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Program
Day | - June 25
11:00 - 14:00

Shota Rustaveli Theatre and Film Georgia State University.
The Vasil Kiknadze Auditorium (#1). 19 Rustaveli Ave.

Opening of the Session:

Giorgi Shalutashvili
Professor, Shota Rustaveli Theatre and Film Georgia State
University Rector

Giorgi Tskitishvili

Director of the Dimitri Janelidze Scientific-Research Institute,
Professor at Shota Rustaveli Theatre and Film Georgia State
University

Irma Dolidze
Principal Researcher at the Dimitri Janelidze Scientific-Research
Institute, Chairperson of the Scientific Council

Presentation time: 15 minutes.
Discussion: 15 minutes.



Moderator: Irma Dolidze, Principal Researcher

Speakers:

Maia Kiknadze

Theatre Scholar, Doctor of Art Studies, Associate professor at
Shota Rustaveli theatre and film Georgia State University
Dimitri Janelidze’s scientific legacy

Giorgi Tskitishvili

Theatre Scholar, Doctor of Art Studies,

Professor at Shota Rustaveli theatre and film Georgia State Uni-
versity, Director of the Dimitri Janelidze

Scientific-Research Institute

On Two Masks of Ancient Georgian Folk Theatrical Performances

Lasha Chkhartishvili

Theatre Scholar, Doctor of Art Studies, Associate professor at
Shota Rustaveli theatre and film Georgia State University
Proto-Theatrical Spectacular Forms in Ancient Georgia

12:00 - 12:20 - Break



Lia Kalandarishvili

Film scholar, Doctor of Art Studies,

Principal Researcher at the Dimitri Janelidze
Scientific-Research Institution

Mze-Chabuki (Sunbeam): From the Height of a Hawk’s Gaze

Tamar Kutateladze

Theatre Scholar, Doctor of Art Studies,

Principal Researcher at the Dimitri Janelidze
Scientific-Research Institution

Dimitri Janelidze’s Essays on Kote Marjanishvili’s “Hamlet”

Giorgi Razmadze

Film scholar, Doctor of Art Studies,

Researcher at the Dimitri Janelidze

Scientific Research Institute

The Film Sector — The First Attempts to Study Film History and
Theory in Georgia

Diana Liparteliani

PhD in Social Sciences (Mass Communication)

Georgian National University SEU, Assistant Professor
Dimitri Janelidze in the Digital Media Space: Representation,
Narratives, and Cultural Memory

Discussion



Day Il - June 26
11:00 - 14:00

Shota Rustaveli Theatre and Film Georgia State University. The Vasil
Kiknadze Auditorium (#1). 19 Rustaveli Ave.

Moderator: Giorgi Tskitishvili, Professor

Speakers:

Vakhtang Endeladze

PhD in philology

Akaki Tsereteli State University

The Philological Reception of Ancient Dramaturgy and the Dis-
course of Scenic Speech as an Interdisciplinary Phenomenon in
Georgian Theatre Research

Rusudan Kvaratskhelia

Film scholar, Doctor of Art Studies,

Chief Specialist at the Eter Gugushvili Training and Scientific
Archive, Shota Rustaveli Theatre and Film Georgia State Univer-
sity, Associate Professor at Caucasus International University

Eka Kontridze

Film scholar, Doctor of Art Studies,

Director of the Fter Gugushvili Training and Scientific Archive,
Shota Rustaveli Theatre and Film Georgia State University

On the History of the Establishment of the Sokhumi Abkhazian
Theatre



Irma Dolidze

Art historian , Doctor of Art Studies,

Principal Researcher at the Dimitri Janelidze
Scientific-Research Institution

A History of Theatre Architecture — Theatres in Sokhumi

12:00 - 12:20 - Break

Khatuna Damchidze

Choreologist, Doctor of Art Science,

Researcher at the Dimitri Janelidze

Scientific Research Institute

Choreographic legacy of emigrants (first half of XX century)

Tamar Tsagareli

Theatre Scholar, Doctor of Art Science,
Associate Professor at the Shota Rustaveli
theatre and film Georgia State University,

Scientist-researcher of the Union of Thilisi Municipal Museums.

Georgian Theater and ,,The Knight in the Panther’s Skin“

Larisa Dolikashvili

Doctor of Economics,

Associate Professor at the Georgian

National University (SEU)

Theatre and the Hospitality Industry: The Impact of Cultural
Events on Hotel Occupancy

Summary of the scientific session
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Maia Kiknadze
Theatre Scholar, Doctor of Art Studies, Associate professor at
Shota Rustaveli theatre and film Georgia State University

DIMITRI JANELIDZE’S SCIENTIFIC LEGACY

Dimitri Janelidze’s contribution to Georgian theatre studies is
immeasurable. He was a scientist, researcher, historian of Geor-
gian theatre, teacher and theatre critic. He made a significant
contribution to the study of Kote Marjanishvili’s legacy.

Dimitri Janelidze’s theatrical work is particularly focused on
his scientific work, which encompasses several aspects. This in-
cludes the study of the history of modern, ancient and ancient
Georgian theater. As a researcher, Dimitri Janelidze took on the
most challenging task. He searched for episodes depicting spec-
tacle in various spheres of Georgian culture, which had remained
unstudied for years.

Dimitri Janelidze collected and published descriptions of
Georgian improvisational theatre — “Berikaoba” and “Keenoba”,
most of which contain materials from the 18th century and more
often from the 19th century.

Within the framework of Georgian theater studies, Dimitri
Janelidze was the first to study and analyze theatrical and per-
formance culture in the kingdoms of Iberia, Colchis, and Pontus.
To conduct his scholarly study of Georgian performance culture,
he processed and utilized ancient archaeological materials from
antiquity, ancient artifacts, reliefs on monuments and perfor-
mance traditions preserved in Georgian folk oral tradition. In his
research, the scientist attempts to imagine and draw parallels
with cultural processes of the ancient (ancient, Byzantine) world,
thereby emphasizing the connections between Georgian culture
and ancient civilization, which he even substantiates scientifical-
ly. This primarily concerns the accounts of ancient writers about
ancient Georgian spectacle.



It’s worth noting and emphasizing his scholarly work on defin-
ing and studying terms, each of which he examined in the context
of the performing arts (for example, “Sakhioba”/appearance/). In
this regard, his work on the appearance of performing culture in
“The Knight in the Panther’s Skin” is particularly interesting. In
his studies of ancient Georgian spectacles and terminology, he
pays attention to the definitions of theater and phenomena in the
dictionary of Sulkhan-Saba Orbeliani and makes his conclusions
based on their discussion. For the first time in Georgian theater
education, he tried to acquaint the general public with the ma-
terial depicting the Georgian theatrical spectacle, preserved in
works of art that are found in a number of literary monuments
(for example, in the book “The Lives of the Georgian Kings” by
historian Leonti Mroveli (11th century)). In this regard, the book
“Khumartsavleba” (Kalmasoba) by loane Batonishvili (1768-1830)
is particularly interesting and distinguished by its wealth of infor-
mation, to which Dimitri Janelidze attributes special importance
in his research on the spectacle existing during the reign of Erekle
I.

Dimitri Janelidze’s scientific works on the ancient Georgian
theatrical spectacle are invaluable. The uniqueness of his re-
search lies in the fact that no specialist working in the fields of
art (theater, choreography, music) can bypass it.

20
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ON TWO MASKS OF ANCIENT GEORGIAN FOLK THEATRICAL
PERFORMANCES

As is well known, masks were actively utilized in ancient Geor-
gian folk theatrical performances such as Berikaoba and Keenoba
(most notably in Berikaoba). Through these masks, various char-
acters were introduced to the audience. Zoomorphic imagery pre-
dominated, frequently depicting animals such as the bear, wolf,
wild boar, and jackal. Among birds, the rooster was a common
figure, while fabulous-mythological personages included the
devi (ogre/giant) and the devil, among others. These masks were
widely distributed and figured more prominently before the spec-
tators of Berikaoba and Keenoba than others. Numerous research
articles and publications have explored each of them and their
origins, with Dimitri Janelidze being particularly distinguished for
his active scholarly contributions in this field.

Nevertheless, despite the aforementioned research, the two
masks discussed in this paper-namely, the goat and the eagle
masks-have remained comparatively understudied.

Bochi / The Goat Mask: Bochi is an ancient deity from the pa-
gan era of our ancestors, conceptualized with a male human body
and the head of a male goat (vatsi). He was primarily regarded as
the protector of wild beasts, though some sources also identify
him as a patron deity of livestock. To a certain extent, Bochi is
closely related to Ochopintre, another ancient Georgian deity of
the forest and wild animals, whom our ancestors envisioned as a
creature with a human torso and the legs of a goat.

The Eagle Mask [ “Eagle-Man”: Though less frequent, the ea-
gle mask-the so-called “Eagle-Man” or, as D. Janelidze terms it,
the “eagle-faced one”-nevertheless appears in ancient Georgian
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folk theatrical performances. Our ancestors perceived and wor-
shipped this figure as a deity of fertility, procreation, and harvest
bountifulness. Consequently, he was one of the active characters
in the ancient performance of Keenoba.

Over time, Berikaoba and Keenoba lost their original cul-
tic-ritualistic functions as pagan religious performances, evolving
into more mundane, secular events a process accelerated by the
adoption of Christianity. As a result, the goat and eagle masks
gradually surrendered their divine status. They became equalized
with other masks, transitioning into mere carnivalesque partici-
pants in secular spectacles.

This transformation eventually led to the complete replace-
ment of the actor wearing the eagle mask by a performer holding
a staff topped with a stuffed eagle with outspread wings. In this
manner, the divine mask was simplified; a similar fate befell the
goat mask. Ultimately, both survived in the later traditions of Ber-
ikaoba and Keenoba merely as archaic vestiges, entirely emptied
of their pristine religious significance.
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PROTO-THEATRICAL SPECTACULAR FORMS IN
ANCIENT GEORGIA

This paper examines prototheatrical spectacular forms in an-
cient Georgia and argues that professional theatre cannot be un-
derstood as a phenomenon emerging from a “zero point.” Instead,
it is preceded by a multilayered, syncretic performative culture
that gradually accumulates structural elements of theatricali-
ty-performers, audiences, public space, formalized action, and
symbolic communication-while remaining embedded in ritual,
social practice, and communal memory. The point of departure is
a redefinition of “play” not as a private sphere of self-indulgence,
but as an outward-oriented, demonstrative mode of action. In this
perspective, play functions as a social-communicative act that
organizes collective behaviour and articulates identity through
display, repetition, and public participation.

The study integrates literary evidence from Greco-Roman au-
thors (Xenophon, Lucian, Apollonius Rhodius, Cassius Dio, Strabo)
with Georgian chronicles (Kartlis Tskhovreba) and archaeologi-
cal indicators. Xenophon’s observations on dance and collective
movement among peoples of Colchis and Iberia are treated as
early textual testimonies of performative impulses rooted in em-
bodied, rhythmically organized action. Lucian’s account of the-
atrical attendance in Hellenistic-Roman urban life is used as a
comparative frame to distinguish between the institutional model
of theatre (fixed venues, regular attendance, civic regulation) and
the non-institutional yet highly structured Georgian model, which
often operates in open spaces-squares, streets, and cult sites-
through musical-choreographic, masked, agonistic, and ceremo-
nial performances.
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A central methodological concern is the strict differentiation
between primary-source fact and later scholarly inference. Stra-
bo’s description of Comana and the temple of Men is presented as
evidence of a cultic and socioeconomic hub governed by religious
institutions; any assumption about theatrical activity within such
sanctuaries is treated as a hypothesis requiring careful support
rather than a documented certainty. This approach avoids anach-
ronistic projections while still allowing reasoned reconstruction
of potential performative functions in ritual contexts.

Archaeological material-miniature representations of theatri-
cal masks from Vani, the terracotta figurine of the “masked chang
player” from Uplistsikhe, and related artifacts-provides tangible
evidence that mask-based and ritual-theatrical elements were
not incidental but recurrent and culturally embedded. The paper
concludes that ancient Georgian spectacular culture constituted
a dynamic, dialogic system: Mediterranean influences were not
mechanically adopted but creatively transformed within local
traditions. This process generated a cultural and social substrate
from which later, more organized theatrical systems could plausi-
bly develop, thereby locating the origins of Georgian theatre not
only in architectural “theatrons” but also in earlier ritual choreo-
graphic, military-festive, and memorial performances.
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MZE-CHABUKI (SUNBEAM): FROM THE HEIGHT
OF A HAWK’S GAZE

When a filmmaker depicts reality a hero and their environment
- everything is presented through a specific perspective. The point
of view and the field of vision serve as pathways to understand-
ing and interpreting what is seen. On screen, details may expand
until the viewer notices the slightest movement of a nuance, or
conversely, figures may shrink until they appear as static dots.

As the distance from the viewpoint increases, the visible
space expands, yet the characters eventually dissolve into the
vast landscape, merging into a singular whole. This is the extreme
long shot, where the distance between the camera and the object
can exceed 200 meters. Another variation is the extreme high-an-
gle view - an imaginary perspective from a “bird eye view.” High
from the sky, the camera observes the earth like a hawk gliding
freely, watching events that seem to fade from such a height.
Tension and conflict - details that once held immense importance
- become nearly invisible. What remains is the totality: a unified
picture where everything is interconnected, where events follow
a logical sequence, and where eternity and stillness prevail.

A similar phenomenon occurs when observing perceptions,
emotions, and stories rooted in the distant past. Myths recount
only the essential and the fundamental with simple clarity, while
trivial details and fleeting emotions have crystallized into the
layers of history deposited over millennia. Such is the myth pre-
served in the fragments of the “MzeChabuki” (Sun-Youth) folk
tales - grains of pure gold scattered throughout reality. It is their
eternal structure that allowed Professor Dimitri Janelidze, from
the metaphorical height of a hawk’s flight, to discern the timeless
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integrity of the Georgian soul and its connection to a long-lost
civilization, hidden deep within the atmospheric and relief layers
of epochs.
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DIMITRI JANELIDZE’S ESSAYS ON KOTE MARJANISHVILI’S
“HAMLET”

Kote Marjanishvili’s production of “Hamlet” (1925) at the Rus-
taveli Theatre is one of the landmark performances of Georgian
theatre. Numerous works have been dedicated to it. In this regard,
Dimitri Janelidze’s work is distinguished by the fact that the pa-
triarch of Georgian theatre studies dedicates three essays to this
particular production by the reformer of the Georgian stage and
his fascination with the play recognized as Shakespeare’s mas-
terpiece. D. Janelidze’s works were published in the collection of
scientific papers titled “Theatrological Researches” (Teatrmtsod-
neobiti Dziebani).

In the first essay, “One Scene from Hamlet” (Collection of Sci-
entific Papers, ,,Theatre Studies Researches®, Vol. IV, 1974, pp. 21-
32), Dimitri Janelidze responds to one of the production’s most
controversial scenes - the Gravediggers’ scene. As is known, the
director presented the gravediggers as Georgians - an Imeretian
and a Kakhetian - with corresponding ethnographic attire and
characteristic speech. Reviewers’ opinions regarding the “Geor-
gianization” of the gravediggers turned out to be sharply divided.
Marjanishvili himself explained this fact in various ways. In this
respect, D. Janelidze defends the director’s concept and substan-
tiates his views with impressive arguments.

Dimitri Janelidze’s second essay, “The Scene with the Players
from Marjanishvili’s Production of Hamlet” (1975, Vol. V, ,The-
atre Studies Researches®, pp. 24-35), describes Marjanishvili’s
fascination both with Shakespeare’s renowned tragedy and the
Prince of Denmark’s famous dialogue with the actors. As Dim-
itri Janelidze notes in his work, the scene with the players had
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attracted Marjanishvili’s special attention from an early period.
It was specifically inspired by Shakespeare’s “Hamlet” that the
director introduced discounted Sunday performances a “series
of lecture-performances” - for “youth and the working people”
at the Solovtsov Theatre in Kyiv in 1907-1908. Before the perfor-
mances, lectures were delivered by professors and privat-dozent-
en of Kyiv University, theatre critics, and literary figures; these
lecture-performances were dubbed the “Morning University” by
the students who actively attended them. Furthermore, it is note-
worthy that in 1907, the first collection of lectures delivered at
these “morning performances” was published with a preface by
Kote Marjanishvili himself. Dimitri Janelidze’s work describes in
detail the lectures read there and the parallel staging of excerpts
from various plays.

The third essay, entitled “Ushangi Chkheidze’s Hamlet in Kote
Marjanishvili’s Production” (From the History of Theatre, Collec-
tion of Scientific Papers, ,Theatre Studies Researches®, Vol. X,
1981, pp. 27-41), is dedicated by the author to a detailed analysis
of the most important mise-en-scénes of Ushangi Chkheidze’s
Hamlet. Special focus is placed on the production’s scenogra-
phy, descriptions of costumes, and Hamlet’s relationship with the
central characters. Additionally, here we become acquainted with
the directorial concept of the performance, the main performance
score of the role, subtexts, Janelidze’s own evaluations, etc.

These three exceptionally interesting scientific articles by
Dimitri Janelidze remain undeniably valuable today, especially for
those interested in the reconstruction of Marjanishvili’s “Hamlet”
or in interpretations of “Hamlet” in general.
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Giorgi Razmadze

Film scholar, Doctor of Art Studies,
Researcher at the Dimitri Janelidze
Scientific Research Institute

THE FILM SECTOR — THE FIRST ATTEMPTS TO STUDY FILM
HISTORY AND THEORY IN GEORGIA

In 1970, the Faculty of Film and a sector dedicated to the study
of film history and theory were established at the Theatre Insti-
tute. Eight film scholars joined the Scientific Center for Theatre
Studies, and over the years they researched both the history of
Georgian and world cinema, as well as its contemporary issues
and problems. The aim of the present study is to examine the
scholarly legacy of the Film Sector of the Theatre Institute.

Dimitri Janelidze was an outstanding scholar who held various
academic positions and led the Institute’s research activities. As
memoirs reveal, he actively supported the Film Department and
assisted the newly established academic field. During the re-
search, it was discovered that Janelidze had also written a review
of ,Giorgi Saakadze“ by Mikheil Chiaureli, in which he discusses
the performance of Akaki Khorava. This text highlights Dimitri
Janelidze’s multidisciplinary scholarly interests, which, alongside
theatre, included ethnography, painting, history, and other fields.

The article will discuss the works of the Film Sector’s scholars,
their books, and studies published in various journals. The main
focus is placed on the Institute’s academic publication ,Theatre
Studies Researches“ (“Teatrmtsodneobiti Dziebani”), which had
been published continuously since 1970. However, the principal
journal for the Film Sector scholars was ,Soviet Art“, and from
1976 onward, the almanac ,Cinema“, founded on the initiative of
the State Committee for Cinematography. In practice, however,
it was written almost exclusively by the Sector’s research staff.
Although both publications were of a scholarly-popular nature, it
was precisely within these journals that professional Georgian
film studies were born.
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DIMITRI JANELIDZE IN THE DIGITAL MEDIA SPACE: REPRESEN-
TATION, NARRATIVES, AND CULTURAL MEMORY

In the digital age, the formation of cultural memory is increas-
ingly shaped by media logics, where historical figures are under-
stood not only through academic scholarship but also through
media discourse. Dimitri Janelidze, as the founder of Georgian
theatre studies, represents a particularly compelling case in this
context. Despite his significance, little attention has been paid to
how his legacy is represented in contemporary Georgian digital
media and which narratives dominate his portrayal. This gap de-
fines the relevance of the present study.

The aim of this research is to examine how Janelidze’s image
is constructed within digital media discourse and to explore the
role of mediatization in shaping his position as a cultural author-
ity. The study focuses on identifying dominant narratives, ana-
lyzing modes of representation, and assessing the presence or
absence of critical discourse.

The theoretical framework draws on interdisciplinary ap-
proaches in media and cultural studies, incorporating discourse
theory, mediatization (Harvard; Couldry), and the concept of cul-
tural memory (Assmann). These perspectives suggest that public
perceptions of cultural figures are discursively constructed rather
than based solely on factual knowledge.

Methodologically, the study employs a qualitative approach,
combining content analysis and discourse analysis of texts pub-
lished in Georgian digital media between 2015 and 2026, including
online outlets, cultural platforms, and institutional websites. An-
alytical markers include representation type (symbolic vs. analyt-
ical), narrative frames (e.g., “founder,” “authority”), tone, and the
presence of critical engagement.
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The findings indicate that Janelidze’s media representation
is largely standardized and homogeneous. His figure is predomi-
nantly framed as a symbolically reinforced authority, producing a
stable and largely unchallenged image. Critical perspectives are
notably scarce, suggesting that media functions more as a mech-
anism of cultural memory reproduction than as a space for critical
reflection.

The study concludes that mediatization significantly shapes
the perception of Janelidze’s legacy while limiting its multidi-
mensional interpretation. It highlights the need for more diverse
and critical discourse around cultural figures to support the de-
velopment of both theatre studies and cultural memory research.
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THE PHILOLOGICAL RECEPTION OF ANCIENT DRAMATURGY
AND THE DISCOURSE OF SCENIC SPEECH AS AN INTERDISCI-
PLINARY PHENOMENON IN GEORGIAN THEATRE RESEARCH

The present report is dedicated to a complex study of the
multilayered process of the assimilation (reception) of Ancient
dramaturgy within the Georgian cultural space. Within the scope
of the research, philological analysis and the culture of scenic
language are viewed as a unified, interdisciplinary phenomenon
that determines the dynamics of the development of Georgian
theatrical art in both historical and contemporary contexts. The
aim of the report is to share scholarly innovations in the fields of
theatrology, cultural studies, and art history.

The primary point of departure for this report is to demonstrate
how the philological fabric of an Ancient text is transformed into
live scenic speech. Drawing upon the method of discourse anal-
ysis, the report examines the representation of the linguistic ar-
chetypes of classical tragedy on the modern Georgian stage. The
research emphasizes that the culture of scenic language is not
limited to mere orthoepic correctness; rather, it represents a syn-
thesis of philological insight and theatrical performance, where
the “Logos” defines the artistic structure, rhythm, and dramatic
action of the performance.

Particular attention is paid to the discursive practice of speech,
which, during Georgian interpretations of Ancient drama, allows
for the overcoming of linguistic barriers and the creation of new
semantic fields. The paper provides a detailed analysis of sever-
al significant stages of reception in Georgian theatrical history
— ranging from academic translations executed with philological
precision to contemporary postmodern and experimental produc-
tions, where the classical text acquires a new scenic life.
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We demonstrate that the assimilation of Ancient drama in
Georgian culture was not merely a literary or translational pro-
cess; it was an attempt at the constant renewal of scenic lan-
guage and the integration of national theatrical identity into the
European context. The novelty of the research lies in its interdis-
ciplinary approach, which allows for the Ancient heritage to be
viewed not as a static given, but as a transformable discourse
that remains in constant connection with the challenges of con-
temporary art.
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ON THE HISTORY OF THE ESTABLISHMENT OF THE SOKHUMI
ABKHAZIAN THEATRE

Primitive theatrical art forms, various types of folk entertain-
ment practices, have been widespread among the Abkhaz peo-
ple since ancient times and occupied an important place in their
cultural life. Performers of folk songs and the so-called damk-
vari, who performed folklore works accompanied by the chonguri
and apkhiartsa (folk instruments), simultaneously served as both
self-expression and public entertainment.

Their repertoire was distinguished by its thematic diversity
and often included heroic stories, critical assessments of ordi-
nary people, as well as satirical elements depicting everyday life.
These forms can be considered as early, prestage manifestations
of Abkhazian theatrical art, which later laid the foundation for the
formation of a professional theater.

The Georgian intelligentsia played an important role in the
development of theatrical art in Abkhazia, whose active involve-
ment is especially noticeable at the initial stage of the formation
of both Georgian-speaking and Abkhazian-speaking theatrical
troupes.

In 1928, at the request of the Abkhazian government, personal-
ly Nestor Lakoba and Samson Chanba, Vakhtang Vachnadze was
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invited to work at the Sukhumi Theater, who has been holding
the position of artistic director since 1929. The famous Georgian
director, Vakhtang Giorgi Vachnadze (Garik), made a great contri-
bution to the creation of the Abkhazian professional theater.

During his work in Sukhumi, in 1928-1931 and 1933-1937, G.
Vachnadze has staged many important plays, including San-
dro Shanshiashvili’s “Anzor”, Davit Chkhaidze’s (Dia Chianeli’s)
“Karab and Emzar”, Shalva Dadiani’s “Hit the bullseye”, Karlo
Kaladze’s “How”, Polikarpe Kakabadze’s “Kvarkvare Tutaberi”,
loseb Gedevanishvili’s “Sacrifice”, Vladimir Agrba’s “Uprising in
Likhni”, Samson Chanba’s “Mahajireb”, Mikheil Kove’s “Infkha
Kiagua”, Vanion (Valerian) Daraselia’s “In the Deaf Past”, Boris
Lavreniev’s “Break”, Friedrich Schiller’s “Robbers” and “Fiesco’s
Plot”, Lope de Vega’s “The Sheep Spring” and others.

After Vachnadze and Domogarov, the theater was headed by
their students Sh. Pachalia and A. Agrba, who continued the cre-
ative principles of their teachers. At the end of the 1930s, the the-
ater staged Sergo Kldiashvili’s play “The Generation of Heroes”.
This was the first independent work of the young director A. Agr-
ba based on the translated play.

At the beginning of the 40s, the theater troupe presented Ak-
senti Tsagareli’s “Khanuma” (director - Sh. Pachalia, M. Zukhba,
artist - N. Kazbegi, composer - K. Meghvinetukhutsesi). Georgian
folk songs and dances were used in the performance.

The next premiere of the Abkhazian theater, the play “Sunken
Stones”, based on the play by I. Mosashvili, was held in 1953. The
performance reflected the difficult situation of Georgians living in
Turkey (director Sharakh Pachalia and artist Parnaoz Lapiashvili).

In the 1950s, a play by Sh. Based on Gabeskiria’s play “Three
Friends” (director - Sh. Pachalia, artist - A. Veruleishvili, compos-
er - 0. Tevdoradze). In the same year, G. Mdivni’s play “People of
Good Will” was staged (director - Sh. Pachalia, composer - Sh.
Gorgadze, artist - A. Veruleishvili). Later, the Abkhazian theater
renewed its repertoire with the staging of “Modern Tragedy” by
the Georgian playwright R. Ebralidze (director - Neli Eshba).
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Georgian and Russian art figures have made a great contribu-
tion to the history of the development of Abkhazian theatrical art.
First of all, Akaki Khorava, Akaki Vasadze, Vladimir Domogarov,

lvane Zhdanov, Vakhtang Vachnadze, Sergi Chelidze, Grigol Rul,
Giorgi Sulikashvili and others.
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A HISTORY OF THEATRE ARCHITECTURE —
THEATRES IN SOKHUMI

Since the middle of the 19th century, closed-type theater
buildings with a deep stage colophy and a tiered hall have been
built in Georgia. The leading role in this regard throughout the
country belongs to Thilisi. In a short period of time, in the second
half of the 19th century and the beginning of the 20th century,
several theater buildings were built in Thilisi (Tiflis Theater, Tbili-
si Summer Theater, Theater of the Noble Subdistrict Bank, Trea-
sury (Opera) Theater, “Artistic Society” building, Zubalashvili City
Public House). Theater buildings are also being built in Georgian
cities and villages (Borjomi Summer Theater, Kvemo Machkhaani
Village Theater, etc.). Thus, Georgia is entering a new period of
history, the 20th century, with a rich tradition of theatrical life and
significant experience in theatrical architecture.

Theatrical buildings have been built in Sokhumi since the be-
ginning of the last century. The Samurid Theater - with a cin-
ematograph called “Science and Technology” - entered the
life of Sokhumi almost simultaneously in 1911 (architect Alfred
Bamme) and the Alois Theater - with the Grand Hotel and the
cinematograph “Olympia” in 1907-1912 (architect Sarkisov). The
construction of both theaters is associated with private initia-
tives. In one case, the head was Christopher Samouridis, a Greek
merchant, a native of Sukhumi, chairman of the Sokhumi Greek
Society, and in the other case, the French entrepreneur Joachim
Aloysius, who moved from Kiev to Sokhumi with his family at the
beginning of the last century.

The Samouridis Theater was designed for 200 seats. The elon-
gated hall consisted of a parterre and boxes located above it. It
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was in this theater that Greek and Armenian troupes first began
performing. Concerts, performances, including opera performanc-
es, were held. For example, on September 23, 1913, performances
of Rubinstein’s opera “The Demon” in Georgian and Tchaikovsky’s
“Eugene Onegin” in Russian were held. During the Soviet period,
it was also called the Second State Theater. The Samuridi The-
ater, later called the Apsni Cinema, existed until the 1960s. In 1976,
the building was taken over and a new theater was built on its
site, into which the Georgian Theater moved in 1982 (until 1979,
Georgian and Abkhazian troupes performed in the same building)
and at that time it was named after Konstantine Gamsakhurdia.

The Aloysius Theater could accommodate 670 spectators. In
addition to the theater, this architectural complex included a
30-room first-class hotel “Grand Hotel” (later “Bzifi Hotel”), a
restaurant, a car rental garage, a cinema “Olympia”, a square
opposite it and a skating rink for roller skates in the square. In
1921, the Aloysius Theater became municipal and was called the
State Theater of Abkhazia. The theaters built in the Samuridi and
Aloysius Modernist styles no longer exist today. However, in their
places, although different, there are still theater buildings. During
World War I, the former Aloysius Theater building was com-
pletely burned down, after which, a completely new history of the
Sukhumi Drama Theater begins and it is connected with the con-
struction of the theater complex designed by architects Mikheil
Chkhikvadze and Konstantine Chkheidze. It was soon decided to
build a new theater on the site of the building of the Alois The-
ater destroyed by fire, but using the surviving walls and structures
of the old theater, although the degree of damage from the fire
was so extensive (the hall and stage were most damaged) that
the architects were actually faced with designing a new theater
building. With this project, carried out in 1944-1948, the buildings
of the Alois Theater, the Grand Hotel and the Olympia Cinema
were combined into a single architectural volume in the Stalinist
Empire style. A square with a fountain decorated with mythical
griffins was arranged in front of the theater building.
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In 1945, construction work on the theater was already under-
way, although this process was completed in 1952. The two-story
auditorium of the new theater was designed for 750 seats. Along
with the trends of the time, the architecture of the Sokhumi Dra-
ma Theater built during the Soviet period shows an increased in-
terest in the motifs of traditional Georgian architecture. Such is
the inclusion of the “crown” structure typical of the Georgian hall
in the interior of the theater building and the abundant use of
ornament. The decorative motifs of the facades of the Sokhumi
Theater are also nourished by the repertoire of medieval Georgian
cult architecture (paired windows, windows ending in arches, the
so-called “tops and bumps” etc.). Although the art and architec-
ture of the Soviet period are officially based on the ideological
principles of socialism, traditional national architectural forms
play an important role and even appear as a feature of the devel-
opment of architecture of this period. The building of the Sukhumi
Drama Theater is a vivid example of this.
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CHOREOGRAPHIC LEGACY OF EMIGRANTS
(first half of XX century)

Emigration was not foreign to Georgians. At different stages
of Georgian history, temporary or permanent, voluntary or forced
departure from the country was based on various subjective or
objective reasons.

In the first quarter of the 20th century, the departure from the
country had a political basis — this episode is known as the first
wave of emigration, the second wave arose as a result of the
Second World War.

Emigrants became not only Georgians living in Georgia, but
also Georgians living in Russia.

Emigrants created art in different countries of the world, which
became part of the world cultural heritage. Generations born in
immigrant families, despite the distance from their homeland,
kept in touch with the Georgian language and culture. In their
works, they expressed a clearly coded Georgian aesthetic.

Among Georgian artists working abroad, the following ballet
masters and choreographers deserve a special mention:

George Balanchine (Giorgi Balanchivadze 1904-1983), son of
the Georgian composer Meliton Balanchivadze. He was born
and received a choreographic education in Saint Petersburg. The
greatest representative of neoclassical ballet is recognized as the
father of American ballet. He came to Georgia twice in 1962 and
1972 as part of a tour.

Eter Pagava (1932) was the granddaughter of the head of the
Georgian national government Noah Jordan and was born in
France. The prima ballerina of the great theaters of Europe sup-
plemented her long and fruitful performing career with stage
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and pedagogical work. She visited her homeland in 1966 and per-
formed for the first time in front of the public on the stage of the
Thilisi Opera and Ballet. After a long break, she managed to return
with her troupe only in 1990, also as part of a tour.

Tamara Tumanova (Tamar Tumanishvili, 1919-1996) bore her
mother’s last name. In the art sphere, she was known as “Black
Pearl”. Tamara completed her ballet choreography, which she
started in Paris, in America, in Los Angeles. Prima-ballerina ad-
mired the audience of the largest theaters of the world. Her art
was known on all four continents of the planet.

Elena Cherkezishvili (Enu Yepoa 1884-1950) was a follower of
the dance school of Izadora Duncan. Elena created her own works,
in fact, independently, in this she reminded the reformer Duncan,
who produced a revolution in world choreographic art. The troupe,
whose member was Elena Cherkezishvili, gave concerts in West-
ern Europe. In 1911, her art received recognition in Tbilisi as well.

The direction of the Georgian folk dance is also noticeable in
the choreographic art of emigrants. This segment was an integral
part of the Georgian diaspora and subsequently appeared on the
scene. The formation of scenic and concert troupes of Georgian
folk dance should be considered the merit of the choreographer
and impresario of the first wave of emigrants — llya Jabadari.
His troupe “Georgian Ballet” in the 1940s united with a collec-
tive formed from Georgian prisoners of war during the Second
World War, the conductor of which was Datashka Kavsadze. The
ensemble participated in various types of concert events and en-
joyed great popularity in different European cities
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GEORGIAN THEATER AND
»THE KNIGHT IN THE PANTHER’S SKIN“

There is a topic in the Georgian theater space that has always
been, is and will be a field of interest for both the director, actor,
choreographer or scenographer, as well as the audience.

It is known from history that: ,0On April 2, the artist Filipovich
will hold an evening at the Thilisi Theater in favor of dramatic
stage lovers, Tamazashvili and Kandelaki, at which scenes from
Shota Rustaveli’s ,The Knight in the Panther’s Skin“ will be pre-
sented. At the end of the performance, Tsitsishvili, Zurabishvili
and 6-year-old Kobiev will perform the lekur, and Japaridze - the
kintauri” (Newspaper “lveria”, March 30, 1888).

Also, on May 21,1895, another staged premiere of ,The Knight
in the Panther’s Skin“ took place, also by Tamazashvili. The role
of Tariel was played by a certain Svimonidze, and the role of
Nestan-Darejan was played by an actress of the Melikishvili sur-
name. After that, the same play was also performed in Kutaisi, but
the people of Kutaisi did not like the performance, and they were
so upset that they even laid eggs for the actors, and it turned out
that they barely managed to get through it. On February 24, 1912,
at the Kutaisi Theater, actor Barveli himself staged ,,The Knight in
the Panther’s Skin“ in six acts, and he himself adapted it for the
stage. And now, ,The Public Newspaper“ has turned a blind eye
to this, writing, ,,Society must condemn and condemn such brazen
behavior by people with anorexia like Barveli.”

Then, on September 27, 1966, the premiere of the play ,The
Knight in the Panther’s Skin“ was held at the Rustaveli Theater in
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Thilisi. The author of the composition was Ebralidze, and the final
appearance of the work was given by Archil Chkhartishvili and
Mikheil Tumanishvili. It is known from the archive that the staging
of the aforementioned play included a narrator and an antique
choir and mise-en-scenes. Sergo Zakariadze, Zinaida Kverench-
khiladze, Salome Kancheli, Medea Chakhava, Guram Sagharadze,
Erosi Manjgaladze, Bukhuti Zakariadze, Kote Makharadze, Bela
Mirianashvili, Jemal Moniava, Edisher Maghalashvili, Davit Pap-
uashvili, Merab Tavadze, Gogi Kharabadze.

During the same period, the Batumi Theater also staged Fridon
Khalvashi’s ,Rustaveli“; The Oni Public Theater also staged , The
Legend of Rustaveli“, the Thbilisi Agricultural Institute also staged
Vakeli’s play ,Rustaveli“, and later the Tkibuli Theater staged it,
and even the Khashuri Theater staged the play ,The Legend of
Shota Rustaveli® In the 21t century, in 2016, Amiran Shalikashvili
Jrevived“ ,The Knight in the Panther’s Skin“ at the Pantomime
Theater.

On April 5 of this year (2026), the premiere of the first part of
the poem , The Knight in the Panther’s Skin“— ,The Tale of Ros-
tevan the Arab King“ - was presented on the main stage of the
Rustaveli National Theater. The performance was dedicated to
the 140" anniversary of Sandro Akhmeteli.
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THEATRE AND THE HOSPITALITY INDUSTRY: THE IMPACT OF
CULTURAL EVENTS ON HOTEL OCCUPANCY

In the development of modern tourism, cultural resources play
an increasingly important role and often determine the competi-
tiveness of specific tourist destinations in the international mar-
ket. Cultural heritage, art, festivals, and creative industries create
a unique environment that offers tourists diverse experiences,
thereby increasing the attractiveness of cities and regions. In this
context, theatre holds particular importance as one of the key
components of cultural life and is often regarded as an import-
antresource of cultural tourism. Theatrical art combines historical
traditions, contemporary creativity, and cultural communication,
making it a significant factor in shaping tourist interest.

The relevance of this direction becomes especially evident in
conditions where the tourism market is increasingly shifting to-
ward an experience-oriented model. Theatre, as an important part
of cultural heritage and the creative industry, represents not only
a factor of cultural development but also an element of economic
activity growth, which is reflected in the city’s tourism image and
the development of the hospitality sector.

The aim of the study is to determine the impact of theatrical
events on the hospitality industry and to assess their role in in-
creasing hotel occupancy. To achieve this goal, the study exam-
ines the role of theatre in the development of cultural tourism,
analyzes the impact of cultural events on tourist flows, evaluates
the influence of theatrical festivals on hotel occupancy, and con-
ducts a comparative analysis of international experience.

The study uses scientific literature analysis, comparative and
statistical methods, as well as an assessment of the econom-
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ic impact of cultural events on the tourism sector. The analysis
of international practice confirms that even in small and medi-
um-sized countries, theatrical events and festivals significantly
influence the growth of tourist flows and the economic indicators
of the hospitality sector. For example, the Dubrovnik Summer Fes-
tival (Croatia), held annually in July—August and combining the-
atrical performances and stage arts, leads to an average 20-30%
increase in tourist numbers in Dubrovnik during the festival peri-
od, which directly affects hotel occupancy rates.

A similar trend is observed within the Tallinn Fringe Festival
(Estonia), which is mainly held in August-September and, through
theatrical and performance art events, increases the number of
international visitors and the consumption of tourism services.

Also important is the National Theatre of Iceland (Iceland),
whose theatrical season actively runs during the autumn—winter
period (September to March) and, through international projects,
contributes to maintaining tourist flows during the off-season.

Additionally, the Malta International Arts Festival (Malta),
held during the summer season (June—July), includes theatrical
performances and multi-genre cultural events and ensures peak
hotel occupancy rates during this period, while also increasing
tourist expenditure per visitar.

These examples clearly demonstrate that theatre and related
cultural events represent an effective tool for small countries in
increasing tourist flows, managing seasonality, and developing
the hospitality industry.

The scientific novelty of the study lies in the fact that theatri-
cal events are considered not only as cultural but also as an inte-
grated economic resource that directly influences the operational
indicators of the hospitality industry, particularly hotel occupancy
rates. In addition, a conceptual approach to cooperation between
the theatre and hotel sectors is proposed, which can be used for
the effective utilization of Georgia’s tourism potential.

The results of the study confirm that theatrical performanc-
es and cultural events increase tourist attractiveness, enhance
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visitor flows, and significantly affect the economic performance
of the hospitality sector. Accordingly, the integration of existing
theatrical resources into tourism products in Georgia and the
strengthening of intersectoral cooperation represent an import-
ant prerequisite for the sustainable development of the country’s
tourism industry.
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