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he performance Prometheus Bound, staged

by Robert Sturua at Rustaveli Theater, vividly

demonstrates the director’s creative explora-
tions, particularly in terms of discovering expressive
means of stage art and articulating a civic position.
This choice by the director is connected to his aes-
thetic, philosophical, and personal outlook. The per-
formance is motivated by the director’s understand-
ing and evaluation of sociopolitical events, both as
an individual and as a citizen of his country. Ancient
drama, with its political essence and distinctive
forms of expression, resonates with the director’s
current state of mind.

A stage production acquires particular signifi-
cance when civic pathos and the principles of artis-
tic interpretation resonate with the spirit of the time
and, at the same time, represent a contemporary
manifestation of an artistic credo. The performance
Prometheus Bound, staged by Robert Sturua at Rus-
taveli Theater, vividly reveals the director’s creative
pursuits in terms of discovering expressive means
of stage art and articulating a clear civic position.
This choice is not accidental, as it is closely linked
to Sturua’s aesthetic, philosophical, and existential
stance. The performance is motivated both by the
director’s self-perception as an individual and as a
citizen, and by his personal assessment of the coun-
try’s sociopolitical processes. Ancient drama, by vir-
tue of its political essence and its distinctive modes
of representation, responds directly to the director’s
present intellectual and emotional disposition.

From the perspective of directorial thinking,

Sturua’s interpretation of the literary source is al-
most invariably of central importance. His produc-
tions point to a number of pressing issues within
contemporary theatrical art and encourage reflec-
tion, first and foremost, on the particular trajectory
traversed by theater as an art form. Especially sig-
nificant is his directorial exploration aimed at iden-
tifying and refining the expressive possibilities of
stage art.

Robert Sturua’s stage adaptation of mythology,
grounded in Aeschylus’s tragedy, invites reflection
not only on the tragic dimension of a specific nar-
rative, but also on a broader, more universal ques-
tion: what awaits humanity tomorrow if today the
vices characteristic of a given historical epoch are
not adequately comprehended and transformed?
What future awaits humanity amid unchecked po-
litical turmoil? The director invites the audience to
engage with eternal problems. The performance is
unmistakably conceived with the spectator in mind
and seeks to provoke intellectual co-reflection, to
awaken the audience, and to activate the vital im-
pulses of consciousness. Above all, this production
is marked by an explicitly intellectual mode of di-
recting.

Robert Sturua endeavors to articulate the most
complex epochal phenomena of the present through
the language of theatrical action. He consistent-
ly emerges as a principal voice addressing those
urgent problems which, in his view, are of crucial
importance for the country and society and which
deeply concern him as an artist. As both an individ-
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ual and a citizen, Sturua cannot tolerate passivity,
indifference, or conformism on the part of the con-
temporary creator. His artistic position is invariably
characterized by boldness and courage.

The director turns back to antiquity, to that phase
of human history in which the state, democracy, and
imperial consciousness first emerged. Aeschylus’s
Prometheus Bound functions as a symbol of rebel-
lious intellect, resistance, and sacrifice. The play-
wright endowed the tragedy with profound conflict,
imparted to it a political dimension, and examined
human destiny within the framework of the confron-
tation between divine powers.' Robert Sturua seeks,
through contemporary modes of thinking and mod-
ern technical means, to reveal the distinctive fea-
tures of ancient Greek drama, particularly those of
the early stage of professional theater that originat-
ed in ritual performances held in honor of Dionysus.
He enriches the spectacle through the extensive use
of technical achievements—lighting, sound, and mu-
sical score—thereby charging it with the spirit of the
present day.

In this performance, the consonance between
word and physical action generates an artistic-aes-
thetic, semantic, and ideological image of the spec-
tacle, clearly revealing the defining features and
inner mystery of Robert Sturua’s directorial hand-
writing. Through the unity of three fundamental
principles, he creates a work of high art: observation
of lived reality, its translation onstage, and the har-
monious coexistence of the spoken word with the
means of its delivery. Once again, the director en-
deavors to render the most complex epochal events
of the present through the language of theatrical
action.

Aeschylus’s theater employed forms derived
from ritual performances dedicated to the cult of Di-
onysus and assigned a special function to the cho-
rus. By separating a second actor from the chorus,
Aeschylus developed and intensified stage action,
thereby facilitating the evolution of dialogue, which
in turn advanced the plot and clarified the ideolog-
ical content. Aeschylus’s innovation is particularly
noteworthy in that his reformist move did not ob-
scure the fundamental fact that ancient Greek pro-
fessional theater emerged from ritual-spectacular

forms devoted to the cult of Dionysus, in which the
chorus bore a central and indispensable role.

In Robert Sturua’s Prometheus Bound, the ver-
sion of the choral part presented in the performance
appears debatable. The issue at stake is not the
principle of choral staging as such, but rather the
conscious action of each participant, their personal
culture, speech, plasticity, and the logically coherent
stage behavior associated with these elements. If
the staging principle presupposes and expresses a
synthesis of modernity and antiquity, this approach
should also be reflected in the execution of the cho-
rus’s function. In ancient theater, particularly during
the period of Aeschylus’s activity, the function of
the chorus was of exceptional importance. Drama,
in essence, consisted of the dialogue between the
chorus and the dramatis personae, with the chorus
actively intervening in the development of action
and expressing the audience’s attitude towards the
events depicted on stage.

Over the centuries, the structural composition of
drama changed, and accordingly the form of dialogue
also underwent transformation, leading to changes
in the nature of monologue delivery. In some dra-
matic forms, the monologue ceased to be an integral
component, eventually disappearing. In Sturua’s
production, the structure of staging favors natural
speech; however, the narrative remains mytholog-
ical and exceptional, and the characters portrayed
are extraordinary—heroes and kings. At the same
time, the thematic scope of the performance is of
particular importance: patriotism, public mission,
issues of statehood, and large-scale societal prob-
lems, including war and tyranny. Sturua rejected the
elevated declamatory style characteristic of ancient
theater, and the performance of monologue and dia-
logue (the interaction between Prometheus and the
chorus being a sufficient example) thus becomes
more “life-like” and grounded. Nevertheless, the
mythological narrative itself and the exceptional na-
ture of the characters remain intact. For this reason,
a logical balance must be maintained between con-
temporary colloquial language and elevated stage
speech when delivering monologues.

As is well known, stage art exists through the in-
teraction of two principal components: verbal (spo-

1 Bokuchava, Tamar, and Goshadze, Maia. History of World Theater. Book One: Ancient and Classical Theater. Thilisi:

Kentavri Publishing House, 2018.
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ken) and physical action. The unity of these compo-
nents creates the aesthetic, semantic, and ideolog-
ical image of the spectacle. Over the centuries, the
harmonious metaphorical coexistence of word and
physical action in theatrical practice was disrupted.
Gradually, theater began to conform to the demands
of its time, developing expressive means that pre-
sented narratives through the forms of everyday re-
ality and establishing such modes of staging on the
stage.

From the 1920s onwards, theater underwent a
qualitative transformation, culminating in the es-
tablishment of director-centered theater. In its later
phase, postmodern theater reassessed the existing
mission of theater and reclaimed a focus on expres-
sive means and systems of physical action. For the
development of theatrical narrative, priority was no
longer accorded to verbal action, but rather to physi-
cal action (sometimes referred to as movement the-
ater). In certain cases, the spoken word disappeared
entirely from the reality of the spectacle, and direc-
tors, together with their creative teams, attempted
to replace it with external, physical movement. In
Robert Sturua’s Prometheus Bound, however, the
balance between the spoken word and external ex-
pressiveness (physical action), which is crucial for
theatrical language, is carefully preserved.

The staging means employed in the performance
are resolved and utilized with particular interest
and precision: scenography, musical design (by
Robert Sturua and Svimon Jangulashvili), lighting,
and sound score. This aspect of director-centered
theater indicates that Robert Sturua, as always,
demonstrates masterful command of this dimension
of staging as well, presenting the audience with a
cohesive phenomenon created through the use of
contemporary technical means. It should be noted,
however, that at times the excessive intensity of
sound overshadows the actors’ speech.

As is known, one of the expressive means of
ancient spectacle was the mask, which, due to its
multifunctional role, enabled a specific mode of
performance: a single actor could perform sever-
al roles, and vocal amplification necessitated the
use of masks. In Prometheus Bound, Sturua does
not employ masks, entrusting this function to the
actor. In the performance, actor Goga Barbakadze
performs several roles without altering vocal timbre
or outward appearance. He emerges as a distinc-

tive figure who, through direct contact with the au-
dience, introduces comic and farcical elements into
the course of the tragedy. This occurs so organically
that the fabric of the spectacle remains intact. The
introduction of light improvisational nuances, irony,
and wit during the course of performance is logical
and purposeful, and Barbakadze’s acting does not
disrupt the overall structure of the staging. Impro-
visational freedom enables the actor to strengthen
direct contact with the audience and to create a
distinctive field of action. It is also noteworthy that
the director does not seek to frighten the audience
or deprive it of hope; instead, he presents the most
acute problems through an interweaving of the trag-
ic and the comic.

Direct address to the audience was a character-
istic feature of ancient theater and functioned as
a form of propaganda for the idea underlying the
tragedy, its purpose and message. For this reason,
a figure emerged who initiated the performance and
informed the audience not only of certain aspects
of the content, but also of the production’s purpose.
Goga Barbakadze’s performance, in a sense, echoes
this figure. Director Robert Sturua creates the text
for this role himself and from the outset accustoms
the audience not to elevated, high-tragic speech,
but to a life-like, low mode of expression, through
which myth, gods, and heroes are perceived in a
contemporary key. The actor’s performance corre-
sponds fully to the director’s conceptual decision.
His Hephaestus, Dionysus, or ordinary citizen, along
with their behavior and manner of speech, is organi-
cally aligned with this task. It should be emphasized
that this role represents an unequivocal success for
actor Goga Barbakadze.

Prometheus bound to the rock (an iron construc-
tion) constitutes one of the most significant stage
metaphors of the spectacle. The director assigned
the actor an exceptionally difficult task, demand-
ing a transformation of the entire psycho-physical
apparatus. Actor Levan Khurtsia’s physical appear-
ance, bodily qualities, and inner strength appear as
though specifically intended for this role. The scenic
metaphor and its transformation remain seeming-
ly static; however, the inner integrity and power of
Prometheus-Khurtsia are palpable, further intensi-
fied by the skillfully employed beam of light, which
lends his figure a particular expressive allure.

One of the most important aspects of Rob-
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ert Sturua’s creative work is his engagement with
the dramatic text and his montage of the literary
source, which in his hands becomes an element of
the performance’s structure and form-generation.
The montage executed by Sturua does not consti-
tute a mechanical process of reducing or rearrang-
ing episodes—a practice that contemporary theater
often cannot avoid when staging classical plays.
For Sturua, what is paramount is fidelity to his own
aesthetic principle and theatrical language (while
still taking ideological considerations into account),
as well as adherence to a purely theatrical idea, to
which he subordinates—indeed, upon which he con-
structs—both the montage of the play and the sub-
sequent performance.?

Aeschylus’s tragedy Prometheus Bound is mon-
umentally static. At its center stands the monolithic
figure of Prometheus, the Titan who resists Zeus.
The atmosphere of the play is permeated by a sense
of Zeus’s tyranny. In Robert Sturua’s montage, sce-
nic action is endowed with the function of internal
explosion. Through the transformation of the dra-
matic source, Sturua intensifies the director’s score
and brings it closer to those aesthetic principles to-
ward which he has persistently advanced—toward
a theatrical world that encompasses diverse styles,
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ercion of circumstance, remains uncompromising in
his decision to the very end, and opposes a world
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fundamental motif of human tragedy lies at the core
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tions is such that historians cannot bypass it—they
are contemporary performances. When he stages a
classical work, its addressee nonetheless remains
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