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times and eras.

theater alongside the trends of its development.

he 21 century is one of complex contradictory

events. Rapid technological advancement, on one

hand, and wars and the pandemic on the other, are
invariably reflected in global theatrical processes. Tech-
nological achievements have offered humanity myriad
innovations. And theater invariably takes advantage of
everything progressive from primitive forms to digital
technologies.

As early as 5" century B.C., so-called stage machinery
was invented in classical Greek theater to impact, above
all else, a given performance’s visual aspect, i.e. decora-
tions. For example, the roof of theskenewould be reserved
for a raised platform calledthe theologian (god-speak-
ing), from which “the roles of deities were performed,
with the keraunoskopeion(ceraunoscope) imitating thun-
derand lightning effects, and the eccyclema representing
a small wheeled platform rolled out onstage. Apparently,
especially popular was the tower-likemechane or gera-
nos crane used to lift an actor into the air, usually repre-
senting soaring creatures to the audience’s amusement.
This device also came into play to facilitate unexpected
interferences of deities, hence the term deus ex machine
(god from the machine) reserved for the occasions when
conflicts were resolved through the unexpected involve-
ment of supernatural forces, not throughnaturally un-
folding events.” As we see, besides form, this technical

T gmbpgdosbo 6. dghdbyma, 00.1977, g3. 161.

The article sheds light on some of the issues pertaining to the interrelations between progressing technical devel-
opment and Georgian theater, also assessing the impact of technical innovation on theatrical processes in various

And it is in this light that we discuss some of the key stages in the history of Georgian theater, including its latest
form. Examining said phases allows for painting a broader picture of prospects of using technology in Georgian

device also represents meaning. Appearing onstage out
of the blue, deities change both the course of action and
the fates of the characters (for example, in /phigenia in
Tauris and Electra by Euripides, and others).

Every era has its own idiosyncratic technical capabili-
ties, a factor linked directly to the economic development
in a given country. Before the advent of electricity, light-
ing for performances consisted of sun- or limelight.

Electric lighting was first used to light the stage in
1849.2 A small electric arc light with a parabolic reflec-
tor was used during the performance of The Prophet by
Meyerbeer at Grand Opera Paris to imitate the effect of
sunlight and fire.In Georgian theaters, however, shows
were illuminated with gaslight, only later to be replaced
with electricity. A gasometer—initially intended for the
opening of a summer stock theater but eventually de-
layed—was built in 1871 to provide a new source of light-
ing. That day, June 7, 1871, Grigol Orbeliani’s 50" anniver-
sary was celebrated in the Summer Garden. “It was as
late as 1871 that Thilisi’s residents were able to enjoy the
effects of a new way of lighting.”

Electric power generation in Georgia started in 1887,
and heating engines were installed to illuminate the
Georgian Theater of Drama. “Along with Niko Nikoladze,
this cause was also initiated by llia Chavchavadze. The
Nobhility Bank was also illuminated. In May 1895, the sec-

2 Tynkosa H. cueHnyecknit ceet cyberleninka.rufartivle (last checkedon March 23, 2025)

3 @mmody 0. batr33g3900, 00.2020, 33. 24.
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ond electric power plant was commissioned at Brothers

Tamamshev’s Karvalsa (Caravanserai), followed by an-

other one at the new State Theater on Golovin Avenue in

1896. In the early 20" century, the Artistic Society Theater

was provided with electric power.”*

Technological achievements throughout the world,
and the development of the radio and television indus-
tries, fostered the emergence of new radio and TV the-
ater genres. Danger, the first-ever radio play in the world,
was broadcast by the BBC. Recounting the adventures of
people in dark and dangerous coal mines, it set the stage
for the development of radio theater. “The radio triggered
the engagement of art in the system of mass communi-
cations.... At first, this work was only reproductive—the
radio set out reproducing artworks, eventually putting to-
gether an enormous audience for literature, theater, and
especially music.”® As for the formation of the film in-
dustry, it also had a positive impact on the development
of theater. As early as 1924, writer and public figure Niko
Shiukashvili, in his discourses on the transformation of
Georgian theater, discerned in the theatrical art particu-
lar innovations linked to technology: “Life enriches the-
ater with all of its technology, such as cinema, electricity,
the skating ring, the airplane.”

In discussing the impact of technological progress on
Georgian theater, a few periods must be highlighted:

1. The 1930s (introduction of cinematic elements in the-
atrical productions)

2. The pandemic period (emergence of online theater)
Contemporary theater (with directors utilizing digi-
tal technologies, especially on the stage of so-called
new theater, also the introduction of the aesthetics of
the innovative technique applied to so-called hybrid
performances). Discussing the topics above, such as
the interrelations between technology and theater,
enables us to draw a broader picture of using tech-
nologies in Georgian theater and the peculiarities of
its development.

* %k %

The 1930s marked the first attempt at putting cinemat-
ic elements to use in Georgian theater, a breakthrough

credited to Kote Marjanishvili, something already tried
and tested in Europe. In 1928, he filmed several scenes
specifically for his inaugural play—Hoppla, We’re Alive!
by Ernst Toller—to be performed in the Kutaisi-Batumi
Theater. On the screen spread directly onstage, the audi-
ence saw the same actors as in the play, in this way the
events onscreen continued the processes unfolding on
the stage—seeing the actors performing live at first, and
then drawing their attention to the images onscreen. De-
spite being experimental by nature, this move seemed so
organic that, according to theater director Dodo Antadze,
“Transitioning from one branch of art to another was tak-
en by the viewers as a totally natural artistic process.”
Ernst Toller’s Hoppla, We’re Alive! established itself
as a truly innovative show, meaning above all else the
director’s groundbreaking search for forms. The perfor-
mance incorporated film, radio, and enormous mirrors re-
flecting whatever was happening behind the curtain. The
radio, on the other hand, broadcast the sounds of heart-
beats that eventually captivated the audience pricking up
their ears. Despite the primitiveness of that era’s equip-
ment, the use of a screen also proved quite effective,
even though it made things complicated for the actors
as they were doing their jobs. Marjanishvili succeeded
in harmoniously combining film and theater actors. His
constant commitment to innovation and genre diversi-
ty intrinsically implied fostering multifarious styles and
forms in directorial aesthetics along with revisiting cre-
ative expression. Marjanishvili used scenes from films in
other shows as well. In Carlo Kaladze’s How? this move
was dictated by the play’s structure, with the main char-
acter telling the story of the 1905 Russian Revolution and
footage depicting this event projected on the screen, in
this way being perceived as the narrator’s recounting.
For the 19291930 season, Marjanishvili revisited this
cinematic device in Past Midnight by Alexandre Ku-
tateladze, with Davit Kakabadze serving as the show’s
scenic designer. Unlike his previous works, this one fea-
tured cinema just for comic effect. From composer Tamar
Vakhvakhishvili’s memoirs we learn that one of the main
characters, a young man in love, sheds tears like rain-

4 facebook.com/electosystema/post/mdognobols gahgdol gsbsmygds (last checked on March 23, 2025).

5 03960 gm. GdEom, Lsddmoms bgmmagbgds 1997, Nb-6-7.
6 Joyg0830amo b. Jotroyama bogygs 1924 N21, 6/1V.
7 5bmody ©. pmggde o d1971, 33.383.
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drops on the screen, only to snowball into a waterjet,
then a spring, a river, and finally a raging sea.”®

Besides Kote Marjanishvili’s successful experiment,
the 20" century saw another example of a projection
screen employed by Georgian theater. In 1951, director
Archil Chkhartishvili staged llo Mosashvili’s play, His
Star, in Kote Marjanishvili Theater. In the final part of the
show, the director used a projection screen to introduce
the ideological drive characteristic of that era. The lights
would go off in the auditorium, and a shepherd holding
a book about Stalin would appear onscreen. The shep-
herd would go through the book’s pages, and a portrait
of the Soviet leader would take shape. The picture on
the screen gradually expanded to receive the audience’s
thunderous ovation.

Along with the development of technological prog-
ress since the 20" century, the public has always feared
that the art of theater is losing its function, and that peo-
ple will eventually neglect it. Nonetheless, this fear has
yet to materialize, so people’s interest in theater has, on
the contrary, grown—and that despite the fact that we
are living in the era of omnipotent digital technologies,
with streaming television trailblazing new paths as the
main means of entertainment, news, information, and
cultural self-expression. The truth of this statement is
supported by the growing numbers of new theaters in
Thilisi.

The 21 century offers qualitatively new standards
and innovations to humanity, with the penetration of
digital technologies into culture shaping a new cultural
experience. A new movement was established, digital
culture, also digital art and digital theater. It has become
a norm for art galleries to hold exhibitions of celebrated
artists in a digital format—and, even though digital ver-
sions cannot hold a candle to original art, their effective
representations increase interest in art among visitors,
especially younger people, a clearly positive outcome.

However, technological progress, with its positive
agenda, also poses its fair share of danger, a factor in-
creasingly fleshing out its lineaments in the long run.
First, we mean the future of acting and possible changes
it may undergo. If today, in the era of technological ad-
vancement, actors are chief and irreplaceable, there is
a threat that, over time, digital technologies may throw

8 g3obgsbodgoamo m, mghmdgho Fomo, 0.1976, g3. 112.

their hat in the ring and enable artificial intelligence to
replace them—this is especially true of the profit-orient-
ed film industry. Unsurprisingly, then, Hollywood actors
recently raised their voices in protest and demanded job
guarantees, because artificial intelligence can easily use
their voices and faces.

In the 1940s, i.e. before the digital format evolved as
one of the key means for theatrical self-expression, the
history of European theaters includes cases of various
forms of digital plays, performances. For example, the
Czech multimedia theater Laterna Magika (Magician’s
Lantern) garnered major feedback from across Europe.
Its establishment is related to the 1958 Brussels Expo
World Fair during which the theater showcased a mix
of such seemingly unmixable arts as pantomime, ballet,
and modern dance. Most importantly, however, what
drew the attention of the public in a transport of delight
was its visual side. The projected motion picture film and
acting bolstered the effect. The scenography for this per-
formance, staged by Alfred Radok, was provided by Jo-
sef Svoboda. Thus, there had been accumulated at least
some experience in digital theater. In the 215 century,
Rimini Protokoll, a German-Swiss troupe established in
2000, rose to prominence to carry out various innovative
digital projects and stage such theatrical performances
as Remote X, Call Cutta, 100/% CITY, and others, in which
the audience becomes the hero, and the setting trans-
forms into decorations.

As the pandemic took over the whole world just a few
years ago, technical capabilities became especially high
in demand. With the global agenda overhauled, people
grew increasingly attached to the internet space. Now
everything became available through digital technolo-
gies.Keeping pace with these difficult developments,
culture—and theater in particular—set out seeking ways
to survive. Numerous plays were broadcast via live
streaming in Europe, soon to be followed by Georgian
theaters, with a new direction, Digital Theater, emerging,
and an online festival held in Thilisi.

On October 517, 2020,actress Anna Sanaia,the author
and manager of Digital Theater, laid the foundation of
a pretty ambitious project and, consequently, so-called
online theater, a brand-new kind of theater for that time,
by holding the MOOZ-ART FESTIVAL in the open area
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of AMBASSADORI KACHRETI. In parallel, viewers were
enabled to watch onscreen the live premieres of the par-
ticipating plays.

The project above showcased five young directors:
Koko Roinishvili with Frenzy for Two, or More by Eugene
lonesco, Sopo Kelbakiani with Phaedra’s Love by Sarah
Kane, Davit Chabashvili with The Man Who Turned into a
Stick by Kobo Abe, Giorgi Chaladze with No Exit by Jean-
Paul Sartre, and Saba Aslamazishvili with Calamity by
Davit Kldiashvili. This festival drew much attention from
theatergoers. This is especially true of Saba Aslama-
zishvili’s show, with its success underpinned chiefly by
its visual aspect and scenic designer Teo Kukhianidze’s
original approach tothe surrounding space and location.
Director Saba Aslamazishvili pitched a totally different
version of Calamity to the audience.The problem set
forth in Davit Kldiashvili’s play, namely people’s atti-
tudes toward superstitions, becomes secondary onstage.
If the play’s characters suffer under inadequate social
conditions and yet keep hope alive, finding comfort in
perseverance, in Saba Aslamazishvili’s version the spir-
itual ties between the personages are severed, leaving
them struggling to survive on their own—they have nei-
ther compassion nor love for one another. Thus, quoting
the play’s abstract, “the performance is more about the
impossibility of love than social or superstition-driven
calamities.” Those incapable of loving their neighbors
are cosigned to life in a landfill. The show’s entire action
develops in a sizeable field, a meadow, a landfill, and its
surrounding landscapes. In the beginning, the characters
slowly appear out of their shelter, a landfill, and gradual-
ly engage in action.

Written in 1914, this play is presented today in a digi-
tal format utilizing totally different means and directorial
execution. Technological opportunities define the show’s
form, aesthetic, and execution devices.

The project’s originality lies in the fact that it can be
watched both in an open area and online, so the audi-
ence’s perceptions and attitudes toward the performance
differed. For example, in the live version the audience
stood in a vast area far away from the actors, making it
impossible to discern their faces and facial expressions
in the way offered by the digital format with its close-
up shots. Still, the online format exhibited flaws of its
own, mainly related to interaction between actors Nika
Nanitashvili, Bacho Chachibaia, Mariam Chukhrukidze,
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Khatuna Berdzenishvilli, and Nika Paikridze. The show’s
recording clearly demonstrates their failure to establish
communication. Spectators seem to focus more on the
actions of one character or another on the screen than
perceiving action as a whole. Consequently, contact
between partners is present only in a fragmented man-
ner, possibly being indicative of the inexperience of the
show’s technical personnel and the new online format.
Despite the quality of the performances, including re-
cordings, holding an online festival in Thilisi played a pos-
itive role in the theatrical life of the so-called lockdown
period. The festival somewhat awakened the slumbering
process and drew interest among the audience.Many in
that period wondered if work in this format—including
upgrading its technical capabilities and sharing the ex-
perience of European theaters—would continue after the
pandemic, with things returning to normal.

Presently, it has been confirmed that online theater
has failed to gain a foothold in Georgia. And | believe
that the reason is clear as day. Its origins lie in what one
may call extreme circumstances and, in a way, a form
of coercion. Thus, as the pandemic faded away, Geor-
gian directors grew disinterested in it, so online theaters
ceased to operate. The interest in digital technologies,
however, remains. Better still, the further the progress
in this domain, the greater the attentiveness of things
digital. Using digital technologies in theater has brought
about qualitative changes into the visual aspect of plays,
concrete directorial devices, and the attitude of actors
toward one another—unlike in traditional theater, how-
ever, here actors are supposed to get used to technolo-
gies while technologies are adjusted to suit the actors.
This interchangeability is best illustrated in some of the
plays staged by director Davit Doiashvili. In my opinion,
when discussing the use and introduction of technical
capacities in today’s Georgian theater, and—through dig-
ital means—ushering in the aesthetics of the innovative
technique of so-called hybrid performance, one should,
above all else, bring to mind the projects carried out by
director Davit Doiashvili on the stage of the New The-
ater, an endeavor supported by the playhouse’s technical
equipment, among others. Using these technical means,
the director not only shapes and conveys the play’s form,
its entertaining aspect, or style, but also—and most im-
portantly—its essence, message, and metaphorical con-
ceptualization. As early as his student years, the rookie
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director, in his graduation work, Madame Bovary, used a
projection screen, an innovation for his generation at that
time. Later on, while seeking new directorial devices, he
used a film camera to stage Ghosts by lbsen, and others.
As a result of numerous attempts and experiments with
technical innovations, Davit Doiashvili has developed his
own signature style, and today it is even unimaginable
for the director’s in-depth search of form and oftencon-
troversial thinking not to fit technical innovations, as
evidenced by his repertoire performances, such as The
Seagull by Chekhov or Oedipus Rex by Sophocles. These
two totally different classic plays were staged by the
director in an unconventional manner and presented in
the form of ultramodern versions. Throughout the perfor-
mance of Sophocles’ tragedy, Oedipus, played by Kakha
Kintsurashvili, is present both onscreen and onstage. Al-
though most of the show unfolds live, some of the key
scenes important in terms of meaning and emotion are
delivered to the audience on the screen. In this context,
especially noteworthy are the play’s lengthy intimate
scenes featuring Oedipus and Jocasta, played by Nino
Kasradze, and broadcast via TV sets. In the play’s final
scene, as the audience anticipates the ending, the di-
rector gives them a choice, whether or not they want the
performance to continue and see the closing scene. Ac-
tors interact with theatergoers—something quite char-
acteristic of Doiashvili’s shows in general—and suggest
that they should vote. Needless to say, this matter is also
resolved via technical means.

Especially exciting is how the play The Seagull
(2022) showcases technical possibilities. It starts with
a description of events projected on the screen. From
the very outset, the director introduces us to the play’s
main characters and invites us to visit their worlds. To
illustrate their interrelationships, Davit Doiashvili uses
digital technologies—in a series of shots lasting only a
couple of minutes, we gain an insight into the relations
between Nina and Trigorin, Irina and Trigorin, Konstantin
and Nina, Misha and Medvedenko, Polina Andreyevna
and Shamrayev, along with everyday events portraying
the fullness of hatred or love between them. Translated
onstage, these relations then exit the stage and return
to the screen, the main component in the play, one re-
placing or complementing the decorations. In Quarantine

Theater, a project by theater studies expert Lasha Ch-
khartishvili, director Davit Doiashvili explains the strong
points of digital technologies: “What’s innovative about
digital is that you can leave the stage.”

The play’s main character, Konstantin Treplev, holds
a camera and constantly takes pictures of the events
unfolding onstage, emphasizing and presenting import-
ant monologues through the projection screen.There
are two main lines, main ideas evolving in the show.
The first is existential, i.e. scrutinizing the inner world
of a human being: who am ? Treplev, played by actor
Giviko Baratashvili, asks himself: “Who am 1?” Feeling
like a nobody around his mother, he is inevitably driven
toward suicide. The second point is clearly manifested
in Treplev’s monologue about seeking new forms in the-
ater, undoubtedly mirroring director Davit Doiashvili’s
position, in this way hinting at the necessity to usher in
new forms, in this case digital and hybrid, on the stage
of New Theater.

Giviko Baratashvili’s Treplev—when speaking on-
screen about clichéd theatrical forms, remnants of the
past, or falsehood—addresses the theatergoers in the
auditorium from the foyer. As he shuns the opinions of
old-school actors, including his mother, on the screen we
see their photos that he finds boring—he just wants to
consign old theater to the past by replacing it with his
own new performance.Frequent use of the camera and
the screen enables director Davit Doiashvili to let the
audience see close-ups of his characters. He uses this
device to bring to the fore both form and idea.

Post Scriptum

Examples of digital capabilities about in contempo-
rary Georgian theater: Crime and Punishment directed
by Levan Tsuladze, Medea Burka directed by Vano Khut-
sishvili, and some of the plays staged earlier by Dimi-
tri Khvtisiashvili at the Youth Theater: / Love You and
Bashi-Achuki, the latter telling stories from Georgia’s
historical past. Director Dimitri Khvtisiashvili combined
traditional directorial devices with modern graphic tech-
nologies, replacing the play’s decorations with a screen
and 3D technology, with Davit Machavariani serving as
the production’s scenographer, etc.

Throughout its path of its development, theater al-
ways demonstrated the demands of time and era, ac-

9 theatrelife.ge/teatrikarantinishionlaindiskusiebi (last checkedon March 23, 2025).
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cepting and taking in the experiences of others all the that, | believe, remains a challenge in the Georgian the-
while. In this regard, it is imperative to usher in and put  atrical space.
to practical use technological achievements, something
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