medea Caxava _ rbili, cviliviT damyoli, liriz-

miTa da siyvaruliT, silamaziTa da iumoriT savse. 

yovelTvis Zalze zustad asxamda xorcs Canafiqrs ... 

medikos _ mamakacebis ZmobaSi qaluri siTbo Semo-

hqonda, SromiT ki sxvasaviT vaJkacurad Sromobda~. 

mixeil TumaniSvili, 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.”
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`Svidkaca~ _  

medea Caxava,  

erosi manjgalaZe,  

gogi gegeWkori,  

ramaz CxikvaZe,  

kote maxaraZe,  

badri kobaxiZe...

“THE SEVEN” –  
Medea Chakhava,  
Erosi Manjgaladze,  
Gogi Gegechkori,  
Ramaz Chkhikvadze,  
Kote Makharadze,  
Badri Kobakhidze...

`ramdeni saintereso roli Seqmnes maT am wlebSi! ra Sors iyvnen maTi personaJebi koturnebze Semdgar gmire-

bisagan, romlebic manamde rusTavelis Teatris scenaze binadrobdnen. Cven xSirad gvkicxavdnen am `damda-

blebis~, `damiwierebis~ gamo ... magram siyvarulisT swored amisaTvis vuyvardiT~. 

mixeil TumaniSvili, 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

mxatvari d. TavaZe

Painting D. Tvavadze
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19
59p. kohouti

`roca aseTi 

siyvarulia~ 

reJisori  _ 
m. TumaniSvili

mxatvari  _ 
d. TavaZe

P. Kohout

“Such a Love”
Production  –   

M. Tumanishvili
Scenography and costumes  –   

D. Tavadze
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` mcire scenis gaxsnis ideas ver vTmobdiT... erTi ram Tu ar dagvanebes (marsel karnes `matyuarebi~) meore 

unda vcadoT. da mec sawinaaRmdego mxares mivawydi. aviRe g. naxucriSvilis zRapari `WinWraqa~ da fantazi-

oroba daviwye. Znelia soliduri msaxiobebi daiyolio mglebis, daTvebis, zRapruli goliaTebis da jado-

qrebis TamaSze, magram maT Cemi Txovna gulTan miitanes da... zRapriT davamTavreT.~ 

mixeil TumaniSvili, 1983. 

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

Mikheil Tumanishvili, 1983

19
63g. naxucriSvili

`WinWraqa~ 

reJisori  _  
m. TumaniSvili

mxatvarebi  _  
o. qoCakiZe  
a. slavinski 
i. CikvaiZe

kompozitori  _  
b. kvernaZe

qoreografi  _ 
i. zarecki

G. Nakhutsrishvili

“Chinchraka”
(A comedy according to popular 
Georgian fairy-tales)

Production  –   
M. Tumanishvili

Scenography and costumes  – 
O. Kochakidze 
A. Slavianski 
I. Chkhikvadze

Music  –   
B. Kvernadze

Choreography  – 
Y. Zaretski 

`rac ar unda eTamaSa sergos da ramazs am 

speqtaklSi, es yovelTvis didi msaxiobebis 

mxiarul gamogonebad, giJmaJuri TamaSis 

Teatraluri feierverki iyo~. 

mixeil TumaniSvili, 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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` gamaognebeli iyo didi msaxiobis saswaulebrivi 

unari gabavSebisa, Zneli dasajerebeli iyo, rom 

am WaRara kacs SeeZlo ase ecelqa, amdeni ecekva da 

extunava~.

mixeil TumaniSvili, 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

`WinWraqa~ berikaobis rekonstruqcia ar yofila, magram Tavisi formiT 

Zalze axlo idga am Teatralur formasTan ... Cven erTi SexedviT sabavS-

vo zRapars vyvebodiT, magram sinamdvileSi dRevandel dReze vsaubrob-

diT, amitom speqtakls didebic siamovnebiT uyurebdnen da patarebic.~ 

mixeil TumaniSvili, 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
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`am brwyinvale ansamblis gvirgvini ramaz CxikvaZe 

aRmoCnda ... msaxiobs bunebisagan momadlebuli aqvs 

umdidresi warmosaxva, intuicia da yvelaze war-

moudgeneli aqtioruli svlebis SeTxzvis unari. 

improvizacia misi stiqiaa ... ramazi nairnair saxeebs 

xarbi, gaumaZRari kmayofilebiT Zerwavs. igi yve-

lafers Tavisuflad iyenebs: Temasac, teqstsac, 

melodiasac, xumrobasac, oxunjobasac~.

mixeil TumaniSvili, 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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19
68

`antigone ori msofmxedvelobis, ori sapirisp-

iro mrwamsis mtroba. ori manqana, romelic gzaze 

mieqaneba. erTma - zustad icis saiT miqris, meore 

Tavisi ucnauri zigzagebiT yvelafers urevs, arRvevs 

da katastroful situacias qmnis~.

mixeil TumaniSvili, 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

`speqtaklis ieri sada iyo. mrgvali, mayurebelTa darbazisaken wamoweuli moed-

ani. SuaSi wiTeli xaliCis wre, rogorc saWidao xaliCa~. 

mixeil TumaniSvili, 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

Jan anui

`antigone~

mTargmnelebi  _ 
o. WilaZe da T. WilaZe

reJisori  _  
m. TumaniSvili, 

mxatvari  _  
g. gunia, 

mcire scena

Jean Anouil

“Antigone”
Translation by  –   

O. Chiladze and T. Chelidze
Production  –   

M. Tumanishvili
Scenography and costumes  –   

G. Gunia

Minor Stage

antigone _ zina kverenCxilaZe
kreoni _ sergo zaqariaZe

Antigone – Zina Kverenchkhiladze
Creon – Sergo Zakariadze

antigone _ zina kverenCxilaZe
kreoni _ ediSer maRalaSvili

Antigone – Zina Kverenchkhiladze
Creon – Edisher Maghalashvili
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`sakuTar Tavs ver gadavaxte-

bodi da amitom Cems biosam-

yaros mivakiTxe. iq veZebdi 

mTvlemare, uCinar, gamouy-

enebel SesaZleblobebs da 

gardasul dReTa avbediT 

daRdasmul adgilebs~.

zinaida kverenCxilaZe, 

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

`kreonisa da antigones TiTqmis ormocwuTiani dia-

logi namdvili orTabrZola iyo. rac ufro aqtiuri 

xdeboda kreoni _ zaqariaZe, miT ufro ulmobeli, 

jiuti _ antigone _ kverenCxilaZe. speqtaklis Sem-

deg gawamebul, qancgaclil ... jer kidev sulmouTq-

mel sergos ramdenjerme uTqvams: zina dRes swored 

TamaSobda. igi amosunTqvis saSualebas ar maZlevda, 

nadiris lekviviT mafrindeboda! ra SesaniSnavi 

SegrZnebaa!~. 

mixeil TumaniSvili, 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

`antigone iRupeba imitom, rom araa Tanaxma ise ila-

parakos da moiqces, rogorc viRacas sWirdeba~.

mixeil TumaniSvili, 1983.

“Antigone dies because of dissent for talking and acting as 
needed by the others.”

Mikheil Tumanishvili, 1983

antigone _ zina kverenCxilaZe
hemoni _ soso laRiZe

Antigone – Zina Kverenchkhiladze
Hemon – Soso Lagidze
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`zogjer meCveneba, rom Cemi Taobis Svidkacas msaxiobebi warmoadgenen erTgvar ... xids, romliTac romantiku-

li, deklamaciuri, paTetikuri, ritorikuli Teatri gadavida reJisoruli metaforebis TeatrSi, romelSic 

msaxiobs didi orkestris instrumentis roli daekisra. esaa ocdaaTwliani gza a. vasaZis `samSoblodan~ 

(40‑iani wlebi) r. sturuas `kavkasiur carcis wremde~ (70-iani wlebi). ca da dedamiwa!~.

m. TumaniSvili, 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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`axla Cvens TeatrebSi uamravi aseTi mcire scenaa. amiT veRaravis gaakvirveb. Cven ki es 1963 wels gavakeTeT. 

gavxseniT! exla advilia dawero es sityva `gavxseniT~, maSin yvelaferi gacilebiT rTuli iyo. mcire scena 

SesaZlebels xdis Seiswavlo adamianis cxovrebis uaRresad intimuri mxareebi. saWiroa ki es? dRemde mjera, 

rom saWiroa. iyos did scenaze maRali xelovneba... mcire scenas ki `klitis WuWrutana~ davutoviT~.

mixeil TumaniSvili, 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

mcire scena
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`muSaobaSi... mxiblavs is periodi, rodesac samzadisi ganvlilia da gza xsnilia inprovizaciisaken... 

TeatrSi improvizacia da STagoneba absoluturad identuri mcnebebia.~

gizo Jordania, 1985

“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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`me Tavidanve udidesi patrioti viyavi sabas Cvens 

scenaze aJRerebisa. Zalian momgebiani da sasiam-

ovnoa, rom Teatrma es nawarmoebi axalgazrdobas 

mindo, siWabukis jansaRi suli igrZnoba. aseTi suli 

TviTon nawarmoebsac aqvs. aris plastiuroba ... 

agreTve musikaloba.~

sergo zaqariaZe, 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

19
65sulxan-saba orbeliani

`sibrZne 

sicruisa~ 

reJisorebi  _  
n. xatiskaci 
T. maRalaSvili

mxatvari  _  
k. ignatovi, 

kompozitori  _ 
n. mamisaSvili

qoreografi  _ i. zarecki

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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m. elioziSvili

`beberi 

mezurneebi~ 

reJisori  _  
arCil CxartiSvili

mxatvrebi  _  
o. qoCakiZe  
a. slavinski 
i. CikvaiZe 

qoreografi  _  
i. zarecki

M. Eliozishvili

“The Old Pipers”
Production  –   

Archil Chkhartishvili
Scenography and costumes  –   

O. Kochakidze,  
A. Slavinski,  
I. CHikvaidze

Choreography  –   
Y. Zaretski

19
66

o. mamforia.

`metexis CrdilSi~

reJisori  _ g. lorTqifaniZe, 
mxatvari  _ o. liTaniSvili, 
qoreografi  _ r. laRiZe

O. Mamporia

“Under the Shades of 
Metechi”
Production  –  G. Lortkipanidze
Scenography and costumes  – O . 

Litanishvili
Choreography  –  R. Lagidze
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`TeatrSi mosvla qarTvelTa dauokebeli survilia. yovel qarTvelSi xom 

artisti budobs.~

gizo Jordania, 1994

“Going to theatre is an unbridled desire of Georgians. An artist lives in every Georgian.”
Gizo Zordania, 1984
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`me maSin wavedi Teatridan, roca vigrZeni, rom sabolood davkarge Cems amxan-

agebTan dakavSirebuli Zafi _ maT axali interesebi gauCndaT ... 

me maSin wavedi, roca vigrZeni, rom Cemi Teatris horizontze, nawilobriv Cemi 

daxmarebiTa da mcdelobiT, axali liderebi gamoCndnen......~.

m. TumaniSvili, 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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`xelovans amoZravebs 

adamianis gulSi wvdomis 

survili. visTvis vmuSaob? 

visTvis vdgam speqtaklebs? 

sulierad maxlobeli ada-

mianebisaTvis. arc minda 

yvelas movewono~

Temur CxeiZe, 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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`T. CxeiZe da r. sturua damajerebeli ostatobiT iyeneben tragikomikur Janrs, 

Teatris saRebavTa im urTules, mravalniSna naxazs, rac aucilebelia iseTi 

problemebis gansaxierebisaTvis, romlebic maT _ moqalaqeebs da xelovanT ase 

aRelvebT.~ 

ivane ribakovi, 1976. 

“T. Chkheidze and R. Sturua with a convincing artistry use the genre of tragicomedy, the 
most complex and multi-pixel drawing of theatrical colours, so vital for presenting the 
problems that so much concern them as the citizens and the artists.”

Ivane Ribakov, 1976

`speqtakli 1969 w. daidga. masze muSaoba T. CxeiZem 

daiwyo, dasruleba ki sturuas mouxda ...T. CxeiZes 

Canafiqri fsiqologiuri wvdomisa da gardasaxvis 

principebze hqonda agebuli. r. sturuam es prin-

cipi Secvala. ufro swored, masTan sinTezis saxiT 

mogvca warmodgenis, Cvenebis distanciuri Wvretis 

meTodi.~ 

dali mumlaZe, 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

d. kldiaSvili

`samaniSvilis 

dedinacvali~

mcire scena

reJisorebi  _  
T. CxeiZe 
r. sturua

mxatvari  _  
m. WavWavaZe, 

D. Kldiashvili

“The Stepmother 
of Samanishvili”
(Small Stage)

Production  –   
T. Chkheidze 
R. Sturua

Scenography and costumes  –   
M. Chavchavadze
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`T. CxeiZe da r. sturua damajerebeli ostatobiT iyeneben tragikomikur Janrs, 

Teatris saRebavTa im urTules, mravalniSna naxazs, rac aucilebelia iseTi 

problemebis gansaxierebisaTvis, romlebic maT _ moqalaqeebs da xelovanT ase 

aRelvebT.~ 

ivane ribakovi, 1976. 

“T. Chkheidze and R. Sturua with a convincing artistry use the genre of tragicomedy, the 
most complex and multi-pixel drawing of theatrical colours, so vital for presenting the 
problems that so much concern them as the citizens and the artists.”

Ivane Ribakov, 1976
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19
72S. dadiani.

`guSindelni~

reJisori  _  
T. CxeiZe

mxatvari  _  
m. WavWavaZe

qoreografi  _  
i. zarecki

Sh. Dadiani

“The Old-Timer”
Production  –   

T. Chkheidze
Scenography and costumes  –   

M.Chavchavadze
Choreography  –   

Y. Zaretski

`29 wlis iyo Temur CxeiZe rusTav-

elis TeatrSi `guSindelni~ rom 

dadga. am speqtaklSi mkafiod gamo

ixata Tu ra mZafrad ganicdida igi 

Cven umTavres erovnul satkivars~.

ioseb WumburiZe, 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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`magida cariel, TiTqmis sruliad gaSiSvlebul 

scenaze _ speqtaklis mxatvruli saxea. magida ... da 

araferi sxva. magida goliaTi ... yvelaferi am magi-

dasTan, mis irgvliv xdeba. is TviTonac yvela moqmed 

pirTanaa, yvelas gverdiTaa. aq ejaxeba erTmaneTs 

esoden gansxvavebuli adamianebis bedi da interese-

bi. aq Wamen da svamen, Cxuboben, uyvarT da ocneboben. 

aq imsxvreva imedebi~. 

eTer guguSvili, 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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19
73f. garsia lorka.

`bernarda 

albas saxli~ 

reJisori  _  
T. CxeiZe

mxatvari  _  
m. WavWavaZe

kompozitori  _ 
d. turiaSvili

mcire darbazi

F. Garcia Lorca 

“The House of 
Bernarda Alba”
Production  – 

T. Chkheidze
Scenography and costumes  – 

M. Chavchavadze
Music  – 

D. Turiashvili

(Minor Stage)

`me iSviaTad minaxavs speqtakli, sadac msaxiobebs iseTi mWidro kontaqti, asec 

vityodi profesiulad patiosani urTierToba hqondeT damyarebuli, rogoric 

`bernarda albas saxlSi~. Yyovel wams xedav im idumal Zafebs maT Soris rom aris 

gabmuli~.

`piesis arsis, piesis sulis, problemebisa da Sinagani ritmis SegrZnebiT, 

erTiani koncefciis miRweviT da, rac mTavaria, imis gamo, rom yovelTvisa aqvs 

Tavisi saTqmeli, mJRavndeba igi rogorc reJisori - moazrovne~.

otia paWkoria, 1960

“I have rarely seen a performance were the actors had had such a close contact, I would 
even say – professionally sincere and honest relationships as in “The House of Bernarda 
Alba”. Every second you feel those hidden strings netted between them

“By feeling the play’s concept, play’s soul, problem and inner rhythm, through achieving 
its overall concept and, above all, because he always has something to say, he stands out 
as a director and a thinker.”

Otia Pachkria, 1960
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19
66SoTa rusTaveli

`vefxistyaosani~ 

(kompozicia – 

r. ebraliZisa)

damdgmelebi  _ 
a. CxartiSvili 
m. TumaniSvili 

reJisorebi  _ 
g. Jordania 
r. sturua 
n. xatiskaci 
g. qavTaraZe, 

mxatvari  _  
o. liTaniSvili,

qoreografi  _ 
i. zarecki,

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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` _ nuTu Semoqmedebasa da `sxva aranakleb saintereso~ raRaceebs Soris aucilebelia konfliqti iyos? 

SeTavseba ar SeiZleba. advili iqneboda kompozitori an mxatvari rom viyo erTi sityviT, marto rom viyo. 

magram roca es Teatria, dasi, koleqtivi, gastrolebi, repeticiebi, kamaTi. ara, SeTavseba ar gamodis~.

`ise moxda, rom dro, romelic RmerTma me miwilada, ZiriTadad Teatrs davaxarje. ara da SemeZlo rame sxva 

aranakleb saintereso mekeTebina. me xom vnebebiT savse adamiani var. Tumca exla ukve yvelaferi sublimirebu-

lia da aq, TeatrSi me viReb yvelafers, risi miReba sxvagvaradac SemeZlo. ise, xandaxan guli mwydeba~.

robert sturua, interviu, 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

Teatri
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`es is robikoa, erTxel Tavis megobrebTan erTad fexze rom adga, rodesac audi-

toriaSi Sevedi da yuradRebiT damiwyo mosmena, raTa Seecno sasceno ostatobis 

saidumlo. es is robert sturuaa, romelic Cemi yuradRebis da movlis obieqti 

gaxda (kursze yovelTvis aris is erTi studenti, romelsac mTel siyvarulsa da 

codnas gadascem). man Tavisi niWiT, romelic aravis hgavs, CemSi cnobismoyvareoba, 

interesi gaaRviZa da mec uyoymanod Cavricxe igi Cemi Teatraluri Svilebis siaSi. 

magram ise moxda, rom gavida wlebi, Teatridan wavedi, Cemi adgili Cemma sayvarel-

ma mowafem daikava~.

mixeil TumaniSvili, 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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19
65

`1965 w. robert sturua dgams speqtakls, romelic 

saetapo aRmoCnda ara marto mis, aramed rusTv-

elis Teatris SemoqmedebaSi ... `seilemis procesi~ 

- pirveli nabiji konceptualuri reJisurisaken. es 

iyo sinTezuri speqtakli ... samsaxiobo Sesruleba, 

scenografia (kostumebis CaTvliT), musika erT 

mTlianobas qmnida da stilisturad unaklod iyo 

komponirebuli ... igi sinTezuri iyo ufro maRali 

azriTac _ aq erTmaneTs erwymoda rusTavelis Tea-

tris tradiciis da Tanamedrove Teatris saukeTeso 

Tvisebebi~.

nodar gurabaniZe, 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

a. mileri

`seilemis 

procesi~ 

reJisori  _  
r. sturua 

mxatvari  _  
o. qoCakiZe 
a. slovincki 
i. CikvaiZe

A. Miller 

“The Trial of 
Salem”
(original title “The 
Witches of Salem”)

Production  – 
R. Sturua

Scenography and 
costumes  –   
O. Kochakidze,  
A. Solovinski,  
I. Chikvaidze
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`mniSvnelovani da arasentimentaluri spe-

qtaklia ... Zalian STambeWdavi, gansakuTrebiT 

mesame da meoTxe moqmedeba ... yvela (msaxiobi) 

momewona. ar minda calke gamovyo vinme. kri-

tikosebsac ar SeuZliaT uceb azris gamoTqma. 

sturuas dadgma Zlieri, mTliani da monoliTu-

ria. kargad Cafiqrebuli epizodebi moqmedebis 

dinamiurad ganviTarebas uwyobs xels~.

artur mileri, 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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19
68

“xanuma” klasikaa da klasikas aqvs Zala iyos sasarge-

blo yvela droSi”

aleqsi maWavariani, 1968

“Khanuma is a classical piece of theatre and classics have 
the power of being valuable in every epoch.”

Alexi Machavariani, 1981 

a. cagareli

`xanuma~ 

reJisori  _ 
r. sturua, 

mxatvari  _  
m. malazonia

kompozitori  _  
g. yanCeli 

qoreografi  _  
i. zarecki

A. Tsagareli

“Khanuma”
Production  –   

R. Sturua
Scenography and costumes  –   

M. Malazonia
Music  –   

G. Kancheli
Choreograghy  –   

Y. Zaretski
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19
74p. kakabaZe

`yvaryvare~ 

reJisori  _  
r. sturua 

mxatvari  _  
m. SveliZe 
u. imerliSvili

kompozitori  _  
b. kvernaZe

P. Kakabadze

“Kvarkvare”
Production  –   

R. Sturua
Schonography and 

constumes  –   
M. Shvelidze 
U. Imerlishvili

Music  –   
B. Kvernadze

`...gadavwyvite `yvaryvaresaTvis~ mimeca sakarnavalo farsis saxe ... sakarnavalo 

farsi ki imdenad iyo CemTvis xelsayreli, rom igi amarTlebda yovelgvar piro-

biTobas. es (yvaryvare) aris misteria, romlis Sinagani moTxovnileba, erT-erTi 

aucilebeli, pirobiTobaa... ~.

robert sturua, 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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`yvaryvareSi~ TamaSdeboda tragi-farsuli variaciebi tiraniis, 

araadaminurobis, daundoblobis Temaze. erT-erTi variacia gaoce-

bul publikas `xalxebis beladis~ groteskul saxes sTavazobda. 

sqlad SeTeTrebuli TiTqos marmariloSi nakveTi saxiT gamodis 

scenaze ramaz CxikvaZe... jariskacis mkacr kitelSi gamowyobili fex-

SiSvela maniaki nela daabijebda rampis gaswvriv, Zunwad da mZimed 

gamoscrida kbilebSi sityvebs, drodadro Sublis qvemodan eWvian 

mzeras moavlebda SiSisgan gaSeSebul damqaSebs... mizanscena raRac 

sxdomis, TaTbiris imitacia iyo...”. ...

k. rudnicki, 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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19
75b. brexti

`kavkasiuri 

carcis wre~, 

reJisori  _  
r. sturua, 

mxatvari  _  
g. aleqsi-mesxiSvili, 

kompozitori  _  
g. yanCeli,

qoreografi  _ 
i. Zarecki, 

B. Brecht

“The Caucasian 
Chalk Circle”
Produciton  –   

R. Sturua
Scenography and costumes  –   

G. Alexi -Meskhishvili
Music  –   

G. Kancheli
Choreography  –   

Y. Zaretski

`bednieria eri, romelsac aseTi Teatri 

aqvs~.

retanisi, `demetras~ festivalis 

organizatori. 

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

Demetra Festival

`... es speqtakli ara marto qarTuli Teatris siamaye da didebaa. 

is Cemi simayeac aris. amieridan yvelafers mas Sevadareb, sworebas 

masze aviReb. es speqtakli aRibeWdeba Cems mexsierebaSi, rogorc 

saniSno zRvari da Cems orientacias Teatraluri reJisuris 

sruliad sxva donisaken warmarTavs~.

andrei konCalovski, 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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`kavkasiuri carcis wre~ ... am 27 wlis manZilze cocxal legendad iqca, rac 

kanonzomieria, radgan meoTxedi saukunea, rac  Tbilisuri carcis wris rgolebi 

mraval qveyanaze vrceldeba. speqtakli citatebad daixa, msoflio Teatris 

okeanis wylebSi gaixsna da wignebSi dafiqsirda. 

roman dolJanski, 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

`ratom vuyurebT am speqtakls sadResaswaulo ganwyobiT? imitom rom is 

Sedevria. rogorc mocartis partitura, romelic, sxvaTaSoris, im kanonebiT 

aris dawerili, romlebsac musikaSi aRar iyeneben~.

`kultura~, 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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`speqtakli aranairad ar Secvlila, mayureblis damokidebuleba ki sagrZno-

blad Seicvala., ufro cocxali gaxda, speqtakli ufro zustad artyavs samizne-

Si, ufro ergeba dRevandelobas ... qarTveli mayurebeli, gansakuTrebiT axal-

gazrdoba zust, mwvave replikebze Zalian cocxlad reagirebs~. 

ramaz CxikvaZe, 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

`mere gamovida ramaz CxikvaZe da speqtaklma TiTqos 

xelaxla amoisunTqa, gaqanda, ayvirda, mayurebels 

xulignurad Tvali Caukra, qudi haerSi moisrola da 

saswauli gaaCaRa~.

`komersanti~, 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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`qarTuli dramatuli, rusTavelis saxelobis Teatri ...ucnobilesi markaa, 

saxelganTqmuli brendia. nebismier `brends~ ki Tavisi legenda gaaCnia. rus-

Tavelis Teatris legendad savsebiT samarTlianad `kavkasiuri carcis wre~ 

iTvleba. speqtakli TiTqmis ocdaaTi wlisaa da rogorc TviTon sturua ambobs: 

yovelTvis gveSinia misi Cveneba da amasTanve cdunebas ver vuZlebT, radgan aris 

xalxi, visac arasdros ar unaxavs Cveni `kavkasiuri~, an kidev erTxel undaT 

naxva...~.

elena iampolskaia, 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 Iampolskaya, 2002
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`es ...(`kavkasiuri carcis wre~) iyo udidesi speqtak-

li, romelSic brehts, pirvelad Teatris istoriaSi 

Seqspiris TvaliT Sexedes da germanel avtorSi ara 

mxolod politikuri Teatri dainaxes, aramed saxalxo 

balaganis tradiciac. Tavis meore legendarul dadg-

maSi (`riCard III~) robert sturua piriqiT moiqca: 

Seqspirs ukve brehtis TvaliT dauwyo mzera~.

marina davidova, 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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19
79u. Seqspiri

`riCard III~ 

reJisori  _  
r. sturua

mxatvari  _  
m. SveliZe 

kompozitori  _  
g. yanCeli 

qoreografi  _  
i. zarecki

W. Shakespeare

“Richard III”
Production  –   

R. Sturua
Scenography and costume  –   

M. Shvelidze
Music  –   

G. Kancheli
Choreography  –   

I. Zaretski

`qarTvelebis saswauli avinionis festivalze ... qarTvelebis ori saocari speqtakli. aseTi aplodismentebi 

papebis sasaxleSi aravis axsovs... ramaz CxikvaZe ... didebuli msaxiobi, romelsac gverds umSvenebs ar nakleb 

didebuli niWierebis dasi. ar gamotovoT es sanaxaoba!”.

`meridionali~, avinionis festivali, 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

`speqtaklis musikalur mxares CemTvis Zalian, Zal-

ian didi mniSvneloba aqvs. vizualuri xandaxan 

mTlianad musikaluridan amoizrdeba xilme~.

robert sturua, 2002. 

“Musical side of this production is very, very important 
for me. The visual often emerges from musical.”

Robert Sturua, 2002



110 

`sainteresoa, rom es 

ucxo enaze gaTamaSebuli 

warmodgena mTlianad 

Seqspiriseulia da misi 

naxva marTlac didi 

siamovnebaa~. 

piter bruki, 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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`sturuam warbSeuxrelad gadaakeTa personaJebi, 

Secvala teqsti, aqcentebi. mere ra! Seqspiris arsi, 

misi suli ar daukargavs. is aqvea am tragikul da 

didebul cirkSi~.

nikol zandi, 1981, avinionis festivali.

“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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`aba, axla gamoacxadeT `riCardi~, iciT TbilisSi ra atydeba! `riCardi~ 

xuTasjer viTamaSeT, kavkasiuri eqvsasjer. vfiqrob, kidev didxans exsomebaT es 

speqtaklebi~.

ramaz CxikvaZe, 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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19
87u. Seqspiri

`mefe liri~ 

damdgmeli  _  
r. sturua

reJisori  _  
r. CxaiZe

mxatvari  _  
m. SveliZe

kompozitori  _  
g. yanCeli

qoreografi  _  
g. aleqsiZe 

W. Shakespeare

“King Lear”
Production  –   

R. Sturua
Staging  –   

R. Chkhaidze
Scenography and costume  –   

M. Shvelidze
Music  –   

G. Kancheli
Choreography  –  

G. Alexidze

`mefe mobrZandeba~ ... scenaze swrafad 

dalagdebian momlodineni da Camo-

vardeba uzarmazari pauza... es pauza, 

albaT, Teatris istoriaSi Seva, rogorc 

yvelaze grZeli da metyveli dumili 

scenaze, romelic, amave dros, uSualod 

`mefe liris~ eqspoziciis saidumlos 

amoxsnas emsaxureba... da sturuas speq-

taklis gasaocari finali: ucbad Seirya 

da mTlianad dairRva scenaze agebuli 

Teatraluri qandara (romelic rusTav-

elis darbazis gverdiTa qandaris asli 

da Taviseburi gagrZelebaa), uzarmazar 

natexebad qceuli erTmaneTSi airia, 

masze mimagrebuli erTaderTi may-

ureblis butaforuli figura haerSi 

gamoekida, dadga saSineli buRi, romel-

mac mayureblis darbazSic SeaRwia ... 

Teatraluri metafora da simbolika 

umaRles mxatvrul efeqts aRwevs: liris 

globaluri tragedia adamianTa modg-

mis apokalifsur xilvad iqca... efeqti, 

rezultati erTia, albaT is, rasac aris-

toteles kurTxeviT Teoretikosebi 

dResac, sxvadasxva SinaarsiT Tu niuan-

siT, sulier kaTarziss uwodeben...~.

niko yiasaSvili, 1987.

“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

`Cven maSin bevri ram viwinaswarmetyveleT: imperiis 

daSlac da sakuTari Teatris dangrevac~.

robert sturua, 2004.

“Then we foretold many events: collapse of the empire 
and destruction of our own theatre.” 

Robert Sturua, 2004
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`SesaZloa mTeli Cveni planetis masStabebSi `mefe liri~ aris piesa TaobaTa 

bedze, planetis bedze~.

jorjo streleri.

“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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`Zvel prospeqtze, gadamwvari Senobebidan or nabijze, uzarmazar gayinul darbazSi paltomoxuruli stu-

rua zis da brextis `seCuaneli keTili adamianis~ premieras amzadebs... gaixsna didi karebi... seCuanis macx-

ovreblebi... erT muWad Sekruli `Cinuri~ nabijiT mogogmandnen avanscenaze... gviTxres `gamarjoba~ da mere 

`naxvamdis~ da aseve erT gundad ukan gabrundnen. ... am gamarjobasa da naxvamdis Soris Cven mogviyvebian sic-

ocxlis saocari dinebis ambavs ... 

rogor iTamaSon es didi speqtakli, Tu Suqi qalaqSi ... saRamos iSviaTad modis? sanTlebis Suqze? maSin xom 

Suq-ferTa daxvewili TamaSi da ulamazesi, lakonuri gaformeba daikargeba? iqneb or dReze gadanawildes? 

an Zalian Seikvecos? Sekveca ar SeiZleba, dasanania nebismieri scena, am speqtaklSi yoveli patara epizodi, 

msaxiobTa yoveli nabiji mSvenieria~. 

natalia krimova, 1994. 

“On the ancient avenue, two steps away from the buildings burnt to ashes, in the huge freezing hall sits Sturua with a 
coat on his shoulders, preparing for the release of Brecht’s “Good Woman of Setzuan”. A huge door opens... and citizens 
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

19
93b. brexti.

`seCuaneli 

keTili 

adamiani~ 

reJisori  _  
r. sturua

mxatvrebi  _  
g. aleqsi-mesxiSvili 
m. SveliZe 
S. glurjiZe

musikaluri gaformeba  _  
jgufi `adio~

qoreografi  _  
g. marRania, 

B. Brecht

“The Good Woman 
of Setzuan”
Production  – 

R. Sturua
Scenography and costume  –   

G. Alexi-Meskhishvili 
M. Shvelidze 
Sh. Glurdjidze

Musical Arrangement  –   
Group “Adio”

Choreography  – 
G. Margania
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`didi xania ar gvinaxavs aseTi STagonebul-CaRrmave-

buli, araegoisturi, Wkvianuri da amasTanave uSu-

alobiT savse TamaSi. Zveli Teatris scenaze araCveu-

lebrivi axalgazrda msaxiobi daibada _ keTili 

iyos misi mobrZaneba!”.

natalia krimova, 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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19
95u. Seqspiri

`makbeti~ 

reJisori  _  
r. sturua

mxatvari  _  
m. SveliZe

kompozitori  _  
g. yanCeli

qoreografi  _  
g. marRania

W. Shakespeare

“Macbeth”
Production  –   

R. Sturua
Scenography and costume  –   

M. Shvelidze
Music  – 

G. Kancheli
Choreography  – 

G. Marghania

`r. sturuas speqtaklebs Soris `makbeti~ erT-erTi yvelaze axalgazrdulia. 

axalgazrdulia igi ara mxolod SemadgenlobiT, aramed Tavisi suliskveTe-

biT, energiiT, dinamizmiT. magram es suliskveTeba da energia ukiduresad agre-

siulia, damangreveli, dionisuri sawyisis matarebeli... `makbetis~ samyaro 

mkacria, usiyvarulo, umegobro...~.

nodar gurabaniZe, 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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`bedi da bediswera aq alqajebi... sturuasTan alqa-

jebi situaciis namdvili dedoflebi arian... gamou-

val mdgomareobaSic ki... isini sicocxlis didi moy-

varulebi arian. tragediis es usaxlkaroni sakuTari 

siamovnebisTvis jadoqroben~.

viqtor gulCenko, 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

`TviT sikvdilic ki ar aris am 

cxovreba _ sizmaridan Tavis 

daRweva. dunkani, banko, ledi 

makbeti, TviT makbetic gardacva-

lebis Semdegac am qveyanas, am sce-

nas ubrundebian, gadarCenilTa 

cxovrebaSi, maTi bed-iRbalis 

gadawyvetaSi monawileoben... ~ 

paola uruSaZe, 1995.

“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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20
01

gr. robaqiZe

`lamara~ 

reJisorebi  _  
r. sturua

mxatvari  _  
m. SveliZe

qoreografi  _  
g. marRania

G. Robakidze

“Lamara”
Produciton  –   

R. Sturua
Scenography and costumes  –   

M. Shevlidze
Choreography  – 

G. Margania

`am piesis arCeva magiurma SemTxvevam gadamawyvetina. wig-

ni orjer gadmovarda da orjerve erTsa da imave adgilas 

gadaiSala ... Semdeg ... robaqiZis dRiurebSi amovikiTxe, 

rom sanTlis danTebas iTxovda. msaxiobebTan erTad wave-

di mcxeTaSi da sanTlebi davanTe. meore dRes aRmoCnda, 

rom grigol robaqiZis dabadebis dRe yofila...

robert sturua, 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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nawarmoebSi aris iseTi siwminde, romelzec ar SeiZleba uari meTqva... axla Cemi 

azriT, yvelaze mTavaria visaubroT maradiul Rirebulebebze, imaze, rom isini 

mainc aravin akrZalos, Tumca xandaxan mgonia mTeli samyaro Wkuaze Secda... 

robert sturua, 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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Teatri
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`brigela, Sen ar ici, ra aris Teatri _ es idumalebiT moculi samyaroa!.. me 

gadavwyvite, Cemi cxovrebis bolo wlebi TeatrisTvis Semewira...~. 

trufaldino, `qali-gveli~. 

“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”

Teatri
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19
98k. goci

`qali-gveli~ 

reJisori  _  
r. sturua 
d. sayvareliZe

mxatvari  _  
g. aleqsi-mesxiSvili

kompozitori  _  
g. yanCeli

qoreografi  _  
g. marRania

B. Gozzi

“The Snake-
Woman”
Produciton  –   

R. Sturua 
D. Sakarelidze

Scenography and costumes  –   
G. Alexi-Meskhishvili

Music  –   
G. Kancheli

Choreography  –   
G. AMrgania

`es aris italiuri Commedia dell`Arte, romelic CvenTan absoluturad gaurkveveli da daumuSavebelia. es Cveu-

lebrivi piesa ar aris. es aris didi idumalebiT mosili, niRbebis gamoyenebiT, romantikiTa da sxva faqizi 

niuansebiT datvirTuli masala...~. 

daTo sayvareliZe, 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



128 

`rogorc ki Seecdebi es piesa azris matareblad, raime koncefciis an sqemis momcvelad warmoadgino, momentalurad ingreva yvelaferi... es ufro imis cda iyo, rom 

gagvego ra aris Teatris fenomeni, gvsurda Teatris `wminda~ arsisaTvis migvekvlia.... Cven ufro Teatris TavisTavadi bunebis siyvaruli gvamoZravebda, vidre 

ideis warmoCenis cda... speqtaklze muSaobisas radikalurad gansxvavebuli gza avirCieT. gadavyareT yovelgvari inteleqtualizmi da mxolod intuicia da emocia 

davitove da kidev survili, rom Teatris iseT tips davuflebodi, romelic sadReisod ufro `didad~ da `ufro~ namdvilad meCveneba, vidre berZnuli drama, vidre 

Seqspiri...”.

`iseTi grZnoba maqvs, rom muSaobisas saidumlos wavawydiT, TiTqos xelaxla veziarebodiT Teatrs, mis saTaveebs vubrundebodiT~

robert sturua, 1998 

“Once you try to present this piece as carrier of some ideas, comprising concepts or schemes, everything gets ruined in an instant... This was rather an attempt to understand the 
phenomenon of theatre; we quested for a pure essence of theatre... We were driven by the love for theatre’s character rather than an attempt of showing some ideas to the audience... 
We chose a completely different way when working on this play. We put aside all intellectual approaches and used only the intuitions and emotions and also a desire to master the 
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 back to its beginnings”

Robert Sturua, 1998
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`rogorc ki Seecdebi es piesa azris matareblad, raime koncefciis an sqemis momcvelad warmoadgino, momentalurad ingreva yvelaferi... es ufro imis cda iyo, rom 

gagvego ra aris Teatris fenomeni, gvsurda Teatris `wminda~ arsisaTvis migvekvlia.... Cven ufro Teatris TavisTavadi bunebis siyvaruli gvamoZravebda, vidre 

ideis warmoCenis cda... speqtaklze muSaobisas radikalurad gansxvavebuli gza avirCieT. gadavyareT yovelgvari inteleqtualizmi da mxolod intuicia da emocia 

davitove da kidev survili, rom Teatris iseT tips davuflebodi, romelic sadReisod ufro `didad~ da `ufro~ namdvilad meCveneba, vidre berZnuli drama, vidre 

Seqspiri...”.

`iseTi grZnoba maqvs, rom muSaobisas saidumlos wavawydiT, TiTqos xelaxla veziarebodiT Teatrs, mis saTaveebs vubrundebodiT~

robert sturua, 1998 

“Once you try to present this piece as carrier of some ideas, comprising concepts or schemes, everything gets ruined in an instant... This was rather an attempt to understand the 
phenomenon of theatre; we quested for a pure essence of theatre... We were driven by the love for theatre’s character rather than an attempt of showing some ideas to the audience... 
We chose a completely different way when working on this play. We put aside all intellectual approaches and used only the intuitions and emotions and also a desire to master the 
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 back to its beginnings”

Robert Sturua, 1998
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19
94i. gogebaSvili

`iakobis 

saxareba~, 

reJisori  _  
r. sturua

mxatvari  _  
g. aleqsi-mesxiSvili 
m. SveliZe

qoreografi  _  
g. marRania

J. Gogebashvili 

“Gospel 
According to 
Jacob”
Production  –   

R. Sturua
Scenography and costume  –   

G. Alexi-Meskhishvili 
M. Shvelidze

Choreography  –   
G. Margania

`dRes 1994 wlis 27 seqtembers, soxumis dacemis zus-

tad erTi wlis Semdeg naxevraddangreul rusTavelis 

prospeqtze reJiosrma robert sturuam `dedaenis~ saku-

Tari versia `iakobis saxareba~ warmoadgina. es iyo pre-

miera, sadac uklebliv yvelam mTavari roli Sesrula~.

dilis gazeTi, 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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`Cven gvinda xelaxla gadavSaloT dedaena, cxovrebis dedaena da bavSvebiviT yvelafris Tavidan swavla 

daviwyoT. viswavloT asoebi, mere maTi sityvebad dawyoba, sityvebs ki pirveladi, wminda azri da mniS-

vneloba davubrunoT ... am speqtaklze muSaobisas Cven, albaT, araerTxel gagvaxsendeba is epoqa, roca Cven 

saxeSecvlil mniSvnelobaTa SigniT vcxovrobdiT _ jer verafers vamCnevdiT, mere ki ase cxovrebis Seu-

Zlebloba gvtanjavda. is epoqa arsad wasula, mTlianad ar wasula! mas axali tansacmliT niRbaven, ara da 

unda moiglijo es tansacmeli, rogorc Zveli, momSrali kani~.

robert sturua, 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 
as old, parched skin”.

Robert Sturua, 1994 
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20
00i. WavWavaZe

`kacia-

adamiani?!~

reJisori  _  
r. sturua 
a. enukiZe

mxatvari  _  
m. SvelZe

kompozitori  _  
g. yanCeli

musikaluri gaformeba  _  
i. sakandeliZe

I. Chavchavadze

“Is he Human, 
This Man?!”
Production  –   

R. Sturua 
A. Enukidze

Scenography and costumes  – 
M.Shvelidze

Music  – 
G. Kancheli

Musical Aggangement  –   
I. Sakandzelidze

`Cemzed amboben is siave qarTvlisas ambobs,

Cven cuds ar hmalavs, es xom cxadi siZulvilia!

briyvni amboben, kargi guli ki maSinve scnobs,

am siZulvilSi raodeni siyvarulia.~

ilia WavWavaZe.

“They say about me, he speaks evil of Georgians, 
He doesn’t veil our evil – this means hatred! 
Ignorants will think so, but a smart man will promptly tell, 
How much love is embraced in this hatred!”

Ilia Chavchavadze
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`pirferoba _ es xom sicruea da Tanac yvelaze unamuso sicrue. enis moCleqa, saku-

Tari eris winaSe mliqvneloba umal amxels sindisgarecxil suls. ise xelsayre-

lia pirferoba, mliqvnels xalisiT kvebaven, Semdeg ki maT miuseven, visac siyalbe 

ar SeuZlia.~

robert sturua, 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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gogi meskhishvili

`... suli gekvris ... mxolod dekoraciis cvlis, mravalferovan gadasvlebsa da moZrav kostumTa feradi laqe-

bis kombinacias SeuZlia, sami saaTis manZilze, srul nirvanaSi CagZiros. gogi aleqsi-mesxiSvils dausrule-

blad SegiZlia Seasxa xotba. speqtaklidan iseTi grZnobiT modixar, TiTqos Tvali agexila da Teatraluri 

mxedvelobis unari dagibrunda~.

ana smirina, 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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20
01u. Seqspiri

`rogorc 

geneboT 

anu Sobis 

meTormete 

Rame~ 

reJisori  _  
r. sturua

mxatvrebi  _  
g. aleqsi-mesxiSvili

kompozitori  _  
g. yanCeli

W. Shakespeare

“As You Will 
or the Twelfth 
Christmas Night”
Production  –   

R. Sturua
Scenography and costume  –   

G. Alexi-Meskhishvili
Music  –   

G. Kancheli

`me msayvedurobdnen garegani formiT gatacebas, magram gana Teatri sanaxaoba ar 

aris? msayvedurobdnen qarTuli Teatraluri tradiciebisagan daSorebas, magram 

gana qarTuli TeatrisaTvis odesme ucxo iyo zogadsakacobrio? msayvedurobdnen, 

rom Cemi novatorobiT caSi davfrinav, magram gana SeiZleba gmirebis fsiqolo-

giuri moqmedebiTa da saxiT motivirebuli fantaziis Sesaxeb ase msjeloba?~.

robert sturua, 2001. 

“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

`aseTi speqtakli saukuneTa manZilze ibadeba da Tavis TavSi mTeli ganvlili 

cxovrebis manZilze nagroveb sibrZnes, sevdas, iumorsa da naTels ikrebs. mSobliu-

ri qalaqis adgilobriv simayed qceuli yvela prestiJuli festivalis mSvenebad 

iqceva. yvelaze ganebivrebul mayurebels zeze wamoayenebs da kidev naxvis wyur-

vils aRuZravs~.

oleg fuqsi, 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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`speqtakli gvakvirebs mware metaforebiT, gaxs-

nili jambazuri TamaSis stiliT da moulodnelad 

tragikuri, bibliuri finaliT~. 

natalia kaminskaia, 2002. 

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

Natalia Kaminskaya, 2002
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`yoCaR, sturua mainc aisrula ausrulebeli ocneba da yvelasTvis nacnobi hamleti axal ucnob ambad war-

mogvidgina. nawilobriv, ra Tqma unda! gacilebiT ukeT gaiJRera sturuas meore Canafiqrma _ eTamaSa es piesa, 

rogorc leqsi. poezia xom cotas xsnis da Zalian iSviaTad akeTebs aqcentrirebas. samagierod igi uZlieres 

emocionalur - xatovan samyaros qmnis CvenSi. swored aseTia sturuas mesame hamleti~.

`kultura~, 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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u. Seqspiri

`hamleti~ 

reJisori  _ 
r. sturua

mxatvari  _ 
m. SveliZe 

kompozitori  _ 
g. yanCeli

qoreografi  _ 
g. aleqsiZe

W. Shakespeare

“Hamlet”
Produciton  –  

R. Sturua
Scenography and costume  –   

M. Shvelidze
Music  – 

G. Kancheli
Choreography  –   

G. Alexidze

`sikvdilis ar meSinia. moulodnelad im qveynad 

gasavali kari rom gaiRos, me mSvidad gamovcli Wiqa 

Rvinos da iq Seval. magram, am karis Cems ukan mixur-

vis albaT SemeSindeba. qarTvelebi Zalian mwvaved 

aRiqvaven sakuTar sikvdils. amitom vcxovrobT ase 

savse cxovrebiT. sicocxles da siyvaruls sakuTari 

sikvdilis SegrZneba aZlierebs~.

robert sturua, 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

20
01
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`moxdenili da vnebiani gertruda (nino kasraZe). 

`kultura~, 2004. 

“Entrancing and vainglorious Gertrude (Nino Kasradze).
Cultura, 2004

`SeebrZolo usamarTlobas, siyalbes da Ralats, Tu 

airCio kompromisi da gaCumde? (sturua). adamianma 

adre Tu gvian arCevani unda gaakeTos. iqneb amitomac 

wvavs halmeti `yofna ar yofnas~? misTvis `yofna~ 

`aryofnis~ win xanmokle Sesvenebad aris qceuli ...~.

natalia kaminskaia 2002.

“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
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`ofelia (iamze suxitaSvili) ra Tqma unda poeturi, 

leqsidan an baletidan movlenili qmnilebaa~.

natalia kaminskaia 2002.

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

Natalia Kaminskaya, 2002

`qarTveli hamletisaTvis (zaza papauaSvili) 

sikvdilic ki araCveulebrivi TamaSis sababia~.

robert sturua, 2001. 

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

Robert Sturua, 2001
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fundamenturi da Zalauflebas moklebuli klaudiu-

si (levan berikaSvili)~.

`kultura~, 2004. 

Fundamental and power-deprived Claudius (Levan 
Berikashvili)”

Cultura, 2004

`vfiqrob, rom Cveni ̀ hamleti~, erTi etapis erTgvari dagvirgvinebaa, rogorc mis-

Tvis (zaza papuaSvilisaTvis) iseve CemTvisac. amjerad es piesa leqsiviT davdgi ... 

finalSi cxovrebiseul logikas poeturi logika vamjobine, Tumca mainc aris adgi-

lebi, sadac siuJetma damimorCila da Tan gamiyola. ise ki, imis Txroba, rac ukve 

cnobilia, fabulis RerZuli magistralidan gverdis aqceviT aris umjobesi~.

robert sturua, 2001.

“I think our “Hamlet” crowns one of the phases for him (Zaza Papuashvili) and myself too. 
This time I staged “Hamlet” as a poem... In the finale I chose logics of poetry above the 
logics of life. However, there still are the passages where the story subjugated me, making 
me follow it. Nevertheless, I think, to tell a story, so well known, is better by circumventing 
the main axes of fibula.”

Robert Sturua, 2001

`Cvens winaSea cocxali da Tanamedrove hamleti 

odnav postmodernistuli aqcentebiT! yoCaR, stu-

rua! TiTqos arafers cvlis, magram upirobod, 

uSecdomod grZnobs droebas~.

natalia kaminskaia, 2002. 

“A modern alive Hamlet with slightly post-modern 
accents is presented to us. Bravo, Sturua! He changes 
nearly nothing at the same time having a faultless, 
unconditional feel for the time.”

Natalia Kaminskaya, 2002
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teatri

`premieris Semdeg, ramdenime kviraSi Teatri ori wliT SesakeTeblad ixureba. 

ase rom `godos molodini~ iseve simboluri aRmoCnda, rogorc Tavis droze. da 

vidre godo mova, gavixsenoT, rom es aris Teatri, romelSiac Cveni cxovrebis 

Zalian mniSvnelovani nawili davtoveT da Teatri, romelmac aranaklebi gaiRo 

CvenTvis~.

daTo buxrikiZe. 2002. 

“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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20
02samuel beketi

`godos 

molodinSi~ 

reJisori  _  
r. sturua 

mxatvari  _  
m. SveliZe

kompozitori  _  
g. yanCeli

S. Beckett

“Waiting for 
Godot”
Production  – 

R. Sturua
Scenography and costume  – 

M. Shevlidze
Music  – 

G. Kancheli

`es speqtakli ar aris. saocrebaa; saocreba, rom stu-

rua arsad da arasdros ar Tavdeba. me ver mogiyvebiT 

ra da rogor xdeba speqtaklSi Cemi xedviT da rogor 

wavikiTxe sturuas beketi. es zedmetia ... igi sakuTar 

sxeulSi unda gaataro, rogorc samurais daSna, ris 

Sedegadac, roca gaogneba dageufleba, yuradReba 

miaqcio speqtaklis axalgazrda maxiobebis TamaSs. 

ai, sad iwyeba namdvili gaogneba, saocari SegrZneba 

dameufla speqtaklis Semdeg: ar SeiZleba mudam 

akritiko saqarTvelo, sadac niWieri xalxi cxov-

robs. dae, rac undaT, is akeTon~.

oleg tabakovi, 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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`zaza papuaSvilis estragoni ufro artistulia, laRi Capliniseuli, eSmaki da 

TvalTmaqci... levan berikaSvilis vladimiri ufro impozantur-paTetikuria. 

misi moZraoba gawonasworebulia, raRac mniSvnelobis Semcveli.~

nodar gurabaniZe, 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

`Cemi Taobis msaxiobebs cud dros mogviwia SemoqmedebiT asparezze gamosvla. 

qveyana ingreoda, rodesac Cven ucnobma saxeebma, pirvelad SevdgiT fexi scenaze 

da sabednierod SevZeliT mayureblis Semobruneba...

...aq araferzea laparaki, da araferze laparaki niWs moiTxovs, Tumca, amasTanave 

yvelafris modelzec vsaubrobT speqtaklSi: martoobaze, sibereze, momavlis 

imedze, rwmenaze ... aTi wlis Semajamebeli speqtakliT vemSvidobebiT may-

urebels, romlis siyvaruli da Tanadgoma mudam Zvirfasi iqneba CvenTvis.~

zaza papuaSvili, 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
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`me ar davwer ramden 

xars grZeldeboda 

aplodismentebi - 5 Tu  

25 wuTi. mas – sturuas 

_ aplodismentebi ar 

esmis. Bbaton roberts 

Tavisi dadgmis gamo ar 

Sercxveba gia yanCelis ? 

maT asaxeles musika da 

Teatri. maT asaxeles 

saqarTvelo da gaogneb-

uli moskovi, romelmac 

SeiZleba yvelaferi 

verc ki gaigo, mousmens 

maT da daijerebs, rom 

sibrZnes eziara.~

`kulturis kurieri~, 

2005 

` ... gia gvTavazobs musi-

kas, romelic bundovans 

anaTebs, rTuls ki 

amartivebs~. 

                              r. sturua, 

1984
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`stiqsi~ reqviemia, romelic kompozitoris mSoblebsa da axlo megobrebs 

eZRvneba. amitom Cvenc gadavwyviteT migveZRvna speqtakli im xalxisTvis, romel-

nic am cxovrebidan Cveni qveynisaTvis mZime wlebisas ise wavidnen, rom ver gaiges 

ra moxda. msaxiobebTan erTad improvizacias Sevudeqi da nel-nela yvelaferi 

es gadaizarda filosofiur dialogSi sicocxleze, sikvdilze, siyvarulze, 

saxelmwifoze~.

robert sturua, 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

`stiqsi~

reJisori  _ 
r. sturua

qoreografi  _  
g. aleqsiZe

mxatvari  _  
T. ninua

kompozitori  _  
g. yanCeli

“The Styx” 
Produciton  – 

R. Sturua
Scenography and costumes  –   

T. Ninua
Choreography  –   

G. Alexidze
Music  –   

G. Kancheli
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`msaxiobebi, romlebic warmoadgenen gunds, 

an sabaleto eniT, rom vTqvaT `masas~, miux-

edavad imisa gardaiqmnebian isini gmirebad 

Tu ara, Tavis TavSi atareben iseTi sisrulis 

codnas, romlis gadacemac mayureblisa-

Tvis pirdapir, Sualeduri saTamaSo sta-

diis gareSec SeiZleba. es gamomxatvelobis 

optimalurobaa.~ 

kulturis kurieri~, 2004. 

“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.”

“Culture Courier”, 2004
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`sinaTle erTaderTia, rac ar iokebs mWermetyvelebis aRviraxsnilobas. igi 

gamomxatvelia, rogorc diriJori da gaxsnili, rogorc primadona, mocekvavea 

da momRerali, ulmobelia da mokaSkaSe. misTvis yvelaferi daSvebulia, is 

sinaTlea, im mizania, da is amarTlebs sakuTar Tavs, rogorc saSualebas.~

`kultura~, 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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`...sturuas winaswarmetyvels uwodeben, misi speqtaklebis mravali metafora 

gaixsna da mogvianebiT axda. `mefe lirSi~ sturuam sabWoTa kavSiris daSla da 

sakuTari qveynisa da Teatris ngreva iwinaswarmetyvela. `stiqsSi~ ki apokalif-

suri notebi ar gvxvdeba. piriqiT, musikis didebuli moZraoba xSirad siciliTa 

da farsiTaa gajerebuli, xolo finalSi ki gundi xmamaRla mReris _ sixaruli. 

sixaruli sicocxlisa, momavlis molodini da bnel warsulze gamarjveba. da 

gvinda gvjerodes, rom didi reJisors es winaswarmetyvelebac sxvaTa msgavsad 

gacxaddeba~.

`kulturis kurieri~, 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

`hamletis~ msgavsad `stiqsic~ momavlisaken miemarTeba. `stiqsi~ ara marto 

yanCelis Sedevria. es sturuas metaforuli Teatris Sedevricaa. esaa speqtakli, 

sadac metaforuli ena srulfasovania. sityvebi ara aris. sityvebis nacvlad 

yanCelis musikaa da msaxiobTa plastiuroba.~

`kulturis kurieri~, 2004.

“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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`yvela epoqas Tavisi Teatri aqvs. rogori warmoudgeniaT Tea-

tri imaT, vinc dRes pirvelad gamodis scenaze? Cveni axalgazr-

doba Zalze gambedavia, Tamami, Tavdaviwyeba SeuZlia. igi bevr 

rames CvensaviT gaakeTebs, bevrs ki sul sxvanairad. jobia, Tavisi 

gziT iaros, karnaxis gareSe. isic axsovdes, rom Teatri _ epoqis 

nervia~.

robert sturua, 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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msoflio sagastrolo ruka
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evropis sagastrolo ruka
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albomSi gamoyenebulia rusTavelis Teatris muzeumis arqivis eqskluziuri masala

The Album is based on the exclussiive materials from the Rustaveli Theatre Museum archives

© SoTa rusTavelis saxelobis erovnuli Teatri, 2005

© The Shota Rustaveli National Theatre of Georgia, 2005

ideis avtori  - robert sturua
albomi Seadgina - irina RoRoberiZem
dizaini  -

Idea   Robert Sturua
Author   Irina Gogoberidze
Design

inglisuri teqsti – eka mesxi, nata TvalWreliZe, kira Coxuri
English text – Eka MEskhi, Nata Tvalchrelidze, K. Chokhuri

daxmarebisTvis madlobas vuxdiT rusTavelis Teatris muzeumis TanamSromlebs: 
bela WumburiZes, megi levaniZes, Tamar kiknaveliZes.

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