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mm3oen® b3gEos303sl, m3gmog @eb3dothmdgdnmos Jomasdg-
b0l bemgosmyér-53mbmdogn®o o ggmadogonmo 3mbhgdbig-
d0m. 3mblgbgds boBl 7bgodl vembedbymo gedmpoomgdols 3603-
3b9mmdsl bagethmggmml 1édsbnmo gobzomatgdols dpgheoo
dm@gmgdol 89436l 3migLdo.

gb 603&mdo Fgogdbs 9363m 3038060l 00656690 bISE g-
000. 8g godmmgdyamo dgbgomangdgdo sGobsoGs 56 dgodangdy
060l 3sbbognyamo, HMEMGE 936 ™303d060b MoE0sTHEH0 38-
&0l 8dbobggemo.

063d Emmody,

bagotrmzgmmb dmmes Gybmeggmol mgsp™mobs o 3obmb
bobgmadFoagm nbogg®lbodhghol ododh®o 2sbgmodol Lobgammdol
bedgEbogtm-33magzomo oblbdodnhob

3;mog306M0 3g36096-00b8330rmIgemo

LOMASOGM SGHINOITOIMHS HM3IMOEB
NPIMPM30ION LOL3IGLOL LOB®BI LOd3MO)O
BOJOG® ]3I MABN (1930-1950-0060 B2 IdN)

bodgmomd 3gtomedo dsédodgdhnts 36083bgmmazob Gmml
0030dMOES  0EIMMMaNYeo ©oblgtbgdol gm®domgdsbs o
303639mg08do. bomgoptmm b dodadhn®s, Gmambg boghiomo

63



»39008% dmmohogndo ©d bobgmdFonmgdtngo mz0m3cydyb-
HoE0olb Bgbodmagdammdsg nym ©s 0bbh®dgbhog.

XX bopgnbol 3otggem bobggetdo bsgdotrmzgammBo mmbo smg-
1o dmgddgo mgoh®os. F0oddgdoeznd ©edhmgdhgdnm-oay-
gm0 bomgodh®m boggomdgdol Gomogbmdsg. dsm 3tmgdhgddy,
XIX bopgnbolbgob geblbgoggoom, 13ghabFomen Jothmggmo sé-
Jodgddhmtgdo Indomdobyb.

1930-50-006 Femgddo Logetmggmml ¢ggombgddo, obhgblo-
7600 3030bsGrgmdl bamgspmm boggdmogdols, bsbosmbm 3emy-
3900L, 3nmpncol Lobsbmggdol 33gbgdmmds. obobo Bgbrgds
060 dbmmme Jomedgddo, stedge Msombnm 3gbhthgols o
bz gdBog. sbgmos 1931 gl vsggdnmo bomgsptrm boggdomds
begggm 3gmobgobgdo.

bamgoh®m Boggdmdgdo 0ggde: Byamowdo (1932), hmboden-
do (1932-33), gnooobdo (1933-40; 1955), mBymagmdo (1934; 1962),
bmbdo (1934-39), agm&3o (1935), mobhbymdo (1936), bymmdo
(1937), 45093380 (1930-0860 Femgdo; 1953), sosondedo (1949), Grnl-
mo3d0 (1950-00b0 Femgdo), bmbyddo (1952), bgbszdo (1953-1959) o
bbs.

Mameod 03 3gomool bomgopdm st dobhgdhnde? séol oy
360 0l bLEdgMmS 3BrM38gobEol befomo? Gmame, M gm&dom
obobgds ogmmmans 86 dodhgdhncol 3mbagdpmemy® gowsfy-
3900bs 07 0bhHgcrdtghseddo? stdodhgdha®amo ghmazstms-
bgds oy doMogdom, dMe30maghmzsbo HMebbam&dsgos? hm-
3608 3a0mmdc030 3bshzMmo HEVEOE0d s MO gogmybol
obgbl ol bsddmmd dgMomeol bsmgspmm st dohgdhncedyg be-
Jobrmazgmmo.
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235ha®abg 39bogldghgo

dgmargbol bobgmadFoggm bgmmgbgdols 8350930,
bgammgbgool obhmenolbs s mgmmool gdsthedgbhol
sbmpodgdgmo 3hmagbmdo

33060 36 Jd0 - 308MBIBS-33A3d JOT 0
aMPALS XS GMEOL JJBObId FIM®I FLMHBVIOM
ManL OHML

obtrogmdo, Smemmbols @oBsobols 37891380, 2025 Femols 31 Jotr-
hoob 2026 ool 08b3¢edog dodobstgmdl 0sdts 3gostol
3NO8HMOMI0m MmEabnBgonmo gedmagbs-3gmygs bsbgm§m-
©9%00m 33060 Jogmgon“ (Heroines). godmegbs gdmgbgds Jomme
dmEolbs s badmbol obhmosl dgmerg Abmamom m3dol 3mbigd-
bhdo o FoBbo obobogh Jomgdol gdotrmdobs s sEsdosbydo
0ombgdol Jgbothybgdol 33mammogools Fotrdmhgbol yggmoby
dbgm obhmEoym gocgdmydgddo.

3odmaygbols ngol Loggndzgmo gobd dmmmimbihoosb go-
obhgbomo domol obhmmos, MmImobomgobsg 39630l nbotds
3000379390 36033bgmmds godobs s m3ol Famgddo bogmeb-
g gnbotrhybs. 93 8305338 390800 Fmedgmbs Fgg360ds obhm-
Moo dobomos 0388y, 07 Gmam® 0dgse ImEs m30mg8dmbo¢zol,
90m30P60 godkhgbolbs o moklgdol gbsmhnbgdol bednsmg-
do ™ol 306rmdg0do.

30dmx9bsdo 330x0m@sd bohggbgdo Jomms geddgoomds, 3g-
3mgd390gd0m0 96860 8 8s8d0sbGHMmdal Fgbstrhnbgdols dognol-
b3dgzo: Jomgdo 0ygbgdwbgb bgooldogmo Lobol dsbogmols Ladmlbob,
agdbgbpemgdoby o y3meogngdol dgbogdbgmow; dms oggs
3%03b0mgd0l goopgdol, ©gd3tgbool Fobssmdogs dGdmmol,
30306390030 3d3dmgmool ghm-5600 gmMIs.

3odmxgbs ,33060 Jomgde® FomImwagbomos 3000 mgdsdg-
0 dgnmgol boboo:
1. ,boggbgdom goothgbogma obhmEoes” - ©oBsobgho 3gamo

bhGgbool obhmEs;
2. 25600303000 00Gmol gotydg” - Jogmms sgbgbmatgdol G-

o m3ob 3gGhomdo;
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3. ,Logmaopbmahgdm bogmygdo: 0o 399530b Jmmadaoo@eb” —
LogmbEgbhGognm 6865390080 goamhgbomo dotswo bog-
»900;

4. Loy B3gdaomos, og dm@ss® - 3Ggohommo dmool goosfyzg-
Hogdgo0 m3ol 306md5d30;

5. ,3bmg&gds mdol Jgdga“ - bedbgwérm dsbemgdom dgddbogmo
™d393am3do bodmbo;

6. ,Gottex — mgs gmbamodols obhmeos® - baggtom gmbhondgdol
0339600 ©degndbgdmols gbs;

7. ,30bokr3zs 2023 Fmols 7 mghmddmol gdotr domgdl® - obdrog-
ol mogosgzel dsmyddo dbsbyta gomgdol abhmdogon dm-
anm Imgmgbgdosb.

00060 390860 80badbogl: ,hgdo m2obols abimeos ymggm-
»30l 330967900673, ma dgmrg Abmagmom mdol mgds Hgdl
bzgérmBo o6 oS gobobomgdmgl. 3ogéed gbmghgodsd dsody-
o 83 JmaBontrmdodo godgeto gdo 03 Jomgdol 3gomoeszom,
GM3mgdog dmosbs s HebbagdgmBo bgoegwbgb Logmebmol
380, 0dg@obs o ™m3Hndoddol Bglobscrhnbgdmow vwedosbyto
OMdag00l yzgmedy Gorym dm3dybhgddo”.

035 303bsdy,

badotrmggmml Bmms Gabomoggmol mgomtobs s 3obmb
babgmaFogm gboggdbohghol sbmgodgdgmo 3G magbmeno,
30mMgo godebomsdg,

ool bobgmdFogm 1boggdboggho

0833®N0ITN 30M0 3GMB3GILOLY PO dI3MdGMBNL
3daLbobJd: 30bJNTY 3MEHMBBM3NLY VO ST IJBO6R®
3MNdMARM3NL dadasN MdNTNLAN

dogmenggamgdol  goBgomydo  €gdhgBgbhogos  033gMngools
3ol 3meodo ol 3b60336mmgeb 0bbhEpdgbdl Fotdmao-
30bb. goblognmergdymo Gmmo gbodgds bozstm bogéhrgdo geb-
®o3bgd7m Jmbydgbhne Jobrozgdgdl, Mrvwasb obobo sts dbm-
mmE 3mbiMhghnmo obhmMonmo gogndol 36033bgmmgbgdsls
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0 blbmgbols gobsbsboghgdgb, s6odgw 033g&ool bLoddmmmgods
09393096 s dob oEgmmmanyé asbdhznegdsl gdbsbnmgdnsb.

bbgoalbbgs gdmgdsedo mdomoli8o spdstomnmo méo dmbydgb-
hob - dgz0Lbogzoe dobsogm gmGmbamzgol (1867) oo 3Fghem
dmgdLoboty atndmgomgol (1962) dgamgdol dogemomby gob-
30bogmogm Grbgmol 0339600l o bsdgmms Mmlgmols 3membos-
™60 Jnmmb 60l 3mmogoiol Jobssdbl, Hmdgmog ,39bHMobe”
©d ,39M0xgMool* 0d3gGoymoe dmogmoel d3050m 0gdstgool
996 0bmdm@s. 033g6Mogmo badshogo dobsogn 3mGOmbimal sm-
339690mmd0L, 3030m0Bogools s JNmbnGYmo d3sgmmdl,
bomm ghodmgomal ,enbo s Jobhmzgmo bogmbol dgamdmm-
3ol &Y 3sbH0Bgdmm boddmmme Focrdmehgbs.

dmblgbgds gayndbgds Lobgmmgbgoemdgmebym s Fystrmm-
IgmEbymdom 33mmg3ol o doBbow obsbogl gmembgmgolbs s
at0dmgomgzol §obooigdgdol 3nmipntrnm-3mmoholdnto 3mb-
0adbhol 3Gobhognm Sbogmodl.

dmblbgbgds dmdBygd memos dmms & glmogganols gt mgbmano bodgg-
6096 gmbols JoghH dbot sggmocmo 3 madpol . mdogmobol 786v-

dobs gahobs o godade a6 gemo 8593500 9m30l 0b@g® ol godamobs mano
330935 @8 EM37d9bH06900L% asHgemgddo [FR-23-6740].

0bs 3gommdmodgomo,

30339b00b 1Pb0ggMbogyhol 3hmagbméno,
bgammgbgdsm3gmobgmdol mmghmo

060bg gogosdgzomao,

MG gbgool 3ogb-3mabiol bgmmazbgdol obhmools
0bbhodaho, bgmmabgdemdzmobgmdol pmdhmto

MObO 36MIP SN0 XIX BLOIZIBNL BLOFO® B3I MABN

XIX bopgnbgd bogemmzgmmdo hoosts Mabgmals 033gMoals 3g-
3oagbammdsdo s, bgs 033gtogmo 3rmzgobigngdols dbgsegboc,
dobog Bggbm gmmmbosmolbgnéo doamdgdo, mdgmms doBsbo
9600860 033900 0 bhmdnl ©8d3zz0Mmgds nym.
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1851-1907 Famgddo bogocrmzgemmo, mmb o Jogmaddo - omdo-
obdo, gpoooldo, demPdbs s GmmBo - ¥37bs JemgrMsmgdo.
300ab bodo gdmgbgdmes Mrbnmo g3mgboobs s Gm3dbmggdol
©0bdbhoobmgol 3603365mmzeb gogntel - F30bos semgdLobeo-
69 6939mb, bmmm gmmdo sogm §Fdobod sbptos Somggmfmwog-
ol bobgemdols Godoto.

dmblgbgdedo gebbommmmo 0dbgds 83 Jomgotemadols 8ggool
obhm®os, domo G dodgddhn®amo bhomo, dobdphede, ©gizmbe-
homeo gbs, Gmmo s daomo Jomagdol nosbym Jumzomdo,
obhmGonmo dgo, HM3gmog Mommgn demasbl Fomow bgwe.
mmbosb bdo JomgEmemo MM 396 gesy®hs.

93> gobbegnm®gdom boobhgbgbms msebsdgodmgy 30dy-
dSmNM0 IPmipndol mgmmool 3mbhgduhdo, Mewasb gbspymal
396MomEobomazol adobobosmgdgm 3nmaatoel bHMowhgangdl oo
baBl 1bgedl s doggdhnéol, Gmaméy 308memmnmo 6odbols gog-
gbols 0bLHEOPIgbho godmygbydol, oby dobo Haboggzmgdol bo-
30mbygob.

0300 bomé&odg,

30339b00l xb0ggMboggnob sbobhgbd Srmagbmeo,
33mmmb gnmsmgmadol bobgmmaol mdomoabol
badbagztrm 3807300l EmIhmesbio

©03006N0 3365401 JARNL 1930-1350-05660 BLLABNL
0®3INOIIOIGI0 3J3330RMHIMdY

»o0omobol dobrgbgbs Lobodobml &dsbnm, bmgosmy-
-93mbm3ogn® ©s JRmpnénm gebzomotgosdo 3bndzbymmgabo
oo Jgobergmgl XIX beninbol 3oéhgzgam bobgzatdo hadmbeb-
mgdmdd 3geddbyamds 3mmmbobihgdds. bFm®go 93 3géomodo
hodmyamods bsbododmb guhs (omgzebogmo odogmo n8badols
Jnho), boog dmemm boninbybobgztol gobdsgzmmdsdo dgbpgdm-
0 a36gdE0ncoo ©d bhomobigéoo geblbgoggdnmo 3gbmogdo —
bogbmg®gdgmo bobgngdo, Logobdsbsmmagdmm ©afgbgonmgdgdo
oy 0bbhGogmo mdogdhgdo.
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10086 JumgomBo 36083bgmmazobo 3gemomgdgdo oofym
1930-0060 Fmgdol 3ps bobgdowsb, moglbsg goxsmommgos 3m-
OMbmzol (mgl Lys®dtmoyigbol) dmgoobo, bemgm goblegyom-
Mgdom 3obdhednto hathgzgdo gobbmGgogmms dgmeg dbmas-
amom mdob 3gdamd Fangodo.

dmbligbgdedo gobgobomog ©odogto 7Bbsdols Jnhsdy 1930—
1950-086 Fmgddo oggdnm Godgbody 360330g9mmzeb Jgbmdol,
“m3mgdog, ghmo 3bMog, sbobsgghb Lodgmms gdmdol sédongd-
OG0b bhomobhn® HMebbagmmdsgogdl, dgmeg dbéog, gsdmbs-
H9396 03 3mmohodn® 33momgdgdLbog, GmIMmddss, Lodmmmm
20330, md0mobol Jotrbgbs Lobsdotml nghlboby gobsdotmae.

bl gbgds dmd8y@gd memos dmms & glomsggamols g mgbmano bodgg-
b0g&rm ggmbols Jog®H dbot oggtoamo 3Hmaddol .. odoemabols 5860-

dobs gahols ot godade a6 memo 85935300 9m380l 0b@g® @ols 308 @0bs mano
3857930 @5 ©M37d9b006g8s” [FR-23-6740].

momo mbggedzomo,

bagommzggammb Bmms Grmbooggamol bobgmmool
0gohM0bo s 30bmb Pbozgdlbohghol
sbobgbh-3trmaglméo,
bgemm3zbgosm3gmEbymdol wmdhmeno,

33006 0085600IMN LHAIBENIGM 3NLEA3I0N LS
L33ONBbM3LNL LHAbGANMN 3IRTNL FMbIOILMBNL
B 333600

baghogbmgmol Godéol bodbégom 3ggmBdg pmgobomaol 3g-
dmmhgbomos PBehdeBotn, dsbdhsdyto 3madmbogos ymamol-
33gbrmdgmo  spboyobgdymo Pumol oMhagmosg sbggmmBoms
obom, Bmeosgdmms bodbgdoms s 148-150-g5 gbomadnbos ©s-
dobg®omgdgmo bgbgdom. ©d3339m0, dgbogtms 3306390~
dob boggndzgamBy, gommamogmlb dopéostrdo bogmmmd sdogmsb-
3060 gmagoge (1678-1688; 1692-1635). dmbognmmdol otgzmog
39O M330Mm3560 Jmodgdoomgoss gddbogmo, Mabog, bswos,
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Bmoodmb bggbsms hebrmzs 0ff393L. 3is, rgdwg, sofgdomo
68O ™Mol gotrs, 56059600 gedmdzgybydymo.

hgdo Bmblgbgdol doBobos, Fotdmzgshobm ol mgmmmaoy®o
badgEbogtm gmEbY, Mg godmogzgms goolg 3obhmtrddhmmols
063303 oM mm obimdo Fotdmoagbom Bmmosgml bodsbms
0bhgér36rghHocrgdodo. 0go gu3ndbgds gmmbols 03 baygtrmgdl, Gmad-
™gd03 00386(H0ols 96lgdmdols dmmmbzgh ysmodgds o sbgsy
060090 m383306030s Tno bondnbggdol ©obogmgm ggcm3nm
39mbH7Oboob. d0Bsbiopto sbhHmbmados bomegzgh doGomsoas
3hommgdgmbol (ssben. ob. §. 120-140) 653637380 0ggdl. Bmas-
80, SbHG™Mbm3ns IoEOmE oN303d06h s Jhobhosbym olm-
Bmghoggosls, Gmamtg dgaboghgdo 8960360396, 3038060 odgd-
Bgde 0085b@oné 3ol 33mgzol gebgomotgosbs s bogimabom
03mbma® 0880 goyco dmhozggdol 3ot Lo mnmgoms Jmmob.
306 33mOgnM0 03mbmaMagos Mo 3ond dmhHnggose - Bm-
©0gdomy Fomdmagbgoom gebznmots. 3g0sb d0Bobhon® be-
680 o 9393 93mgbogddo - dom3obgmosb 3v330L003wy ©s
mobsdgtmay Gpdobgmedwyg, hbogds dbgogbo phzgnmm ogm-
brmagMeggoynmo dm@pngo.

30960 3003900, OTIIIWO 3oOLIZI93n00, FoMLIZEOZm
2399339090, 1339 04™ Fomdmoagbomo dMg ghobiosbnmo bobol
03mbma® 30880, 353603 Jhobhg 3obhmtrdhmmol Bmmosgml
603690000 ghrmo godmbobgs, Gmamtg 9¢03bodby, 3z00b be-
Bobs 139380600900 ©8 33bgads M0g Hddotrms dmbodnmmdgddo:
300adb Pobgbos mgbbmgmBo (3v3gmbos, XIV) bmem gzos-
bos 36rmdmpado (XVI), oginmal dmbsbhgtdo dsbodo (XVII), sbg-
39 306080 bmag. 3obhebool Fdows bogmmmBol gzmgbosdo (XVII)
o bgghogbmggmBa (XVII). 83 dmbognmmdgdds 1335 doogdgod
33393060 md Ygutrvmgds. oy 3bhognt bobsdo 39bhtdo Gmds-
T 0300900b 30bsmegbgdbyb o dmosdmmo Bgdmaatgmag-
©byb, sbamd g3006 d0Bsbhone bobsdo Jéobng 3obhmitsnmo
Fomdmoagbl nd3zgmgbo o gg00bo 8bgHogndo Femdmoagbgdols
ohgMogodl. oy donmomgdl, Mm3d ogbm stMol goblbigmseggon-
bo O Fomodbs 3Mbdmbol 3gdmgddgro s 36 JommmE Jo-
gmdG0md0l 3blbgemo. 8dwgbo, goMbigmaggdosbo o, 86y Bm-
©059omMH0 03mbmategos Jhobhoobmdol goetmm bdgdnédos
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3oobMgdgmo, Gmamé 3mbdmbol dgbffogmol mgmmmaono
0bogshmen, oy d08sbhondo gdmdol obdpmydol dgdwga
aohbo.

bsdO™mIdo gnhoemgdsl gedobgomgd Laghogbmamol bsedb-
g 3gmol sbhmemned 03mbmamagnsdy, dob mogobgdntg-
39089, 898m hsdmmgmom 6037dg000b (mglbmgm, 3rmdms,
©939gbe ©o 3sbob g3gmgbogon) Bgootrgdaom, of bgbs gwow-
890 0mdgdomo, hedmmazmom 60378900 3o, Jobs 3038, b gyd-
3800 739300 8 MomIML, 30630600 sbdgnmans 3Gl 3gmogg-
30860 gobs.

rg35bgm hgdbmmmann®o 0bgm®dsgogdol bobedo, LFGs-
R0 3639708 bgmmgbgool bodndms gmipm3notgdo ©s dg-
boodsdobow, dgebogtms dogé dsmo PO MEOI83806gdd ©O
3o0bom0Bdsi dbgag dyobog&ns. d0Bobhondo bydgeboghm gmeo-
bob, dobo 0bhgmagddhnomnmo dowm§gzgool gesdgds, bodnomgdsl
330demy3l, 360336gmmzobo ©aligbgdo godmzgodobmo.

99396 mhbogody,

bagotrmzgmmb dmmes Grybmeggmol mgspmobs o 3obmb
babgmaFogm nboggdbodgdo,

bgamm3bgdem3gmEbymdal emdhmeo, sbobhgbho

J®OLOAL 3356MO)N VO 30BN 016Y3560LBIBS
0OJIM MBI MBS VO PILO3 A IBOMINL
JONLONSBIL? OMOXNBNS3N

bbgowobbgy Fagtommoomo o Bgdotbonyzogho 3owdmegds,
bagMogg®o boddmemb - Jéobipgl 33o0mol ©s3sbgool dgn-
mgdo Igbgomobes (bagdotrmzgmm) s HGokl (ggédsbos) dooh-
bg3l, Lowog @ebbognmtgdom dmoghos dobo meyzobobegdol
HeoEogod. Fystrmgdol dobgwgom, dgbgmsdo 3zstmo | bongy-
693039 dgdmmobosm gorobgl 2396 Edobol 0gégbemoddo dyma
3abgmgm gdcegmgdl, Héo®do dobo dmbggods 3o 60Bsbiool
033gGhme 3mbbhsbhnbgl wyool - pgomasmoe gamgbgl (IV L.)
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bobgeml 303806 @gds ©s dbobogh déobhosbymo Ggmoagdzogdol
353990l d0Bsbioy® 3Grvghogob.

b3gdhogbmgmolb bodotyzgmBo Jeobipgl 3gobmols sMbgdmos
aobd J3odnmbygoo Jobmymo debhrmmdsoogdmmdols, asb-
dbeBrmatgmo Jotmzggmo bombol géhmgbymo ogbhmdobs s
bymogho ghmmdobs, Htokol Jomgotdsmdo 3o Fdobos Gg-
m0g30900L dM3mmEzgmmoobs o ddmogho Somoghodymo
dmdGomdnl bogydzgmom aggs. mé geblbzoggonm Jnmbnde-
o geobhgl 330600l meyzobobggds saommdtng Mgmogon®
30bhodbdl ©o7303806©0 @ bymogh ©o JamhIOIL Hhewo-
3090006 53(H0c©o.

80b0dbnmds 3ot gdmgdgods gobsdotmdgl smdmbogmamo-
bo o Eobogmgmal J&robioobym bymmsbgdodo 3gotmalbs o
3obmsb s3o3d0khgdnmo bogzgghgdol gedmbebgol mogobgdntrg-
39060, (@3gmoms gbFogmed boobhgéglbm dsbomes gsdmsgmobs.
bogotmzgamdo ol dFobme ©ogiezdomos gbmggmo baghol
dobhgtosls, 36900l gogamols befomo gobws (Lobotrgdol agmml-
OMogogoo (XI-XIT bL.), bgghogbmamol ,bggpob® dmbodymm-
oo (XVII b)) o bbg.), g3trm3sd0 30 geobhgl 3306ma , 2306 3dob"
3033mB030sd0 habmzgol gotrs, gebromzgagdom, mogobmogswo
bobomog 33bggds (3og.: XIX -0l géog0mdgdo @ dmmogtMogn-
a0 Jobogne).
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beggom 383060830emo0,

bagotrmzgammb dmmes Gybmeggmol mgspmobs o 3obmb
babgmaFogm nboggdbodgdo,

bgammgbgosm3mmbymdals Jodotrmymygdol mdhmEsbho

d®335MM() 66 333d0L 306d®IdS NLOM G NI
3MbOIILO30
(B®3ob gammomgds o bodghyggmm gbo)

bgmmgbgos ogoms bdystrmmsb dsighosmmnd bedystrmBo
3830000l bgmoom 0ddbgds ©s 0dowygds. ol yzgms émdo gob-
bbgseggdnmos bemEnsmno, Smmoanodn®o, Ggmogon®o oy bhgd-
boygmmaoyéo dmmbmzbydol dormdgddo. Joboslgdsy o3 9Fy3ad
20833800. ol 36rg0bdhmmonmo boboeb dmymmgdnmo msebsdyo-
O™Zgmod3Y 300006 ds. 30l Bm®Iobynm oy Fobssdbmddog
3obbbge39dmmmosl @&mbS s bog®hrgdo 9d308b6md 9BGIMZbgdY
8 80 J3s 3oblobmgtogl. yzgms ot mdo bgmmgbgdsdy, dsm Jm-
6ol Jobooggdedy, 83dmm Hodmmazmomo 30878900 dmddgrogdco-
bgb.

Jobo3gds 3hgobhmGonm bobodo bogmaoghgdols mgdsh gb-
300bgdmeo, dggm ogomoBogogddo ol dghoe Ggmogosl ©ogd-
3900090069, 696 dbnm JnmdnGedo 3o sodosbol opgemobydy-
™o gmG3s SmmgHgool dogomomdg Hhadmysmoads. 896 dbnmo
3amobogn®o bobs ssdnsbol bbgnmols sbshmdond sggdnmgdol
337303900 3obmbols dobgogom Jdbows o ol gatrmdnmo
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gool boboo — Moy 3m33mBodmbobomgol boggstgmo mgds oym
(Lodgmbos Voices).
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36198965300 oML P3sbnbml g3z ombggdl:

6o gbmgholdnto 0ggoo ©d Mot gdnmgdgdo dobsbgds 3sbzbol

36rmacrddym bofocdmydgddo?

Gmam® dmgddgogdl gl Lomeptgdo dgbogsmpé gbsbs o

Rm®30Bg? vgzm oy b dom Igho mogz0bngmgds, Jgebg-

30 dobs baFetr3mygdgdmeb (Ledgmbogdo, 3mbggéhgdo), Grend-

mgdLbog 0M3rmahodynmo bomeyhgdo sdzm?

83 3ombggoBy 3sbymbols dmbodgobsw, Fotdmmagbomo ogbgds
30L3b0b Godybndg Bofotdmgdals bomobdhnmo sbsgmoBo s he-
006905 0bhgh 307 00350 3MI3MBoHMmO M.

03069 3ok,
moH300L 00893 30dhmmob bobgammdol dpbogemyto
835009300 Ibogem3gmbymdol gognmbghol mdhmEsbho

LM BLOIRLIGOL 3OMEMOTdN LSO3NNL
3JLN3OWIG L3MEJd30: JIRIGIdN0N
0130 06bIV3d M3IdL IM®OL 3IGNMPABN
06333019 MIdIW O®ORNBNIdBI P SPOHIIJT?
LOOSMO S 3aMNMPBI (1920-50-0060 B JdN)

6gBo7dg: 03 bhshoodo gobbomymos bmem bodmghol 3¢rma-
60dg00 mopzool Igbogomn® bimmgddo, bodgoldymos tgdgh-
OG0l gebg0motgos  ©gdmGvhHogmo, o3hmGobetPmo  ©s
HOHOopcmo Gg370dg00l 300mdgddo, dbgszg Jsmo gogmgbs
babFegmm 3 mamadgdol Bobssdble @ npgmmmgont mtogb-
HoE0dy.

33930l bagombo: o gogmygbs ogmbos bbgswabbgs gdmgol
boghodn®dd o 3mmohodn®add 0 mEmmangods bomgmm bod-
6ol 3macrvdgdols Bobsstbdy, sbgzg, Mo 33momgdgdo dmbo
®0mmgN 3dobbogmynm dgMomodo?

38mg30l 30Bobo: mopz0080 360d3b6gmmzebo dmmoholnéo
330 gdgool 3géomedo bmgmm bodwmgéoel dmaedgool ob-
HOMoPmo gobgomamgdal, dbggy mobsdgotmgy 3m3dmné go-
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Boommgdobyg, 396dme 3o - Mgdghrihne®ls o dgmmomammaosdy
dobo gogamgbols JgbFegme.

doGomso dogbgdgdo: dg-19 b. dg-2 Bobgz®roob, sby crglg-
®0l 0339600 306HMmdgd30, 3o gobosmmydsl ndenbzgm-
gmxzbgb 3ghdm bimmgobs o Jnmbndnm Lodmgsomgdgddo.
3mg3omybo 6g3g6hheto dghTomow gybobmdmms odemon®
3m35m0Bgdl o 3mobodn® o GM3obhognm 3md3mBogogdl.

1918 Fgmb amo@aeol hgbdnomogol @os®lbgdol 33omoaizsm
300806 @s 0bhgéglbo ghmabymo Jnmdndol 30dsbrm. @osmbd
babogmbm 3mblg&gehmengdo, bowsg 8gd3gbho 390gdm@S s~
3090 3m33mBodmegdols beFetdmygdgddyg. Lnogbhgdo, doto-
o8, bbgomalbgs sbsgol sbogmo momools Focrdmdswggbmgdo
0y3bgb. 1928 Fgml Fgdmomgl gbhrmosbo bobfegmm 36mateds,
by 1934 Fgamls 3o6ramols nendsbolbiol byamddmgebymmdom go-
O(HO00mMadobye 8 83¢HMEM0RHMNMmo 33000 3gmmdnl dydtryg-
d0b 39393 oFgbos 3gbhemodgdnmo 3mbhdmeo.

beddMmMS ™M3IN3ogool 3géomedo 3Pbogdomno gebsmagds
300039, 3-bogggby®osb Lobigdow: Lodsgdzm s Lodyomm
Ibogompén bymmgdo s 3mblghzshmdoagda. 83 bhondhncob
Fgommdom gdhybagmymaomo ogem 9fy3aho 36mpglo @My
3bog80 bFsgmgd0eb 3thmaggbombammnd b3gEodomodognsdwy.

3bob08bd308, M3 gmsmydo gobbmol dmbFsgmggdo ygg-
o g3mgdodo dbmmme 16 (Jogmgoon) o 18 (303900) Famols sboge-
b 3000gdmEbgb, Moy v0blbgds 3dzgMego 93s6dhHol dommm-
3060 dmaFoggdol snEemadmmonm. mommgnm 3mmohodne
93mgdo80  gomodgdms 3m3smydo  gsbsmmmgdols Lognme®o
Fobosdlbmodmogo dbotryg, Grmdgmog ©obogmymgzthm3dgmo gog-
@9bosb (doGomosw, gghdsbymo GmIsbHddn) mepzonto
BogombogmoB30b 396, bmgnm dmgg0069800 - bodgmms bmgosgmoals-
O60 Hgogmobdoligh obtgomes. dg-2 dbmagmom mdol Jgdwaa
beagme LedrgMs nEgmmmaon® 3mbhmmml ©oydzgdogdstgl.
396 h o680 m3dobotgdos Gbnmo G®IsbEHEB30, bmemm
»060bbNMggmo* BoFodmgdgon godmotogbs ogmmmaon®
boogndzgmBy. Mebsdgdmay boFetdmgdgdl dméobog 3o M3ots-
Hobmods gbodgdmes G™Isbhoddol HEv©oEngddg o 96s 0obo-
3gbmgg, 3g-20 bayinbol IgomEgddy eendbgd e dobsmob.
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h3abo 33wn3e bo@ymal, G yzgms dmapapogytds Gg-
70338 3b09d3bgmmgsbo 330mo a(h™mzd moh300l Mmsbydgtmag
303560 gobsmmgool Hhodmysmndgdedo. gowsfyzghomgdgdo
69396 hnoOmeb 03038069000 ©mgbsg 860390l P3omedglm-
ol obhmeonm [3mmohoznt] 3030botrgmdgol, bmmm 3g-20
bomgnbol dmmmbs s 21-7 Llonanbol obefyobol Fnbogs 3gmos
Bogmygdo s6ol Focdmoggbomo.

dotobs Jogmathady,

»00mobol 3bm batsz0dz0mol bobgammdol
bobgmaFogm 3mbbghgspméol 3bmagbmeo

956h3NL M3IGOL GIBIBBNS 21-3 LOI3IBIBN

3mbligbgdodn gobobogmgds god gobhgamols m3g®ol ,dnboge
BMEbsmmemzgal® (Mm3gMe Lo &l Inbogol” Bgmdg googeos)
2025 Femols 36gdogces ©o dobo Inbogomund-begbndo obhgérsd-
90000l mo30bgdnmgogdo dmbol bomdghm mgoptoel  begbs-
B9 33egz0ma 3hmgdhol FOKUS’33 -0l g3otgamgddo.  ygobhgmol
™39l gghdsbymo 36rgdogés goads mdamobnmo Fothdmoag-
boob 40 Fmol 893wga ©d oo gB8mbsbbo godmofgos. dmb-
Lgbgdd FobrBmEagbl Iggmmdsl gogesbomobmo  ysbhgmol
™3960 03 gmmdsgmMo 3GrmdImgdgool 3mbhgdbddo, Gemdgmog
egbog 0bsdhybgol sdhnsmmast.

gn6omyds godobgomogos sbggg  3mgdhol FOKUS’33 do-
8068y, MHmIgmog Fobdmsagbl Loobhgtgbm 3gmgzem dmade-
760mdsl XX bongnbols m3gmol d08gBgdal gbobFogmow, G ma-
mgdog boboe 30330690 7mos obhm&monm o 3mmogoln®
306 gdmgdgdmob. 83 3GmgdHol gethamgddo, dmbol mgo@to
3Shotgdl 33emgzgdl 1933-1945 Femgodo ob paytrm 33006 3ggdbo-
o m396gdol gbobgd, Gmdmgdoi Mgdghdnotoosb Lbgooalb-
30 3039800 oo bbol gebdsgmmdsdo god®s bggbowsb. m3ghe
brogds dbopgérgmo 33mggzol bogsbo mamg bgby®o gobbmé-
30gemgools 3Bom, sbg3g v390gdonEo 3rmacedol gatgmgddo bo-
3960096 m 3dm0glsgngdolbs o mgdaegdol bsbom. gl doamads
bondgogbm Lodgemgdes 86 Fbmmmeo m3géol Fobmol Jgbel-
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Fogmo, 96839 dobo dmIgmotodsgoobmgols, 35-20 Loggnbol
39600 8700(HMG08Lmeb sbosbmmggdmas, Gol sosbintg-
dobog Foerdmsagbl yobhgamol m3gtol 3¢rgdogérs 6mb3o.

339630 30bzomos,

»d0ogmabol bobgmadFoggm 3mbbgégodhmeonls
sbmEodgdnmo 3Gmagbmdo,
bgammgbgdom3gmobgmdol mghmo

330630GLO GM3M®E dILN3SLIGN AI3MLOLOITS

bhogos 033e93L, oy G 396b3gdhoggol shgbl dgbogsmmnd
0bbdh®osdo dghoggelbo bymmaby® obhymgdhmsb ©o gog-
o (9dbmmmangdmeb géhmow. dombgosgdm 0dobs, m3d dg-
Hobedygdtrm, Mmamty ghmosbo boghgg, 296 bEymsw 56 ognb-
Jombotgol, ol boFommdtog o6 lgdmdl dmoham®dgdbs o
099dbmemmangd80, HmImygdog 98 30dsbmmgdom dndogegds. sl
aoohbos 3gmbdgdhogs sbmgdndsw gobboBmatmlb 3bogel ognb-
Jg0o 8 gosgsmmmml dobo gogmgbs dpodhmmosdy. Fnbogob,
Omamdg bgemmabgdol otgols goblbedmghgds dnwed ogzmg-
3o o dobo dégemog LFGexgs© g3obmmzggds dhgdbmmmaonho
3Grmatgbol, sbogo bmgosgydo Ggommogoobs s bobgmms-
Bgdm (Hbrgbgogdol gymbBy, Hmdgmms mtol dgazodmos ©s-
3obobgmmo g3m-37bogs, 30gmmsedadgool dgbogs, dghHeggcldy
0037dbgdnmo bogds o Al-0m ggbghotgdnmo gmgéoomds. gb
0bm3030900 08O MMdgb Fnbogol, Hmamty bygemmgbgdal hde-
0o boBrgMgdl o bLEymoso bbgs Fobosdbl bdgbgb dob
o3bgdgoob.

dgho3g®ldo Igbogs bogds 0dgdbonmo o 36rwe35mbyblm-
o, (a0 ol Mmegol megdo 89rm0sbgdl gomhnsmne Ggo-
mmdsL, bogbmEnm onEom d3g6vl 8 835HdMYomOb 0bhgcodgool
360ghogob. 3ghoggélo 1339 90t déol dbmmme bsdgebogém
R30bdHsbH0gs — ol Focrdmewagbl goBostrgdnm, 3ndog 3oéygs-
6 boghpgl, GmIgmog sghmosbgdl VR-b, AR-b, denmihgobl
0 0bhgMbghl. 3mdbIatrgdmgdls vgs¢hdtgdols dgdzgmdnm Bgnd-
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mosm €gomyé hmdo hobmzgs bmgosmy, g3mbmdogn®, be-
3ob3sbommydmm s 3gohonm dgbhozmdgodo. dobo dotomswo
3sbslbosmgdmgond dmepamedsmsedmtobo 0bhgatoges, 17y39-
Ho 3ob30maMgds s 530B0NM0 MObssmbgdmds. dogmogbols ©o-
©0 bofogmo 3mabdatrgdmols dogér skol ggbgtotgdnmo, Mog
7600960086533 MmMdsBgd MG0gbhotgdnmo. dogbgoogem
0dobs, Gm3d Metaverse dmogogl 0030970, gobomengool Lggg-
b, obiHobgop® 3xdomdsl, 3m3ghgosbs s bgmmgbgdol, ob
obgomo gedm§393900L Fobodg asl, hmam®gdogss 3mbagowgbio-
SO MOLmb ©d3833067dnmo bgdombydon, dzotsmatgdnmo
33060, 33obrmzggammdnl bogombgdo s gogtymo Pomobsl-
Fotrmds. 3bogs 3ghegghbdo géhm-ghmo yzgmedy mobsdognéo
bagygme. ol sbom 3goghogm gmédgol, dbdgbgmms hotrory-
by s 93mbmdngn® Imegmgdol FocrdmBmol 0dgdlonmmo
3mbggépgoolb DJ (Disc Jockey) Bgbdrpmgdom s VR/AR-00 god-
m0gcygdymo 0bhgdsdonmo 0bbhemsgogdols dgdzgmdom. g0k
HPo O bhweogddo bgmmgbyto 0bhamadhoo Jgbadmgdgaro
bgos Grgommmé Om8o gmmmosm o mebsddémdmmds, bmgm
dammzhgobo dgbogmbgdl badnomgdols sdamgal dnodegmgdol go-
6937 30dm0dnJomb msbbs. gnmdgdoh3natgdmsb abhgéoggos 3o
byem g6 m 3ghoe PIgemms ©d medsdol gamgdgbigdom doc-
M gde. 0bgmo dmopgmedgde, Gmamgdogss Beatport, Pixabay
o Metaverse Music §o63mo©agbgb gobmm@ gobgomathgonm
Ipbogomyé mobdoghl — gmgdhtmbymo Fmghemdosb
o ygommo, dgoopogon®o Igbogom ©odmagzdgdymo. LIotMd-
xmbgdolby s VR dmfymdommogdols bodgsmgdoom 3ghezgél-
b F30m30b gopdzmdglgdol 3g3smeasizem, dgbogs dgheggtldo
0bm3030900l J00306 3odmdMezgdgm domo Ghgdes.

83335600, dghHogghlo hgzmemnpodl sbogbl dgbogol Bgdd-
Bobs, goBostgdobes ©s godmpoomgdol baggghmdo s blbols sbagm
9620b, Lo bagbo, hgdbmmmgos s bmgoydol nhomogtomag-
00 396 ydnmos 0dgbhbogm 306 dnemyé bodgsérmdo.
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msdot Abgody,
»60mobol bobgmadFogm 3mblbgézsdhmmonls
3rmaggbmdo

1OV MO M BGOHOPNBNS 3O I3AN:
WNOI®3N3IL0 BYSOHMABNL 96552080

©30m-g3Mgzol dmbobihg®do XVII-XIX boyinbggddo dmos-
60 b3gdMMIMM HOWVEOE0L sGLgdIMdSYY, obhmtonmo 3bmdg-
dob godrs, hzgbsdwy dmmFanmo v303g Imbobdtol 3pmgbogmo
wo(hM0gIme byebofghgdo dghyagmoogh. sbgo bymbeFadl
30937036900 Logotrmzggmmlb ghmabym oédogdo ogpmo XIX
bomgnbol abofyoboo (1806) omemomgdnmo mohn®aodnmo
3690mo. 3hgdymdo habogmo ,Gmdgmoe Jghodobmalb® €go
bdsdy oggagbodrgdngmo 3560, mebostmnmo 6y33gd0m, d6g-
™mgo0md O ©EgEdb-3863900m, dEbEHNMgOL 36gdmmol 3ted-
H03n ©db0dbymydsl o dmbabihytdo bsdgsmmdmm-3gdmd-
39099000 3OmEgbgdol 0ghone 303obstrgmdsl. 83 3thmegbgdol
399a0d  0bogzoIsmy®-dgdmddgogdomo  bhomgdol Hedm-
gom0dgds, MmamMoEss ,30emm 60dobs d€bodobodohobs, ag-
Hmbho beoymmeedgomobs, dotobo sébodsbomohobs, bmatmb
06b0dobEogolby” o Lbgs, Gog osbiytgdnmos stoghmo
F9ormm0 ©8 dMmmEEOmobogmo gsdmizmyzgdoom.

bgambofgtols gbfogmol s Lbgs modnmaognm Fystrmgd-
do 3mEgdnmo Hgmgzsbhnto bogemmomgdol 3md3ocsdymo
gbFogmol boogndzgmBg dmbligbgdsdo Focdmbgbomos getgzdo
3oy e Fgommdgmoms bodgsmmdmm-dgdmddgogdomo
doamdgdo o Fobdmmagbomos hzgbo dgogmmdy, ,,Omdgmo
J96r000b600l“ thrgsbdoms 38bggdols gedogg®ze-smmagbolse.
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boopbs edhady,

bagotrmzgmmb dmmes Gybmeggmol mgspmobs o 3obmb
bobgmafFogm nboggdlbohghol ododh®o 2sbgmodols bobgammdnl
badgEbogm-33amgzomo 0bbhodniol dgabogh-msebsddmmadgmo,
Joégmmman, bgemmzbgdomdgmobymdl pmdhmo,

JM®IM3OOIBNS - 3949MN, RO30MHIILN,
dMPIMB08336I%0

bgammgbgos sbobogl gd3mdsl, ptmol 03 dmbsiggml, hm3dgam-
dog 0ddbgdomps, 03 obhmeonm, Lmgosegd oy Inmdgéhym
36rmEgbgdl, Mm3gmdog LsBmasmydol Ebmdng®gdedy wm&3ds
3300 EdH™M3Y. 93 M38mbeBHmobom bgmmazbyds obhmmonm-go-
bomgheggonmo Fysbrmb, 3gdsgosbols agnbdposbog megl Focdswg-
300 36™3g3b.

393MOM0mMI0l  3Olgdmdol  gebdogmmadsdo  Fotrdmdadbogma
0gnM-dobsstlbmdmogn oy  dbopztrym-gedmdbobzgmmoomo
badnomygdgdo byammzgbgdol dbshztrnm gm™Isgogds hedmys-
@0dEs 8 gobgomotgdol NFyzgho 3GmEgbo soMgzms. gb 3o,
mogol dbkog, Lodpomgdsl odmggzs 838 oy 03 Lobgmmgbgdom
otMgol dgdmgddgogdom-bhomoabholgnt ghomogosh mgsmo do-
3500936mo.

bognbuto dmbrgmahegogmo bgmmabgdog o6 Fobdmewagbl
303mbo3mobl. EOHM™MLmsb dodstrmgdom dobo bedo mbhmemany-
60 360hgcondo gedmgmobos:

1. gmgbomo gmmzmménmo d53mddgogds HHheogool bod-
4060, o PFY39hmo0om:

Jmérgmabogonmo bgmmgbgds megobo L3ggogoiom Jém-
boagym3nmos - mmbs s boghegdo gobxggboma. dob géhmo b
6030096037 8330060 3boggdl Logmpbagl Lognmseto bbgmmol
3mdGsmdom, omgmmd 3m33mgdLbom. v3gbo ol IPdngs
(33940505 O @obobamgdemo, mydgs dobo bayghogbo HMooagos
7619930 bemdnbggdol gobdsgmmdddo. gmmImmG Mo (HES©o-
30gd0b bodystry gabols Jympmérnem 35333000 mdol, Hmdgmadsg
Mol hadhm goomabe. 830l bagigomgbem bodndgons Fobsmgd-
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Hobhosbymo gdmdoeb dmdwobstg ymaado oggmo mgshto-
m0Bgdmo bobobsmdgdo s beggébymm Jgdmddgrgde.

2. obihmGool gtdgam gBedy o3edanmo s dbmmme Bti-
ol Bgdmmhgbogmo:

Joborgmo bogglzem odsmgdhgdol dGregomazghmgbgds, Gog
Jg3mbgg3980, bmmme obhmMonm-gmbmahsgonmds dsbomsad
gdmobobs, GoEash domads bofogmds bbgopalbbgs 0BgBmes godm
M 396 gondmm ©s beBmasmgool ymagomsb gogéo. deg.:
03g6rpmo, mghbydndo, Jotomm-3sbnmo boggbhbymm Bofotm-
3mydgd0, BoFommdtog gatrgmo boggigem 60d7dgoo dbmmme
obhmeogm ©m3ndgbhomobioisdo 0dgdbgds. dombgosgew odo-
be, obhmeogmo bmdgdo gebrenwgdgmos 03 mzgembsddoboom,
™3 Jobgma®ogonmo bofeédmgool - Ihegem 3m33mbgbiosbo
MmMasboddol boFommomog, dosbamgdomo smoagbols bodnsmg-
38l 3o0bg 0dgmgge.

3. babggbmo gotsddbomo gmmmmenmo dgdmddgogos:

bogmby&ds beEgzzom gmmImmEds 33amomgds gobogows 3ok
393wy, Mo bobEgbm ©s 3hmaggbomgmo Jgombgma®oges hodmys-
0dEs - XX boyngnbol ggmmimmmol gooobsggmydsd 3thmag-
bomem begbsBdy, dobds JNEH0306go3 EOHM®MS @8bIdZ3TMI8Yo0,
030, Bomzmmtgm boghegdog 3o, P339 bobyEawowo Gm-
300 8dMBYdS Imogebs Jgogao. mogem bssghmem-3hmaeg-
bombagmyéo Bgdmddggds, GmIgmog bsbgagmobes s dmpgé-
BoBogool dmpmmmdomo EmBobhgdom gobsgédmdl sélgdmast,
®8bd3ghmag Jmbgmabogoym sbbsddmgodo Jabol mggeb-
g mdbmeb sbmgotgdnm, mpndge Gog dgdmbzgzedo, demby
OEObLgMEOTohgdnm bymmabgdsb.

bogby®o  gmbgma®sgools gobgzomatgdol Focdmwagbomo
bodo oBs, dobo O™MBo gebggbomo bbgnmo Jobmgmo beggs-
300 Mmool obhménsl Jabolb.
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®dm0d dbogmBgbsdzoma,

bago®mzgmmb Bmms Mpbmaggmol mgod®obs o 3obmlb
babgmadFogm Pboggélohghol pmdhmesbho
390mz0dm3em &0 byammgbyds

8bodztgeo ©d ©m3ndgbhato, Hawtagelame, 30bm-Hywy
™39Mdhmeol bgemmabgdes

badgEbogtm bgmaddmazebgmo: 3oz Bndedgzomo

30MA3M MM3M®EB 3IMLMBOIN (16653IROHMBI
J0®0IW ©M3J3I60SNLON3d3N

bogmbygtgbgom dmblgbgds d0Bbsm obobagl mebodgodmag
m3n3gbdnt 30bm8o getrgdml Gmmol 56s Gmgmby 303 mome-
6o ob Loghrgnmo gmbol, s¢edgn Gmagmby Eedmyiogdgmo,
»3mddg0 3domol gosdmgosl. bsddmdo Bgobfegmol 03 omo-
bodgdrmgg 0B e, onom ©d 6@ GaoTm bytbgdl,
G®Imgdog gomgdmb bodnomgdsl sdmgsl gotsnddbsl mbém-
d0b 3608365mm36 gemgdgbioco.

dmblgbgdols doBsbos gedmoggmoml (hgbogbgos, Hmdmols do-
bgzomeg go®gdm bdotop x3nbdgombomgol Gmammg gdmdol
b0, 93mmmaon®o s BLogdmmmgonto gmbols sdbsb-
39a0. (mam® gebogool 3gmomgdol getgdm odmoal 3gmldgd-
(003006 ©m3N3gbhn® omddo o Lmamt Rm®3okhgdd 0o
396bmbszo. Hmagm® yomodgds ol mebodgotmzgg ©m3ndgb-
O 30bm3o o s gmdIom oy Jobsstlboom sbogbl gogmgbsl
dogphgdgady.

68O ™mdo ypcrvEmgdd Ogmdmds MG msbodgotmay Jot-
o m3ndgbhn® gomdl: Lognmdg 2080l ,,dmm3z0b096gds” o
@730 ¥960dols ,m0domosbo bags®mggmm®, Goasd m®ogg bo-
379935680 LFmego gotgdm sbermmgsl 3608369mmageb hmml
obéhmdom 36mgldo.
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g3o3dgdo 36033bgmmgabo 3gmagzomo dobomes, Mowaob me-
bodgdrmzg Jotmpm ©m3ndgbhomobingsdo gotgdmlb dgmlbm-
bozo Fok3mhgbols dodotrmpgmgdom momddol o6 s6bgdmal
»gmbogmo b sbomogogndo bhgdLihgdo. domo sbdgoBols gdom
30dm3m0bEgds, Hmamé sbobogh gotgdm 6 dbmmme 0bwo-
30007076 39630006 godl, 36839 bmgosmu, obhmtMogm ©d
gbogmmmaon® dhggdlog.
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booo gomobgotady,
bagotrmzgammb dmmes Grybmeggmol mgspmobs o 3obmb
babgmaFogm Hboggdbohghol sbmgodgdnmo 3hmagbmén

b3 M36300L LOLOIFS 3 MBI IMLO X
@M3IOWIGL IMONL

FombnmBo, LobgmadFogmms 3mbintgbinbotosbmdol dgozoe-
bgdobol 36033bgmmzeb 3G0hgcondoE 0mzmgdmesd dobo g3m-
bm3ogg®o o badbgdm damaghgds. 8373sw LFmGO o Jnemdb-
Mobo o bgmmgbgdol gobgometgdols domomo mby gebos 0d
boBmdo, 3ol Jglbodsedobowsg gobobedmatgds 3tghgbrogb-
h9o0 ImFobogg J3gybgdol Fmwgdobsmagol. sdgéozgmo g3mbm-
dobho dopgc ©63gho FobsbFe®dghysgmgds, m3 mEedyg-
96mg byznbgdo Fnmbncgmo 0boPbdh®s gebogdms 8dd oy
03 LobgmdFogml Focdohgdol gebbodmatol gewedfyzgho god-
Hm&0. bodobrmggmmd g3mbmdozol gebamgoto dkrwoom dgdamm
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TEATROLOGY

Maia Doborjginidze,
Director, Doctoral Student in Drama Directing

THEATRE PERFORMANCE IN THE CONTEXT OF TIME

In today’s world, asserting oneself feels is extremely difficult.
There are many obstacles on the path to forming an identity. Like
Sartre’s characters in No Exit, we too are trapped and we spin
in a circle, beating around in the space of other people’s views
and desires, in everyday relationships, and on social networks.
We live under the constant weight of their gaze. Every move we
make, every word we speak—it’s all shaped for their recognition,
we twist ourselves to fit their expectations, adopting their ways,
their rules. And then—when it’s time to face our own questions—
we find we have no answers left. We are ruled by others—shaped
and reshaped until our own values slip through our fingers, until
our true selves vanish. Bit by bit, our individuality fades away.
In the end, we make a kind of hell for each other. What does it
mean—hell being both “there” and “here”? Today, the pressure
from society shapes who we are supposed to be, stopping us
from becoming ourselves. The central axis of Jean-Paul Sartre’s
philosophy—that “Hell is other people”—has never felt more true
than it does now. His play “No Exit” is a perfect example of the
human existential condition.

For Sartre, we build who we are through every choice we
make, every action we take. This responsibility is a heavy burden.
It makes no sense to deceive ourselves, as if we have done noth-
ing wrong, as if our crimes lead to nothing. No one can run from
the responsibility of their fate. Hell is the state when the gaze
and perception of others becomes the final instance of your fall,
of exposing your sins and suffering.

In this work, | present the concept of my future performance,
drawing on Sartre’s thoughts and the opinions of analysts, while
considering the problems of our contemporary reality.
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Marine (Maka) Vasadze,

Doctor of Arts,

Associate Professor of Shota Rustaveli Theatre and Film
Georgia State University

“LIVE” THEATRE - IN THE CONTEXT OF TIME

“If the purpose of the theatre were only to provide entertainment,
perhaps it would not be worth putting so much effort into it. But the
theatre is the art of reflecting life.”’

Throughout the centuries theatre has been reflecting the prob-
lems of modernity in various ways and forms. Theatre is alive and
interesting only when it establishes contact with the audience,
only when a dialogue takes place between the theatre and audi-
ence, when it is in tune with the time and era, raises contempo-
rary issues, acute social or political problems, asks questions and
together with the audience seeks answers and ways out of the
current situation.

Throughout its centuries-old history, theater has changed its
forms and methods of performance, created and still continues to
create various directions - in terms of content, structure or form.
The current time, era, or situation sometimes pushes for changes.
To borrow Peter Brook’s words, ,,In the theatre, every form once
born is mortal; every form must be reconceived, and its new con-
ception will bear the marks of all the influences that surround it.“?

Throughout its existence, Georgian theatre has always reflect-
ed contemporary life. The pain of the country and its people has
been heard from the Georgian stage. Moreover, the heroic death
of Machabeli’s troupe in the Battle of Krtsanisi, fighting the in-
vaders, is an unprecedented fact in the history of world theatre.

HT bl TaHucn UM, 3anNCaHHbI i AuT .
YA aosaHBece ¢ K. CtaHucnasck 3anunca eHooAaoso https:

koro -antarovoj-teatr-est-iskusstvo-otrazhat-zhizn (Last checked on 15.07.25)
2P.Brook, The Empty Space
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The goal of my research is to demonstrate how, in what forms
and ways Georgian theater responds to recent developments in
Georgia.

Following the October 2024 elections, the events taking place
in Georgia have caused a sharp public reaction. The people pro-
tested peacefully against the falsification of elections, changes in
the country’s foreign policy and the transition from Europe to the
occupier Russia. Government structures responded inadequately
to the protests of the people. The police brutally dealt with the
citizens of their own country. 50 young people were arrested on
absurd charges, including actors Andro Chichinadze and Vepkh-
ia Kasradze. The so-called trials are still ongoing. Most of the
theater workers went on strike. After a 100-day strike, theaters
changed their form of protest, returning to theater stands (in
buildings or in the streets) and today, they express their attitude
to current political and social events in our country and in the
world in diverse forms. Theatres fulfill their function, they estab-
lish active, effective communication with the audience (society,
citizens) through realistic or conventional language.

Many important performances have been staged by directors
of different generations in different theaters. | would like to high-
light a few of them, which by interpreting classical works artis-
tically convey political and social problems relevant to our time.
These are: The Nose based on the story of Nikolai Gogol, staged
in the Theatre Factory 42 by a representative of the older genera-
tion, Levan Tsuladze; Liberté by the young director Data Tavadze
based on the text by Marquis de Sade at the Royal District The-
atre; Gega Gagnidze’s Joseph based on Franz Kafka’s novel The
Trial, a production of the Theatre on Atoneli.
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Krasimira lvanova,

PhD, National Academy for Theatre & Film Arts (NATFA)
“Krustyo Sarafov”

Sofia, Bulgaria

DIALOGUES BETWEEN THEATER AND CINEMA -
THE NEW META-APPROACH

The connections between theater and cinema have marked
the first steps of the seventh art. Theatrical traces in cinema were
considered a weakness, a rudiment; there are opinions that the
cinematic approach in contemporary theater shows a crisis of the
theatrical form of art. The present work will analyze whether the
dialogue between the two arts hinders or helps, pulls back the
development of the means of expression or leads to new ones.
The thesis is that there are examples proving the presence of a
new meta-language, a product of the connections between the-
ater and cinema. This paper will trace the various manifestations
of dialogue in relation to genre, national, and authorial style spe-
cifics and will examine the various manifestations of dialogue in
relation to genre, national, and authorial style specifics.

Teimuraz Kezheradze,
Batumi Art State University
Doctor of Arts, Professor

THE DRAMA OF AESCHYLUS AND EURIPIDES TO THE
MATTER OF THE THEORY OF ANCIENT DRAMA

The birthday of the theatre is usually considered to be the 6th
century BC, 534, when the tragedy of the first Greek playwright
Thespis (the name of the tragedy is unknown) was staged at the
Great Dionysia in Athens. The philosopher Aristotle, who lived in
the 4th century BC, was the first to explore the origins of drama
and theatre and their main genres. In his Poetics, Aristotle analy-
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ses tragedy mainly as a high genre of drama. The first tragedy ap-
peared more than two centuries earlier than Aristotle’s Poetics.

The rapid development of drama, which in the course of a
century went from the first dramatic performances, where dra-
maturgical forms were still imperfectly revealed, to the classi-
cal examples of ancient tragedy and comedy, put on the agenda
the question of the emergence of a theory of theatre and drama,
without which it would be impossible to accelerate the progress
of theatrical practice. In fact, theatre practice preceded the for-
mation of theatre theory. However, this does not mean that the
development of drama and theatre, theatrical reforms occurred
mindlessly, spontaneously.

In the 6th century the theatre of Thespis, the first Athenian dra-
matist, was one-act; in the bth century the theatre of Aeschylus,
called the father of tragedy, had two actors playing simultane-
ously; soon, with the appearance of Sophocles, three. Aeschylus
creates a trilogy system, Sophocles drops the trilogy, introduces
pictorial scenery, creates three methods of unity in theatre prac-
tice (time, action, place of action), increases the number of actors
in the chorus to 15, etc.

Reforms of drama and theatre are obviously linked to play-
wrights. The theatre reformers themselves were initially interest-
ed in questions of dramatic theory. The Athenian comedy writer
Aristophanes, who is called the father of comedy, examines the
work of Aeschylus and Euripides in his play The Frogs, which can
be considered the first attempt to analyse matters of drama and
theatre theory.
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Marika Mamatsashvili,

Doctor of Arts,

Associate Professor of Shota Rustaveli Theatre and Film
Georgia State University

DIFFERENT DIRECTORIAL INTERPRETATIONS OF CLASSICAL
DRAMATURGY

During times of historical upheaval, classical world dramatur-
gy tends to attract heightened interest from theaters and audi-
ences. In post-war France, one such play that gained prominence
was Moliere’s Don Juan. A steady stream of new versions of this
work emerged, yet literary sources affirm that Jean Vilar’s re-
nowned production stood as the pinnacle in addressing the play’s
themes and in harmoniously blending its philosophical, social,
and psychological dimensions.

“Vilar’s Don Juan pierced the entire nation’s heart with pain
and love. For Vilar himself, Don Juan forever remained the main
role of his entire life.”

Jean Vilar began actively contemplating the text of Moliére’s
play, and naturally, his directorial vision began to take shape,
delving deeper into the relationship between Sganarelle and
Don Juan... In this directorial interpretation of Don Juan, the dy-
namic between Sganarelle and Juan remains central. In the play,
Sganarelle, portrayed by Daniel Sorano, appears as a contradic-
tory figure, who is simultaneously a servant and a victim, as well
as Don Juan’s doppelganger. He is Don Juan’s only confidant
and friend. Furthermare, in this production, Don Juan (Vilar) and
Sganarelle (Sorano) form a single entity, a unified, dual person-
ality.

“Dialogue with Sganarelle, essentially, is a conversation with
one’s own conscience...”

In Russian theater, Efros’s Don Juan introduced a breath of
renewal. The director writes in his book Rehearsal — My Love:
“He needs something like self-justification for his spiritual peace.
It is for this purpose that he begins a long negotiation with his
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servant.” Indeed, Efros’s Don Juan (A. Volkov) is more pragmatic;
he does not seek his doppelgénger in Sganarelle (L. Durov), but
rather a simple conversational partner who can help him forget,
at least temporarily, his abandoned wife.

For Georgian director Mikheil Tumanishvili, Don Juan (Zurab
Kipshidze) and Sganarelle (A. Mirianashvili) represent complete
opposites. In Tumanishvili’s production, Don Juan seems to ar-
gue with Sganarelle precisely to reaffirm his superiority over this
philistine.

Narine Sargsyan,
PhD, Professor, Yerevan State Institute, Theatre And Film

GEORGES PITOEFF AND THE FOUNDATION
OF HIS THEATRICAL VISION

Early 20th century, marked by significant social and political
upheaval, was also a time of radical innovation in the theatri-
cal art. During this period, the role of the stage director became
increasingly central, and diverse theatrical movements and ap-
proaches emerged across Europe. Global geopolitical tensions
disrupted traditional boundaries in theatre and compelled artists
to reconsider what, where and how to create.

This paper, entitled “Georges Pito&ff and the Foundation of His
Theatrical Vision,” examines the early period of Georges Pitogff
(1884-1939), a prominent figure in 20th-century European theatre
- as a professional. As one of the founding members of the influ-
ential Cartel des Quatre in Paris, Pitoéff played a pivotal role in
shaping modern theatrical practice through his innovative direc-
torial style and commitment to artistic experimentation. Born in
Georgia to an Armenian-Russian family, and later getting active
primarily in France, Pito&ff emerged as a key representative of the
modernist movement, drawing from both Russian and Western
European theatrical traditions.

The article focuses on Pitoéff’s early period of innovative un-
dertakings, a phase that preceded his celebrated Parisian career.
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Anticipating the political unrest that would culminate in the Rus-
sian Revolution of 1905, the wealthy and noble Pito&ff family left
Russia for France in 1904. This crucial turning point was followed
by George Pitoéff‘s becoming one of the most renowned directors
of his time in France. However, before achieving fame in Paris,
Pitoéff had already experienced a significant theatrical journey
in Russia and later in Switzerland. This paper explores his early
work as a director in those contexts, a chapter of his career that
remains underexplored in theatre studies.

Through an analysis of Pitoéff’s productions during this period,
the study highlights the origins of his theatrical vision—character-
ized by a minimalistic aesthetic, psychological depth, and an ac-
tor-centered approach. These early works laid the groundwork for
his later innovations with the Cartel des Quatre and established
the core principles of his creative credo.

George Sikharulidze,
Associated Professor, Shota Rustaveli Theatre and Film
Georgia State University

WAR AND THE ARTIST

On April 9, 1989, a terrible tragedy unfolded in the capital of
Georgia. The Russian army violently attacked young Georgians
who were fighting for the country’s freedom and independence,
using sharp shovels and tanks. We were standing on Rustaveli
Avenue at that time—right there, where the tragedy occurred. We
were young directors and actors, students of Mikheil Tumanish-
vili.

A few months later, after miraculously surviving the tear gas
and chaos, we returned to continue our studies at Mr. Misha’s
Film Actors Theatre, because it was impossible to continue class-
es at our institute, which was located on Rustaveli Avenue. A few
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weeks later, it was time for exams. As directors, we decided to
present to Mr. Misha the scenes that would be connected to the
events of April 9.

| chose to stage “Two Here and There” (“Orni Aka-lk”) by
Guram Dochanashvili, a then already-recognized Georgian clas-
sic writer, who has written it just days after the tragic events of
April 9. When Mr. Misha reviewed our work, he told us something
unforgettable. He recalled the period of the Great Patriotic War
(1941-1945), in which he had fought and miraculously survived
multiple times, even after being captured.

“Since then, 44 years have passed,” he said, “and no matter
what | stage—whether it’s about war or a lyrical comedy—that
emotional state | experienced back then has followed me ever
since and is reflected in every performance | direct. Who would
have imagined that our generation would not only be marked by
the emotions of April 9, but would face war and tragedy every
decade? Unfortunately, these are the hardships our country has
had to endure.”

Not even a year and a half had passed since the tragedy of
April 9 when the most horrifying event began in our country—civil
war. Despite Mikheil Tumanishvili’s ascetic devotion to art and
theatre, and despite being a strict and demanding mentor, he nev-
er forbade us from expressing our own positions regarding the
political events happening in the country.

And then—what a wonder! Qutside, cannons were roaring,
and inside the theatre, Tumanishvili was beginning rehearsals for
Shakespeare’s “A Midsummer Night’s Dream”. This great artist
wanted to take a broken, tormented, and divided society into a
world of fantasy and speak to them about love. And he succeed-
ed. The play achieved tremendous success, both in Georgia and
abroad.

This great reformer, teacher, and director shattered the myth
of “When cannons roar, the muses fall silent.” On the contrary,
through this performance, he preached from the stage that the
artist’s greatest task is to find a form, a theatrical language, that
allows them to communicate with people, when the world looks
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like a firework of bullets and firearms, even in the most difficult
and stressful of times—and to guide them toward peace through
the power of art and theatre.That is the destiny of the few. That is
who Mikheil Tumanishvili was.

Petya Stefanova,
PhD in Musicology, NATFA “Krastyo Sarafov”, Sofia, Bulgaria

THE PUPPET AS A CULTURAL AND CREATIVE TOOL IN
MUSIC EDUCATION

This study explores an innovative approach to elementary mu-
sic literacy through the use of puppets as mediators between mu-
sic, culture, and imagination. The aim is for participants —whether
children, pupils, or students (including those studying puppetry
techniques) — to explore musical elements in the context of cul-
tural, national, and stylistic characteristics through playful and
theatrical methods.

The proposed educational games combine creative activities
with cognitive value: by engaging with various puppet represen-
tations — physical, media-based, or digital — participants create
stories, enact scenes in specific styles or historical periods, learn
about local traditions, and develop imaginative dialogues with
musical-cultural intent. In this way, the puppet becomes a cul-
tural bridge that supports not only the acquisition of basic music
knowledge but also the development of aesthetic, performative,
and intercultural competences.

The paper presents practical models and scenarios for imple-
menting this method in educational contexts and aims to promote
new forms of active, emotionally engaging, and culturally con-
nected learning through art.
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Manana Turiashvili,
PhD, is Head of the Theatrical Fund in Thilisi’ Georgia

THE THEME OF SACRIFICE IN GEORGIAN CREATIVE THINKING

Abstract: After the tragedy of April 9, 1989, the theme of sac-
rifice—based on examples of selfless devotion to the homeland—
once again became a subject of interest for artists, a matter of
study, and a source of imagination and inspiration. This historical
event made Georgian theatre once again reflect on the origins
and transformation of the concept of sacrifice. The invasions
by enemies of various kinds and the struggle against them are
inseparable parts of Georgian history. Many fortress-cities and
castles were built in Georgia for defense; some of them still stand
today on the land of our homeland, reminding us of who we were
and what we are called for to be in the future.

Between 1989 and 1991, rehearsals were underway at the Film
Actors Theatre under the direction of Mikheil Tumanishvili. The
director was working on Lasha Tabukashvili’s play “Natadzralze”.
The play is based on the legend of the Surami Fortress. Geor-
gian scholars have addressed the theme of Surami Fortress many
times. The rehearsals explored the mechanism of death—whether
voluntary or coerced—and the motivations of the victim’s loved
ones or family members. Exercises were conducted on themes
such as “waiting” and “orientation in fog and water”, which re-
lated to the anticipation of enemy invasion—when people do not
know who or from where the attack might come. The construction
of a temple was not just about the restoration or rebuilding of a
forgotten faith; within the temple, the union of young lovers was
to symbolically give birth to life infused with spirituality. What
does the stonemason experience who must perform the act of
sacrifice? What path does a young man—who willingly, not forci-
bly, gives up his life—go through? What kind of people were Geor-
gians in the past, and what spiritual legacy did they leave to us?
What responsibilities are implied for Georgian men and women?
Why is a man faced with two kinds of love? How is a person’s
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consciousness torn when, on one side, there is the duty of selfless
service to the homeland, and on the other, the radiant beauty of a
beloved? What is the nature of human sacrifice in exchange for a
demand of reciprocation?

According to Mikheil Tumanishvili’s rehearsal approach, the
historical event and the society or individuals involved in it should
not be directly depicted on stage. The creator must observe the
tragic or fateful processes of history from the outside, and only
then bring the result of interpretation, recognition, and contem-
plation onto the stage, so that the audience sees a familiar, per-
sonally experienced image on the boards of the stage, and recog-
nizes themselves in the behavior of the characters. The process
of energy exchange between the audience and the stage occurs
only when the art is of a high level, an average expression does
not fulfill the formulation of “art.”

Tamar Kutateladze,

Theatreologist, Doctor of Art History. Chief Researcher at the
Dimitri Janelidze Scientific Research Institute of the Shota Rus-
taveli State University of Theatre and Film of Georgia. Research-
es the history of Georgian theatre, current theatre processes,
and student creativity. Currently working on the auxiliary text-
book “Teaching Theatre”, as well as co-authoring the textbook
“History of Georgian Theatre”

“MESSAGES” FROM THE PERFORMANCES (2024-2025)

The current theatrical season, both on the stage of the state
professional theaters and the teaching theater of the Shota Rus-
taveli Theater and Film State University of Georgia, was distin-
guished by a number of interesting directorial and acting works.
Several plays were staged for the first time on the Georgian stage,
but the tradition of past theatrical seasons continued, Georgian
directing still offers us a new perspective on the many-staged
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Mikheil Javakhishvili’s “The Strangers of Jako” or the tragedy of
Medea of Colchis.

The paper will analyze the main message of several impres-
sive productions of the current theatrical season. The focus will
be on the performances - Mikheil Javakhishvili’s “The Strangers”
(“A Doll’s House”), directed by Nika Sabashvili, Eugene O’Neill’s
“Love Under the Willows” (directed by Giorgi Chaladze, Film
Actors’ Theater) and “The Long Day’s End” (directed by Dimitri
Troyanovsky, Film Actors’ Theater), Giorgi Sikharulidze’s “Heart
of a Dog” (authored by Mikhail Bulgakov, Free Theater), Luka Ba-
zadze’s “Medea” (Tbilisi Chamber Theater), Saba Aslamazishvili
and Giorgi Kashia’s “The Sacrifice” (authored by David Kldiash-
vili, Rustaveli and Poti Theaters), Saba Aslamazishvili’s “Little
Tsakhesi Called Zinnoberad” (authored by Hoffman, Poti The-
ater), Florian Zeller’s “The Sacrifice” (authored by Teimuraz Dva-
li) “If You Were Dead” (Academic Theater), Tariel Kublashvili’s
“Mandragora” (author: Niccold Machiavelli, Academic Theater),
Soso Nemsadze’s “Antichrist” (author: Amelie Notomi, Academic
Theater). The main messages expressed in these productions are
interesting, as are the problems and values that strongly capture
the attention of young artists. In addition, it is important to keep
an eye on the main messages that unite these interesting works
of the current season. | will discuss these issues in the paper.
It is also worth noting that, just like in previous years, this time
too, several impressive, reliable novice creators (directors, actors)
emerged from the student works. Naturally, | will also offer my
opinions on their directorial work or acting charisma and will keep
an eye on their professional growth in the coming season.
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Lasha Chkhartishvili,

Doctor of Arts

Associate Professor

Shota Rustaveli Theatre and Film Georgia State University

CONTEMPORARY GEORGIAN THEATRE IN THE CONTEXT OF
THE EPOCH — THE IMPACT OF POLITICAL PROCESSES ON
THEATRE AND VICE VERSA

This paper examines the interrelation between theatrical art
and political processes, highlighting their mutual impact on public
life. Art has never been isolated from political realities.

The essence of theatrical art lies in addressing socially rel-
evant issues through artistic expression. Accordingly, any the-
atrical production—regardless of its specific topic—is inherently
linked to politics, including social, economic, and civic concerns.

Even under strict ideological and political censorship, Geor-
gian theatre succeeded in producing high-quality artistic works,
distinguished by their acute engagement with pressing societal
issues. To achieve this, it developed a metaphorical language,
communicating with audiences through symbols and semiotic
signs.

Contemporary Georgian theatre (from 1991 to the present), al-
though freed from ideological censorship, has frequently fallen
victim to public censorship. Ideological repression has been re-
placed by social constraint. Despite this resistance, the contem-
porary Georgian stage continues to voice truth and dissent, striv-
ing to awaken public consciousness. The political developments
in Georgia during 2024-2025 have clearly demonstrated theatre’s
capacity to influence political discourse, and conversely, how po-
litical events provoke and shape theatrical processes.

This paper analyzes the current challenges of contempaorary
Georgian theatre, contextualized through specific productions
and events within the framework of present-day socio-political
dynamics.
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Sandra Rasvana Cernat,
l. L. Caragiale National University of Theatre and Film univer-
sity in Bucharest

DIALOGUES ACROSS TIME: CONTEMPORARY DIRECTORS IN
CONFRONTATION WITH CLASSICAL TEXTS

This presentation explores how contemporary theatre direc-
tors approach classical texts not as museum artifacts, but as liv-
ing material capable of reflecting and questioning today’s reali-
ties. These reinterpretations go beyond simple modern dress or
settings, involving dramaturgical rewritings, textual collages, and
radical recontextualizations that alter the temporal perception of
the original work. The analysis will cover a wide range of exam-
ples, from the minimalist and distilled reinterpretations of Peter
Brook, to the politically and socially charged updates of Thomas
Ostermeier, the multilayered dramaturgical collages of Krzysztof
Warlikowski, and the recent experiments of Robert Icke (Play-
er Kings, Oedipus) and Robert Lepage (The Tragedy of Hamlet:
Prince of Denmark). The study will highlight how these produc-
tions build bridges between eras, using the classics to generate
current public discourse and provoke new modes of reception. In
this context, time becomes not merely a backdrop, but a creative
partner, where past, present, and future coexist on stage and con-
stantly rewrite one another.
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Tamar Tsagareli,

PhD. Associated Professor, Art Sciences, Media and
Management Faculty Shota Rustaveli Theatre and Film
Georgia State University,

Scientist-researcher of the Union of Thilisi Municipal
Museums

ACTION OR HAPPENING?!

» Theatre is the most beautiful, because
it is located between art and life”
Tadeusz Kantor

The Georgian theater of the 21st century is distinguished by its
paradox. It reflects the time that created reality and the time that
rose on the stage.

Indeed, our reality is paradoxical. The revision of classical val-
ues has almost taken the form of a crusade. A confused person
will look for the cause of the crisis in the bosom of traditional
values in order to justify himself, even if by his own inability he
destroys the originally created harmony. A person has become
alienated from his own essence and has become aggressive. So-
ciety is obliged to realize the reality and foresee the future, when
»the threat of hunger is real, when education is a privilege and
not a right, when self-expression is propaganda, when real pro-
paganda falsifies reality, when artists die not from cultural hunger
but from hunger for bread” — ,Don’t Leave the Room” (playwright
and director Ketevan Samkharadze)

So, until you act, this ,garbage” will completely satisfy you,
especially when beyond us, there is neither Europe nor Asia -
beyond us there is hopelessness and until we can no longer buy
bread and make fake soup, the European family will reject us and
we will perish!

This time, let’s talk about the political farce and its compo-
nents, which was presented on June 6, 2025, by the City Theater,
directed by Ketevan Samkharadze.
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Marina Kharatishvili,
Associated Professor, Shota Rustaveli Theatre and Film
Georgia State University

ROBERT STURUA’S “PROMETHEUS BOUND”
IN THE CONTEXT OF TIME

Robert Sturua’s production Prometheus Bound vividly illus-
trates the unique path theatre art has taken over time. Particularly
noteworthy are the director’s creative explorations in discovering
new means of stage expression and articulating a civic position.

The performance staged by Robert Sturua is distinguished
above all by its intellectual directorial style. It is undoubtedly
crafted with the audience in mind. The production is motivated by
the director’s personal and civic perspective, as well as his inter-
pretation of the socio-political events in his country. The ancient
drama, with its political essence and expressive form, resonates
with the director’s current state of mind. The mythological stage
adaptation of Aeschylus’s tragedy invites reflection not only on
the tragedy of the narrative, but on a broader issue — what fate
awaits humanity tomorrow if today we fail to recognise and con-
front the flaws characteristic of every era. The director calls upon
the audience to reflect on eternal problems.

He returns to the ancient era — a time in human history when
the state, democracy, and imperial ambitions emerged. Through
ancient Greek dramaturgy, he seeks to reveal the peculiarities
of professional theatre’s formative stage, using modern thinking
and technical tools. He enriches the performance through the use
of contemporary technical achievements (such as lighting, sound
effects, and rich musical scoring), infusing the spectacle with a
modern spirit. The harmony between speech and physical action
creates the performance’s artistic-aesthetic vision. The produc-
tion clearly reveals the distinctive traits of Robert Sturua’s style
and the mystery of his creative work.
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The director strives to portray today’s most complex, epoch-
al events in the language of theatrical action. He is always the
foremost voice in addressing pressing issues that move him as
an artist. He remains bold and unafraid in his artistic expression.

136



FILM STUDIE

losif Astrukov,
Assoc. Prof. PhD
Bulgarian Academy of Science, Institute of Art Studies

BEYOND THE MIRROR: IS THE FUTURE BLACK?

Just a few months ago, new, 7" season of the Black Mirror
serial was premiered. Black Mirror (2011-)"" radically differs from
all series streamed online today. Most researchers usually under-
score one episodes, interactive Bandersnatch? from 2018. Despite
the innovative digital options audience could make to move to
different masterfully executed stories on Netflix, it does not real-
ly have the provocative and deep meaningful messages of many
other episodes. And all cinema historians know well that many
interactive experiments were held years back, since 1960s. Yes,
digital technologies and streaming platforms today offer an ar-
ray of new possibilities to interact with the public. But the main
differences of Black Mirror lie in both the format and the content.
Unlike most other series, here every episode in by itself an inde-
pendent movie with a different story, actors, themes. They are
not connected and do not aim to create a bigger story through-
out the whole series. Dramaturgically, the genre is sci-fi, but the
themes they reveal are something | would call reality in-between,
another radically different and characterizing distinctiveness of
the series. They create a reality that looks mostly like ours today,
slightly more advanced, though, featuring a certain technology,
like neural interface (chip) inside our brain—something already
happening®—that can, for example, save and stream our percep-
tions (sight and sound). This small and seemingly unimpressive
technology later in the serial turns out to be a “game changer” in

"https://fwww.imdb.com/title/tt2085059/?ref_=ttfc_fc_tt
2 https:/fwww.imdb.com/title/tt9495224/?ref_=vp_close
* https:/fwww.bbc.com/news/articles/cewk49j7j1po
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our relationships, social interactions and the world as we know it.
Many episodes are plotted similarly: some small technology that
can turn our world upside down. The reality in-between created
by the authors, both now and in the near future, gives rise to many
questions: where are we now, where are we heading as society,
what are the boundaries of technology, what we as human beings
are and how should we react, and many more. The title Black Mir-
ror is a metaphor for a digital screen turned off and a dark “mirror”
created in this way reflects our faces as we stare at it. And the
biggest question is: what do we see?

The following paper will follow and analyze the serial and its
key themes and questions based on our digital reality, along with
moral problems related to information, also control, the hot topic
of so-called artificial intelligence, altered relationships and soci-
ety, and many more.

Mariam Akhalkatsi,

Shota Rustaveli Theatre and Film Georgian State University
PhD Program in Film Studies, Doctoral Student

Supervisor: Lela Ochiuri

THE MORAL IMAGE OF DRUG ADDICTS IN CINEMA - CHANGES
OVER TIME AND BEYOND TIME

This conference presentation addresses drug addiction - a
complex and pressing issue that has captured the interest of both
contemporary and earlier filmmakers.

The research analyzes how cinema reflects drug addiction
in relation to the passage of time. Specifically, it examines how
filmmakers portray the destructive impact of drugs on individuals,
and whether the moral characterization of drug users changes
across different historical periods and social contexts.
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The study examines the following films:”Sid and Nancy” (dir.
Alex Cox, 1986)"The Basketball Diaries” (dir. Scott Kalvert, 1995)
“Subordination” (dir. Archil Kavtaradze, 2007) “Street Days” (dir.
Levan Koguashvili, 2010). Through analysis of these films, **the
research** explores whether historical context creates differ-
ences in the perspectives and attitudes of directors from two
different cultural worlds and eras regarding drug addiction as a
cinematic theme.

Eleonora Gogolashvili,

PhD Candidate

Shota Rustaveli Theatre and Film Georgian State University
Supervisor: Professor Lela Ochiauri, Ph.D. in Art Studies

CONTEMPORARY ALLEGORICAL CINEMA. THE DYNAMICS OF
TIME AND SOCIAL TRANSFORMATIONS

This paper analyzes contemporary allegorical cinema as a sig-
nificant artistic form that reflects the human condition within the
contexts of time and social transformations. Allegorical cinema,
as both an aesthetic and philosophical mode, constructs narra-
tives that transcend linear perceptions of time, offering symbolic,
cyclical, or suspended temporal frameworks.

The study is grounded in the analysis of 21st-century interna-
tional film works characterized by minimalist aesthetics, arche-
typal characters, and morally complex, often ambiguous situa-
tions. These films create parabolic structures that not only mirror
specific social environments but also convey universal messages
about the inner and outer dimensions of human existence.

The thesis explores the role of time as an active force in cine-
ma—sometimes disrupting chronological continuity, and at other
times evoking memory, metaphysical foresight, or moral dilem-
mas. Through this temporal dynamism, allegorical cinema artic-
ulates themes such as political oppression, challenges of migra-
tion, ecological crises, and individual alienation in the digital age.
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Ultimately, the paper examines the role of art in the contem-
porary world, arguing that cinema, within the framework of time,
serves not only as a medium of reflection but also as a tool for
critical engagement and social transformation.

Zviad Dolidze,

Doctor in Art Criticism (Film Studies),

full professor of the Shota Rustaveli Theatre
and Film Georgia State University

THE CINEMA OF WHITE TELEPHONES

In Fascist-era Italy, many local filmmakers tried to create a
film production that would not include not only social, religious
or political criticism, but also anti-government allegories or ironic
attitudes towards things and events. After the successful intro-
duction of sound and color into cinema, Hollywood regained con-
trol of the global film markets, including the Apennine Peninsula,
and filled Italian cinemas with light romantic comedies and melo-
dramas that praised the American way of life, emphasizing the
inherent superiority of the United States of America as a powerful
country. The vast majority of such films ended with a happy end-
ing and deserved the approval of the audience.

In competition with such films, Italian film comedies and melo-
dramas appeared on the screens, in which were showed the care-
free life of representatives of the middle and elite classes with a
little intrigues and amusing adventures. For the interior filming
of each they used luxurious villas and apartments in the style
Art Deco, whose inhabitants often spoke to relatives, friends or
colleagues on white-colored telephones. This circumstance gave
birth to a new term of the cinema of the White Telephones (Tele-
foni Bianchi), which from the very beginning was recognized as a
new film genre by some film historians and they began actively
advertise it not only in the country, but also worldwide.

Although the era of the cinema of White Telephones did not
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last long, however, these films still had a necessary impact on the
further development of Italian national cinema, especially on the
emerging Neorealism in the near future as their opposite mani-
festation, and on the later emerging, popular film genre, Comme-
dia Al’italiana (Italian Style Film Comedy).

Tamta Turmanidze,
PhD in Art, Assistant Professor
Shota Rustaveli Theatre and Film Georgian State University

THE EXTENDED 1990s IN GEORGIAN CINEMA

The dramatic political, social, and cultural changes that befell
the country require comprehension of what happened, analysis
and evaluation of causes and consequences. To heal from the
traumas received, a kind of universal process of reflection usu-
ally takes place in art, which provides correct assessment of the
developments that unfolded and also enables ultimate catharsis.

It is not coincidental that the 1990s is one of the recurring
themes in contemporary Georgian cinema. This was an extremely
difficult and painful time — years of reassessing many things and
devaluing even more. Military conflicts, civil confrontation, acti-
vation of the criminal world, armed people in the streets, and so
on. Against the backdrop of all this, a destroyed economy, univer-
sal hardship, darkness, fear, hopelessness, and people left behind
by the changed rhythm of life.

The painful echo of the 1990s is still felt in Georgian society
today. In reality, far more questions remain than answers, and
perhaps this is precisely why reflection on this theme does not
cease. But reflection primarily means facing the truth, because
only in this case is it possible to comprehend the mistakes of the
past.

It is interesting to analyze how the Georgian reality of the
1990s was reflected in cinema, what kind of heroes this process
brought to the screen, and how sincere and truthful are the films

141



made on this theme. Why does the viewer retain a sense of in-
completeness in expression, despite the abundance of films made
on this subject.

Barbare Kalaijishvili,

Doctoral Student,

Shota Rustaveli Theatre and Film Georgian State University
Scientific Supervisor:

Dr. Ketevan Trapaidze, Associate Professor

DISSOCIATIVE IDENTITY DISORDER: ILLUSION OR REALITY?
Using the examples of Alfred Hitchcock’s Psycho and David
Fincher’s Fight Club

This paper discusses how the issue of personality split—Dis-
sociative ldentity Disorder—is portrayed in cinema through the
lens of temporal and cultural contexts. It is based on an analysis
of Alfred Hitchcock’s cult film Psycho (1960) and David Fincher’s
Fight Club (1999), the latter offering a radically new, postmodern
interpretation of the subject.

The goal of the research is to trace how perceptions and ar-
tistic interpretations of personality fragmentation have evolved in
cinema across different historical periods.

These shifts in representation accurately reflect the psycho-
logical and social anxieties, pressing questions, and scientific de-
velopments characteristic of each era.

The study explores the degree to which this condition is de-
picted realistically or abstractly on screen, as well as how audi-
ences from different times respond to these portrayals.

The paper examines and highlights key aspects of the films’
narrative structures, directorial approaches, and the psychologi-
cal dimensions of the characters, all of which articulate internal
conflicts and the theme of identity division.

Cinema plays a crucial role in helping us understand complex
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psychological phenomena, both societal and individual, offering a
space to question and redefine the boundaries between illusion
and reality.

The main objective of this report is to reflect on this prem-
ise—to identify the boundary between “illusion” and “reality” or
to uncover the very conditionality of that boundary.

Gvantsa Kuprashvili,

Doctor of Art History in the field of Cinema

Head of the Poster Fund of the Georgian Palace of Arts -
Museum of the History of Culture

“ANIMATED RESPONSE TO SOVIET POWER”

The conference topic “Animated Response to Soviet Power” is
based on the analysis of archival materials preserved in the man-
uscript and archival document collections of the Palace of Arts,
as well as certain documents. Attention is focused on important
episodes from letters and memoaories, which provide fascinating
information about the specifics of Mikhail Chiaureli’s life period
and the director’s own position. From the sources, we learn about
the nuances of the creative relationship between the artist and
the Soviet leader, through which the devastating influence of the
period following Stalin’s death on the artist’s life and work be-
comes clearly visible.

Time and the artist interact with each other: time, if the artist
has a weak psyche, breaks them, but if the creator is spiritually
strong (like Mikhail Chiaureli), they use the conditions of time
and regime to their advantage, which is clearly evident in Chi-
aureli’s work. He used his friendship with Stalin (like others, he
also waited the knock of the chekists on his door every night) to
fully express his talent; this was art shaped by the demands of
the regime. Later, after Stalin’s death, the new authorities, due to
his past friendship with the previous leader, stripped him of his
regalia and exiled him to Sverdlovsk.
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After numerous requests and demands, Chiaureli returned to
his homeland, seemingly broken-hearted and disillusioned (as
was thought of him by others), but he continued his creative work
with a new perspective. He recalled his youthful passion and en-
tered the world of animation as a thinker and contemporary cre-
ator with new ideas to express.

In the given topic, Chiaureli’s animated period is briefly but
profoundly outlined, emphasizing its symbolic-allegorical nature,
as well as the animated sketches, which require further scientific
research.

Maya Levanidze,
Doctor of Art History, Associate Professor
Shota Rustaveli Theatre and Film Georgia State University

GEORGIAN DOCUMENTARY CINEMA: SCREEN
INTERPRETATION OF REALITY

Documentary cinema is one of the most important media,
which, reflecting reality, reassesses and interprets social, polit-
ical, and cultural processes in a new way. Documentary cinema
is often political, because the subject plays a decisive role in it
- who is behind the camera, what are the author’s inner convic-
tions, their civic position, and sphere of interests. The documen-
tary filmmaker is not only an observer, but also an active inter-
preter. In contemporary studies devoted to documentary film, the
director is often seen as a “participant-observer”, transforming
the traditional principle of objectivity and focusing on dialogical,
reflexive cinema.....

Documentary cinema becomes both a means of memory and
an editor of history. The filmmaker, using both current events and
archival materials, rethinks time, reconstructs it, and puts it into
a new context.

Today, in contemporary Georgian documentary cinema, there
are authors who seek to deepen the analysis of the acute so-
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cio-political situation and problems existing in the country. New
authors and films have appeared: “Smiling Georgia” by Luka
Beridze, “Hotel Metallurg” by Giorgi Varsimashvili, “Vacation of
Dead Souls” by Keso Chelidze, ‘Bakhmaro’ and “Motvinieraba”
by Salome Jashi - new trends have appeared in Georgian docu-
mentary cinema.

The paper devotes considerable space to analyzing the specif-
ics and peculiarities of documentary cinema, the main trends of
contemporary Georgian documentary cinema, and the issues of
the author’s interpretation of the era.

Manana Lekborashvili,
Doctor of Art History, Associate Professor
Shota Rustaveli Theatre and Film Georgia State University

EXPLOITATION CINEMA: PAST AND PRESENT

Because the word is used in so many different ways, the article
mostly supports one specific definition of it — not as a genre per
se, but as a category of films characterized by shared distinctive
features. Generally, the author conceptualizes exploitation cine-
ma as a specific form of genre filmmaking that seeks to capitalize
on socially relevant or sensational themes for rapid commercial
gain. The article analyzes the central thematic elements typical
of such films, along with the general principles by which these
themes are visually rendered on screen.

Although the term itself predates this period, the article fo-
cuses particular attention on the heyday of exploitation cinema—
the 1950s and 1960s—a time when postwar sociopolitical shifts in
American life catalyzed substantive changes both within society
at large and the film-going public specifically. Exploitation cin-
ema evolved and adapted in response to these transformations,
mirroring the changing demands and sensibilities of its audience.

The article examines the characteristics that sustained view-
er interest in exploitation films from this era and contributed to

145



their continued circulation, with many attaining cult status over
the decades.

In the contemporary period, while exploitation cinema has lost
certain defining traits, it has nevertheless become a source of
creative inspiration within the postmodern era—serving as ma-
terial for stylistic pastiche, quotation, paraphrase, and allusion
in the works of numerous filmmakers. The article closely follows
which specific attributes of exploitation cinema attract continued
auteurial attention and how these elements are reimagined in a
modern context.

Andronika Martonova,

Proposal by Prof. PhD.

Screen Art Dep, Institute of Art Studies,
Bulgarian Academy of Sciences

‘SEND THE CHILDREN TO THE CINEMAY’: EARLY CONCEPTS OF
FILM EDUCATION IN BULGARIAN CULTURE BETWEEN THE TWO
WORLD WARS

The period between the two World Wars was a time of ex-
ceptional intellectual intensity in Bulgarian culture. A wide range
of fascinating personalities, including writers, artists, theatre
artists, musicians and filmmakers. — played an active role in the
restoration of cultural life after World War | and began to pay
special attention to cinema. On the one hand, the problems of the
developing seventh art were linked to the emergence of the Bul-
garian film industry and the issue of “native, national art.” On the
other hand, intellectuals discussed various aspects of foreign film
production with remarkable erudition. A wide range of parame-
ters is covered by these comments, including utility, aesthetics,
history, advertising, functionality, distribution problems, the cin-
ema-theatre opposition, the formation of a professional commu-
nity, and, last but not least, audiences and education. The topic
of children falls precisely in this segment, both as an audience
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and as active participants in the processes of art. The public de-
bates in the pages of the specialized film press (a huge number of
publications appeared during this historical period) clearly show
the excitement of the intellectual elite and their desire to use the
arts to form a different type of educated and cultured nation that
would meet European standards.

The subject of children and cinema in the interwar period has
received almost no attention, in contrast to the area of children
and literature. The proposed paper will make a first approach,
which will be followed by further research. The principal subjects
that pique my interest pertain to: 1. The first acting schools for
theatre and cinema, which also included children. Particularly
noteworthy in this area are the names of Konstantin Sagaev and
Nikolai Fol (who wrote the article “Send the Children to the Cine-
ma!”), who developed important concepts in the education of chil-
dren and young people. Unfortunately, during this period Bulgaria
did not produce children’s films intended strictly for a children’s
audience, and children were not the subject of the few Bulgarian
films that were made. However, children’s theatre schools com-
pensated for this with their educational practices, which included
cinema alongside other arts. The same was true of foreign films
imported by distributors. This brings me to the second line of re-
search: 2. The intervention of the Ministry of Education; the es-
tablishment of permanent school cinemas; and the dissemination
of moving images throughout the country via travelling cinemas.

The presentation will summarise the main points of this ex-
tensive topic. For this purpose, a great deal of archival material
will be used to extract the core messages.
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Lela Ochiauri,
Professor, PhD in Art
Shota Rustaveli Theatre and Film Georgia State University

ACROSS THE TIME AND UNIVERSE
WOMAN-SUBJECT AND BUSTLE AROUND HER

The number of female directors in world and Georgian cine-
ma is catastrophically small. Female characters - even the main
heroines (including in films by female authars) - are often not
“subjects” due to their personal qualities and personal problems,
but “objects” - male characters’ partners or representatives of
various problems of society.

Lana Ghoghoberidze was the first to “break” this “rule” and
“choose” to reflect the life of a woman - a person, a member of
society, socially active and focused on personal problems or pro-
fession - as the main topic of her work.

This happened when, at the turn of the 1950s and 1960s, a cy-
cle of protest movements began in Europe and America; Stalin’s
death in the Soviet Union, the condemnation of his “cult” and the
beginning of the era of “thaw;” “thaw” was followed by a slight
relief of censorship and the emergence of a new worldview, new
trends and a new direction of art.

The film directors of the 1960s, among whose leaders was
Lana Ghogoberidze, changed the image of the previously exist-
ing artistic standards, relatively freed themselves from dogmas,
opposed ideology and moved into the space whose borders and
dimensions they created themselves.

Even today, Lana Ghoghoberidze is faithful to the course she
once chose and remains a leader, according to the spontaneity of
the cinematography and artistic ingenuity.
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Manana Paitchadze,
PhD, in Art
Shota Rustaveli Theatre and Film Georgia State University

THE CHRONOTOPE AND THE THEORY OF GOLDEN AGE IN THE
MOVIES OF RENE CLAIR AND WOODY ALLEN
(“Les Belles de nuit“ 1952 and “Midnight in Paris” 2011)

The paper deals with such an elusive phenomenon as chrono-
tope. The term chronotope and its scope of application were sig-
nificantly expanded and at the same time clarified by M. Bakhtin.
Chronotope is not only a regular connection between time and
space, but also an essential interrelationship between time and
space, in which time dominates. In the context of human percep-
tion of the world, chronotope does not exist as a diffuse concept
and phenomenon, but as a concrete, real topos that exists at a
specific point in time and is formed into an indelible event. Chro-
notope plays a decisive role in genre definition. From this per-
spective, René Clair’s 1952 film ,Les Belles de nuit“ and Woody
Allen’s 2011 film Midnight in Paris have a lot in comman. The hero
of René Clair’s film, Claude, is a music teacher and composer in
a provincial French town. He wrote an opera, which he submitted
to a competition at the Grand Opéra in Paris. The entire plot of
the film is based on the dream visions of the hero as he waits for
the verdict — an original version of time travel. In each of these
visions, an old man criticises the present and praises the past
(Golden Age). While the journey through time and space in René
Clair’s film takes place in a dream, in Woody Allen’s film real-
ity and unreality are mixed together, making it completely un-
clear whether it is a dream or reality, in which American writer
Gil Pender meets Francis Scott Fitzgerald, Picasso, Hemingway,
Bufuel, Dali, Gertrude Stein, etc. during his stay in Paris. The main
idea of both films is the search for success and love in creative
and personal life. While René Clair only touches on the theory
of the Golden Age in passing, Woody Allen devotes considerable
attention to this phenomenon and explains it in detail.
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René Clair is a name in world cinema that is associated with
both the avant-garde and tradition. In addition, René Clair created
his own authorial tradition —a melodramatic tragicomedy based
on the principles of poetic realism and rich in irony, parody and
lyricism. Woody Allen — a famous American director, actor, au-
thor and screenwriter —is a multifaceted phenomenon of the new
Hollywood, whose work is inspired by European cinema and Eu-
ropean culture. Like René Clair, his films are rich in irony, parody
and lyricism. Woody Allen is the creator of a new genre —the ‘in-
tellectual comedy’ —and his little masterpiece ,Midnight in Paris®
is the best example of this genre.

Ketevan Ghonghadze,

PhD student

Shota Rustaveli Theatre and Film Georgia State University
Supervisor: prof. Zviad Dolidze

NONCONFORMISM AS A REFLECTION OF TIME AND SPACE IN
THE 1960S AMERICAN CINEMA

American cinema of the 1960s became a whistleblower of the
country’s most difficult atmosphere, political or social environ-
ment. The ongoing renewal process in the cinema accurately and
objectively reflected the cultural and socio-political processes
taking place in the country. Many things were covered in a new
way. The socio-political shifts that began in the 1960s and caused
significant changes in the country found a screen appearance in
American cinema of this period. There was a long confrontation
with the system and the political course of the country, which led
to a series of ruptures between society and the ruling circles of
the country, and all this created a strong wave of nonconformism.

American aggression in Vietnam, especially angered the
younger generation, the so-called “anxious youth”, who actively
spoke out against the Vietnam War and made loud speeches de-
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manding a complete change in the way of life in the country and
the political course of the country.

The free thinking of young people, especially students, the
protest against all kinds of taboo opinions, the sexual revolution,
the loose lifestyle, stimulated the society to freely express dis-
satisfaction with the existing system, which was reflected in the
American cinema of that period without any embellishment.

The Vietnam War became the main reason for them to take
to the streets, organize anti-war demonstrations and loudly pro-
claim “Make love, not war”, which became one of the main mot-
tos of the counterculture.

The subject matter of documentary and feature films of the
1960s changed dramatically in terms of subject matter and stylis-
tic forms of films of the previous period. They reflected the pecu-
liarities of the expression of nonconformism of both the hippies
and the young rebellious generation.

Active speeches of young people also radically expressed the
opposition attitude of the intelligentsia. All this exploded in the
American cinema with a very eloquent meaning, which became
an important aspect of the country’s response to cultural and so-
cio-political processes in a particular time and space.

Marian Tutui,
PhD in Film Studies, Full professor Hyperion University,
Bucharest, Romania

THE METHOD OF USING TWO ENDINGS IN FILMS

Cases with film directors offering an alternative ending seem
quite new. However, we can find older examples in cinema. And,
if we admit the influence of literature, this method is even older.
Yet the denouement should not be confused with the epilogue.
There are cases with directors, after a logical, truthful and es-
pecially realistic ending, adding a twist (an unexpected change),
a happy ending or one that brings the heroes back together, but
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temporarily, because separation and painful resolution are less
bearable. This is the case in two famous films, Umberto D. (1952,
Vittorio de Sica) and Dirty Dancing (1987, Emile Ardolino).

This process has logically extended, especially to films-turn-
series, and with quite successfully to thrillers, too. In fact, the
sequels of some successful films are based on ambiguous end-
ings reinterpreted or simply changed, allowing the adventure to
continue, especially based on the discovery that the villains or
monsters were not completely destroyed or even come back to
life, sometimes implausibly but for dramaturgical reasons. This is
the case of Arsene Lupin, Sherlock Holmes’s adversary, of the gi-
ant reptiles in Jurassic Park, serial killers like Hannibal Lecter, the
evil character Pasvantoglu in Romanian films with outlaws, etc.

The process of ambiguous endings, especially linking one ad-
venture to another through a simple comparison, obviously comes
from literature, from the 9th century, framed stories like The Ara-
bian Nights 1001 (with Scheherazade, in order to keep Shahryar
on his toes, forced to resort to an advertising formula like “but
this adventure does not compare to...”, thus managing to further
arouse the sultan’s interest and survive another night), also from
feuilleton novels. It clear as day that, nowadays, we would use
the term teaser to refer to Scheherazade’s formula.
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ART STUDIES

Irine Abesadze,
Doctor of Art History, Emeritus
Shota Rustaveli Theatre and Film Georgia State University

THE CREATIVE WORK OF ARTIST MIKHEIL BILANISHVILI IN THE
CONTEXT OF GEORGIAN-EUROPEAN POLITICAL-AESTHETIC
CHALLENGES OF THE 20s-30s OF THE 20™ CENTURY

The report will cover the work of the modernist artist Mikheil
Bilanishvili (1901-1934), which is little studied in the Georgian
art history scientific literature, against the backdrop of epochal
aesthetic trends. The focus will be on his political and aesthetic
views as an active member of the “Paris Union of Georgian Art-
ists” based in Paris. Mikheil Bilanishvili, who, while in his home-
land, defended Georgia’s independence from Russian annexation
with weapons in his hands, while living in Paris, more boldly ex-
pressed his political orientation, aimed at restoring Georgia’s in-
dependence lost as a result of the Bolshevik intervention. As a
member of the “White George” political organization, he not anly
artistically decorated the important literary and political maga-
zine “Caucasus” published in Paris, where he also published his
theoretical views on Niko Pirosmanashvili’s work, but also col-
laborated with the émigré newspaper “White George” published
abroad. The purpose of the report is also to focus attention on
Mikheil Bilanishvili as a Cubist artist, whose wark consistently
reflected the latest formal experiments of Cubism aimed at the
emergence of one of the last branches of the so-called “Parisian
School” - “Art Deco”. The artist has been in Paris since 1925 and
clearly shows a special interest in Cubism, but are Mikheil Bila-
nishvili’s works purely Cubist, or is it a kind of Cubist modifica-
tion?! Presumably this is the late period of Cubism, or rather the
transitional phase from Cubism to Art Deco, in which the signs of
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Cubism collide with the signs of Fauvism and Neoclassicism. This
is more Cubism, in a kind of softened form. Approximately the
same as in the paintings made by Mikheil Bilanishvili’s French
teacher - Andre Lhote, in the 20-30s of the 20th century. Thus, the
goal of the report is to discuss all the aforementioned issues in
the context of the time of the modernist artist Mikheil Bilanishvi-
li’s years of life in Georgia and Paris.

Nato Gengiuri,

PhD in Art History,

Full Professor at Shota Rustaveli Theater
and Film Georgia State University

A STAGE IN THE DEVELOPMENT OF SUSTAINABLE
ARCHITECTURE IN BERLIN AND FREIBURG (1990s—2000s)

The paper addresses a stage in the development of ecologi-
cal architecture in Berlin and Freiburg during the 1990s—2000s, a
period when concepts of sustainable design were actively inte-
grated into both urban planning and specific architectural proj-
ects. The research is based on visual observations and materials
collected during a research visit to Germany in March 2025. The
discussion focuses on significant projects from this period: Ber-
lin’s PricewaterhouseCoopers Tower at Potsdamer Platz (1992-
2000, architect Renzo Piano), the Reichstag Dome (1999, architect
Norman Foster), the Philological Library of the Free University of
Berlin (2005, Norman Faster), as well as Rolf Disch’s projects in
Freiburg, including The Heliotrope — an environmentally friendly
residential building that generates more energy than it consumes
— and the residential and commercial complexes Solarsiedlung
and Sonnenschiff. These projects demonstrate the application of
energy-efficient technologies and spatial strategies aimed both
at minimizing environmental impact and at creating high-qual-
ity residential and public spaces. Comparative analysis reveals
common tendencies as well as local specificities shaped by the
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socio-economic and geographical context of each city. The paper
further highlights the significance of these experiences for devel-
oping sustainable models of urban growth in Georgia.

This work was produced with the financial assistance of the
EFuropean Union. The views expressed herein can in no way be
taken to reflect the official opinion of the Furopean Union.

Irma Dolidze,
Dimitri Janelidze Scientific-Research Institute at the
Shota Rustaveli Theatre and Film Georgia State University

THEATRE ARCHITECTURE AS A SPACE OF IDEOLOGICAL
DISCOURSE IN SOVIET GEORGIA (1930s-1950s)

During the Soviet period, architecture played a significant role
in shaping and disseminating ideological discourses. Theatre ar-
chitecture, as a form of spatial “media,” emerged as a powerful
instrument for political and state self-representation.

In the first half of the 20th century, approximately forty func-
tioning theatres existed in Georgia. Equally noteworthy is the
number of theatre buildings designed and constructed during this
period. Unlike the 19th century, most of these projects were un-
dertaken by Georgian architects.

From the 1930s to the 1950s, the construction of theatre build-
ings, people’s clubs, and Houses of Culture actively expanded
throughout the regions of Georgia. These institutions were built
not only in urban centers but also in district towns and rural ar-
eas. One such example is the theatre constructed in the village of
Velistsikhe in 1931.

Theatres were also built in: Zugdidi (1932), Chokhatauri (1932—
33), Kutaisi (1933-40; 1955), Ozurgeti (1934; 1962), Khoni (1934-39),
Gori (1935), Lanchkhuti (1936), Khulo (1937), Batumi (1930s; 1953),
Chiatura (1949), Rustavi (1950s), Sukhumi (1952), Senaki (1953-
1959), and others.
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What were the architectural characteristics of theatre build-
ings of this period? To what extent were they part of Soviet pro-
paganda? In what ways were ideological messages embedded in
their conceptual and formal designs? Did these buildings reflect
architectural uniformity, or did they embody diverse local adapta-
tions? How did indigenous artistic traditions influence the devel-
opment of Soviet theatre architecture in Georgia?

Ekaterina Kenigsberg,

Belarusian State Academy of Arts, Minsk, Republic of Belarus,
Head of the International Relations Department,

Associate Professor of the Department of History and Theory
of Arts

HEROINES - EXHIBITION-STUDY OF WOMEN’S FASHION AND
THE ROLE OF WOMEN DURING WORLD WAR lI

In Israel, at the Design Museum Holon, from March 31, 2025
to January 2026, there is an exhibition curator-research exhibi-
tion of Yaara Keidar «Heroines». Curator explores the history of
fashion and clothing, the heroism of women through the lens of
the events of World War Il. Fashion curator and researcher Yaara
Keidar has spent years collecting stories about how fashion and
clothing give power in the darkest moments.

The idea of the exhibition arose from a small find - a tip of
a woman who survived the Holocaust, sewing skills saved her
life during the war. The desire to preserve human dignity, often
despite the terrible events of war, was manifested in stories of
resourcefulness, initiative and courage. Before, during and after
World War I, women improvised clothes, accessories and deco-
rations from any materials they could find. Fashion gave a boost to
creativity, became a way of expressing emotions, sharing worries,
passing messages, overcoming deep uncertainty, fighting depres-
sions, means of survival even in the darkest days. In the objects
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presented, there is the strength of the human spirit. Exhibition
«Heroini» - a study of the role of clothing and outfits in the sto-
ries of women who have found ways to orient themselves in mil-
itary reality, preserve their humanity and hope despite all adver-
sities. The exhibition presents dozens of reconstructed sketches
and drawings of complete ensembles, hundreds of accessories,
post-war collections created by the hands of prisoners survivors
of concentration camps. Photos and videos reveal the stories of
women during World War Il.

The exhibition is divided into seven blocks: «Stitching History
from the Holocaust» - the story of the fashion designer Heli Str-
nad, «Soldiers Without Guns» - the role of women’s accessories
during the war, «Objects of Life: From the Yad Vashem collection»
- personal belongings of concentration camp prisoners preserved
by her, «Where there is Flour, there is Fashion» - non-standard
creative solutions of clothing in wartime, «Life after the War»
- post-war fashion from military fabrics, «Gottex. Lea Gottlieb’s
Story» - the story of the empire of Gottex swimwear and its cre-
ator Lea Gottlieb, «ATribute to the Remarkable Women on Oc-
tober 7th» - the stories of women serving in the Israel Defense
Forces during the events of October 7, 2023.

“The story of my family has always made me think that World
War Il is not a topic that should be addressed in my area, but life
has forced me to go on a journey, following inspiring heroines,
who saw in fashion and clothing a way to keep life and optimism
in the most difficult moments of humanit”, - says curator Yaara
Keidar.
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Eka Kiknadze,

Shota Rustaveli Theatre and Film Georgia State University,
Associate Professor

Giorgi Fartskhaladze,

llia State University

THE IMPERIAL MYTH OF PROGRESS AND FRIENDSHIP:
MONUMENTS TO MIKHAIL VORONTSOV AND ALEXANDER
GRIBOYEDOV IN TBILISI

The visual representation of power is an important instru-
ment of the cultural policy of empires. Particular significance is
assigned to monumental statues placed in public space, as they
not only reflect the importance and memory of specific historical
figures, but also become symbols of empire and serve its ideolog-
ical reinforcement.

Through the example of two monuments erected in differ-
ent historical periods in Thilisi — the statue of Imperial Viceroy
Mikhail Vorontsov (1867) and the statue of writer Alexander Gri-
boyedov (1962) — we examine the content of the colonial cultural
policy of the Russian Empire and Soviet Russia, which was based
on the clear hierarchy of the imperial model of “center” and “pe-
riphery.” The imperial narrative portrayed Vorontsov as a symbol
of construction, civilization, and cultural advancement, while Gri-
boyedov was presented as a romanticized emblem of “friendship
between the Russian and Georgian peoples.”

The presentation is based on art historical and source-critical
research and aims to provide a critical analysis of the cultural and
political context of the monuments to Vorontsov and Griboyedov.

The presentation was prepared within the framework of the
project “Interdisciplinary Study and Documentation of the Archi-
tectural Heritage of Uznadze Street in Tbilisi” supported by the
Shota Rustaveli National Science Foundation of Georgia [FR-23-
6740].
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Ana Mgaloblishvili,

Caucasus University

Irine Giviashvili,

Kunsthistorisches Institut in Florenz — Max-Planck-Institut,
Georgia, Italy

FOUR CATHEDRALS IN THE 19TH CENTURY GEORGIA

During the 19th century, Georgia became part of the Russian
Empire and, like other imperial provinces, was subject to colonial
strategies aimed at fostering a unified imperial identity.

Between 1851 and 1907, cathedrals were constructed in four
major Georgian cities—Thilisi, Kutaisi, Batumi, and Poti. Three of
these cathedrals were dedicated to Saint Alexander Nevsky, a
prominent figure in the Russian Orthodox Church and a symbol-
ic representative of the Romanov dynasty. The cathedral in Poti,
however, was dedicated to Saint Andrew the First-Called.

This report examines the historical context of the construction
of these cathedrals, analyzing their architectural styles, scale,
decorative vocabulary, roles, and positions within the urban fabric
of each city. It also considers the historical trajectories of these
buildings, including the eventual destruction of three of the four
cathedrals.

The topic is significant within the framework of contempaorary
visual culture theory, as it reveals the cultural strategies of the
imperial period and addresses the role of architecture as both an
instrument for shaping visual symbols and a mechanism for their
replacement.
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David Nioradze,
Caucasus University

THE ARCHITECTURAL HERITAGE OF DIMITRI UZNADZE STREET
FROM THE 1930s TO THE 1950s

German colonists who settled in Thilisi in the first half of the
19th century played a significant role in the urban, socio-econom-
ic, and cultural development of the city’s left bank. It was during
this period that the embankment street (present-day D. Uznadze
Street) took shape, where, over the past century and a half, build-
ings of diverse functions and styles have been constructed — in-
cluding residential houses, educational institutions, and industrial
facilities.

Significant changes in the urban fabric began in the mid-1930s,
when Vorontsov Square (now Saarbriicken Square) was expand-
ed, while especially large-scale interventions took place in the
years following the Second World War.

In this presentation, | will discuss several important buildings
constructed on Dimitri Uznadze Street during the 1930s-1950s,
which, on the one hand, reflect the stylistic transformations of
Soviet-era architecture and, on the other, express the political
changes that ultimately shaped the appearance of Tbilisi’s left
bank.

The presentation was prepared within the framework of the
project “Interdisciplinary Study and Documentation of the Archi-
tectural Heritage of Uznadze Street in Tbilisi” supported by the
Shota Rustaveli National Science Foundation of Georgia [FR-23-
6740].
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Lali Osepashvili,
Doctor of Arts, Assistant Professor
at Shota Rustaveli Theatre and Film Georgia State University

LATE BYZANTINE SCIENTIFIC ACHIEVEMENTS AND
A FRAGMENT OF THE SOUTH WALL PAINTING OF
SVETITSKHOVELI

On the southern wall of the Svetitskhoveli Cathedral, a huge,
large-scale composition has stood the test of time. It depicts
a group of angels surrounding the enthroned Lord, along with
the representation of the zodiac and scenes illustrating Psalms
148-150. According to the observations of scholars, the work has
been commissioned by Catholicos Patriarch Nikoloz Amilakhvari
(served in the periods 1678 t01688; and again from 1692 to 1695).
A painting has given rise to mixed reactions, which is obviously
caused by the inclusion of zodiac scenes. But interestingly, aside
from a descriptive account, no detailed study has been published
on the subject so far.

The aim of this report is to present the theological and scien-
tific knowledge that emerges from the interpretation of the zo-
diac signs depicted in the wide disk around the image of Christ
Pantocrator. This study utilises areas of knowledge that were
formed towards the end of the Byzantine Empire and are also in-
terconnected with the culture of medieval Western Europe. Byz-
antine astronomy originates mainly in the works of Ptolemy (c.
120-140 AD). In general, astronomy was closely intertwined with
Christian iconography, as scholars note, a connection is sought
between the development of Byzantine astronomical studies and
the increasing complexity of celestial motifs in ecclesiastical ico-
nography. This imagery of the stars gradually developed into so-
phisticated celestial compositions, including representations of
the zodiac. During the late Byzantine period and beyond, similar
unusual iconographic motifs appear in churches stretching from
the Balkans to the Caucasus and modern Romania.
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Celestial motifs, including individual stars and groups of stars,
were already presentin the iconography of the early Christian era,
but the depiction of Christ Pantocrator with the signs of the zodi-
ac, as | mentioned, is related to the later period and is found in the
paintings of a number of churches: The earliest known example is
located in Lesnovo, Macedonia, dating to the 14th century. Later
instances can be found in the Church of Probota (16th century),
the Dekoulou Monastery in Mani (17th century), the Church of St.
Nicholas in the village of Kastania, also in Mani (17th century),
and in the Svetitskhoveli Cathedral (17th century). These paintings
have already attracted the attention of researchers. If in antiquity
a Roman deity was placed in the center and surrounded by the
zodiac, now in the late Byzantine period Christ Pantocrator rep-
resents an iteration of ancient and late antique representations.
This indicates that Jesus is depicted not only as the savior of
humanity but also as the creator of the stars and the cosmos in
its entirety. Thus, the starry heavens, or zodiacal iconography, is
understood in a wide range of Christianity as a theological indi-
cator of the study of the cosmos, which emerged after the end of
the Byzantine era.

In the paper, | focus on the astral iconography of the south-
ern wall of Svetitskhoveli, its features, in comparison with the
above-listed examples (Lesnovo, Probota, Dekoulou and Mani
churches). Here, the scene is depicted on the wall, while in the
listed examples, it occupies a vault or dome and seems to be a
direct analogy to the starry sky.

In today’s age of technological information, photographs of
works of art are rapidly distributed, and therefore, their intercon-
nection and analysis by scholars is also instantaneous. Under-
standing Byzantine scientific knowledge, its intellectual achieve-
ments, allows us to draw important conclusions.

162



Ketevan Ochkhikidze,
Shota Rustaveli Theatre an Film Georgia State University
PhD of Art History and Theory, Assistant

THE ROBE OF CHRIST AND ITS ADORATION IN THE CHRISTIAN
TRADITIONS OF GEORGIA AND WESTERN EUROPE

Various written and oral traditions identify the cities of
Mtskheta (Georgia) and Trier (Germany) as the resting places
of the sacred symbol—the Robe of Christ—where traditions of
its veneration are particularly strong. According to the sources,
the Robe of Christ was brought to Mtskheta in the 1st century
by Mtskhetian Hebrews who were present in Jerusalem at the
moment of the Crucifixion. Its arrival in Trier, on the other hand, is
associated with Empress Helena, mother of Emperor Constantine
(4th c.), reflecting the Byzantine practice of distributing Christian
relics.

The presence of the Robe of Christ in the foundations of the
Svetitskhoveli Cathedral became a cornerstone of Georgian Or-
thodoxy, defining the national identity and spiritual unity of the
Georgian people. In Trier Cathedral, it became the focal point for
veneration of sacred relics and gave rise to a strong tradition of
pilgrimage and devotion. In both cultural contexts, the adoration
of the Robe of Christ integrated into local religious framewaorks,
adapting to the unique spiritual and cultural traditions of East and
West.

These different attitudes led to specific artistic and icono-
graphic representations of the Robe of Chist and compositions
associated with it in Eastern and Western Christian art. The re-
search about them has revealed interesting material. In Georgian
visual art, the Robe of Christ is closely linked to the Mystery of the
Life-giving Pillar and the Passion cycle of Christ (Gospel illumina-
tions (12th-13th c.), the ,Pillar“fresco of Svetitskhoveli (17th c.)). In
Europe, alongside its appearance within Crucifixion compaositions,
depictions of the Robe of Christ also appear as separate icono-
graphic themes (for example, 19th c. an angraving and polygraphic
materials).
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Sopio Papinashvili,
PhD student
Shota Rustaveli Theatre and Film Georgia State University

UNDERSTANDING THE ROUND STATUE IN HISTORICAL
CONTEXT
(The change of the form and its expression language)

Art is created and born by human hands from the world of
ideas to the material world. It has always differed in terms of so-
cial, political, religious or technological requirements. Sculpture
is also in this continuous chain. It has developed from prehistoric
times to the modern day. Its differences in form or content are
determined by the thinking and perception of people in time and
space. In all times, art, including sculpture, have been affected by
the reasons listed above.

In prehistoric times, sculpture had the theme of fertility, in
ancient civilizations it was more subordinated to religion, and in
Greek culture, the idealized form of man was formed on the ex-
ample of athletes. The Greek classical era created the anatomical
structure of the human body according to developed norms, and
it became the basis of the European culture. It was forgotten in
the early Christian era, but sculpture was reawakened in the Re-
naissance, and since then the tendency to change form has not
stopped. In the time of modernism, sculpture faced new challeng-
es, both form and essence were changing rapidly. In the latest era,
it was also transformed into an object. The exhibition of an object,
for example, household items in a gallery space and its presen-
tation in the form of a sculpture is associated with the name of
Marcel Duchamp. The so-called ready-made was the main driv-
ing force and ideological ancestor of the postmodern era. Later,
kinetic art, minimalism, conceptualism, and others emerged on
its basis.

For modern man, sculpture is the furthest from the fields of art,
despite the fact that he has almost daily contact with it. He sees it
on the street, in gardens and parks, but in one way it still remains
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unnoticed. Sculpture has the smallest audience in the modern
world. The article will analyze the history of sculpture according
to the environmental conditions affecting it, but especially its role
in the modern world, its connection with society and the change
in form will be discussed.

Giorgi Razmadze,

PhD in Art History, Researcher of Dimitri Janelidze Scientific
Research Institute of Shota Rustaveli Theatre and Film Georgia
State University

DECOLONIAL NARRATIVES IN TBILISI GRAFFITI CULTURE

In recent years, graffiti and stencil culture has become a rather
popular phenomenon in Thilisi. In this mode of urban and anon-
ymous art, the city’s walls serve as exhibition spaces, while the
public becomes the audience. Givi Margvelashvili referred to
graffiti as the city’s “wall newspaper.” According to him, the au-
thor uses the street/wall just as a writer uses a newspaper page.
Sometimes, graffiti narratives are mundane, but more often they
respond to significant events in the social life of the city or the
country.

Unlike other forms of visual art, graffiti’s specificity lies in its
short lifespan, which makes it more political, provocative, uncen-
sored, and free than any other medium. The anonymity of graffiti
also connects us to the tradition of religious art. However, while
wall painting in the past was intended to convey sacred content
and atmosphere — primarily within building interior — contempo-
rary wall art seeks to sacralize the city through unconventional
means. Temporary messages shape the city’s visual identity. This
transience compels street artists to focus exclusively on current
and pressing issues that concern society at a given moment.

One such issue was the large influx of Russian citizens who
moved to live in Georgia after the outbreak of the Russia-Ukraine
war. This mass immigration wave significantly increased the cost
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of living for locals and triggered social, cultural, and political
changes. It was precisely after this period that graffiti and sten-
cils with anti-Russian content became visible in the streets of
Thilisi — messages that, at first glance, carried a decolonial char-
acter. This research is dedicated to the study of these anti-colo-
nial narratives and discourses, analyzing the extent to which it is
possible and effective to pursue decolonial politics outside of an
ideological framework.

Christian Freigang,
Prof.i. R.
Kunsthistorisches Institut der Freien Universitat Berlin

ADOLF LOOS’ MODERNIST MANIFESTOS IN THE CONTEXT OF
THEIR APPROPRIATION

Adolf Loos’s text “Ornament and Crime,” written in 1908 and
repeatedly cited as the founding manifesto of modernism, has a
curious but significant history of dissemination and publication,
as does the essay “Architecture,” written shortly thereafter. This
history is marked by numerous alterations, contaminations, and
appropriations, through which Loos’s theory is contextualized in
very different ways. The history of the text ranges from oral vari-
ations by Loos and a simultaneous intensive French reception to
its late first German publication in 1929. From a diatribe against
historicism to a commitment to international modernism, the text
ultimately became a symbol of decadent anti-French architec-
ture before finally being contextualized as an early commitment
to technological functionalism. However, the fixation of certain
modernist discourses on the question of ornamentation was ulti-
mately cemented by this long and varied reception of the polem-
ical essay.
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Shorena Pkhakadze,

PhD in Art History

Assistant Professor at

Akaki Tsereteli State University

INNOVATIVE MATERIALS AND DIGITAL TECHNOLOGIES IN THE
CONTEXT OF CONTEMPORARY VISUAL ART

The role of new technologies and materials in contemporary
visual art has significantly increased. These innovations funda-
mentally expand the boundaries of art and generate new forms
of creative expression. The use of 3D printing, interactive instal-
lations, and nanotechnologies has become increasingly relevant,
reflecting the evolving nature of visual artistic practices.

Anish Kapoor employs 3D modeling and contemporary ma-
terials to create spatial and emotional experiences that provoke
both physical and psychological responses in the viewer. Refik
Anadol integrates digital media and artificial intelligence in his
visual installations, where datasets are transformed into dynam-
ic, ever-shifting artistic narratives. Tomas Saraceno’s eco-instal-
lations, based on the principle of interactivity, combine public en-
gagement, environmental awareness, and the poetic perception
of space.

Technological innovation also raises ethical and philosophical
questions regarding authorship, originality, and the social role of
art. The integration of technology into contemporary visual prac-
tice leads not only to the transformation of artistic forms but also
to a radical redefinition of meaning and impact within the broader
cultural and social sphere.
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Natia Tsulukidze,
PhD,
Shota Rustaveli Theatre and Film Georgia State University

FOR SALE: A COUNTRY OF THE POOR — WHY IS PROTEST
ABSENT FROM CONTEMPORARY GEORGIAN ART?

To state that art — regardless of period or genre —is inherent-
ly an act of protest, rebellion, and resistance, and that the artist
is a nonconformist insurgent, is hardly a novel claim. Historical-
ly, alongside purely artistic themes and stylistic confrontations,
protest in art has often been prompted by injustice and trage-
dy. This tendency is particularly prominent in contemporary art,
which tends to reflect critically on protest-related subjects. From
ecological crises to gender-based violence, we can recall numer-
ous outstanding artists and artifacts that address contemporary
issues through the language of resistance.

It is difficult to accept, and unfortunate, but it is nonetheless a
fact that contemporary Georgian art seems detached from Geor-
gian history. We could put it differently: contemporary Georgian
art fails to perceive recent historical events as a vital and gen-
erative creative impulse. Or we could put it another way: it feels
and perceives tragedy, yet cannot find an adequate artistic form
to express what is felt — it cannot transform historical experience
into artworks imbued with genuine creative energy and stripped
of hollow pathos.

And yet, contemporary Georgian art does exist, and much of
it is compelling and sophisticated. Likewise, the recent history of
Georgia is saturated with tragedy and protest-worthy events. The
contemporary Georgian artist is both a direct witness to and an
immediate bearer of this historical experience. However, these
two key elements — the artist and the traumatic event — fail to
merge within the artistic work. Only two instances come to mind
in which such a fusion has been achieved: Tengiz Abuladze’s
film Repentance and Yuri Mechitov’s iconic photograph of the
April 9 tragedy. Meanwhile, the list of tragedies that should have
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sparked artistic protest and creative revolt is virtually endless.

We possess nothing of lasting artistic value that addresses the

trauma of Abkhazia and Samachablo, the civil wars, the dark and

bloody 1990s, the persistent economic hardship, or the ongoing
crises of gender-based violence and femicide.

This observation naturally gives rise to the following:

1. Questions —Why has the contemporary Georgian artist not ris-
en in protest? Do they not see? Do they not feel? Are they con-
formist, deliberately turning away? Do they prefer to adhere to
the standards of so-called “salon art” and limit themselves to
measured, polite protest?

2. Conclusion — Contemporary Georgian art fails, or refuses to
represent and engage with national and historical traumas.
However, both the tragic questions and this sobering conclu-

sion may be softened at least to a certain extent if we:

1. Consider contemporary Georgian photography.

2. Step outside the boundaries of so-called “traditional art,”
leave the museums and galleries behind, and turn our atten-
tion to the newly emerging examples of street art scattered
across the walls of Georgia.

Street art, by its very nature, is a form of protest, most often
anonymous. Therefore, if while walking through the streets of
Thilisi we encounter a handmade “advertisement” painted onto a
crumbling wall that reads:

For sale: a country of the poor. Prime location, in need of ren-
ovation.

we must recognize this as a work of art whose principal value
lies in the nonconformist artist’s ability to comprehend and sin-
cerely express contemporary tragedy.
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MEDIA RESEARCHES

Giorgi Grdzelishvili,
PhD Candidate, Department of Media and Mass Communication
Faculty of Arts, Media, and Management

ARTIFICIAL INTELLIGENCE AS A COMPONENT OF NEW
AESTHETICS ON MODERN MEDIA PLATFORMS

What are the categories of aesthetics? What aesthetic dilem-
mas did ancient philosophers confront? And how is aesthetics
defined in the modern era? How does classical perception of aes-
thetics differ from contemporary interpretations? To what extent
is our understanding of art and beauty today shaped by aesthet-
ics?

Artificial Intelligence—commonly abbreviated as Al—is now
widely accessible across the globe. Many scholars trace the or-
igin of Al to the pioneering work of British mathematician and
computer science Alan Turing. In his seminal paper, “Computing
Machinery and Intelligence,” (1950) Turing posed a groundbreak-
ing question: Can machines think? This inquiry laid the foundation
for the growing discourse around machine intelligence that has
only intensified in subsequent decades.

The intersection of Al and modern media is far more than a
passing trend—it has triggered profound and revolutionary trans-
formations in how media operates. Initially, the integration of ar-
tificial intelligence into journalism and media was driven by the
need to process, organize, and analyze vast volumes of data. This
capability proved especially critical in fields such as financial and
sports journalism, where speed and accuracy in handling statis-
tics are essential. In this context, Al emerged as the most efficient
and effective tool for the task.

Since its introduction, Al has evolved into a transformative
force within the media landscape. It not only reshapes how me-
dia content is created and consumed but also influences cultural
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norms, social values, and personal identity. Researchers in media
studies and the broader social sciences are increasingly examin-
ing the role of artificial intelligence in shaping new digital envi-
ronments and experiences.

Contemporary media platforms use Al to personalize user ex-
periences. Algorithms continuously analyze individual behaviors
and preferences to deliver tailored recommendations. This lev-
el of personalization deeply impacts aesthetic engagement on
platforms like YouTube, Instagram, and Spotify. As a result, users
not only enjoy more relevant content, but they also form more
meaningful cultural and emotional connections with the media
they consume.

Nana Dolidze,

The Doctor of Art Research

Associated professor of Media and Mass Communication at
the Shota Rustaveli Theatre and Film Georgia State University

CINEMA AS A REPRESENTATION OF HISTORICAL TIME AND AN
ARCHIVE OF MEMORY
(The War That Continues - The 2008 Russo-Georgian War in Russian Cinema)

Throughout its history, cinema has served not only as a medium for artis-
tic expression, but also as a powerful tool for constructing collective memory
and shaping political narratives. Documentary and pseudo-documentary for-
mats, in particular, have the capacity to interpret the past and influence per-
ceptions of the future—especially when memory itself is instrumentalized for
political purposes. In this context, the state strategically employs cinema as a
key soft power mechanism, reinforcing a “preferred” version of history, trans-
mitting ideological values, and exerting influence over public consciousness.

This presentation examines how Russian cinematography—particularly in
the period following the 2008 Russo-Georgian war—serves both as an archive
of historical memory and as a means of ideological influence. The focus is on
how the August War and the South Ossetian conflict are interpreted in Rus-
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sian military-patriotic films through the lens of memory politics and political
narratives.

The research explores how cinematic language transforms historical con-
flict into narratives of “heroic survival,” “Russian peacekeeping missions,” or
“legitimate intervention”—contributing to Russia’s aim to maintain geopoliti-
cal influence and mobilize national identity through political means.

The first film on the 2008 war, ,0lympus Inferno® (released on March 29,
2009), appeared just months after the war ended, signaling that the conflict
extended beyond the battlefield. It continues in the cinematic realm, where
ideological confrontation persists through the language of media and culture.
In this context, cinema is not merely a reflection of time but becomes an
active participant in the construction of history and a mechanism for shaping
ideological narratives.

Theona Zedania,
Doctoral Program in Culture in Media, PhD Candidate
Shota Rustaveli Theatre and Film Georgia State University

RADIO AS AN INSTRUMENT OF CULTURAL DIFFUSION

As the first truly mass medium of communication, radio played a funda-
mental - yet to this day, understudied - role in the processes of cultural diffu-
sion during the 20th century. Radio was instrumental in transforming national
identities and shaping global cultural flows. This paper explores radio as:

1. A powerful agent in the transnational dissemination of musical genres,
contributing to the formation of global musical culture and localized hy-
brid forms;

2. A key channel for the dissemination of political ideas, ideological and cul-
tural values, significantly influencing public opinion and the definition of
cultural priorities during the Cold War and decolonization era;

3. One of the most important tools for preserving and transmitting national
culture across any distance;

4. A primary instrument for language standardization in all countries with
developed radio broadcasting;

5. A major mediator in the globalization of consumer culture, being the first
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medium to use advertising as a means to popularize certain lifestyles.

The central finding of this research is the confirmation that radio func-
tioned not merely as a means of transmitting information, but as a key tech-
nological and social institution in 20th-century cultural diffusion. It tran-
scended geographical and social boundaries without barriers, accelerated
the processes of cultural export, import, and hybridization, shaped new iden-
tities, and exerted a profound influence on the everyday lives and worldviews
of millions of people across the globe.

Bilge Kalkavan,

Assistant Professor Hasan Kalyoncu University
Zibeyde Gamze Sahin,

Doctoral Student, Hasan Kalyoncu University

THE DIGITAL MEDIA ENGAGEMENT AND PRACTICES OF
GENERATION Z: AN ANALYSIS WITHIN THE FRAMEWORK OF
CULTURE INDUSTRY AND HABITUS

Generation Z is reshaping intergenerational relationships through their
distinctive engagement with life and digital media. The accessibility of digital
publishing, regardless of space and time, has contributed to its widespread
adaptation by broad audiences, transforming the production, circulation and
consumption of not only media content but also works of art. Given the extent
to which Generation Z interact with digital media, the present study exam-
ines their media engagement and practices and how these practices reflect
on their interpersonal communication skills. The unrestricted access offered
by digital publishing facilitates widespread dissemination, rapid consump-
tion and continual reproduction of works of art on digital platforms. Thus,
evaluated within the framework of the “culture industry”, art becomes part
of the mass production-consumption cycle and grows less original. Based
on the critical theory concept of “culture industry” and Bourdieu’s theory of
“habitus”, the present study examines the impact of digital broadcasting on
young people’s media consumption and analyzes individual motivations for
media use within the framework of the Uses and Gratifications Approach.
This theoretical perspective shows that Generation Z perceives art not only
as an aesthetic object but also as a means of constructing identity, socializa-
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tion and interpersonal interaction.

Using a qualitative research methodology and a multiple case study de-
sign, structured interviews were conducted with 20 Generation Z participants
selected through purposeful snowball sampling. The resulting data was an-
alyzed through content analysis to investigate the participants’ attitudes to-
ward digital platforms, digital art content, their media and art consumption
habits, and how these practices reflect on their interpersonal communica-
tion. The research findings reveal that digital publishing affects interpersonal
communication of Generation Z in both facilitating and limiting ways. The
study concretely reveals the culture industry’s impact on the commodification
and standardization of art and how the concept of habitus shapes the way
young people perceive and consume art. The study emphasizes the necessi-
ty for new generations, who have internalized digital media engagement in
their daily lives, to develop a critical perspective toward the potential risks
posed by digital life.

Tea Skhiereli,
PhD in Mass Communication
Shota Rustaveli Theatre and Film Georgia State University

THE TRANSFORMATION OF THE PRESS RELEASE IN THE
DIGITAL ERA: REPOSITIONING A TRADITIONAL FORM OF
COMMUNICATION

Throughout the twentieth century, the press release was established as a
standardised and formalised textual genre, serving to articulate an organisa-
tion’s official position and to maintain a controlled relationship with the me-
dia. It functioned as a unidirectional communication channel, primarily aimed
at facilitating the rapid and accurate dissemination of information through
traditional mass media outlets.

In the context of the digital era, both the functional and stylistic dimen-
sions of the press release have undergone significant transformation. The
formerly static, text-based format has evolved into a multi-channel, adaptive
communication product, equally suited to conventional media and social me-
dia platforms. This evolution is marked by the integration of multimedia for-
mats—such as videos, infographics, podcasts, photo galleries, and interactive
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content—which substantially enhance audience reception and engagement.

Equally transformative is the redefinition of the press release’s target
audience. No longer intended exclusively for journalists, the modern press
release is now directed at the general public and disseminated not only via
traditional media, but also through an organisation’s owned media channels.
In contemporary practice, it frequently serves as a foundational text for brand
communication, generating diverse forms of content across multiple plat-
forms—from social media posts to email newsletters.

Within the broader framework of digital technologies and algorithmical-
ly driven dissemination, the press release has maintained its relevance by
facilitating coherent and strategic communication of corporate positioning
through formats aligned with current media consumption patterns.

Natia Tkemaladze,
PhD student
Shota Rustaveli Theatre and Film Georgia State University

THE TRANSFORMATION OF MEDIA LANGUAGE
IN THE DIGITAL AGE

With the development of humanity, the forms of transmitting
and disseminating information have changed radically. Initially,
information was shared orally, and orators (e.g., Demasthenes,
Cicero...) played a significant role in this. Later, much more effec-
tive means of communication emerged—newspapers, magazines,
phonographs, gramophones, radio, television, and the internet.

Media encompasses all means of mass communication (books,
films, online media, advertising, public relations, show business,
and mass sporting events). The 1990s marked the era of print me-
dia, which is a particularly significant period. It had its own lan-
guage (an expanded and refined system of codes; compositional
order; adherence to genre style and tone; complex and structured
sentences; intertextuality..). The internet introduced a new form
of media. It began in the 1960s in the U.S. as an experimental
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network, which quickly expanded to include military, federal, re-
gional, academic, business, and private users. Notably, the emer-
gence of the internet made working with language technically
easier—text became digitized, access to it became simpler, and
it could be easily distributed through tweets, blogs, and videos.
Despite this technological progress, language has never been as
degraded as it is now. The internet has made the style of modern
media language conversational and communicative. The language
and norms developed for books and newspapers in traditional
media (magazines, newspapers, television, radio) could no longer
be applied to social media due to the privilege and dominance of
the English language. Informal speech became the preferred form
for easier dissemination and perception of ideas. Modern me-
dia includes social networks, which represent a massive lexical
corpus, filled with texts of various functional purposes and sty-
listic tones. A large portion of language users—especially young
people—write statuses and blogs in English, which has become a
prestigious form and a way to reach a wider audience. Every dig-
ital platform has its own text format: a specific and limited word
count, the required use of emojis and signs/indexes, dominance
of particular text types (e.g., video on TikTok), and the influence
of advertisers (the language of influencing, e.g., on Instagram).
This process directly impacts perception and user consciousness.

The language and linguistic structure of social networks is a
clear example that media language is a constantly evolving and
culturally loaded system, whose analysis is essential both from
the perspective of media literacy and cultural studies.
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VIRTUAL REALITY (VR), ANEW MEDIUM FOR ART

What does virtual reality (VR) mean? How extensively does
modern man use it in various fields of activity? Many researchers
consider virtual reality to be a threat to direct communication
between people, which can also become a cause of their physical
and spiritual loneliness. Nevertheless, is it possible for a person
today to give up the «comfort» that this world offers us?

The subject of our research is the impact of virtual reality (VR)
on the artistic space. According to the current artistic order, one
(the artist) creates - the other consumes, i.e., in relation to the
creative product, the consumer is only an observer. However, art
has at some stage and to some extent sought to involve the user
in the creation process. The twenty-first century and the creation
of so-called virtual reality (VR) have made this possibility much
easier and more complete. Virtual reality is establishing a new
order in the artistic space.

Digital (meta) glasses are the shortest way for people to
«penetrate» the creative product and be not observers, but full
participants in the process. Through virtual reality (VR) devices, a
person can not only watch or attend a theater performance, but
also become the protagonist of the performance. The boundary
between the creator and the consumer is being erased.

Future artists, and art institutions, will have to become flexible
and resilient in order to be able to quickly and consistently adapt
to the new artistic order offered by (VR).

For the new “digital generation,” the digital world is more real
than the physical world, and the aesthetic pleasure is even greater
in digitally created works. For this generation, virtual reality (VR)
is becoming a new medium for art.

Keywords: virtual reality (VR), new artistic order, environment,
digital generation.
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Tea Tsaguria,

Batumi Art State University
Doctor of Philology
Associate Professor

SPECIFICS AND PECULIARITIES OF SPEECH IN MODERN MEANS
OF MASS COMMUNICATION

In the modern age, the mass media plays an important role in
forming public opinion. Television, radio, print media and social
media are a set of media that not only serve to disseminate infor-
mation but are also means of influence. In some cases, the media
helps to form people’s views on certain issues and can be the or-
igin of orientation and the introduction of a particular position or
trend. A journalist’s main ,tool“ is his or her speaking skills, and
they play an important role in forming his or her speaking style.
All this can have both positive and negative impacts on society.

The article deals with the positive and negative facets of mod-
ern mass media, verbal and non-verbal methods of impacting the
addressee, journalist’s speech style and tendencies.
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MUSICOLOGY

Nia Barabadze,
PhD student of Thilisi State Conservatoire
Scientific Supervisor: Professor Marina Kavtaradze

THE SONORITY OF THE NEW ERA: TECHNOLOGY AND
IMPROVISATION IN REZO KIKNADZE’S COMPOSITIONAL
PROCESS

In the early 1990s, following the collapse of the Soviet Union
and the gaining of independence, new processes began to
emerge within Georgia’s cultural and social space. A new gen-
eration of composers appeared in Georgian academic music—one
that viewed electronic music not merely as an innovation, but as
a means of transforming it into a musical analysis of time, space,
and public discourse. Maka Virsaladze, Eka Chabashvili, and Rezo
Kiknadze—each with a distinct aesthetic yet working within the
same temporal context—create various models of electronic mu-
sic. Through experimentation, they lay the foundation for an alter-
native sonic architecture that challenges and redefines tradition-
al compositional systems.

The paper focuses on the electronic works of composer and
improviser Rezo Kiknadze, who stands out as one of the key fig-
ures in the formation of contemporary Georgian electroacoustic
music. Our aim is to address the following questions: How does
he use music technology on a conceptual level? How is interac-
tion created between improvisation, space, and sonic textures?
How can noise and non-musical sounds become music? How is
field recording employed in his electronic compositions? To what
extent is the boundary between “sound” and “music” dissolved?
How does technology become the foundation for a poetic line?
These questions will be explored through the analysis of specific
works.
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Baiba Jaunslaviete,
Professor of Jazeps Vitols Latvian Academy of Music

PROGRAM MOTIFS IN THE MUSIC FOR STRINGS
BY PETERIS VASKS

The presentation will be dedicated to the internationally re-
nowned Latvian composer P&teris Vasks, who will celebrate his
80th anniversary in 2026. The focus will be on his music for strings,
which reflects a wide variety of program motifs. In an interview
with musicologist llona Badeniece in 2008, Vasks admitted:

“A title, if it is successful enough, helps and creates a mood
before the listening begins [..]. The title says something in ad-
vance so that the listener is not left alone in the middle of the
field, to know which direction to look.” (Miizikas akadémijas rak-
sti, VII, 2008, p. 124.)

Vasks has used program titles both in Latvian and Latin lan-
guages. A few examples are Vestijums (Message) for strings,
percussion, and two pianos, First Symphony Balsis (Voices), Mu-
sica dolorosa for strings, etc. Understanding the meaning of the
titles can be aided by both the composer’s statements and the
analysis of the musical language, which will be conducted in this
study. Program motifs have inspired the use of new techniques
for Latvian music during Soviet times, such as sonorism and alea-
torics (Musica dolorosa). They appear both in a dramatic context
(Musica dolorosa, Vestijums) and as a symbol of ideal harmony
and imitation of bird songs favoured by the compaoser (the sym-
phony Voices).

The presentation aims to answer the questions:

« What aesthetic ideas and values are reflected in the pro-
gram works by Vasks?

- How do they influence the musical language and form; is
there greater freedom compared to his works (symphonies, con-
certos) with non-programmatic titles?

In order to find the answer, the stylistic analysis of several
works by Vasks will be provided, and an interview with the com-
poser will be conducted.
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Ivane Madara,

Doctoral student

Jazeps Vitols Latvian Academy of Music
Academic Musicology program
Sub-discipline: histaorical musicology

SOLO SINGING PROGRAMS IN LATVIAN MUSIC SCHOOLS: A
COMPARATIVE PERSPECTIVE ON INTERWAR TRADITIONS AND
THE EARLY SOVIET PERIOD (1920s—1950s)

Abstract: This paper examines solo singing programs in Latvian music
schools, focusing on repertoire development across democratic, authoritari-
an, and totalitarian regimes, and their impact on curriculum content and ideo-
logical orientation.

Research Question: How did the aesthetic and political ideologies of dif-
ferent eras influence the content of solo singing programs, and what changes
occurred in each of the examined periods?

Research Aim: To explore the historical development of solo singing pro-
grams during a period of significant political transformation in Latvia and its
impact on contemporary vocal education, particularly in terms of repertoire
and methodology.

Key Findings: Since the late 19th century, during the Russian Empire, mu-
sic education in Latvia was provided by privately established schools and
cultural societies. The vocal repertoire was largely based on Italian vocalises
and Classical and Romantic compositions.

Following the establishment of the Latvian Republic in 1918, interest in na-
tional culture increased. People’s conservatories were founded, emphasizing
works by Latvian composers. While students ranged in age, most were young
adults. In 1928, unified curricula were introduced, and after the 1934 authori-
tarian coup by Karlis Ulmanis, centralized control was imposed.

During Soviet occupation, music education was reorganized into a
three-tier system: children’s music schools, secondary music schoals, and
conservatories. This structure created a continuous pathway from early train-
ing to professional specialization.

Notably, vocal students in all periods were admitted only from the ages of
16 (for women) and 18 (for men), reflecting the need for the biological maturity
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of the voice apparatus. Each political era shaped the content of vocal edu-
cation, shifting from Western European influences, mainly German Romanti-
cism, to Latvian nationalism, and later to Soviet Socialist Realism. After WW
Il, solo singing was under strict ideological control. Russian Romanticism
dominated the repertoire, ideclogically “undesirable” works were excluded.
Even among contemporary compositions, preference was given to those root-
ed in Romantic traditions rather than modern 20th-century technigues.

The study reveals that each political regime left a lasting imprint on con-
temporary vocal education in Latvia. Repertoire choices continue to favor
histarical styles, while music from the late 20th and 21st centuries remains
significantly underrepresented.

Marina Kavtaradze,
Professor of Thilisi State Conservatoire

THE RECEPTION OF KANCHELI'S OPERA IN THE 21T CENTURY

The paper deals with the world premiere of Giya Kancheli’s opera “Music
for the Living” in 2025 (the second edition of the opera “And Ars Musica”) and
the special features of its musical and scenic interpretation on the stage of
the Bonn Opera House as part of the research project FOKUS’33. The German
premiere of Kancheli’s opera took place 40 years after the performance in
Thilisi and triggered a great response. The article will attempt to analyse
Kancheli’s opera in the context of global issues that are still relevant today.

It will also address the aim of the FOKUS’33 project, which is an interest-
ing research journey into the reasons for the neglect of 20th century opera,
often linked to historical and political circumstances. As part of this project,
the Bonn theatre is researching operas that were produced between 1933 and
1945 or later and have long since disappeared from the repertoire for various
reasons. The opera becomes the subject of artistic research, both through
its staged realisation and as part of the academic programme in the form of
scientific publications and lectures. This approach is the best way not only
to study the genre of opera, but also to popularise it and bring 20th century
opera closer to the public, as the premiere of Kancheli’s opera in Bonn con-
firmed.
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Gvantsa Ghvinjilia,
Thilisi State Conservatoire
Associate Professor, Doctor of art studies

THE METAVERSE AS A NEW MUSICAL ECOSYSTEM

The article explores the prospects for the music industry in the metaverse,
along with artificial intelligence and digital technologies. Although the
Metaverse is not fully real yet as one whole space, but it partially exists
in platforms and technologies that are being developed toward that vision.
Metaverse has the prospect of redefining the function of music and expand-
ing its impact on the audience. The definition of music is rapidly expanding
due to technological advances, new social realities and cultural trends, in-
cluding genres like eco-music, video game music, Metaverse-based music,
and Al-generated music. These innovations challenge traditional boundaries
by broadening music’s purpose and function.

In the Metaverse, music becomes immersive and multi-sensory, combin-
ing virtual reality, spatial audio, and avatar interaction. The Metaverse itself
has evolved from science fiction into a shared, persistent virtual space that
integrates VR, AR, blockchain, and the internet. Users are able to interact
via avatars in real-time social, economic, educational, and creative activities.
Key features include cross-platform interoperability, continuous evolution,
and embodied presence. Much of the content is user-generated, emphasizing
collaboration. While the Metaverse spans gaming, education, remote work,
commerce, and the arts, it faces challenges such as privacy concerns, expen-
sive hardware, governance issues, and digital inequality. Music is one of the
most dynamic areas within the Metaverse. It fuels new creative expressions,
audience engagement, and economic models through immersive concerts,
DJ sets, and interactive installations enhanced by VR and AR. Virtual stu-
dios with Al tools enable real-time, global collaboration, while blockchain
allows artists to monetize their work directly, bypassing intermediaries. Fan
interactions become more interactive and personalized through virtual meet-
and-greets and gamified experiences. Platforms like Beatport, Pixabay, and
Metaverse Music showcase this expanding musical landscape, from elec-
tronic to meditative sounds. As access improves via smartphones and VR
devices, music remains a key driver of innovation in the Metaverse.
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In summary, the Metaverse is revolutionizing the creation, sharing, and
the experience of music, ushering in a new era where sound, technology, and
human connection seamlessly merge within immersive virtual worlds.

Tamar Chkheidze,
Thilisi State Conservatoire
Associate Professor

THE CHANT TRADITION IN GAREJI: AN ANALYSIS OF
LITURGICAL SOURCES

Beyond historical accounts attesting to the rich chant tradition in the Da-
vid-Gareji Monastery from the 17th to the 19th centuries, several liturgical
manuscripts attributed to the monastery have survived, providing concrete
evidence of this musical heritage. One such manuscript is a liturgical com-
pendium preserved in the National Archives of Georgia, dated to the early
19th century (1806).

Included in this collection is an eight-mode (Ochtoechos) setting of “Ro-
meli Kherabinta” ('Let us, the Cherubim), complete with neumatic notation,
ornamentation (chreli) stanzas, and modal indicators (dedan-hangi). These
features underscore the manuscript’s functional use in liturgical practice and
point to the vibrant chant-creative activity that characterized the monastic
community at Gareji during this period.

The fruits of this creative environment include the development of distinc-
tive individual styles, such as those attributed to Bidzina the Archimandrite,
Geronti Sologhvashvili, Tarasi the Archimandrite, Sophron the Archimandrite,
and others. These styles are corroborated by multiple historical sources as
well as recent scholarly research.

Based on the detailed study of this manuscript and comparative analysis
with relevant chants from other liturgical sources, this paper explores the
creative approaches of fully trained chanters active in Gareji. It also presents
an attempt to decode and reconstruct the eight-mode melodies of “Romeli
Kherabinta,” offering insight into the stylistic and structural features of this
remarkable musical tradition.
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CHOREOQOLOGY

Khatuna Damchidze,

Doctor of Art Science, Choreologist, Dr. of Art Sciences,
Researcher of the Dimitri Janelidze Scientific-Research
Institute at the Shota Rustaveli Theatre and Film Georgia State
University

CHOREOGRAPHY - SOLID, LOST, MODERNIZED

Art reflects the era, the period of its creation, those histori-
cal, social or cultural processes that left a deep mark in the con-
sciousness of society. In this sense, art also successfully fulfills
the function of a historical-ethnographic source, a chronicle.

Ideological-content or artistic-expressive means, which arose
during the existence of mankind, were formed in artistic forma-
tions and reflected the continuous process of development. This,
in turn, allows you to trace the creative and stylistic gradation of
that or another type of art.

National choreographic art is not an exception. Three of his
ontological criteria in relation to time are revealed:

1. Living folkloric creativity, preserving the stability and conti-
nuity of traditions:

Choreographic art is chronotopic according to its specifics
- unfolded in time and space. OguH unu unu yenosek vivify him
with the movement of his own body, a complex of technical tech-
niques. Thus, it constantly changes and is updated, although the
tradition that supports it remains unspeakable for centuries. The
persistence of folklore traditions creates a cultural heritage that
extends beyond time. The best examples of this are theater pro-
ductions and folklore works created before Christianity.

2. Lost in long history and preserved only on the pages of lit-
erature:
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The variety of Georgian dance dialects in some cases was
preserved only thanks to historical and ethnographic material,
since some of them for a number of reasons did not stand the
test of time and disappeared from society. For example, exam-
ples of Imeretian, Lechkhum, Kartli-Kakhetian and partly Megre-
lian dances are found only in historical and documentary studies.
However, historical information is invaluable in that it allows to
partially, approximately restore the multi-component organism of
a choreographic work.

3. Folklore creativity transformed onto the stage:

Folk dance folklore has undergone changes since its formation
on the stage and professional choreography — in the 20th cen-
tury. The transfer of folklore to the professional stage, its cul-
tivation over time led to its return, even to the folklore space,
in a transformed form. The author’s professional creativity itself,
continuing to exist with a voluminous dosage of transformation
and modernization, creates in modern choreographic ensembles
an art associated with modernity, although in some cases greatly
transformed.

The three stages of the development of folk choreography pre-
sented, its body unfolded in time, make up the history of Georgian
dance folklore.
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FREE THEME SECTION
FILM STUDIES

Tatia Akhalshenashvili,

PhD Candidate, Shota Rustaveli Theatre and Film Georgia
State University

Audiovisual Arts (Fiction and Documentary Directing,
Television Directing, Cinematography)

Scientific Supervisor: Vazha Zubashvili

THE ENVIRONMENT AS A CHARACTER IN CONTEMPORARY
GEORGIAN DOCUMENTARY CINEMA

This conference paper aims to examine the role of the environ-
ment in contemporary documentary cinema not merely as a visual
or spatial backdrop, but as an independent, active character. The
research focuses on contemporary visual, auditory, and drama-
turgical techniques that enable the environment to become an
essential narrative element.

The paper seeks to explore the tendency whereby the environ-
ment often functions as a reflection of an era’s social, ecological,
and psychological background. It analyzes how the environment
transforms over time within documentary narratives and how it is
shaped as a character. Furthermore, it investigates how the envi-
ronment is constructed in contemporary documentary cinema and
in what formal or thematic ways it influences the viewer.

The research focuses on two contemporary Georgian docu-
mentary films: Taming the Garden by Salome Jashi and Smiling
Georgia by Luka Beridze, both of which feature the environment
as a central narrative component.

These films serve as important research material, as there is
a notable lack of theoretical or analytical work in Georgian doc-
umentary cinema that addresses the environment as a character.
Through their analysis, the study aims to reveal how the environ-
ment reflects not only individual development but also broader
social, historical, and psychological layers.
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ART MANAGEMENT AND CULTURAL TOURISM

Naira Galakhvaridze,

Shota Rustaveli Theatre and Film Georgia State University,
Associate Professor of the Faculty of Arts,

Media and Management

THE ART SYSTEM BETWEEN THE GLOBAL AND THE LOCAL

In the past, when assessing the competitiveness of states,
an important criterion was considered to be their economic and
military strength. Currently, it is precisely the high level of devel-
opment of culture and art that has become the measure accord-
ing to which contenders for the title of advanced countries are
determined. American economist Peter Drucker predicted that in
the twenty-first century the cultural industry would become the
decisive factor determining the success of a state, which was ex-
actly what happened. Georgia, with its amazing economic growth,
was able to achieve significant progress in raising the awareness
of culture and art. Discussing how the art system is implemented
and developed in our time in the context of local and global dia-
lectics is difficult and very interesting. The reason is quite clear:
the existing interest is an indispensable sign of regions that have
undeniable significance (both for themselves and for the whole
world), which is why they cannot be fully considered a province,
but unfortunately, on the other hand, they do not play in interna-
tional processes, do not fulfill the specific role that they would
like to claim.

In the 21st century, art management, so to speak, has come
into conflict with the rapid changes in the external environment.
In the harsh reality of the emergence of new trends such as infor-
matization, globalization, population aging, declining birth rates,
the expansion of highly qualified women’s labor, the inadmissi-
ble packaging of art with such paradigms of the 20th century as
industrialization and popularization. Changes in the external en-
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vironment may appear as a crisis to those who are engaged in
art and management in the old way, but for those who strive for
innovation, changes open up new opportunities.

If we imagine it schematically, it can be said that globalization
appeared in its first decade as an economic one. It declared itself
as the total victory of the market economy. Or, to put it more clear-
ly, it appeared first as a global market. Its appearance was first
and most clearly manifested with the liberation of financial flows,
which, as a result of neoliberal reforms, freely moved around the
world. Along with financial flows, migration flows also became
interspecific - people also shared money. As a result, a global
labor market emerged in the wake of the global financial market.
The third sign - the free movement of goods - was followed by
a fourth sign - the intensification of information and communi-
cation flows. In order for this world economy to be managed, its
information overview and operational connections are necessary.
The invention of the Internet and digital technologies happened
just in time. Which is not surprising, since technological discov-
eries are realized not so much when the human mind is ready to
create them, as when society is ready to consume them.

A more productive approach to solving the tasks of the region’s
cultural policy is the comprehensive commitment of the cultural
environment. Various cultural projects have shown that the re-
gional level is the most promising today in terms of developing a
modern cultural policy. Itis at the regional level that it is easiest to
modernize the organization of culture, overcome the departmen-
tal approach, regulate and streamline relations between cultural
institutions and non-state cultural initiatives, develop productive
cooperation of culture with other sectors, including business, de-
velop public-private partnership programs, investment projects in
the field of culture, and create conditions for the development of
creative industries. With such an approach, culture becomes cap-
ital, a resource that determines the specific advantages of a re-
gion, an important driver of its economic and social development.
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Niko Kvaratskhelia,
Doctor of History, Professor of Saint Andrew the First-Called
Georgian University of Patriarchate of Georgia

THE PROBLEM OF AUTHENTICITY AND INTERPRETATION IN
CULTURAL TOURISM

The study of authenticity and the interpretation related to it
was initiated by philosophers, in particular, the German philoso-
pher and one of the founders of existentialism, Martin Heidegger.
In his fundamental study “Existance and Time”, he laid the foun-
dation of the concept of authenticity. According to the revised
edition of Chambers’s Twentieth Century Dictionary, “authenticity
is a quality: the state of truth, or corresponding to facts, authen-
ticity”. Heidegger based the doctrine of authenticity on the ne-
cessity of the development of the human personality, for which
he equipped it with Dasein to appreciate those subtle existential
factors that can simultaneously create it or cause its damage.

Authenticity in tourism should be considered as the need to
obtain objective information about an unknown country. Informa-
tion allows the tourist to orientate himself, through it he acquires
knowledge about the culture, landscape and sights of the country
he is traveling to. Tourists are taken care of, in order to ensure a
quick trip, unnecessary information should be avoided. All this is
done with the aim of getting to know the sights of the country
and accompanied by a professional guide. The text and informa-
tion of the guide should be adapted to the needs of the traveler,
at the same time it creates an image of the country and raises
expectations. The guide does not paint a possible picture of real-
ity, but tries to provide the user with the most accurate, existing
picture of reality. The general purpose of the guide is a broad-
er interpretation of the country and culture, mainly through fixed
codes. Guides also provide information about the place of travel,
and also have an entertainment program that is different from
advertising. However, such an interpretation is likely to balance
the information. Many tourist guides emphasize the beauty of the
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country while ignoring the negative aspects. When conducting
literary excursions, character quotes can also teach the customer
about the culture and local history. Tourist guide interpretation
is not teaching or “instruction” in the academic sense; the main
thing here is that the guide’s narration to be enjoyable for the
visitors; the text should also be relevant to tourists in its content;
the excursion text should be delivered in a comprehensive way so
that the visitors can easily perceive it and finally the interpreta-
tion should have a theme that will be the mainstream.

Natia Kopaleishvili,
Shota Rustaveli Theatre and Film Georgia State University

THE GROWING ROLE OF TECHNOLOGY IN THE ARTS
AND EDUCATION

Under the influence of technological progress, the modern ed-
ucation system is undergoing rapid transformation. Artificial in-
telligence is one of the most revolutionary forces in this process,
changing approaches to both teaching and creative activity and
creating a new educational reality in the 21st century.

Arts management as a discipline combines culture, creative
industries, and strategic management. Artificial intelligence cre-
ates opportunities in the arts and education process: however,
there are challenges and ethical issues. It is important to maintain
a balance between creativity and technology. Education should
serve both to develop human creative abilities and to keep pace
with the use of technological capabilities.
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Giorgi Pkhakadze,
Doctor of Arts Management,
Shota Rustaveli Theatre and Film Georgian State University

THE FINANCIAL ARCHITECTURE OF CULTURE AND WHAT
ARE THE BENEFITS TO THE COUNTRY FROM ITS CORRECT
IMPLEMENTATION?

This article explores the financial architecture of Georgian
culture as a holistic and transitional system that combines
state, private, and international funding sources. The analysis
covers the period from 2019 to 2025, examining the dynamics
of the state budget, the distribution of funding across various
sectors (heritage, cinema, theater, museums), and the growing
role of alternative models like public-private partnerships. The
paper highlights key challenges, such as the low percentage of
culture in the state budget and the uneven regional distribution
of funding. The concluding section provides recommendations for
improving the system, including strengthening decentralization,
transparency, and public-private partnerships to ensure that
culture becomes a sustainable element of national development.

Maya Gvinjilia,
Associate Professor
Shota Rustaveli Theatre and Film Georgia State University

THE ROLE OF DIGITAL MARKETING IN
GASTRONOMIC TOURISM

Gastrotourism is one of the important segments of the global
tourism industry. Travelers are increasingly looking for authentic
food and food-based experiences, which is facilitated by online
platforms.

Digital marketing allows culinary destinations, restaurants
and food establishments to showcase their offerings, engage in

192



interaction with potential travelers, and more.

Modern catering establishments are trying to actively use so-
cial networks in their activities. This is due to the fact that today
consumers spend more and more time on social networks, from
which they receive interesting and diverse information. As result,
social networks have become an important tool for business com-
panies, which ensures the attraction of target customers and the
establishment of long-term relationships with them.

The use of the Internet and other information and communica-
tion technologies is ushering in a new era of the global economy.
Social media continues to expand and exerts a significant influ-
ence on various social and economic dimensions of the hospital-
ity and tourism industry.

Malkhaz Gvinjilia,
Professor
Shota Rustaveli Theatre and Film Georgia State University

EUROPEAN CULTURAL ROUTES AND GEORGIA’S TOURISM
POTENTIAL: NEW CHALLENGES

The European Cultural Routes programme is one of the most
important initiatives aimed at creating a multi-layered space for
the exchange of common values by connecting the past, present
and future of European cultural heritage. The project aims to cre-
ate cultural networks based on the geographical and historical
unity of Europe.

European Cultural Routes are, in fact, an important tool for a
country on the path of European integration to implement cooper-
ation based on cultural values with the participation of countries
that are notyet members of the European Union. The routes create
a representative platform that unites cultural identities, promotes
dialogue on common history and, at the same time, contributes to
the development and popularization of local cultural phenomena
based on European standards.
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The inclusion of unique examples of Georgian cultural heritage
in the European Cultural Routes represents for Georgia both the
popularization of cultural phenomena and a politically neutral, but
strategically important platform for dialogue with Europe. There
are currently three certified European cultural routes in Georgia.
The list of new potential routes has been provided to the depart-
mental organizations of the Council of Europe. Their recognition is
also a rather labor-intensive process, requiring strict compliance
with European recommendations. Interdepartmental government
commissions operating in Georgia and non-governmental organi-
zations interested in this area participate in ensuring this process.

The inclusion of new potential sites will help strengthen the
position of our country on the path to European integration, popu-
larize the existing tourism potential, create a network of new cer-
tified European routes, and increase tourist flows. To ensure this
at a high level, it is necessary to more actively involve experts in
the field of cultural tourism both in the process of creating routes
and in the process of their implementation.

Dodo Tchumburidze,

Ph.D. in Art Management

Shota Rustaveli theatre and Film Georgian state university
Associated Professor

MANAGEMENT OF CULTURAL SPHERE PROJECTS
AND THEIR IMPACTS

In the topic “Management of Cultural Sphere Projects and
Their Impacts” is discussed the specificity, complexity, and influ-
ence of cultural sphere projects on a broad audience (both locally
and globally).

In the modern world, it is clearly evident that cultural man-
agement, along with the administration of creative processes, is
based on a complex and interdisciplinary practice that directly
participates in the formation of public development.
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Furthermore, cultural management supports the preservation
of cultural identity, the realization of the potential of creative in-
dustries, and cultural dialogue at both national and international
levels.

Through it, policies and initiatives can be implemented that
are based on the principles of equality, diversity, participation and
accessibility for the broader public.

Management of cultural sphere projects today takes on a sys-
tematic and strategic nature, as it focuses not only on the cre-
ation and dissemination of cultural projects/products, but also on
analyzing the values, interest groups, inclusive processes, and
long-term outcomes associated with them.

In the topic also it is clearly evident the complexity of cul-
tural management, which combines strategic planning, organized
management of resources, and the effective use of cultural policy
tools. This includes supporting creativity and innovation in cultur-
al sphere projects.

The strategy of the cultural sphere is based on supporting the
social integration of target groups, the development of critical
thinking, economic growth, and the strengthening of democratic
values.

In the topic “Management of Cultural Sphere Projects and
Their Impacts” is presented Constituent mechanism of a strategic
plan that can be used to enhance social equality, foster economic
development, and ensure the sustainability of the cultural sphere.
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