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0600300 BsMEn360L AbshzMmos 3. DgmadsnMmobyymoa ,d9s3mab
©o30M330Lb" gMmma3smn 3mLbHIMEaMBbabHYmn MyxRmgdbosy;
90L0n P6039MLOMYMN 03MBYBdS HH0Tob0Y - oMoy ma 3aMyboob
boho.

39M3Loab, MmammE dgmmgo Imbamab, Imbogzn sgbhgomndgodmMa
ImmmE0bob godmbobymgdsdn 03M0d90..

goMmz00bab bodomboznm ngMmoMmdosda sabobnds 0gMmxysboab
3Mmb6393hn, MmgmME 999609b0 60386-boddMEMM s ggmabbImob
09Mx3600LYE, MMgmME 3gMdm 3MyEgabhL. Loddmmmdn bgdsy
HM36LE96IbHYMO  (N)Mgommonb  838maMmgydy;  LodMEM
bgds 88 Mgsmmonb oMy dbmmme IMmALEMY (o ©odLEMY),
0Myd90 dnbo dodHoMmydgmog.

xMz0560bgYmMa Loddmeymo MMIs 03MbagxMn BgHoBMMy3od
©o 39(hoxzmMIsE, 33mMAmMoOnb My3MadgbHornobalg MMA ggmab-
bamoL. 3mmah0Bxdgmn JRMMIMOs BoboysMns 3MbLEHMbs-
0900Mm39 3amBMob bodohmmmgnym 3mbEg3(H0Mab: sMogma-
Lodn 0b®bnMmgdym 6905bMsb, LogsMmogmab gboghoznM
©o bgdomemgoym oghn3mosbmsb, ex nihilo-b 6006y 3MYo-
HaMom ImEymomydsbmob, bogsMmagmab bgdomipozgm Pbagzgm-
LOMNBIENLMSB, LoEaMmogmab 3MBEY3HYsIWNDBIENSLY o LNDY-
my3Mmms 3MgHmmmanym gadmbbnzgdobmab.

0. B3Mznsbnb 930LbHYdmemagom 3mMmadMbAHIn 033900908 ghm-
339M0 gmmbmanymo 3mb3g3ho s dobo ,mMIsz0 osmMgghHngs”
ammbo, MmgmMEz ymxangmgoob ybogzgmbomymo gbgMmgqds, mo-
300909MOEVY Boozad3yma byMmzomabs s 3Y6g00L BHbm-
096m06. 00 dbMn3g, LanbHgMmgbms GQoMmznsabab ,dgmmeab” Mydm-
©gmM0MYds F. d3(Ho0b YommbmanyMmo 3MmagdHob 3gsbdn, boss
9mmbobs o Boomab ©y3mbLAHMYIHN30bHIMa sbamadngs
3mbH39Hox30dN3YMo Fombmanob ig3nbwsdgbbmyma 3mbEg3Hob
- 39bLb3o3900L0 MbHMEMEoyMo Mgxmgdboob 3mbhgjbHdo
M93M9BgbHnMwYds s @obbbzezgdab 3Mabindms HMmSBL-
3Maboyann 999060%0900L 856039LHIENOE BoMAMABEYO..
goMm30060 3odydgdom mbdo3zb ,33bm bLsdmmbggdL” - ,bb3s
00g0maoLY 93dmbHM3mbgoL o dom 3ghgMmpm3nanl, ,3oE3MO-
MHomoab 88 3mBLAHSBAHSL” (3. B3y3mM) ggdbHgbLoym bohgdl. 3ghg-
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MmmBm30900 bodghMmogmo 90306908 3ghammgmmbagol. dbodh-
30M0 LogymMmag 3ghammbm3ngm 00sgnboEngddn 9dngdb o3-
dmmodomymo oy M73Mabogmo ablxgmMLboLLgeb 9b3s30dT0b
00309 0oDL.

390h3MmBHM300 RoMx0s600bo3 Mgammbhmmmganymo bLogzmMEob
smbgmbohngmo smbgMmos o ,B60bsbBoMO” LagMEob Mmmdn
3393™06900. 9bss 3b6hH0EN33307M0 03ognbognnm BaMIMagbo-
oo baggmmogn dbsgzmymmo bogmzg, MmAmob Mg3MadgbiHornos
1L3bMYMME dgMMEYdS (MY3MYBYBHIEBNMS MY3MYBYB(HS(300).
0. RaMmz0sb0bgym0 gMmbmBogmo ablxmMLOL sdsbsbosmydgm
3MmbEg3hom dgndmngds dmeamamogb 9gbigbo, Labgmomo:
99bdodnggmo g9bEgLN, 867 ,0b, Mabo Tgmbgdomolg YymxuNgMydy
yma0gmmob ymzgmazsmo LodM3Mmdonb Tomds”; - gbos gbomg-
Hh0396M-390(HobH03xM0 godMmEomyds - gbmgdaba, dodhenb g60dg
»00003000 godmEomyds” MmI 39300; gbos ,d79dadmab go-
dmEnmgds’, ,d0bhoggma gedmEomygods’, Mmammiz ggbhedoa.
©o bLagymMng gL gedmEENMgds nym nMa3nn GaMmznsbnb x9-
B6mdgbolb, dobo gdmgdggdomn (3)6500L Pdmszmgbo 0b6L3N-
MohymMma. 93 odmEomgonm Mbdszs Mmo3nb 03mbngym hgdu-
Hh90obL 9L 36030myMa ,x39043M0 s 30dD0MbgMN*

Irakli Parjiani’s art represents a postmodernist reflection on H. Sedl-
mayr's notion of the “loss of center”; his universal Iconéme is the
Etimasia - the image of eternal Parousia.

The motif of Parousia, as the Second Coming, crystallizes in the rep-
resentation of actualized expectation.

Parjiani’s semiotic hierarchy reflects the concept of Hierophany as
the supreme sign-symbol, encompassing theophany as a particu-
lar precedent. The symbol accumulates transcendent (ir)reality; the
symbol becomes not only a witness to (and attendant of) this reality,
but also its bearer.

Parjiani’'s symbolic form is both iconic metaphor and metaform, im-
plying a representation of formlessness. Volatilized formlessness
shares affinities with the nihitological concepts of post-contempo-
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rary culture: the will intending toward nothingness, the aesthetic and
semiological activity of emptiness, the pure creaturial modeling of
ex nihilo, the semiotic universalization of emptiness, the conceptu-
alization of emptiness, and the poetological irradiation of simulacra.
Within I. Parjiani's epistemological horizon emerges a certain ero-
sophical concept and its “double dialectic”. Eros, as the universal
energeme of being, is peculiarly interwoven with the phenomena of
desire and temptation. In this regard, the remodeling of Parjiani’'s
“method” within the framework of G. Bataille's philosophical project
is of interest, where the deconstructivist analytics of eros and sac-
rifice is represented in the context of the ontological reflection of
difference - a fundamental concept of post-metaphysical philosophy
- and manifests as a transgressive mechanism of the principles of
difference.

Parjiani continuously creates “foreign paradises” - “other places”,
and their extensive images of heterotopia, “this constant of human-
ity” (M. Foucault). Heterotopias symmetrically correspond to heter-
ochronies. The artist seeks within heterotopical imaginations sites of
escapism from authoritarian or repressive discourse.

Heterotopia in Parjiani’'s work is also an alternative description of re-
al-ontological space and appears in the role of “preliminary” space.
This is a proper artistic space represented by anticipatory imagina-
tion, whose representation is infinitely repeated (representation of
representations).

Excess can be modeled as a characteristic concept of I. Parjiani’s ero-
sophical discourse; namely, ecstatic excess, or “that through which
being exists beyond all boundaries”. This is aesthetic-ecstatic expe-
rience - esthesis, which Bataille calls “inner experience”. This is the
“experience of the impossible”; “mystical experience” as ecstasy. And
it was precisely this experience that served as the primary inspirator
of Irakli Parjiani’'s phenomenon, of his creative vocation. Through this
experience, this unique “fakir and visionary” created his iconic texts.
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mEabmyz,60bsnbHMmMmoxmgdmgadn,dnommbooymagsdshmbgdyma,
3Mmmgghogmo s bobiMgbymn 36mMdngMydab ammas. dobdn gMdbm-
00 0(ho390o 3BML, Lobggdn dbmmme 06Yyqd0wO96 369000 YMMAbL
09d9640, 3v6900 606 JdomEs 3MEOsL. d0MbOL dohMbmMds ogdbm,
003M0 ab ofM godgMmomy, ,05(H)0393909mMm30" goo30@s; dobo doms
oM odgbMomy, dbmmmo 339dbhmMn dgoE3omo. bgmmzbgded bLo-
omgobmesE d9dmnbobs bLomM3abgyma mzobgdMmagn 3o3dafMo do-
0mbmob, MmMImob gmgdgb®gdn domyde smdmMmEgbgdnsd dob
BogMdomdon - Mgammodsdo.

0y Ae33x80dMadno, oMab Momol 39wmyMmodsdoy bsngymo,
Boann 3obLo3YMgdymn EMddshymn gymydmyznmmodnbs, bogbgdom
DMEaLMOYMO ©oT056900L0 FoLEMORgOsTn - Tgd3bob Loggmoma
,0odYyomm*, Moma3 ,,bogmEbmab @MMAS’, My oMo, bym oMy, MoMmay
0603369mm3560 s 9y30mMydgmo donbg.

bobgnmo bgamzbgdnlb dgdmbzgzedn bLodPsEne J0I3 JBRMM
33M0mdYmay, M3aeb eMmms gobdogzemosdn 306 azaMmas Mms30bn
3964300 30dgsmyMmo nbxzmmads3znob ©m3nxdgbhoMmgdob doMomon
LodPomgdabs s 030L odM EoZIMZd Md30L0 dgHPoMyMmMdNL db0-
03690mm3060 ob3ggdHn. 003Mod y3gms 9930L dojgbgooze, 99-
0mgdggds 9gxdmgdgmns nd 0dgob gomgdg, Mmad dgbn bgmom
dgodmgds d90940965L MomoE 8603d369mm3060, 36030myMo o, 0003
oMmyme, 09690Mn30n, IBMm myamdgmon, 300M7 o35 bomM.
383Lbmdb gMmo,dbshzamMbNTnbNdgENE Y6 3JMbEgb, MM Tnbsbym
390MEo3)Modab bbzgdnE gondnoMydgb. 8839 MmL, banggMmoab gb
Bognon, bganmzbgdodn goM33ggmn bamabbob ,003690MdabLy,” 96@o
obsbnomydEam oM dbmmme 3Mndodn30bdgdo dnhbgym dbo-
H3M9oL, MMAMdnE 9M0g30M ,dMEobMmym 603d39000" 010139006
9 3M 3MN3b ©1addndgoxmbn dbozmMymo s 3dsbohoMmymo gmE-
b0m, 0M3990 0 MLAH3HYOLSE, MMIMYOLSE 9930 sLg0 3MEBY. Y
300093 Lognmbagns - sMLYONMOE, 3006 oMb JRMM FgydMyznmm,
9330060, MMIgmai3 39M os3bMd0gMmgdL bgemmzbgdab 3MmoYdgoalL
LMY bomMoyymgbs s LoMMAgL, 09x690Mn30 ™My bgmM3zbyMo
3d9306Mm90mM0 m3smmabg3nm, oy dbodzsMmo, MmIgmoy s36m-
009M3g0L o3 3MMOMYTgoab MydoYMYLoL LMy JobIHodL, TogMod
00063 090030 3001M3b Fgg0gdsL - 90MJag9dsL?!
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d0pbgozo@ 03 Bobogob dMozomaxgMmm3b900Lb o 9608369-
omodobs, MMIgmo3 ogmmams bgmmzbgdobs s dnomanmgnob
3M0009MM30dsMmgdab 3MmOmydolb 33wg30b bgygmmdn, 3304-
Mmod, 0000bYMn, dnobM30L sM3BnMM3MgBYM 3oMagmms sMLbYOM-
009, MMIgmoE 3annbEgds oMy bobgms, LOYIIHS O M3000 ofM-
Jadodms abaezLydsdn, 8MydgE BaMAMbblab MaomndsEnab ab 3ob-
LagnMMgdma P60M0ny, MMAgmoE dab bobgms FohgaMasmadsznab

dmabmgzgbamgosda  godmabohgds. doombob gb gobboggmmgdom
boemm3nbygo dbomy, MMIgMLLE LHMYIHIMLIE 30 39M 396MEIOM,

d90dmnds, 33Mm ©obsbonomEab MmammE gomMazggwmo 0d3ymbo,
R3960 36mMONgMgdalb (badmgsmgdmnznlb, 30Mowab, dbs¢zmymab)
Boomnob dmgdgon 66935, MMIgmoy TPIn3zs@ B9dmJdggoL
bgmm3zb90sd9.

Once, in the prehistoric era, myth was the dominant, collective, and
syncretic form of consciousness. Within it, feeling led to thought, imag-
es were only beginning to assume the form of concepts, and inspiration
preceded knowledge. The dominance of myth eventually declined, yet it
did not disappear; it merely went “underground”. Its power did not fade
either - it only changed its vector. To this day, art has preserved a pro-
found connection with the properties of myth, the elements of which are
rapidly growing in its sacred reality.

If you think about it, there is something naive, almost wild, a certain
amount of dramatic childishness in the desire of fully grown people to
create, if not their own “world”, not some kind of “form of life,” but at
least something significant and necessary.

In the case of fine art, the situation is even more curious, because,
over time, it has lost its function as the primary means of documenting
visual information, and thus has forfeited a significant aspect of its for-
mer relevance. Yet, despite all doubts, creativity is impossible without
the hope that one’s hands can create something significant, unique, and
at the same time natural, viable and more enduring than oneself. More-
over, it is not enough for the artist to have this feeling, you also need to
believe that others can share it. At the same time, this share of naivety,
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a certain degree of “capriciousness” from art should be possessed not
only by artists who are considered primitivists, such “adult children” not
burdened with the wisdom of artistic and humanitarian knowledge, but
also by great masters who possess such knowledge. And this raises an
enduring question: who, in essence, is more naive - the person who does
not comprehend the entire complexity and depth of the problems of art,
with a naturally or artificially narrowed horizon, or an artist who is aware
of the entire volume of the thesaurus of these problems, but still dares
to challenge them - to create?! Despite all the diversity and significance
of the material accumulated in the field of studying the problem of the
relationship between mythology and art, | think that the basis for it is not
the existence of mythopoetic parallels, expressed in the similarity of im-

ages, plots and even archetypes, but the very ability to realize the imagi-
nation, the need to materialize its images. This deepest side of the myth,

which cannot even be called a structure, can rather be characterized as
a certain impulse, pressure from the bosom of our consciousness (social,
personal, artistic), which constantly influences art.
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9o Mmdgmndg, Gsgomanns® LodybgdnbAghHyYy3gmm ©oMmadn:
30903530, J0d0sdn, domemanadn, 93mmmmansdn, gabghnzedn smdm-
Agbomn  306mMBOMT0gMgdg00n, oMEmMy 00830003©, 3ZomMNEYMbO
0M0ob 89M3bLV0YDg00LIMHY39MM MExOd0E, FogoMMma®, LOdMGS-
©mgomog d93609M9090080, bygmmzbgdomdgmmbgmdadn, 93bngadn,
1600093609M90030 o bLb3., FogMod sd0b Bodm3zmwgbob o, dom
309M9L, 0Ly 3obLH303909M™ PoMEx0T0 oMb gBYIHYM 3odmygbgdsb
b3gEeMyMa BgEbogMmyma 33mg3s bdnmegds, Mog, Mmagmmaz Bgbo,
dbomo boymanb 3m3E9800 o dsbmgdym bgzsLeE gobodnmMmdgob.

090m7J0g0 300Mm36900 0MM393L EMBILEMMMOSL s 830 J3baL
3mHabEnomms bbgomdsb mo30b gabomadoedo, Mmammz LobHhI-
00300, dogmnbbdg30L dMbLbEYboE, Moms 390aMa Foyymgdgmads ob
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d9domyds dnnmmb bsbznmo bgammgzbgdab 608780L (30D75mMyMab)
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99803m9600L d993s® B3MAMNgdbg0s dgLoddnbO MyagEno.

99803m9600L dogmo Babongos bobhgdob 3MA3MbgBEHYOL MMl
s bdnMo yMmongmmgsdodmngmgdgm dgogab 063930, MmAganbog
domydlL, LomMo3g oML dgbodmm Loobgglb. sbgmo m30bgdM0z0
bosbag 3m0bEyds Lb3sELbbls dM3zmgbadn: bob@Hgdnbmznb yEbm
3Ma33mbgbhob 0b3mM3MMeEnobs o Mo30L 3MA3MBgbHYdMb dmM-
3900-000500390530 86 d0b P393w9000.

0036omabmdnm mbdHodmnb Jabnmagds, MmgmmE bobdgds, nbzg-
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39330Mgomo hgMmanbgdab ghndmanmanady.
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608MMAd0 0bhHgMEobEN3mnbyMo, LOdYbgdNLAgHY3gEM Jo-
bmbdMaAngMgdoms godmygbgdom gobbomymos d9dmgdggdnmn
3MmEgLob Mo30Lx07xMY060.

The laws found in any one of the branches of science — physics, bi-
ology, physical chemistry, radiation biology, bioenergy, ecology, genet-
ics - are not infrequently valid in non-scientific fields. For example, so-
cial sciences, the arts, music, linguistics, and so on. However, identifying
these and applying them effectively in such diverse fields requires special
scientific research, which usually yields new fruit and new insights.

A creative person disrupts equilibrium and thereby generates a po-
tential difference within the created system producing free energy. As a
result, the viewer or listener feels an expression saturated with this en-
ergy, and perceives it either as a of a piece of fine art (visual) or a piece
of speech (audio), for example in the form of poetry. When there is dis-
harmony within a system, there is also disharmony in behavior, and vice
versa. More broadly, states of stress likewise arise from a potential differ-
ence and a corresponding release of free energy.

Energy is distributed among the components of a system, and, in the
case of their synergy, it reaches a significant level of potency, causing a
bifurcation and thereby generating something new. Such qualitative nov-
elty manifests itself in various events, such as the strengthening of the
system’s defensive capacity (immunity); incorporation of a foreign com-
ponent into the system; the adaptation of this foreign component to its
own components, its replacement or the failure.

Gradually, the artist’s creation (as a system) eats up more or less the
sense of self-satisfaction in the author and, according to the theory of
mood, is perceived positively by the viewers and appreciators and some-
times creates a style. This style may become a dogma if, once again, it is
not transformed by a new creative effort in the manner described above.
In this paper, we explore the nature of the creative process in an interdis-
ciplinary way, using the laws of nature.
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In today’s globalized world, design serves as an important indicator
of national identity and cultural revival. Georgia, situated at the cross-
roads of East and West, demonstrates a unique synthesis of tradition-
al forms and innovative approaches that shape its recognizability in the
global context.

Following the political and social transformations of the early 21st
century, Georgian architecture and environmental design — along with
product design - have acquired new meaning, reflecting modernization,
openness, and the search for a distinctive visual code. Artistically rich
urban projects in Thilisi, Batumi, Kutaisi, Sarpi, and Mestia combine na-
tional motifs with minimalist structures, employing glass, concrete, and
natural stone that integrate into historical surroundings or are designed
for the difficult relief of mountainous terrain. Invited designers and ar-
chitects such as Michele De Lucchi, Jirgen Mayer, Massimiliano Fuksas, as
well as national authors like Giorgi Khmaladze and Georgian studios such
as Architectural Bureau Spectrum, create spaces that blend the aesthet-
ics of functionalism with local identity.

In product design, there is a clear trend toward the reinterpretation
of traditional crafts — woodcarving, weaving, and ceramics — through con-
temporary forms and technologies. Works by young Georgian designers
are marked by conciseness, environmental awareness, and a pursuit of
“tactile minimalism”. At the same time, designed objects become a means
of cultural narrative, actualizing local stories and the natural resources of
the region. Notable examples include works by Georgian studios such as
Tsikoliadesign, Designbureau, Funduki, and XYZ Integrated Architecture,
among others.

Thus, the recognizability of the new Georgia is formed through a har-
monious fusion of the past and the present. Design acts not only as an
aesthetic but also as an ideological means of communication - repre-
senting the country as an innovative yet deeply tradition-rooted space.
This creates a foundation for shaping a new cultural brand of Georgia
within the global visual paradigm.
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STORY is an ancient tool for conveying a story in dramatic art and the
art of communication between people in society. From the West to the
East, stories are embodied in the artistic practices of screenwriters.

In the context of the structure and construction of the story, Japa-
nese comics - “manga” 2, < >4 - which have their roots in early
Japanese art and find their cinematic embodiment in modern Japanese
cinema, seem to be particularly interesting. Manga is a synthesis and
form of visual and literary arts, and since the 1950s there has also been
a whole separate branch of literary film publishing. Usually mangas are
black and white, rarely in color. (It is especially interesting that currently
mangas are popular with Ukrainian teenagers, as well as with audiences
around the world).

It is the manga in Japan that goes through the process of adapta-
tion and turns into ranobe (a type of popular Japanese literature), anime
(animation) and various computer games. The screenwriter of a manga
adaptation can be a mangaka (manga author) or a gensakusya (Japanese
[RYE=F, he creates the original screenplay, texts).

The Japanese manga artist, T. Osamu is using new techniques in the
manga, such as showing the action from different points of view. T. Osamu
is the author of the following statements about manga: “I am convinced
that comics should not only make people laugh. For this reason, in my
stories one can find tears, anger, hatred, pain, and the ending is not al-
ways happy.” He also defines manga in a series of striking aphoristic for-
mulations: “Manga is virtual. Manga is sentiment. Manga is resistance.
Manga is bizarre. Manga is pathos. Manga is destruction. Manga is arro-
gance. Manga is love. Manga is kitsch. Manga is a sense of wonder. Manga
is ... there is no conclusion yet.”
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In the first quarter of the 21st century, everyday culture is becoming a
key context in which artistic practices are formed and reimagined. Every-
day actions, habits, and material objects are transformed into symbolic
resources defining new forms of visual and tactile experience.

In this context, craft practices become not just a technique, but a
medium capable of conveying complex social meanings through material
and process. The artists use handcraft as a critical strategy, reflecting the
contradictions between mass production and the individual experience
of creation. This combination of the everyday and the artisanal allows
them to engage the viewer through a sense of recognition, corporeality,
and emotional authenticity, which is particularly relevant in the context
of digital oversaturation of visual information.

Within the context of everyday life, craft manifests itself as a prac-
tice of care, slow attention, and sustained engagement with the materi-
al world, transforming it into a counterpoint to the logic of global con-
sumption. This opposition is actively being developed by artists seeking
to rethink the value of material objects in an era of virtualized social and
economic relations.

At the same time, such initiatives restore craft’s status as a socially
significant practice, accessible to a wider audience, not just specialized
communities. In institutionalized art spaces, craft techniques are used to
critique contemporary forms of capitalist production and cultural stan-
dardization.

Craft imagery allows artists to explore memory, identity, and ma-
terial history, emphasizing sustainable practices passed down through
generations. Through this interaction, a new artistic sensibility is formed,
focused on process, duration, materiality, and environmental responsi-
bility. In turn, everyday culture acquires a new conceptual dimension, be-
coming not only an object of observation but also an active participant
in artistic production.

Thus, in the first quarter of the 21st century, the interrelationship
between everyday life, craft practices, and contemporary art is forming a
complex, multilayered discourse in which the artistic becomes a way of
understanding the material world, and the everyday - an aesthetic and
political category.
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The principles of classical pictorial composition continue to shape
the visual aesthetics of contemporary video advertising. Directors of ad-
vertising clips still rely on compositional laws such as balance, the rule
of thirds, and visual hierarchy to guide the viewer's eye. Each frame in a
video ad is constructed like a standalone picture: focal points are placed
strategically, backgrounds are softened to enhance focus, and colors and
lighting are harmonized to create expressive contrast.

At the same time, the digital environment imposes a new rhythm:
the clip-based perception of information requires rapid and dynamic ed-
iting that does not negate but reinterprets traditional aesthetics. In the
age of Reels and TikTok, viewers decide whether to watch a video within
the first few seconds. This creates a need for impactful visual structures
that convey meaning instantly. Editors adopt techniques reminiscent of
early montage theory - rapid juxtaposition of striking images to trigger
emotion.

Notably, even with swift editing, every frame in modern video adver-
tising still operates as a complete visual unit — a kind of ‘living miniature’
composed with aesthetic precision. Thus, contemporary video advertis-
ing merges compositional rigor rooted in painting with the pace and syn-
tax of digital media, producing visually compelling narratives suited to
the aesthetic sensibilities of the 21st century.
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This paper examines the characteristics of avant-garde Georgian po-
etry under the influence of European, and particularly French, culture,
highlighting the formation of modernist aesthetics in early 20th-century
Georgia - a context politically separated from Western culture - through
the prism of intercultural perspectives.

The study explores the impact of French socio-cultural and creative
trends on the development of Georgian modernist aesthetics, extending
far beyond mere literary interaction. It considers an aesthetic grounded
in broader cultural manifestations, which, beyond literary production, is
reflected in the lifestyle and social practices of avant-garde artists, with
poetry emerging as a privileged medium capturing these conditions.

The paper emphasizes the dissemination of Central European artistic
and literary influences within the Georgian cultural space through Sym-
bolist worldviews and innovative impulses, which shaped the aesthetic
thinking of avant-garde poets in early 20th-century Georgia. In the new
Georgian aesthetic, France is presented as a cultural reference point - a
space where literature and poetry converge as a synthesis of diverse ar-
tistic inspirations, creating a shared realm of artistic aspiration.

In the Georgian context, French culture is perceived as a true center
of new thought, where literary experimentation and aesthetic innovation
draw energy from the dynamic Parisian art scene, itself the result of a
broad intercultural dialogue. The poetic expression of European modern-
ism in Georgia thus becomes an integral part of this cultural space.

The aim of this paper is to introduce the general public to the new lit-
erary forms and perspectives in Georgian modernist poetry shaped under
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the influence of French aesthetics; it also seeks to highlight the modes
of interaction between Georgian and French literary creation, which con-
tributed to the emergence, in early 20th-century Georgia, of a diverse and
unprecedented aesthetic, transcending narrow disciplinary and national
boundaries, and considered within a global context.
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From the perspective of time, with his art and way of life Mikheil
Kobakhidze is perceived not only as a film director, but also a cultural
phenomenon - an individual who, even within a totalitarian reality, man-
aged to remain free and independent. The degree of freedom embodied
by such individuals does not change even in the most difficult historical
periods or personal circumstances. Yet Kobakhidze never highlighted his
personal attitude toward this theme. He considered his position so nat-
ural that it never became a subject of his special interest or discussion.
In his opinion, “Every era is good, insofar as it is the one that has fallen
to your lot”
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Through his art, he had a profound impact on the development of
aesthetic vision and taste of several generations. He created his own cin-
ematic language - outwardly simple, yet interwoven with extraordinary
poetic imagination. While he was still alive, we began to work on the cre-
ative portrait of the director. This gave us a unique opportunity to en-
counter his nuanced attitudes toward life and art, as well as his creative
laboratory. We have regarded the effort to transmit this experience, as
faithfully as possible, to both the present and the future, as an essential
task.
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J'ai coutume de dire que la traduction des poémes n'est
pas difficile, qu’elle est tout simplement impossible, mais
que 'homme n’a jamais réussi que 'impossible.

Eugéne Guillevic

La poésie, par définition, est intraduisible, seule est pos-
sible la transposition créatrice.
Roman Jakobson

Si l'on ne peut dire quelle est la meilleure interprétation
d’un texte, on peut dire lesquelles sont erronées.
Umberto Eco
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“I usually say that translating poems is not difficult, it is
simply impossible, but man has never succeeded except in
the impossible.”

Eugéne Guillevic

“Poetry, by definition, is untranslatable; only creative
transposition is possible.”
Roman Jakobson

“If one cannot say what is the best interpretation of a
text, one can say which interpretations are wrong.”
Umberto Eco

In general, translation - and, in our case, the translation of literary
texts, and more specifically poetic works — has long been the subject of
discussion among specialists who establish different criteria to assess
the quality of a given translation.

As is widely known, every translation is preceded by multiple read-
ings of the text to be translated, its comprehension, and its interpreta-
tion, which in turn often leads to the need for multiple translations of the
same work.

Our presentation focuses on the analysis of the prosodic, syntactic,
and stylistic devices used in The Knight in the Panther’s Skin by Shota
Rustaveli, and the difficulties of translating them. We examine the various
approaches attempted by three translators of Shota Rustaveli's work into
French: Giorgi (Georges) Gvazava, Sergi Tsuladze, and Gaston Bouatchidzé.
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The article “Elene Akhvlediani’s Paris Period Exhibitions in the French
Press, 1925-1927" discusses the early Parisian period of Elene Akhvle-
diani's work, her studies at the Académie Colarossi, her series of nude
studies, and the paintings with which she participated in group and solo
exhibitions.

In 2025, a new album was published, Elene Akhvlediani - Paris Peri-
od, One Hundred Years Later, Nude, which dedicates significant attention
to Akhvlediani's nude sketches created during her studies at Colarossi
Free Academy. While preparing the introductory article for this album, the
press coverage of Akhvlediani’'s Parisian activity was examined, reveal-
ing a strong interest in the young Georgian artist, whose originality and
uniqueness attracted the attention of Parisian art enthusiasts.

A century ago, Paris was the cultural capital of the world, gather-
ing artists of diverse nationalities and creative convictions. It was in this
multicultural and creative environment that the Ecole de Paris emerged.
Georgian artists working in this context were part of the Paris School,
striving to enrich the European artistic mosaic with elements of their na-
tional identity.

While working on the album’s article, special attention was paid to
the French press from 1925-1927, which covered Akhvlediani’s Paris exhi-
bitions: the Salon des Indépendants, the Salon d’Automne, and her first
solo exhibition at the Galerie Quatre Chemins. The French press followed
Akhvlediani’s work with interest, particularly her Parisian-created Geor-
gian landscapes, which were highly appealing due to their distinctive fea-
tures rooted in a foreign culture.

Critics recognized Akhvlediani's painting for its uniquely personal
style, rich palette, subtle color sensibility, and exquisitely refined taste.
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0000 JMobHNsbM0 3gmBIMymadsMmongdabybogzgmbamyma
30M39mbBysmms s ©obagmymo 3030mndsEnab modgMmehmym/
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®m0090@s ,bogMamymn bohyznb” dysm Loddmaym LoLHgISL, Mm-
09m3nE 399Mm0sbo 3©adnsbob gombo, dobo AbMRMZbE©S ©o
dmMmomyMm-gomnzymn dMBsdLN.

606000900My dmbLgbgds gbgds dadmoymo 3oMongdnb, gob-
boggmMmgodnm 3o 3o960bgyamn LozMEab, mopgMmodyMymo HMSBL-
aMmM3dE00L goobomndgdsb XX Loy3nbob BMbIYM magMmobhymodo.
Azgbo B0Bsbos mobgMmobyMmymo 3gomnmgoalb Lodygomgdom 3og-
Babgymo bogmEab sMogMmmgzammagaba goggodob amybhMozns, M3
30mbsANbMy ,o00900b" Fgmmbg 0s30L - s0gmM-30960L g30-
dmEob - bomahnymo mgmdn gobbomzab boxyyd3zgmdgag.

2000009000 IV mo380 bLozmEy oMy dbmEME ggmaMmagznyn
0mE3903mmOs, 3M339 3096000 O 30gMNbsJboaMgnyMa EHomNdANbL
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ba®pmagdss. bLo3mMEg 39960Ls S v0gMAb omob gMmm-gMmno 96033-
B6gammzebo gmgdnbhne: Aszghom bLnzmMEgdn d0bosmdmgdgn 30960
ommob 3mb®hnbyydLb s3mbbhmmmagdlL, 80806 MMEabeE IMIMVOMY
309mn bLogzmMENon 3MIbhHsdoMYMMONL, 339mgdsMdaL bnddmemoy,
Lo@oE IPAN30 sMaxmgmo ngdbgode.

00M0g00, XX LOY3Y60L BMLBaYM Mmadgmodmadn 39960bg 0
bogmzg smbgMmbodhoygma Mysmmodab, sbsmo gbmghozab d9Jabab
Ladyomades. XX LoY3nbgdn dodoyMo 309600 obhgMobymymo
3Mmbm@ndn 00659900MmM3g JMOsBIM bozmME9dn a3aMaymn 39M-
bmbogns, MMIgmog LogymsMma ,39“-b 3Mmgdznsb odndMNyM/d0-
ombymo  gmgdgbhgdnm FoxgMmgodym, smbgmbooym bogzmzgdo
3mymmob, Mo@g bLb3os oMmom@gMmns, 0y oMy ©13MbLAHMYaMgOMN
LOHMYIHIMOL 3Eg60b F3IEMOS 396Yy39H 0o osMManb gmbdY.
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9™my396(h9060L LMo EH3MbLAHMYJ30L gdoom 89Jdbngmo ,3039M-
Mgommodnb” dgbbogmobl, MMAgmoz 30960L opgMmodyMymmo 3gM-
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bmbagob g3mmyEnab MLy gobabamgods, MmgmmE bydaggdab Jo-
603060 0gmadsmgmodnb 3mbEg3hgomymo sbaMmyzmo.

The Bible is the universal source of the Christian cultural paradigm
and appears as a “universal hypertext” for the literary and mythical imag-
ination of western civilization. Its canonical exegesis, religious-dogmatic
hermeneutics, and theonomic metaphysics have, over centuries, formed
a solid symbolic system of the “sacred word,” uniting human ethos, worl-
dview, and moral-ethical beliefs.

The present paper focuses on the literary transformation of the bib-
lical paradigm, particularly the space of Cain, in 20th-century French lit-
erature. Using literary examples, the study aims to illustrate the diverse
interpretations of Cain’s space, as evident in the narrative axis of the
Abel-Cain episode in Chapter IV of Genesis.

In Genesis IV, space functions not only as a geographical reality but
also as a symbol of the axiology dualism between Cain and Abel, ex-
pressing two contrasting worldviews. The space is a crucial element of
the Cain-Abel myth: within a confined space, the sedentary, agricultur-
alist Cain controls the temporal continuum, whereas the nomadic Abel
represents spatial instability and mutability, where nothing remains con-
stant.

Thus, in 20th-century French literature, Cain’s space serves as a me-
dium for constructing an alternative reality and new aesthetic forms. In
this period, the biblical prototype of Cain appears as a character lost in
the contemporary urban space, seeking projection of the self within an
alternative environment infused with biblical and mythical elements -
essentially an attempt to restore a deconstructed structure against the
backdrop of interrupted dialogue.

The analytical axis of the paradigm also involves the study of “hy-
per-reality” created through the complete deconstruction of temporal
and spatial elements, which, in the context of Cain’s literary evolution,
reflects conceptually the internal state of the subject.
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0300mMB0L gmEmob d0dmoyMmo BaMs®hn30 (Esds©YOs, 11:1-9),
MmIg0E 933036 gM0nsbo 960b odmasb smbgmb, boyinbggdob
306303mmoO0dn 0g3o IgMmbaMgm smJgbhnds, MMIgmog gabEo
600bs Mgmognym 3mbHadLbHL o Zswangdzo Pb03z9MbamyMm bo-
00bms LObLHYBs. dncab gb HMIBLZMMTdE0d dLabo3Lb 960by o
300mbLobymydalb yMmogmmT0doMmgdeb - H9gdbHoweb 30dDYomyMm
bgmm369000w©9, bohyz0eb ymMIsd©Y.

0000mbab gmomab dodmoyMmn domab bLydom@pozgma gobzn-
MoM9ds 0H39690L, MmagmM goawnb dodmaymo Hgdbdho bbzoobbgze
39Oymym ©s gbmghozaM ©ob3yMLban. mohgmasbymsdo (F. Kafka,
C.S. Lewis, A. Platonov, F. Tristan, F. Karinthy, F. Hernandez) ds00ammb0o
BoMIMagbomos MmgmmE gbmdmazn Jombab, 3m3gbozegnyMmo 3Mo-
B0oLOL, doMyxBMWYxonb, 0gbdHMdL 3MadabAL, Hggbmmmganymo dom-
6939000bs s Jomagdn-madnmabmnb dghHogmms; dboshzmmosdn 3o,
Xl LoY3x6abL LogmgMbmL Mgmoagnymo Jobwozgdnob dmymmgdymO,
3. 0Myngamn, my3sb 306 Zomzndmmbab 3ngobhyMo Hommyodabs
©d Mo609gMM3g 30dYsmyMo bgymmzbgonb Loddmmabhyma (L.
30, 3. 3930), 63bg3MI® BOZYMIEOYMO Oy SOLHMIIHIMo BgM-
BgMmab, mobodgmMmmazg oMmdohgdhamgma 608389060Ls ©o @MoQ
msbgnb dghmm3manabob (1927) 306mb6s97893Mab Asmzmom, 0gn
30Monddbgds gmmAaby o bogzmMEob sMygMmMmosE - dEsdnabyma
L0odaYnb, 83d030ab, Hggbmmmagaymn FombBx3900L, domayxrmMydL,
©abOMYJEgmo PMdsbymo bLogzmEob, dmAomoadomyma bodysmmb
boddMmEMme.

33mg30b mgmmoymo baxgydzganns 06¢hgmbhgdbhysemmodnb (Kriste-
va, Genette), dnomzMmohnznbs s dnmmsbsamadab (Durand, Brunel)
3MnbEn3gdn, MMAIMgo0E Lodyxomydsb ndmwy3s, dgedmzs3mMNbmo do-
0ngmmbab domab HgdbhgomyMo s 3ndYsmyma MYdnbobEgbEngda
bb3osbb3s g3mgsdn. bgdominzyMma bgwss (Barthes, Lotman) 30 ndang-
39 bLogyd3zgmb, 0000MbAL gmEmmn BaMAmM3nEaNbmm Mmamms
,0980mbggMm” - bodsbms Labhgdy, LozmEg, ooz 969, LyMomn o
33MOMymo 3mEad0 MobssMbgoMO96, 1M0gMMgeendd690056 @
4360056 sbom gboghoggm bLobHHdSL.

00600900Mm39 93mJodn dsd0amMmmbab gmomab dndmoymo bo-
Mohn30 goboEnb aLbogMomadanob - ob 3oMaegb 63nbos Mg-
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®m0gnym 80600MLL o 0dgbb gbmghn3aM o FnmbmxyoyMm 3ob-
Bdm3nagdsb. 98 3MmMEgbdn dsdnmMMb0 gMoEMMIYmMs bgds HgdbdHn
©o bLMOmN, bohyzo O MM, 60dob0 o boddmemm - gbomgdHozgmo
s 06hgmbgdom®ngyMo osmanb bogmzg dMooEnoby s mo-
6009MM39mMmoOsLb dmMab, booz 0ndmayMo sMJghndn goMmengddbgdo
96039MbsYM 3YMHIMYM 3MEI.

The biblical narrative of the Tower of Babel (Genesis 11:1-9), which
describes the dispersion of a unified human language, has, over the cen-
turies, evolved into a cultural archetype that transcends its strictly re-
ligious context and becomes a universal system of signs. This transfor-
mation of the myth reflects the interplay between language and imagery
- from text to visual art, from word to form.

The semiotic development of the Tower of Babel myth demon-
strates how a biblical text migrates across various cultural and aesthet-
ic discourses. In literature (F. Kafka, C.S. Lewis, A. Platonov, F. Tristan, F.
Karinthy, F. Hernandez), the Tower of Babel appears as a metaphor for
linguistic chaos, communicative crisis, power, identity conflict, techno-
logical achievements, and the city-as-labyrinth. on visual arts, from the
11th-century religious sculptures of Salerno to the gigantic painted can-
vases of P. Bruegel and Lucas van Valckenborch, as well as the symbolist,
semi-figurative (S. Dali, V. Kush), or abstract paintings of contemporary
visual art and Fritz Lang’s cinematic Metropolis (1927), it transforms into
an allegory of form and space - a symbol of human pride, ambition, tech-
nological achievements, power, destructive urban space, and totalitarian
world.

The theoretical foundation of this research is grounded in intertex-
tuality (Kristeva, Genette), myth criticism, and myth analysis (Durand,
Brunel), which enable the tracing of textual and visual reminiscences of
the Tower of Babel myth across historical periods. Semiotic theory (Bar-
thes, Lotman) provides the framework to conceive the Tower of Babel as
a semiosphere - a system of signs, a space in which language, image, and
cultural codes coexist, interact, and transform to create a new aesthetic
system.
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In the contemporary era, the biblical narrative of the Tower of Babel
undergoes desacralization: it loses its strictly religious meaning and ac-
quires aesthetic and philosophical dimensions. In this process, the Tower
of Babel simultaneously becomes text and image, word and form, sign
and symbol - a space of aesthetic and intersemiotic dialogue between
tradition and modernity, where the biblical archetype transforms into a
universal cultural code.
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606000900M9 AMbLH9d0b d0Dob0s LodMagdaymm mahgmahymob
sbsmanzggmo goodmgds, d39030Mngma dmadsymab, d6gMmmabs o
agmBmMmagmaxzab - gms dsnsmab (1903-1997) - 890mgJog©ydsdn s oF
sbsbgmogommymo mMmgammdnb gozbmos gomombadmasmmgdnbmanb.
3o6Ld3yMgdyMn ygMmomgds gmdmos dgdmgdgoab 1930 Bmob
Lodgdmms 3ogdomdn TMgdogMmOab Jmmbogol, LogoMmmzgmmbs ©
39330000b d9bobgd nbo 8330M3909000L dgbBO3MBLY O db3EADBD.

dmbLYbgdaL Bndsb0s LodoMmzgamdn gano donsmMab ImadLY-
Mmmoob dMmbozob gmbmzgmpaMygmo sb3ggdHgdab BomAmMAgbs. o0
390bom, 3obLo3x00MYdYMO YxMoMgds g dmods blsbgmab Mygombob
ymazo-gbmamgdnb odbobzgmm gm@mdobomsb, gmmzmmMmymon o
sbomm3mmmangmn bLobob 60333900, MMIgmms dmMmabos nbg-
00 s6930mH900 L36900), MMIgMMLE 9obmbLOL gogbmodab mMmo-
3nbomyMm Lodysmgos dn3nhbg3m.

033bmobo3g, 3608369mM35600, IMEBIYMMONL EEoMgdaob o-
Hhafmodamymo 39ML3gJH03000 FMELLANm ZozssbsNdMm do-
n3Mob ©v330M390900, MmMAMadol mmognbomyMmos ©o dmMoEeszL
39M3Maxngm ©gMHomadL, 0odnsbms bobnomgdalb BsmMdmAgbsD,
d3zgmon ©s sboma bLodysmmL dLas3LYdOLy s gobLb3zo3900dy, Jom
ammab L3MMBHOLS o HYMBINL Fob3znmomMgdnob byw3zoboE. o3-
Hmmob gobmoabob yyMommgds gmdmods dobo BgMmab TobgMmab:
60gbo obgmomons gmEbama, @nbsdnzgmo gbom, MmdgmaiE ddMom,
J9@mbomabhyM Boamdsb bodgdb dombdy 3mg@pnMm, dbo¢zmyam
3o0mbohymgdgoL.

3Madmygbyma sbomado, gMmmo dbMmag, gyMmbmds 1932 Bymb
3o0mbymo 60gbab ,M1L obomagsdMmomdsb dmMab - ImblM30S0
393300000 9", dgmMg dbMmag, 30 2025 Bomb sedmM3dob Loboo Fo-
0mE9dym dmgdoymmonb sdbobzgm wmMmEmMIsbomasb, Mmdgmoyg dm-
303Mm3900 mdabob gm@pmagmMoxznob 33xd9nddn. bLonbhgMabmeo 339-
bobgds gms dongmab dmMgdogMmmonb Jmmbozob obsmado moag-
MohaMymo s amBMbgmmzgbgdab 39ML3gIhn30ebo3: bhHomab-
Mo bLonbhgMmabm bsdMmMAn s sendMA3dn BoMAMEagbomn M-
HmbyMomgdn 3mdgbHomgdnm HajgbHobs o 30030myMn Tsbomob
33M939©96M™ LObMgdL Jabab.
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The purpose of this paper is to provide an analytical interpretation of
travel literature through the work of the Swiss traveler, writer, and pho-
tographer Ella Maillart (1903-1997), and to introduce to a wider audience
the Georgian reality reflected in her creative legacy. Particular attention is
given to Maillart’s 1930 travel chronicle across the Soviet Union, focusing
on her observations and analysis concerning Georgia and the Caucasus.

The paper aimsto highlight the ethnocultural aspects of Ella Maillart's
travel chronicle in Georgia. In this regard, special emphasis is placed on
the photographic materials depicting the daily life of the Svaneti region,
as well as on folkloric and anthropological samples, including anecdotes
about the Svans, which are viewed as an original means of understanding
the local ethnic identity.

Equally important is the literary analysis of Maillart's travel diaries,
distinguished by their originality and rich descriptive power - from geo-
graphical details and portraits of human character to the author’s reflec-
tions on the similarities and contrasts between the old and new worlds,
including her perspective on the development of sports and tourism. The
author’s style is particularly noteworthy: her book is written in a lively,
dynamic language that blends journalistic precision with poetic and ar-
tistic expression.

The complex analysis draws, on the one hand, from her 1932 publi-
cation “Among Russian Youth — From Moscow to the Caucasus” and, on
the other, from the photo album published in 2025, based on materials
discovered in the Musée de U'Elysée in Lausanne. The study approaches
Maillart's Georgian travel chronicle from both literary and photograph-
ic perspectives, where the stylistically engaging text and the annotated
photographs form an unprecedented synthesis of textual and visual nar-
ratives.
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mooM 0mbgannsbob gomadon ,899mEamaAnb dsmyda” (2006), dobo
090mgdggdab Lb3zs 6033x3900L BLRO3LO®E, bLogmebwmob ©ydsedy
339Log0Mgds. dnbo 890mJgadgads Lo3bLgs 969MaN0m, dmdMomodoo,
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Lo®MBagmMdn, Lbgoobbgs obognL, LmEnsmyMa Jmabobs @
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09MBydo.

dobn 990mgddggdalb bn3zgMmbomymMmmosL gobodnMmmogdb 0d
396MbmMbs3z900L 06N30YsWNBT0E, MMIMmydog Mygobmmmob gMm-
09© J3b600b 00 ®xomdgdb. gb 0b6N30YoM0BT0 Lb3sELLb3s M-
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»000m©aMmanb 0o0mMgo0“ Jommzgmadnbs o BMbagdnb dggmdmymo,
0900@, ddgMmo dgbzgMab sanmons.
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As in most of his films, Otar losseliani places at the heart of Gardens
in Autumn (2006) the theme of life — with its energy, movement, unpre-
dictability, and humor. Through two complementary approaches - film
analysis and an exploration of the didactic potential of this Franco-Geor-
gian cinema - this study seeks, on the one hand, to reveal the universality
underlying the filmmaker’s subjective vision and, on the other, to exam-
ine the film through a pedagogical lens in order to highlight its didactic
potential. In this context, French reality is perceived through the eyes of a
Georgian, a reality which is, in itself, a rare phenomenon.

In France, amid a whirlwind of characters of all ages, social classes,
and origins, through a great diversity of places, actions, and unceasing
movements, with a wide variety of French music, losseliani seeks to cap-
ture and share with his audience what is eternal in human life - love,
friendship and family ties beneath all that it contains of superfluity. This
is not an unresolved duality between the disorder of life and the harmo-
ny it offers to the benevolent observer; rather, it is a successful fusion of
these two, at first glance, incompatible essences.

The universality of his work also stems from his desire to affirm the
subjectivity of the individuals who together shape his cinema. This sig-
nificant dimension of subjectivity resonates on multiple levels for both
Georgian and French audiences. losseliani situates his narrative within
French culture while imbuing it with his own identity — his DNA, that is,
his beloved Georgia. Full of respect for all the singularities that define a
person’s identity, losseliani casts, throughout his work, an amused, criti-
cal and poetic gaze upon French identity. Thus, Gardens in Autumn testi-
fies to a friendly, and even fraternal, encounters between Georgians and
French people.
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Anbymo Lobgoomon bgmmzbgds dmMgym BomMbymdn omgdLb Lo-
™0390. 39M 30093 85680L (d3.6. XVII-XII bL.) s gmyL (d3.6. XI_III bL.)
13MmJ900sb d9dmbobymos Lb3zoEoLb3s sMBHIRIJHDY, LOTsMbDY,
datggmdg dgbmygmagodogmo 3Modohogman Lobab Bobobgdo. MYPIE
6sd3nmn ggmMBgmymn 6533393Mg00Lb 879ddbs (00M9Bnady, Jo-
momEYY, Hommdg) 3mbo dMa30369000 snBym, MmBmgdng, doMo-
033, 39MH030mMIyM0 o 3MmMadMbHomyMmn gMmagbnmanb aammMdnm
n0gdb6g90meo. sMmgyma AhobyMmo gggMbBgmab mbhohms dmmab 3m3y-
mamymo aym Hydobs o Bymab dobgmomymo LOMgds3300L godm-
Y9690, ¥gMmms godadn 3o g3nmahgbmodom bomgadmmows Boomgma,
9030, Yyz0mgmo s MgmMmo xg9M9xdn, IMa3znsbgdom - mgmmbygMmog.
mmM65396(Hg00 HMoNE0I™N 0Yym s bNddMEMMgO00 gaah3nMmyma.
d0g0gmo  x¢bgdEns g30LbMgom@s  3bmzgmgdal, obLoggmmgdom
©Ma3mbab, 393b300, 330, 396094LAL o Lb3sMY 3adMbLLb3LL.

bodgoLobIgmny, M3 hAobyMo HMosoEgogwo JgmbymMobs ©
bgmmzbgonb geb3nmoMgdsdy (Bom ImMab: ggMmMByMedy, oMmJo-
099dHMod)) ©nEAb0d369mm3360 B9zs3mgbs dmobnbs 8b.6. |
Loy3n69d0 0bMgmNEeb dgmbBgymds OyE0BITy, MMIgmboEg do-
bo 363930 JIMOMs TM3Y3o. Md3A30M3IMeE 09xndIL Ao-
6y do 3goM3393mn EodM3Mgd90n 390300, MoasbsiE dsb ndzgmgb
3030m0%5300Ls o FdMo3zm GommbmaoyM-Mgmognym Imdm3-
M9090006 - 3MbxznENBALS o HomnDIMb dMmybs Tgssbgds. My,
M9mM0gn3madmmabo s 3gmHMendmmabo @osmmanb boxyydzgmdy,
-1V boY39699080 Aobgmob Tmgm HoMoHMMN0D) BIMOEM3860
0yobhymo HodoMm-ambobhMmgdal, 3ogmadabs ©o Oyob dmby-
096hM0 Jobozg0qdab nbhgbboymo 339650MMAy gondomo. gobbo-
3900M9000 dmvdd99o300 godmgzo0gmms ndoMmTsdemn dxabhHymMo
boagodmm 3ma3mggdLgdn, MMIWYdon3 ©sdd396909mM0s  sMoh39Y-
myomagzn 3gomob ®Mybzgdom, Mmgmmz Mamogogma, abg Logmm
™905¢)0300. 39-7 L3960 BgMBgMdn ommbMmanyMo nEHgdab
3939653 8ogdboMmEyd..

006300 ©0bsLEHNab BdsMn3zgmmmonb 3gMmomeon (618-907) y39-
oy 3o0Madghmom Ty bLoY3ybggdoL Anbygmob mJmmL bobo@oo
dmnaMmgodgmon. LEMMgE od0gMmoEeb Lobzno bygmmzgbgdsdn 0b-
H96LoyMo onbym 0bmgzsgoymo 3MmEgbgodn, bLb3zosbb3zs d0d-
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©0bomgmdab gohgbs. mydEs BHMoagnym hHobym dbshzmmodsda
Mo09bndg doMomoo 3JobMmo godmoymazs, 3gMdme: 00900 ©o
6ymgon, yze30mgon ©s hodgon, Ebm3gmodn ©s BMNB3IM™YoN,
390003900, 3mMAOMYMHIO0, ZobLognmMmadymoa 3msbhozgmmodoms
o 309Mm3690000 godmoMmhAg3s Jomms Lobggdab mgdodngs. Md-
96053 Anbymo bLobznmn bymzbgds dndnboMmgmdgdab Tg¢ho
gsmom b3gghMmb TmoEe3L, BoMImEgnbnan bodMmadn yyMmomyds
xm3xLboMydymns dnb dbmomeE P8MmL3Mgb FobMgdbs s dom L3Y-
3030330 FobsbNamydmMaddy abdhmMoymo gobznmomgydob sMaym
9(ho399.

Chinese fine art takes its roots in the distant past. Primitive drawings
on various artifacts, tombs, and vessels have been preserved since the
Shang (XVII-XIl) and Zhou (XI-11I) dynasties. However, the creation of real
paintings (on silk, paper and canvas) began a little later, presented in the
form of vertical or horizontal scrolls. The use of ink and water-based min-
eral paints was popular among early Chinese painters. The color scheme
was dominated by red, black, yellow, and white, and later gold as well.
The ornaments were traditional and overloaded with symbols. A magical
function was assigned to animals, especially the dragon, tiger, phoenix,
tortoise and others.

It must be stressed, that the development of traditional Chinese cul-
ture and art (including painting and architecture) was greatly influenced
by Buddhism, which entered China from India in the 1st century AD, with
its accompanying culture. Buddhism initially encountered certain obsta-
cles in China, as it had to clash with an ancient civilization and powerful
philosophical and religious doctrines — Confucianism and Taoism. How-
ever, based on interreligious and intercultural dialogue, in the 3rd-4th
centuries, intensive construction of colorful Buddhist temples, monas-
teries, pagodas and monumental Buddha statues spread throughout Chi-
na. Particularly impressive are the vast Buddhist cave temple complexes,
decorated with extraordinary wall frescoes of both religious and secu-
lar themes. From the 7th century, the influence of philosophical ideas on
painting was fixed.
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The Tang Dynasty (68-907) is widely regarded as the Golden Age of
medieval China. It was during this period that innovative processes and
the emergence of various artistic trends began intensively in Chinese
fine art. In general, the motifs of Chinese painting are distinguished by
their great diversity. However, several main genres can be distinguished
in traditional Chinese painting, namely: mountains and waters, flowers
and birds, animals and birds, landscapes, portraits. Among these, the de-
piction of women'’s faces is particularly noted for its special plasticity and
airiness.

Since Chinese fine art encompasses a very wide range of trends, the
presented work focuses only on its main genres and their specific charac-
teristics at the early stages of historical development.
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6odmman ,AobyMmo  LHYFSMISL3NEdMds s  LYIRMILNSO
bbmdnb ghozaho Mohgomgdab 60gbob boxyyd3zgmdg“ dndmanbomozh
hobymo dHMoogogmo  dob306dmmonb, LIBMOLMOO bLbomTob
90039hob BabgoLs o HMaEnEngdL, MMIMIdn3 gyMmobmos Anbyma
Mmobhyoangonlb Bogbb (fLid). gb Bngbn 3mbxyEnsbndINL Jmobozym
BodMMIMogob gMm-gmmn 3603369mm3060 dmbodmzamans, MMIgmog
qgbgds 3dzgmagb Aobym Mabysmdl, HMmooEngdbs s bmgnsmym
bmMm3gdL. AhobyMmo Modyomgdab gMmom-gMmon 9608369mm3eb0 mo-
30b - 80653960 Bgbgdn“ (HI]) - 33ma30L 963m0dDOL BYEIE,
035mbohnbms, my Momegb 8603369mm35600 3d3zgmabo Anbgmob
bamodyomm Babo LyBMaLMOb bbEmdob ngMmamgonlb oE3sd0, dob-
306dmob®yb9E0g060L gobbadM3zMabe o bhydmabdomadabghozadadon.
603MmA0 330x830M© y0353L bodL MoYomgdnb 60gbdn gobLedm3zMymn
69LgdnLb FgboMAY69gOAL Lo3nmMbL Mobodgmmay Anbgmdo o dob
3933600 006087 MmM39 Aobymo LyeMob 3 HIMd].

The paper “Chinese Hospitality and Table Etiquette Based on the
Book of Rites” reviews the rules of traditional Chinese hospitality and
table etiquette, which are based on the Chinese Book of Rites (+Lit/Liji).
This book is one of the important works of Confucianism, which deals
with ancient Chinese rituals, traditions and social norms. As a result of
the analysis of one of the important chapters of Chinese rituals, “Internal
Rules” (FII1]), it is clear how important the ritual rules of ancient China
are in maintaining the hierarchy of table seating, defining the functions
of the host and the etiquette of receiving guests. The paper clearly em-
phasizes the preservation of the rules defined in the Book of Rites in
modern China and its influence on modern Chinese feast culture.
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09-12 LoOY3nbgdn, AMommym bLYB63gNL absbHNab 3gMomedn
dgbmymadymo ,omobo ¢gab bogMdnb dnboMggdn o dogdn” ho-
Bbygmo HMoogngmn, 9.6. ,,009Ms0 s 363069 390D039M0“ BgMmByMab
3o0mMmAgymo 60039dns o ngn Aobyma Bbohzmmodob sm Jg093ML
ammab 3900360 sanmb 0303900.

Babohob s3¢hmMo 3063 bLNBY6gn (1096-1119), LsNB3gMsbhMmMmm
bodbodzmm Limmob dggnMmoo s, 30MoEoE, nd3gMmodmmm LYbg
bygn6680L (1082-1135) dmBagzg nym. 18 Banab 356395 hnanm gg3b m3930
©@aobMyms o ob Fobn ghomsgMmon 65373930M0s. dbomgodMmEo
dbo®zoMn donob 3gnMmyg sbv3dn, 23 Bennb, goMANEZoMm..

00Mg0d90%g dgbMmymadymn, onmddab 12 dghmo bogmdaob Hogmm
BoMIMagbomos gMmogbomom, MmIgmog doMmy3boob TdomEbbog
nbbbgds s dM3oMNgMYdgmb 390Dszg9M0 BgMBgMAL obomEom
bodysmman sdmMgdogMgoL: 3mmadMbbhsmyMo@ godmmom bodMmbhygdy
0M35mb06 0dmgds Lod gobdmdomgdsdn Tgbmymadymo dmyxod0m,
dnboMygdom, 3m9gddn Asgamagyma bmxymgdom, dnbomgdy dm-
Hh03h03g 653900ms o bLb3sabbzs Logdnobmdom 383900
003006900L qgngyMadnm dgdoboma bLodysMm. bobohdg gMmmdo-
Bgob 96033mMg0s HMowognymo Aobyma TbodhzmMmmodnbomzab ©ods-
bobnomgdgmn bb3zsEsLbb3s bHnmo s BY6E0L dMLANL dHgdbngze.

hoemdy ohoboma ggMmoo Lomgdszgdn d0bgMomgdaLEb
aMab 899abomo, 3gMdme, domdon godmmAgym kgmMgob domogjadabs
s medyMonb TnbgMmoggdn Jabab, MmIAgmmog sbBmMgymMgdab
09000930330M39m300b0bsbbsLY O gMZ3eMYds5g3LTbsMAYBYdYMO.

09093M0L, 3M30mMbOY3n6M3360 dLY3NL oM, obLogxmMmydym
bobomyogb LEMMgE dob dgbogddbgmo godmyngbgdyman sdMydydn
©s 3069MamyMo LoMgds3900 FohgoL, MTSE gobodnmmos nb goghHn,
Mmd Bobodo ,,o0msbo mab bogmMmdob dnbaMygdn s dMxon“, dmMmEM
obo Benab gobdszmmosdn by LodggM, domnsb dmgmyg bbom nym
390mx39b60m0 odmzamngMmadmgdob 606537.

Aobymo 3gmBgmMab dgg3Mom onaMmydymo ,smabo ab bogMmdab
00b0M9yg00 o dmgon* 3930600 bond3gMmspmmm babobg-ddgyddn
oMol oEymO.

bmamamb bbgo BaMByMyma 89093Mg00L dbas3Ls®, Anbymdn

3063 0b0096300L oMb BMS3dg6 17000 O IHIMYO00 ZgoTMMIgO N
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LogbgdLs o Tob dMHN3x0dg 89Jdbom ©NBsNbL dMozmo dgbz-
©90000 ymzgmomoygm gbmgmgdsdn, mydgs JmMmgmamoxgnsdo ,3o-
3M3bmgdgmo 30900 o InbaMggon” 3dobLogymMadymoE d0od-
09gdog300 - 2021 Bgb ,China Oriental Performing Arts Group“-ob
009M ©oEadgmo  Jmmgmamsgzogmo b3ggdesmo ,myzadosMmymo
939y60L gmogmgbn“ bLodn Baab Fobdogzmmodsdn Aobgmab 71 dJo-
mogddn 600-39M 0gdbs BoMAmMagbagma, bmmm 2024 Bgmb 80839 ©o-
LobL AMBOBAMgMONMS O 83539 LaMdYMNc FooMadymMo Bomdn 3Mb-
H0696¢haM0 AnBgmab LD Y39mody dgaMLOZMNS6 BomaAgoL dmMmaboo.

Created during the 12th century, under the rule of the Northern Song
Dynasty, “A Thousand Li of Rivers and Mountains” is an outstanding exam-
ple of traditional Chinese “blue-and-green landscape” painting. It holds a
distinguished place among the ten greatest masterpieces of Chinese art.

The author of the painting, Wang Ximeng (1096-1119), was a student
of the Imperial Art Academy and was personally trained by Emperor Song
Huizong (1082-1135). Wang completed this silk scroll at the age of 18, fin-
ishing it in six months. It is the only known work by the young artist, who
tragically passed away at just 23 years old.

The nearly 12-meter-long scroll, painted on silk, unrolls from right
to left, inviting the viewer on a breathtaking journey through a fantastic
landscape. The composition unfolds across a horizontal plane, depicting
a three-dimensional world of mountains, rivers, remote villages nestled
in the hills, boats drifting along waterways, and tiny human figures en-
gaged in various daily activities. The work combines multiple stylistic and
brushstroke techniques typical of traditional Chinese painting.

The vibrant colors used in the artwork are derived from minerals
- most notably, malachite and lapis lazuli — which have remarkably re-
tained their brilliance and sheen even after centuries.

In addition to its centuries-old age, the use of delicate silk and min-
eral pigments makes the painting exceptionally fragile. For this reason, “A
Thousand Li of Rivers and Mountains” has been displayed to the public
only three times in the past hundred years, and each time only for a very
brief period.
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Recognized as a national treasure, this masterpiece is housed in the
Palace Museum in Beijing (the Forbidden City).

As with many masterpieces around the world, in China you can find
elements and motifs from Wang Ximeng’s painting used in everyday items
and designs. However, the most striking reinterpretation comes in the
form of choreography: in 2021, the China Oriental Performing Arts Group
premiered the dance performance “A Tapestry of a Legendary Land”, in-
spired by the painting. Over the course of three years, it was performed
600 times across 71 cities in China. In 2024, a film adaptation of the
same title featuring the same troupe became one of the top three high-
est-grossing films in mainland China.
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3MbxyyEab godmbobymgdgdab dMozemxyzgmm3zbgds IMBIMOL
00b 3obLogymMmgdym 8603369MMdLL ofMs dbmenme  Aobgmob
3ambymygm bogzgmEgdo, sMedgm gmmosmym 3mbhagdb@®dns. dnbo
R0mmbmans LOY3Y69700L gobBo3zMdsdn obEYbos @ mabag
obablb gozmgbob LOOMBoEMgdMN3 EbMONgMYdSDY. 3MBxYENL
®296m3960L ToLIHOOYMMOs 3mnbgds 0doom, MmMT dobo LEszMYdL
@3 godmbobymgds @amom@ oMab gozmEgmadyma dbmamamb
bbgoabbigs 3gmbyda.

3MbxyEab godmbobymagdgdn dbmmmeo obhmMoygmo o6 Mymo-
30960 bLNAdMEMgO0 3 3M0L, 0LNB0 BLBbE3)6 AnBYMO LodDMZsMydabL
0nMmgdymgdgoL, 3mmobngdym ¢0sdsdngolb, gongnm baMImmagnbgob
©9 3IMBHIMYOM N30MTYMRIEMOsL. Jomo Embs do3EnMYdgMNY
n30bm3nb, MMA gozngmm sMms dbmmme 3MbxyEnb 8608369mMmmMdsdY,
0My09 gm0 AhobyMmo 3030aM0ds300L gob3nmamgdedy.

3Mbx3yE0Lb 30gyMs LoY3Y69900b gobdozmmosdn 0303900 3960)-
MomMyM oanmb AnBYM 33mdMabs o bLabymdbogm ngmemagnasda.
00bo 30d75MyM0 gadmbobymgods dgnMmE oym ©o3e3dn0MgoMN
ndMmmobamo ddsmmzgma bLabAH9dob nEomMEMagnsbs s Jgm-
HIMIM  moMyoxmndg0006, dogomamo, 033gMoym  Anbgmda
3Mbx3nEab godmbobymgds o306 goboe 63nbsbob nzmbymoa
botho, MmIgmog godmaygbgomes HodMmyddn, LOZebTsbosMgdmMM
bo3gmME9g0LY o dmmahngxm Mobhyomgddo, dgMmg 30 nym H6 ML
1799609L0 dmEgmn s dnbo gedmbobymgods dghHbomo 83300 ©
3o6mbobBmMMydmMn oym. 3mag30369000 godmbobymagdgdds dnomm
300093 3xMm LHIbEsMDNDYOYmn bsbosmo - Losg 3MBxYENL
3033M 63MIMOa0s oMy bmmme dmMmmyMm Fogsmomb, sMsdgE
000Mm39m0n ngmemanob E9bdmMmomym doMmmzb. 3mb@HnddgMmoyam
39Momedn M3396009596M 9939390 ©o@as 3MbRYEnL bhobyLa, Bobo
390MmbBbY M0 BIMEIWNBT0L LOTOMMME 0B, 33M0H03900696 Tb
©9 33LbMOMN35® 0633 YMYdO96 dnb godmMLLbymMadgdL. Bogbyoagzs®
000by, @MMEsEMM HMoagngmo 6Mygdn ©s bymobyxkmgyodab
Boboamo 3ommos d0b IgmApmym MgsdomopaEnsb. Hhgbag boom-
x0630L MagxmmmaIgdob 990093 30 3MOxEOL R}N3IM 01bELmob
Mgodnmobhnmos o dobds godmbabymgdgdds sbomn, y@mm 390s-
ByMo gmm3gd0 dgndnbo.
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000609900Mm39 93mgdodn, 3MbxzyEnb bohgds gmmmosmyMm bEo-
Bodg A0byMmMo 3gmdymob bLoddmmmE gobobomads. Tobo godm-
bobyagods ANbyMmao gbabs o ZgMBIMOL F96HME gonsdMmgds (Mm-
ammE oMol ,3mbxysab 0bLHNBHYHOT0Y), M3 bodL jb3sdLb dabo
Mol HmabLbemMmMAsEnob bobgmadbogm nsMmemnsd Anbyma gbob
LBSZMYO3-333MEIMIOSLS S FYMHIMYM PO3WMMTSHNSTY.

JebmyM g309y69080 3MbBYE, HMIoENIM®, A0bymab 3yum-
HaMPm o ImMemMyM 0gbHMOL 63MIMOa]b®s. 3MBxYENL godm-
Lobyg6s bbzsabbgs 3MbHgJLHT0 BbJz0mMbaMgdL — ob dgodmgds
nymb dmoogogma dmmamob Lnddmenm o6 bogobdsbosmmgdanm
a3hmMo®gho. 30030myMo bhomo bdnMo 0E3MYds dENEMMOMNZ0
3mbyMymo bHIbEIMAMIONbs o 3dmaoahoggmo 3mbaybdbhaMoab
dnbgznm, mydEs dabo Egbbhmomyma smMbo MAGds Pbagzgmbomym
R3LYPIMMO .

The diversity of Confucius’ image testifies to his exceptional signif-
icance not only within the cultural sphere of China but also in a global
context. His philosophy has influenced, and continues to influence, social
consciousness for centuries. The vast scale of the Confucian phenome-
non is revealed by the fact that both his teachings and his image have
spread widely across different parts of the world.

The images of Confucius are not merely historical or religious sym-
bols - they reflect the values of Chinese society, political dynamics, eth-
ical ideas, and cultural identity. Understanding these representations is
essential not only for grasping Confucius’ personal importance but also
for comprehending the broader development of Chinese civilization.

Throughout the centuries, the figure of Confucius occupied a central
place in Chinese culture and state ideology. His visual depictions were
closely tied to the ideological and cultural values of the ruling systems of
each era. For example, in imperial China, Confucius’ image first emerged
as that of a saintly icon used in temples, educational settings, and polit-
ical rituals. Later, he came to embody the supreme model of virtue, of-
ten depicted as calm and composed. Over time, these portrayals became
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increasingly standardized — Confucius came to represent not only moral
exemplarity but also the ideological core of the governing system.

In the post-imperial period, Confucius’ status was questioned several
times; his image became associated with feudalism, subject to criticism,
and even mass destruction. Nevertheless, at various points, traditional
circles and certain political elites sought to rehabilitate his cultural role.
After Deng Xiaoping's reforms, Confucius’ figure gradually regained re-
spect, and his representations began to take on new, more humanistic
forms.

In the modern era, Confucius’ image has come to symbolize Chinese
culture on the global stage. It is used as a representation of Chinese
language and culture (such as in “Confucius Institutes”) highlighting the
transformation of his role from an instrument of state ideology to a tool
of cultural diplomacy and language education.

In foreign countries, Confucius has traditionally represented China’s
cultural and moral identity. His image functions differently depending on
context, it may symbolize traditional morality or educational authority.
The visual style of his representations often adapts to local cultural stan-
dards and political climates, yet the central essence of his figure remains
a universal value.
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0630L©N65LAHN(618-90766.)6sMBMI©376LANBYMNLOYHN3YMO
00mMmM36900L Aodmysmndgodab g3mdob, MmAmob mmMmbsi bohyzngmoa
o 30dgomyMo bygmmzgbgds 9MmM0ob 3PIMHIMI™ 0EIomo 06-
Hhoamaoms. gb BsdMmadn 033™a3L 3Mgdoabs s BIMBYMAL Foo-
3390000 00630bL 3gMaomenb Anbgmdo, ygmomgdsb s8sbznmgdlb Mo
0d Logmom gbmghnldym 3M0bEN3x0dY, MMAMdnE godmboh3znb o0
mm bgmblL 830390M750©s. HJLHYOMIYMO s 30DYomyMo sbsndAL
09039m0000  33m3g3s oA396900L, oy Mmgmm gobsbobogMgobyb
39dmhAgboan 3mghn-dbohamgdn, gobbLoggmMmadom 4 3068 390,
obg3g K o063 Loy o T bob 3obo bgmmzbgoob 3mbEIBENSL,
oo Lohyzs o bohn gMmmbs o 0839 d90mJdggdnm dndsbL
99bobyMydo.

3063 3900 mMAbMngn 398330MgMOS, MmammE 3mgbhobs @
abo®3mab, o0 LObMgdaL y3z9medy bomgm dogomanmo dnnhbg3e.
dobo 390%s33M0 3mgdqgdo godmamhggs LogmMEoma LOBYLHNMS O
dg0ho30ma boddzn0m s Jabab gabEob, MmMA bohyzgdn bathow
093930. 9b doEagMmds 339330MEYds FbmMOnm 3MabEndb: TFH A H,
HHARE ,3mgd00800 ggMmBgMms s ®gMByMadns 3mgdns“. 8bas3Lo
qLbOgHN3d vboboomMxds ™Mabgnb 3dgMmomeab Tbodh3mMgdLyE, Tom
ammab g homboby s bsb 3060, nbnbo gxuYdbgomeEbab 3MnbEN3900L:
SEAES L, LyanogMmo bogmEbmabybsMNIbmoOs” o &k ,dbsh3mymo
Ahobogngma® gb 3690900 gobLadM3zMOZzws sMms dbmmme BgMbyMaL,
0My09 3mMgBnsbei3 - mMn3zg d90mbgg3odn 30Bsbn nym 80bogobo
bogmebmobs o bLyWogMmo 06030300 Zodmbohzs, MmIMdoQ
0935900 YoMomm a3mMmIob.

33930 o0 dbosHzMym  3Mo0gMo3gmobbdgdsb  gobnbommogb
Homabymo, 3MbxzygEobdymo o ASE dyobHyMo BLMxMAb)E-
39mm0d900Lb 3mbhagdbhdn, MMIMada3 9Mmnbdo® PL3sBBIL bodL
30MAMb0sL 0od0560b 8065806 Lodysmmby o 06908L dmMab. o3
3oM9dmdn 3m9dns o ®}gMBgMs omnddgdmms MmgmMmE gMmamnobo
d90mJdggdoman 3MmEgbo, MMAWab dadsbol oym Lodyommb Jo-
60gobno Mo®dabs o bymogmn gobbymdab godmEgds Hmbab, Mad-
90bo s ixbzob Amdmomodab d9839Mmd00.

LabybLMYBNNL, 867 LYBLMMmPMO s NbHgMgdHPsmyMa odmMEEN-
™yo0nb dgmbBydab gbmghozamo ngoma mobgnb g3mgab bygmmzebgdlb
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LdPomMgdeb ddWy3mws, 396sbsm YMMAsLY s bywmogMm FnbssMmbL
admmab oMbgdyo 3ozdnMma. v9330Ma® 0§dbgdmEs LozmM3g, Loway
bodhyzs ©@o bodhn 9MMBsbgML 03090 s 9gMMNb, 3omMAMbnym
300mabobggm LobHhgdoE oMengdbgdmme.

3mgdamn Lobggdnbs o 3MA3MdagnyMo LHMYIHYMaL sbogo-
B0 bHHOS s3H30EI0L, MMT ™Mobgab 3gMomeo oMy TbmmmeE
nb®Momaghysmymo s gJbmgHngdgmo Lobmgdab g3mds aym, sMydy
boxydzgmon, MMAgEAsE dMds3omdn gobbadmzgms bybgnb nbsbhnob
amohgmodhmMmomns HMmaaEns - —#i bodn LAHYMYMBoEYds: 3MYdnY,
39M03Max0Nd s 3gMByMo.

The Tang Dynasty (618-907 CE) represents a formative period in Chi-
nese aesthetic thought, during which verbal and visual arts were inte-
grated into a unified cultural ideal. This study explores the intersection of
poetry and painting in Tang China, focusing on the shared aesthetic prin-
ciples that connected these two forms of expression. Through textual and
visual analysis, the research demonstrates how prominent poet-painters,
especially Wang Wei +4E, as well as Zhang Xu 5l and Han Gan %,
embodied an artistic vision in which words and images served the same
creative purpose.

Wang Wei's dual talent as both poet and painter provides the clear-
est example of this synthesis. His landscape poems are distinguished by
spatial precision and meditative calm, creating the impression that words
transform into images. This approach reflects the well-known principle:
B, E AT “there is painting in poetry and poetry in painting”.
Similar aesthetics characterized other Tang painters, including Wu Daozi
and Han Gan, who followed the principles of giyun shengdong “{#4:31,
“vitality and spirit” and yijing &1, “artistic conception” or “poetic mood”).
These concepts shaped not only painting but also the structure of poet-
ry, aiming to express inner vitality and spiritual movement beyond mere
formal representation.

The study situates this artistic convergence within Daoist, Confucian,
and Chan Buddhist frameworks, which collectively emphasized harmony
between the human inner world and nature. In this context, poetry and
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painting were regarded as a unified creative process, intended to convey
the inner rhythm and spiritual mood of the world through tone, rhythm,
and brush movement. The aesthetic ideal of synesthesia - the fusion of
sensory and intellectual experience enabled Tang artists to perceive the
connection between form and spirit, creating a space where words and
images complemented each other in a harmonious expressive system.

Analysis of poetic forms and compositional structures demonstrates
that the Tang period was not only an era of intellectual and aesthetic syn-
thesis but also laid the foundation for the Song Dynasty literary tradition,
where poetry, calligraphy, and painting were regarded together as —#
the “Three Perfections”.
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L0sbab oo dghgmo sby3zg 3BMdomNy, MmgmmE bysdoygbosbgnb
dghgmo. dob 9d9690MdoL Lo®yd3zgmo Aogyomo 742 Byanb, Mmyd-
3o LOY3n69ggdaLb FobTd3MMMOsdn sfMmogMmmbgm Aoydhomps My3mb-

LAMYIBNS PO MS3ES30MZIM0 LobY, 3oM33IIMBEAMS, 37aBIdMW..
©mgb dgdmmhgbomo dgbmdgdab PIghabmos 80939036900 XIV

boy3nb60L dmem 3gMomebL. b EEYIEg gMm-gMon yzgmsedy dzgmn
9 Y39madg oo dmgadgn nbansdyma bommzagns hnbymdo.

09hgon 3ndomgmobL Lnobob obHMmMogm EgbHMIN O Fowe-
g00m0o 12 000 82 gsMmomoDy. dnbo sMgnhgddaymmo gangdgbhgdo
s Jd96900L LMo 00Egbo MMZobymo 9Mmgnds AnbyMm gb-
09Hngsb, MM, gmmo Jgbywznm, domasb Mmymos dobo gomhAgze
939406080 sMbyOM0 dYLHIYMN, 3MEBY3YM0 o6 HomabHyMo dod-
M900Lbgeb. dghgmab hHobym smjohaddhamsb 833396900 sMmsdymMa
BoMbyMgdn. LobmabEodymo ggdgbHgdaLb gb Pbogzomymo gMBydo
306Ld3yMMyd M ngM-bobgb bdgbL 3MA3ggdLL o sdanngmgdb dob
obhmmogm-boddmemym mamgodymadsb.

LNeb0bL oo dghgmob sMmJobhaddamymo 3MI3MdOENS 3oMZoE
03393000 o ®}Y6JE0YMo ZoodMydgmns. 30M33mn 9dMELH
0ME39m0 Mobemsabmodnm 8n00693L yx3Mm EobyMmymo s 6306
LogmME0L390. Ladmmmm Esb0dbymWxdab BaM@Homos dmozeMmo bagm-
(3930 ©aMOsdN, MmMIgmoE BomMIMEa)bL 3madmagdbob bymoagm
396(hHMLL s MBTZb0L sMJohgddHamym bLoddmenmb.

LoMEe30 EaMOSdN gyMEBMOs AnbyMmo sMjohadhamobm3znb
@a0obsboomgdgmm bab dsboym b3ghHgoL, MmImgdos Jobnob 0o-
0aMggMmnsb, 3o0MAmMboym bogmMEgL. dgbmonb ggMmo sdydo3703M0N0
3mgmzs60 bob hggbozom, dmbsdnmos Bomgma, mgmmbxgmo s dgJo
063069 LomMgd3300). of oM 33b3gds gndodomn, Mai3 Lnobab dghgmb
3960bb30390L AbEMdMa badysmmb bbgs dsLIHsdYMa dghgmgdLESL
@9 dbobogb dobo sMJohadHMob Mm3smyMm HMINENYOMSD dES3-
HhoEnsb.

09hgmdn oMbgomn BoMmBgMmadn TabMmymgdymas PbogomyMma
3omogmoxgngmo bhomoo, MmIgmbsg AnbyMm 33300 Modgmo-
HMsda b3oMma “Sini Script” 9bmgos. gL sMmadyma BHgdbhos, Mm-
dgmo@ d9bmMymadgmons AnbyMmo 3omogMmozznob mm3nby o 3Mm-
3mmME09000L gogmgboo. 6oMBgM9dn ahobomoay bb3sobbzs dobo-
masdg, bob ©a®g6dY, J30b bHIMIOLS s 39EWYIODY.
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Losbaob oo dghgmab bLommEegzn EoMOSdAL doEs 39EWYoDdY
306mogqg0mns bob 306gmgon, MMIMYddY3 sdmB30x3MYmas Hgdb-
H900Yy9Mob0sb.9b3369mgd0dghgmab gmm-9mMo ydbndzbgmmzabglb
©33MmMshoge 3mA3mbgbhLb BaMIMaa)bL o nm3mWyds nbemsdyma
bgmm3zbgdob 99093Mo Anbgmdon. ndab godm, MMI HgdbHdn of
3906086900 Byzgho o6 EoMogma Imbozzgmgdn, 933ma3Mgdn 3o-
MomoO9b, MMA mszodnmzgma Asbogngdmo aym ygmaebab LMY
Hh99LHOL sTMBH30GMo.

3Ma3magbo oM dmnEe3L dbmmme LomEe3 oMABDL, ab dbg-
39 99Mm00690L Lbzoobb3ze ©obndbymgdob dgmbg Tgbmonodl,
MmImgdnE gobmoggdymoas 0d9hgonb gdmgddn o 9dbobyMmyds
9M339000 LBZEbTSbsWMgdMM, bmEnsyM s Mamognym bogo-
MmMgogobL.

Losbob oo Tdghgmo gmo-gfmo yzgmody m3ombohobm do-
3omamno 0d0by, My MmgmM bEJlds Mamogngmo 0abhmdab dg-
B6oMAP690s JgmOMymom gobbbgzezgdym gomgdmdon. Anbgmab ob-
hmmoymo, gmnboznmo o osmJohgddamMymn M35 xz9MmM36900
4060L ybogomyMm @mbL, LooE nbodn, MmamME I3bmymnEsb
090mbymn LaMBIYObMYds, MobEomsbmodom 0dgblb sEaNMMOMN3
03930530350, MYIES M 33M33L Md30L doMNME LoRYd3mgoL. bosbob
09RAgmn oM dbmemme obHMMoymo dygmos, sMsdg LoIdMEIMS
3amOnmamsdmmabo nbhgamognob, Mgmoagagma Hmmgmsbhmoabs
s bobmaMmadymon sgobhgdbdnmob bobogdabo.

The Great Mosque of Xi'an, also known as the Huajuexiang Mosque,
was founded in 742. Over the centuries it underwent multiple reconstruc-
tions, which partially altered its original appearance. Most of the surviv-
ing buildings date to the late fourteenth century. Today it remains one
of the oldest and largest functioning Islamic places of worship in China.

Located in Xi'an’s historic center, the mosque occupies an area of
12,000 m2. Its architectural elements and manner of construction fit so
organically within Chinese aesthetics that, at first glance, it can be dif-
ficult to distinguish it from the country’s Buddhist, Confucian, or Daoist
temples. The mosque’s Chinese architectural fabric is adorned with Ar-

77



abic inscriptions. This unique fusion of Sino-Islamic elements lends the
complex a distinctive character and enhances its historical and symbolic
value.

The architectural composition of the Great Mosque of Xi'an is well
planned and functionally articulated. From the first courtyard, worship-
pers gradually proceed toward increasingly enclosed and sacred spaces.
The final destination is the main prayer hall, which serves as the com-
plex’s spiritual center and the architectural emblem of faith.

The prayer hall rests on the massive wooden columns characteristic
of Chinese architecture, creating a lofty and harmonious interior. The ceil-
ing employs a timber-beam system and is painted in red, gold, and dark
green. There is no dome here, a feature that distinguishes the mosque
from many large-scale Islamic monuments elsewhere and reflects the ad-
aptation of its architecture to local traditions.

The inscriptions in the mosque are executed in a distinctive cal-
ligraphic style often referred to in Chinese scholarship as “Sini script.”
These are Arabic texts shaped by the forms and proportions of Chinese
calligraphy. The inscriptions appear on various media — wooden panels,
stone stelae, and walls.

Inside the prayer hall, wooden panels carved with Qur'anic passages
constitute one of the mosque’s most important decorative components
and are regarded as masterpieces of Islamic art in China. Because the
text displays no visible breaks or empty sections, scholars have inferred
that the original intention may have been to carve the entire Qur'an from
beginning to end.

The complex encompasses more than the prayer hall. It also includes
buildings of various functions arranged across the courtyards, serving the
worshippers’ educational, social, and religious needs.

Overall, the Great Mosque of Xi'an stands as one of the clearest ex-
amples of how religious identity can be maintained within a culturally
different environment. China’s historical, ethnic, and architectural diver-
sity provides a unique context in which Islam - introduced from abroad
- gradually assumed local characteristics without abandoning its core
principles. The mosque is not only a historical monument but also a sym-
bol of intercultural integration, religious tolerance, and the Sino-Islamic
architectural synthesis.
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Synergy and Mutual Influence among the Arts, with a Focus on the
Interaction between Literature and Music.

A) Synergy Effects

The interaction and mutual inspiration between literature and mu-
sic is likely as old as these arts themselves and, at least since the time
when words and sounds began to be written down, has also become doc-
umentable. This reciprocal influence has remained alive and relevant in
all peoples and cultures, and has by no means always depended on the
notation of words and sounds.

Thus, vocal expression — word and tone - has always possessed a
consolidating function, strengthening the relationships and bonds within
families, local communities, and societies at large.

Social and religious celebrations, community-building rites, symbolic
gestures, as well as communication that transmits knowledge and myths,
have always included verbal and non-verbal, sonic, visual, gestural, and
mimetic components.

B) Intersubjectivity

Since the Enlightenment at the latest — with the emergence of civ-
il rights and the growing self-awareness of the individual - subjective
perspectives, impressions, desires, and fears have been increasingly ar-
ticulated and communicated. They entered the broader context of worl-
dviews and opinion formation, and were incorporated into the canon of
education and the body of cultural heritage.

This has occurred, and continues to occur, primarily through the
media of the arts and sciences, whose points of intersection - or rather
points of contact — are above all the communicative fields of literature
and music.

C) Works of Art as Milestones of National and Cultural Development

Using the example of German-language literature and music, their
cultural interplay and development can be traced by highlighting certain
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relationships and connections. These are presented here as exemplary il-
lustrations, without any claim to strict systematic order or completeness.

D) Works of Art as Humanistic and International Intellectual
and Educational Heritage

Against the background of Europe’s cultural diversity and its recip-
rocal inspirations — extending even beyond our continent - | wish to em-
phasize the unifying and reputation-building power of all the arts, partic-
ularly through the interaction of literature and music.

After all, it is the texts of other nations translated into one’s moth-
er tongue, or written in a more familiar language, as well as the ideas,
thoughts, and emotions of intersubjective - if not universally valid -
quality that have found their way into the universal language of music.
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Mybo ggmo Lobosoby o LNOBgmMAL Badsgns. 08 WML m. MY63]
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30ML33Mo30 o AMEommgmab @gonomo. mboobob BobodMgdn o
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nbobo 000M3%39096 LNOBYMgLY o T0bBngMm dMMMEAHYOSDY. oM
990mm smbndbymo Lodo doMoosn ®IMabs, m. MY6ag 0ygbgdL
BoMmnbznbRgM, nobxygm s 363069 xkgMgoL, MmAmydoy o3 daMmo-
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0M®HYyodnb. LyyMML @gMxdab gMmomos Jabob JznEBIMM3sb (30-
boMbygmob, MaE M. MYB3agL bobohgddn MIgMmmoby O 3sdnsbab
3MbzmMmoanb 608sbno. gedgdznmzomyg xgMgdb m. MYBag nygbgodb
ngomymab o 03939Y609Mab boddmmme, 3s3., Bymom oxsmMmyma,
9mds33w930 3Mb1Bs obsdhmns goddznMmzsmy ggmgodnm. m. MY637
3o0mmodb, Mbosbab 3mMgdaab 39MbMBsggdn abos@®mbL dndmoymo
090hoxmMgonbs o LoboMgdob BHadLbHOL Fom3zamnbBNbydnm o
390083mb ob0ba gMobHhnobymo 0gMbmamaxrnnb genydgbhgdnm. m. MYb-
390 0030L nybhMmENgddn bmmzn dgobbs MbNobab 39MbmbBszg0L
©o boxwydzgmo AsgyoMms 3Mgv0nbs o dbs®m3zMmMdNL gogMmmnabgdsb.

Under the influence of the poetry by Ossian, P.O. Runge created Die
Farbenkugel (The Colour Sphere), which he linked with his religious and
romantic-pantheistic view and used for the illustration of Ossian’s poet-
ry. According to Runge, the three pure, i.e. basic colours reflect the three
persons of God. Pale blue is the colour of the Father, of the exalted spir-
itual life. In Runge’s allegorical compositions the flower — the symbol of
the Incarnation of Christ - is blue, the spirits of innocent people, eyes of
Ossian, King Fingal, noble women, etc. are blue. Yellow is the colour of the
Holy Spirit, represented at night by the pale moonlight and fire. Red, the
colour of the setting sun, is the mediator between heaven and man. The
Mother of God and Jesus Christ, the mediators between heaven and man,
are dressed in red. The sun in Runge’s illustrations is the symbol of the
beginning of a new life or that of the divine, Christian.

Ossian’s father - King Fingal - is compared to the Biblical metaphor,
the sun. His shield symbolizes the disk of the sun, his palace in Selma
is round and shining as the sun, whereas the narrow and winding way
leading to it illustrates the Christian idea of the narrow and difficult way
leading to Heavenly Jerusalem. In Runge’s paintings the posture of King
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Fingal evokes the association of Resurrected Christ, the world light; and
the people standing with their backs turned on him, including dying King
Comhal, denote the end of the pagan antiquity. In The Colour Sphere the
North Pole is white. It is identified with light, goodness and purity. In Os-
sian’s poems Carictha and Carthon, white colour is characteristic of pure
objects, spiritually elevated individuals, etc.

The South Pole, by contrast, is identified with darkness and evil. The
mixture of light and darkness produces grey, which, in Runge’s illustra-
tions to Ossian reflects unpleasant episodes, events, and objects in life,
such as the stormy sea, desolate graves, etc. The polarity of light and
darkness is the leitmotif of Ossian’s poetry and Runge’s illustrations to it.
Ossian’s spiritual world is linked with the northern lights and the North
Pole - his symbol is the pole star. In Runge’s illustrations the heroic feats
of Ossian’s ancestors and fellow warriors are reflected as the triumph of
light over the earthly darkness and evil. In addition to the three pure co-
lours, mixed colours — orange, violet and green - are also extended across
the surface of the sphere. The unity of the colours of the sphere results
in the seven-colour rainbow, which, in Runge’s paintings is the sign of
the concord between God and man, a bridge between a dying man and
the other world. Runge associates transparent colours with the ideal and
the other-worldly. For instance, the dying Conbana, covered with water, is
rendered in transparent colours, while her last breath takes the form of a
seven-colour rainbow.

P.O. Runge tries to depict Ossian’s characters by means of Biblical
metaphors and on the basis of the text of the Gospel. Images of Ossian’s
heroes contain elements of strict classical specimens as well as of Chris-
tian iconography. In Ossian’s poetry mutually opposite — northern fan-
tastic-romantic and ancient, classical - ideals are united. Together with
Ossian, the important representative of German romanticism P.O. Runge
with his paintings praised poetry, nature and sublime feelings, enriched
the beauty of Ossian’s poetry and initiated the unification of arts.
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6900b mnomgymo Lobab obLoggMMydyMMAsdY, dbobhzMmymo Jg-
9mg09g00L ™30090YMYxdsdg (ngymnbbAgds 33sMn, Fs6Ma), bg-
mm30b0b 0bn3znEysmyMm b0ddg, 0ogMod yzgms d9dmbzgzodn
bgmmzbgdedo gmmosb Togmdos dgmbydymon. mmbogg bLogdos-
bmodo mMEabymom oMb gMmMBs6901006 ©V393d0MJOYMN S Y39-
oy LoJdnobmds - bgmmzebmoeb. 8d0b godm dbohzMmyman bog-
0006mds ghmmMmymom oMmob bobsdwznmab dgdg3bgdeE, dobo
00Mmgoxmgdocn goodmMyosE, 3oMEoddbs o dmmmbL ssdnabmo
dmMob yhoogmomdob @MmIsE. 0J9eb 30 godmdnboMmamol,
Mmd bgmmzbgds, domnsbo smgdymo, gmbymob maz0bydymMmo
dmEamo begods, Mewageb dsLdn 3gmHMab doMmomoo dboMmggdns
g30gdboMgdgma. bgemzbgds Mme30b907Ma ,LoM3gs,” MMIgmdn3 JPm-
Moo smodgdooman. bygaonmzbgdolb bLoMzgdn, 0690MN30s, d0LLbYdL
33mOmob moommagmo Hodob 00300909M9ds. Fg0dmgds 0300,
Mmd bgemmzbgds 3gmdmnb dbshzmyambobmgsbd 3mm@mghb Jabab,
MmIgmboEg 0Mo39® 93903600 ©@o sdom 030 ybogzsmyMmonb, Lm-
3oomyMm-abhmMoymao gobydgmmgommonb banEydmmb 3750836900.
XX L¥Y3960b dmgMbaLEHN bgmmmzsbn 3obn0 3ob6NOL3N Mo30L
6096Mm3d0n ,,bymngMgdob dgbobgd bgmmzbgdsdn” S3OMOUL:

»4M39ma  3gmbymymo 3gMomeo Jabob LoggmMaz mozab
bgmmzbgdsL, MmTgmoE 39M gobdgmmeado...”

In the history of thought, the theoretical concept of culture is found-
ed later, This does not mean that culture did not exist before, but humans
have only reflected on culture in modern times. There is a fundamental
reason for this: from antiquity, even up until the Renaissance, humans
were not considered independent, autonomous beings. He did not feel
like a subject and considered himself a medium between supernatural
forces and the world. Within these worldviews, man did not create him-
self, but was dependent on external forces.

In the 18th century, German classical philosophical and aesthetic
thought considered art in the cultural system as one of its necessary sub-
systems in a regular relationship with other subsystems. For example,
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Hegel considered art in the cultural system along with philosophy and
religion.

Culture is a very complex and multifaceted phenomenon, as a prod-
uct of creative labor, it is very complex in its structure.

Culture appears to us as a transformation of nature in accordance
with human desires, interests, and goals. In defining it, we say that cul-
ture is the product of creative labor, where values are realized through
free creative activity.

The structure of culture is as follows:

Material culture, social culture, spiritual culture.

Art is a form of spiritual culture, along with myth, science, religion,
morality, and philosophy. As we have already mentioned, culture is the
result of human activity. Human activity can be represented in four main
forms, which are:

Practical-transformational activity. Cognitive. Evaluative (val-
ue-based). Communicative activity. In art, human activity is presented in
all four forms to a greater or lesser extent. Some may be foregrounded,
others in the background. This depends on the specifics of each type of
art, the nature of artistic creation. (meaning surname, genre), on the in-
dividual talent of the artist, but in all cases it is combined into a single
whole in art. All four activities are organically connected to each other
and all activities are connected to the artist. Because of this, artistic ac-
tivity is simultaneously the cognition of reality, its value-based under-
standing, transformation, and ultimately a form of relationship between
people. It follows from this that art becomes a kind of model of culture as
a whole, because the main aspects of culture are fixed in it.

Art is a kind of “mirror” in which culture is reflected. The mirror of art
naturally reflects the peculiarities of each type of culture. It can be said
that art creates an artistic-figurative portrait of the culture to which it
belongs, and in doing so, it reveals the secret of uniqueness, of socio-his-
torical irreplaceability.

Twentieth-century modernist artist Wassily Kandinsky says in his
work “On Spirituality in Art”:

“Every cultural period creates its own art, which cannot be repeat-
ed..”
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nbdymygode, - JMabhosbmodsdama bmadbyma bagdamm mgdymgdgda
s gnfMEmybob ,d036009" - MMIgEos nmybhMmomgods gabydMmobogb
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©aobyMomgdam.

The Austrian artist Josef Rotter worked in Thilisi at the turn of the
19th and 20th centuries, providing local newspaper editors and publish-
ing houses with graphic works, mostly caricatures. In this endeavor, he
was a close associate of Oskar Schmerling, a Thilisi-based artist of Ger-
man origin and one of the founders of Georgian caricature. Very little is
known about the talented artist Josef Rotter, either in Georgia or in the
German-speaking world - a neglect his art certainly does not deserve,
even at a cursory glance.

Among the scant information available about Josef Rotter, particu-
lar significance attaches to two publications by the German writer Arthur
Leist, who settled in Thilisi in 1884 and discussed Rotter in his writings.
Both pieces appeared in 1908 in the same issue of Kaukasische Post, the
German-language newspaper published in Thbilisi, founded and edited by
Arthur Leist himself.

In the first of these articles, Leist writes about the Azerbaijani sa-
tirical and humorous magazine Molla Nasreddin, published in Thilisi, of
which Josef Rotter — together with Oskar Schmerling — was a prolific con-
tributor. It was largely due to the caricatures created by these artists that
Molla Nasreddin repeatedly provoked the anger of the authorities.

Arthur Leist gives high praise to the works of both artists — the carica-
tures published in the Azerbaijani magazine - through which the journal
fought against ignorance and social oppression. Such solidarity with the
rebellious magazine and its defiant caricaturists can be regarded as an
act of courage on the part of the organ representing the Caucasus Ger-
mans.

Immediately following this correspondence, signed by Leist, appears
a short unsigned note about Josef Rotter, which was also undoubtedly
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written by him. There, Rotter is referred to as “our Austrian compatriot”.
Two Eastern works are mentioned - the pre-Christian Armenian Heroic
Legends and Firdousi's Shahnameh - which Rotter intended to illustrate.
The note expresses the wish that Mr. Rotter, who was thoroughly familiar
with the history and culture of the East, might one day also illustrate
works of Georgian literature.
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3303 H0300L ,8998900560 3oho” (1797) sMgymn MMIS6HNBINL
9Mm-g9Mmo y39madg 99039M00906Hm 309bo dgndmyds hsnmzsmmb.
03hmmo dbydYdo aMmboom oMM393L Maz0bo MmabL doyMagMmymo
M90hMab HMmaoEngdb o 4dbob ogopmob mznmmgazamgdboym
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©aLbMYMgoxmn, Mebdndgzmymn dmgdggdaby, o 6060 3mob-
99 Bodmbgymos mgohmomymo BoMdmagbab bgmmgbyma 0369-
0o: dbobomodgdn 3mMAgbdoML 3909096 Loggmom Mmgdb, dbLo-
bomodo-0oyyMmgodmgdn LbgEob LEY6DY s Mgomym 350MN3ob Bo-
Bobob0gMndgb. gb (H9gbngs BmmNobo® oMm393L dgm3mMedghg Lo-
333600 9Ly H03nM bMMBgOL s bgmb y6ymoL doyymMgdenab AbMoob
dmdgd9900bL 3Madnidgm omddob.

LEmMyE qb dgomeada - BMJdggdab gobyzghs, 3MIgbhamyde,
bobEgbm (H99d6030L oo A3969080 o 3Mogozgmo obhobiny
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0Mmgbhnb 9303960 mgahMob domMocs 3M0BEN3s® s 6Mabhoboyma
3993bmgdab 9x399hab (,Verfremdungseffekt”) 606sdmMOg .

my308 (030 0Mmboobs o dgHomgsdhmemym 3m3gbhomb nyg-
BgobL, Moms osmmzamb gbmghoznb bmMBgon s ToyyMgodgmb
MoxnmgqdboyMmo omddob3zgh 3od0dgmbL, O0gMmdmme OMgbho 3o dm-
330069000 3339 LOLHYTSHNDSENOL P39M0L TLEE3L bgmMbgdlL. ngo
bomym ogapMmomym 83906003900, 9x39MbodgdoLy s 3MTbHoMmL
0Yg690L 3mmoh03nMn o ©nEsddhnldyma 30dbgdobm3nb.

3303 Hogob 30g9Ls ,Agd8900060 3o (,Der gestiefelte Kater”)
d90dmnds Ahsnmzemmb 3oM3zgm Bodnge® 03339M0 MgahMaboznb,
MmIgaoE 3ommob oMo dbmanme doyymgdmoab goMammosb, sMsdgm
90b m3000M9x3™Mg4LNSL s sbsmahnzxMmo smgddab bHndymomgdsb.

Ludwig Tieck’s Der gestiefelte Kater (1797) can be seen as a ground-
breaking contribution to the development of modern theatre. Drawing on
the playful spirit of early Romanticism, Tieck dismantles the conventions
of traditional illusionistic drama by exposing theatrical mechanisms,
interrupting the plot, and inserting spectator-figures directly onto the
stage. Through irony, meta-theatrical commentary, and the deliberate
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destruction of illusion, the play forces audiences to reflect on the nature
of theatre itself rather than becoming absorbed in the narrative.

Although Tieck writes without political intention, many of his tech-
niques anticipate the principles later theorized and perfected by Bertolt
Brecht in his epic theatre - above all the strategy of Verfremdung, the
distancing effect that prevents emotional identification and promotes
critical reflection. Tieck’s use of disrupted action, self-aware performers,
and visible stage machinery can therefore be understood as early forms
of the methods Brecht would systematically adapt for socio-political pur-
poses.

In this sense, Der gestiefelte Kater stands at the threshold of a new
theatrical era: one that no longer strives for illusion, but foregrounds its
own constructedness. Tieck’s playful, self-reflexive approach marks a de-
cisive step toward the modern, anti-illusionist stage and prepares the
way for Brecht's radical theatrical innovations.
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ing the Martyrdom of Keteban..”) 3ss@bm 06gmobyM LadDMEsEMYOSL
JoMm3gmo gomamab gdnmmo..

300336y mohgMohyMym Lo3zMEYd0 Jg0d3sb IPMBMAL
dmBodgmomngo babg gobLogymMgdymo 8603369mMmMdNm BoMAdMAbS
00mMmzmb 93mgob gedmAgbomo Msdshymanl, sbMasb gMognybab,
1657 63mb 3odmdg39ybg0m 309Lod0 ,JoMmm3zgmo Jomo 930hgMnby,
06y 6ogo©n bodH3neg” (,Catarina von Georgien oder Bewehrte Bestan-
digkeit’). aMmogzoybob 30gLs SWBYML Jg09306 ©IEMABSML, M-
3mmi3 gmabhnobyamo bodHznEobs s BBIMOMNZz0 nEIamMgdob gMo-
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L39byMn EMOBoMHNBInm, LNAdMEMIYM o dmMYzgMMOYE RMMTSMY
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09-20 bLoPg3nbob dmmML Eobogmgmggmadsbgmads Mgzobmmay,
39M0s6 3900930609, J9mM9306 aOMBMAL 653908 bygmsbms goo-
BmEbms bgbsdg - 1982 6amb Mmdaabdn, MYLM390b MYohmLY o
1984 B9mb ggMmdsbnab Jomod domzgmab ,,300mMmJ30073m0b mgodMan®
03030300 00 LugMmdmMabm godmbdogMmgds 3M3s S Jgmg3s60bL
bobg 0d3ns 3d30MdO0OLY o ZgWMbyMomsdmMmabo osmmgnb bnd-
OmmME. 390930600 M93060b390ENY030 J9093060L0 dMBLTgMOL
000gddgds sMms dbmeme MmgmmE obhmMmogma HMoggEns, sMedgE
MmagmmE 36039Mmbomymo gdogbomn MBEAG6AL, Me30LYRWYdNLY
Lymogmo gMmonsbmdabamznb. MggobmmMab 3000 nym,byenmzbgdoed
oM 0oL LadM3Mydn, bgm3z690s 39MMN3670L LodMZMYOL", M3nbaL
R3ME0bL 8sMLYOMONL F0bgo3o®, b3gddHozmo bEwgds 3Mb3MyMH PN
©mMmobs s 3mmoahozgmo Mgaemdab AsMAMgOL oo oA39690L, MmD
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Mgmngnymn, B6gmOMn30 s J0033M0 1Y godn Yym3zam 93mJobo ©o
LadMB3EMg0sdn 3608369mM306 gdo3bamo MAgd..

99009306 @gEOMRML 6539000 ggMdsbyem bgmmzbgdsedn MydMg-
996Mo30s 3boymab, MM3 gfMmzbymo abhmMogmon gedmEoomgdy
HmMmIBLOSEOMBIMYMON, 3PMBHIMoNsdmMabo 8603369mmMdNL ybngzgM-
boyMm boddmemE 0d3s, 30600006 39MMN3650L abHMMoE HMo-

30930, 9003960 0009omMgoL O FMOIMYM 0bhgMm3MgbhoEnsb.

The martyrdom of Queen Ketevan is not only a tragic episode in
Georgian history but also a universal symbol of Christian humanism and
steadfastness in faith. The queen’s sacrificial death early on became a
subject of interest in European culture, literature, and art — in 1633, a let-
ter published in Oxford (“A Letter Relating the Martyrdom of Keteban...")
introduced English society to the heroism of the Georgian queen.

In the German literary sphere, Ketevan's martyrdom acquired partic-
ular significance in the 1657 play by the distinguished Baroque dramatist
Andreas Gryphius, Catarina von Georgien oder Bewehrte Bestandigkeit
(“Catherine, the Georgian Woman, or Proven Steadfastness”). Gryphius’
play portrays Queen Ketevan as a paragon of Christian fortitude and mor-
al virtue. The text is fully embedded in the literary and artistic conven-
tions of the Baroque era, characterized by dramatic staging, rich symbol-
ism, and allegorical forms.

At the end of the twentieth century, the West German director Her-
mann Wedekind revived Ketevan's martyrdom on stage — in 1982 at the
Rustaveli Theatre in Thilisi and in 1984 at the Balver Hohle Theatre in
Germany. The production received significant international acclaim and
transformed Ketevan's image into a symbol of peace and intercultural
dialogue. In Wedekind'’s reinterpretation, Ketevan's martyrdom is under-
stood not merely as a historical tragedy but as a universal message of
faith, freedom, and spiritual unity. The director’s guiding principle, “Art
knows no borders; art unites borders,” is reflected in the production’s
ability to transcend specific historical and political contexts, demonstrat-
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ing that religious, moral, and ethical ideals remain meaningful across
eras and societies.

The representation of Queen Ketevan's martyrdom in German art
highlights that a national historical experience can evolve into a trans-
national, intercultural, and universally resonant symbol, encompassing
historical tragedy, ethical ideals, and cultural interpretation.
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I am certainly not a scholar of literature or art; | am an artist, and |
am not an artist who is also a writer, or vice versa. But | deal with liter-
ature a lot, not only because | read in search of inspiration and content,
but also for the formal research of my art.

When asked who | am, | reply that | am a sculptor, because that is
my primary artistic identity. However, in my CV, | write that, in addition
to being a sculptor, | am an artist, performer, playwright, director, expert
and trainer in theatre and art education, communication, and peace and
human rights education. It is in this context that literature meets me or
becomes writing in my creative process.

Art today is often a crossover of various disciplines, or rather cre-
ative processes that are multi/inter/trans/intra-disciplinary (and not
only between the arts). Although | emphasise my affiliation with sculp-
ture for certain reasons, | would describe myself as an eclectic artist. My
encounter with literature, however, is not only related to my eclecticism,
although it is likely that this aspect of my personality has determined this
contact. The nature of literature is the chosen field that already forms the
basis of my artistic work, which seeks more than just inspiration. This flex-
ibility of literature to be material is expressed at various levels in my art.

One level at which literature plays an important role in my creative
processes belongs to my being a sculptor-artist-performer who encoun-
ters the theatrical arts (theatre or visual arts performance): literary texts
that define my thinking and reflection and influence the form of the work
and/or vice versa.

This determination already exists pre-established in my artistic pro-
cess. It is a subtle game in which artistic visualisations between art and
life or vice versa need words: literature in its forms and content.

Another level is creative writing as a tool and method in creative
workshops. Creative writing belongs to the literary world. However, | do
not use creative writing simply as a useful tool in workshops, but intrinsi-
cally intertwined with artistic and theatrical pedagogical action.

In my presentation, | would like to describe and experiment the cre-
ative dimension of the interdependence between my art and literature in
the succinct overview outlined above.
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99Lbogs ymzgmmzob oym gmmzbyma 0bHmonbs ©s JPm-
H3M0ob godmbohznob bLodgomyds. gb 3mbhgdbho ZobLoggymmgdom
035mboANbMs MaboME 35369MabY (1813-1883) s HBoJoMnd Bomn-
0d30m0b (1871-1933) 898mJdgg0sdn. 35369Mab M3gMs, MmamMmoiEss
000000 o 0dmmELY, dMmogezb gommbmagogmo bomMdobs o
9Mm36ymo doommemmagnob gangdgbhgodlb, MmaAmaydol XIX Loyznbgdo
39M03560030 o 3603369mmdabL FodhoMygdgmo nym. Bomnsadznmnb
»00900MM3 o gmgMmo” sMmab gMmm3zbyma m3gMms, MMAgmoiz JoMmoym
amm3mmmbs o nbHmMoym mgdgdb sgMmmnsbgob s 0d 3gMomoob
Jomoagmo 3gmpamymo 3mbHhgdbhob dgbobndbogzn Fogomamos.

MoboMmo 30369M0 oym ggMmdsbyma m3gMmab MgammasdhmmMo. 0gn
30050 ™My0330330 @ M39Mab JobMmMab MgBMMIshmMmo© 0JEo.
30369M0 Jabns ,, LMy bgmm3zbgdnb 60d7390L (Gesamtkunstwerk),
LooE d1L03Y, EMITs o 3MYBNY JMMNbEgOMEs. dobo 0bmM3s30Y
nym snd®dmbhozgdob Lobhgdob godmygbgds, Mg 39MLMBOIgONLY
o 90m30900L TgbngsmyMm godmbo@3sb JBMYb3gMYMBE..

BodoMmns @omnodzomo aym Jommgmo gmmzbymo m3gmab
®39dgdgogmn, 0go oym 3oMmzgmo 3Mmagbomboma JoMmmzgma
3madmdobhmmo, MmIgmdsl 99Jabs gmm3zbyamo m3gMms ,009LoMmA
s gogMma’, MmIgmoE 99MM0s690L Fmzmmmym dgmmongdbo
o 90mEnyM ©MadshndAL. m3gmy 330h39690L bLoyzoMmymabs o
HM339000b Mmgdsb, MMIgmdnz dmogamo gadnmMmgdo Mmo3n0s60m0 gMdbm-
09000 godmbo®o396 gMm3zbymon bymab bodoMaL. omnsdznmob
93mdgodn 9Mm3bymo dybogs 3603369MmmM306 0YbHMASL dHOMYdY,
Moasb Jommymaon 3gmbyms Mybymo n839M0ab Bgbmeab 4393 nym.

39369M0Ls o BomMNadznmab dgdmgadngads v9MmM0sb9dL gfmgz-
6y 0abHMdsL o 930390 bBoMo®nzL. 308069M0 ggMAsbym do-
0Mmanabs s BommbmMmznmM 0ggoLb gxuydbgomes, bmmm qo-
®03d30mM0 - oMoy gmmzmmmbs s abhmMmogm ;mydgob. mMngy
3madmdobhmMn 0ygbgods 0nLbogob oMms Bbmaome gbogdozgmo
00%69500bm30L, 0MBgE 9MM3bymo 3gmbyMmob godmboh3zobs o
danngmyoab dgbobsmAybgdmoc.

MoboMmo 30360M0 s DodoMmns GQomnodznmao, gobbbzezgdyma
93mJgonbs s JgWmeMImo  3MbAHIJLHNL Toybyoezs®, gMmn

108



00%60b - gMmzbymo nabdHmdab dybagsmymo godmbodznbmznb
0980md696. ,HM0obHOOb0 s 0dDMEMEY* O ,005bsMT0 s gmgMn”
330A396900L, MMA Mm39Mms gMmmmmymas qbmghozamn, J0mME0Mo o
3ombymymo godmEEnmgdss, MmdgmoE 39Mmnsbgob boyzsmymb,
HM39000L s 9MmM3b67m™ LD,

Music has always been a means of expressing national identity and
culture. This is particularly evident in the works of Richard Wagner (1813-
1883) and Zakaria Paliashvili (1871-1933). Wagner’s opera, Tristan und Isol-
de (Tristan and Isolde), encompasses philosophical depth and elements
of Germanic mythology, which held great significance in 19th-century
Germany. Paliashvili's Abesalom da Eteri (Abesalom and Eteri) represents
a national opera that combines Georgian folk melodies with historical
themes, offering an excellent example of the cultural context of Georgia
during that period.

Richard Wagner was a reformer of German opera, born in Leipzig. He
transformed the opera genre by creating “complete works of art” (Ges-
amtkunstwerk), in which music, drama, and poetry were unified. His in-
novation included the use of leitmotifs, musical themes associated with
characters and emotions, allowing for a rich musical expression of the
narrative and psychological depth.

Zakaria Paliashvili was the founder of Georgian national opera and
the first professional Georgian composer to create a national opera, Abe-
salom da Eteri, which integrates folk melodies with emotional drama. The
opera presents themes of love and tragedy, where the main characters
express the richness of the national spirit through their emotions. In Pa-
liashvili’s era, national music carried significant identity, as Georgian cul-
ture existed under the pressures of the Russian Empire.

The works of Wagner and Paliashvili unite national identity with epic
narrative. Wagner drew upon German mythology and philosophical ideas,
while Paliashvili was inspired by Georgian folklore and historical themes.
Both composers used music not only for aesthetic purposes but also to
express and preserve the strength of national culture.
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Despite differing epochs and cultural contexts, Richard Wagner and
Zakaria Paliashvili shared a single goal — musical expression of national
identity. Tristan und Isolde and Abesalom da Eteri demonstrate that op-
era is simultaneously an aesthetic, emotional, and cultural experience,
intertwining love, tragedy, and the national spirit.
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6900L3ngMo dbohzMymo Hoemb dggdbs Lodyommb, Mmamma
Hh99LHoL, smgddnb dmegmns, MMAMab 0bhgm3MmghoMmgds Loagdome
Mmoo 3MmEgboo.

090mgdgmgdnmn dmEamab bLoxwyd3zgmos bogydzgmos LNO-
omenm, MmIgmoz by oM oMol LogoMmm, aymb 33MOsmMyMa. gL
9Mmg3oma hommb d9993bgma dbo@®zmab ,bmMmdab ghodns’, 9.6.
LodOMEYMa 3Ma30mMBBnd369MmdgonL dgqdbos, MmAgmoE, 0s30L
dbMn3z, sbobgmgdL sdMMBsMAMJAbNL BY6JENSL, 98 P3065b369mNbL
039330mM gadmbohzss o 983sMahgdob dbobymgodb.

abo®mzmymo oemb 899860LsL dbgmns, gobobodmzMmmb o-
3bMyMgogma Boboshob badmemm bg3ob 39ML3gIH03s, o0 07
0d o3¢mMmab ,Loyzgdymo Ggbodmgdmmogdnl” godmbo®h3zob M-
3omMmoEbmgzgbgode.

Mo bLodyomydgonm obgmbgdb mbboho Tbohzmymo @Hommb
090839mdnm A396L 0mgd000MOsDY DgIMJTggosL?

969 od oM oMb Fghobomo ymayngmgdsdo, Maasb gnEom, MmA
0b 0030030M39M™MdE3 3M0b M350 YymxzngMmgds bbznbm3znb (I'el-
re — pour — autrui). g6s oM dgndmads aymbL ,a0dmamboma” LyBms
m009dHodob Lodyosmmdn, 30650000 0b Mo3000639 30MagOMOL
bb3go MONgdhgdnLoEDn 8IM3NEYOYMYdaL s dmEgdymons ,bLb3o-
Lo“ @ogdhmmom. Mo d99bgds dbo@HzmMOsL, ,homm® ,babodn” 39-
ndmgods gobwalb Logymamo Mma3al, bogymsma dnbsgebo LoadysmmbL
3o0mbo®3nb LodSON PIgMHY39mmmeE, PbdoyMme. 3.3. LoMmbMObL Fo-
dmbomg3090L LadnMmab3nMmme: ,LogxmeMma Maz30Lb godmbo®3zob y3g-
oy Agdo 93ammds 960Lb oMLYOMOSL ZoMoymOLY; bbzabo ofM-
bgomoab omdmhAgbs AgaL Fodmpwomgdadn bBoboshob bomznbob
nbgo ®@mMmInddn 30bEyds, MmaMMadnEss Joggds o JE3939.
Bobo®ob byw3znbob begds ,bbzobo* sMbLgOMONL 3608369MmoNL
bodgabds m30m390936900L0 gmMInMgdobomznb, Mo 0gds b,
960L 99339Mmd0m, A396039 dsJd0MONEEb odmdnbamy. LEMMgE
,0b3000" 3MLYOMOAL BysmmdNm d@sdnsblb Fgydmas, gsdmahobmb
303360 M330L M13%Y, MMamMmE Mdnggdhob dgbobgd 3690009.

0y 39MdsmyMn 60306-bohyzs Lbzssbbzs LydnmbogyMo Mg-
J080mss gabbodmzmymao, L3gEn@nzxMa ,odMmdMagn 3gmab” bo-

Bomos, MmAgmoy, 998aMa, gosdhoyMgaoymos 3ghy30mgosdo,
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A00()Y303003mmdnMes” d993Mmdamn, My begds dsdnb dbshzMymao
Hommb sgd00monbsL? (60-210)

qbs my ab sg3dHmmMo Jabob o3 ™y 03 HoembL s ob bb3sLbbIY
30MmM36900LM0b6  bLbzoobbzs 8603369MmmdnMds  oIMEgdxmo
od, My ®mdds 6o, 333wabbdmdm, ZosAmEgdnmab ojbhyomym
d0ML, HommL JobosmMbmMmOMng (36900MOLL, MMIgmoE, MmamMa
ymggmmgob, oo bomm3obygmmodomss gamdgambadmzmyma
o 033mM90s 06300006 06N30000b396. ZobLLTIMEHO305 0b
39M99m90s3, MmI HgdLHobL Y309396M 33M0gdq00, A3g6L dgdmb-
393030, dbohzMymo hHoenmb dMo30mbobmzbgds nMozmo gamznobob
090mg0ggdsdn, MmdgmoE bdonMom gMmo mydshngdsb gbgds, 3mb-
393hyomyMo dMo30m3b0d369mm3ze60s, DMasgM, 3gambgdom 3o-
©@39@, Mm3 ab sg3dhmmob 67500-byMzgomalb goMgdgE dndnbamgmob,
»303hmMmE* 803Mad 33¢hMmMab dmbsboggmdnao.

The creation of any artistic canvas serves as a model for perceiving
the world as a text, the interpretation of which is a highly complex pro-
cess.

The cornerstone of this creative model is the symbol, which need not
be verbal at all. This is a kind of “narrative stage” for the artist creating a
painting, creation of the so-called symbolic ambiguity, which, in its turn,
denotes the function of thought formation, is an explicit expression of
the latter, and serves the truth.

When creating a painting, it is difficult to determine the perspective
of the final vision of an unfinished painting, the multiplicity of expres-
sions of the “narrative possibilities” of a particular author.

By what means does the artist manage to influence our perception
through a painting?

Language here does not enter into being, since we know that from
the very beginning it is the self presence for another (I’elre - pour - aut-
rui). Language cannot be “invented” in the world of pure objects, since it
originally presupposes a relationship to other objects and is determined
by the factor of “other”. As for the painting, “a canvas” or “a painting”
can become a reason for silent, unspoken self-expression, an expres-
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sion of one’s inner world, in contradistinction to Jean-Paul Sartre’s say-
ing that “all my attempts to express myself presuppose the existence of
language”, discovery of the existence of the other in my experience when
viewing a painting manifests itself in such forms as action and behavior.
When watching a painting, the significance of existence of the “other” for
the formation of self-awareness is emphasized, of course, through lan-
guage, based on our own perception (perceptual skills). Namely through
existence of the “other” a person can draw conclusions about themselves
as a notion of an object.

If a verbal sign-word is determined by various semiotic modes, is
a part of a specific “semantic space”, which is subsequently activated
in speech, decorated with “verbal embellishments”, what then happens
when perceiving a painting? (60-210)

One artist or another creates a particular painting, and it get across
different people with different meanings. This, of course, refers to the
actual meaning being conveyed, the substantive conceptuality of a paint-
ing, which, as always, is surrounded by immense depth and varies from
person to person. Also it is necessary to clarify the circumstance that the
endless changes in the text, in our case, the diversity of paintings in Irakli
Parjiani's creation, often devoted to a single theme, is conceptually am-
biguous. At times, it may even seem as if this is happening against the au-
thor's will and wish, “without the author”, but with his/her participation.
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BoMmImEagboma 6sdMmdn 033m93L Loabgmm3z6900M3EMEbgM
LodgEb0gMmM-33™mg30m0 FgomEob - BMMINL 36sNBOL - dsMIM-
3969000L 930LdHgdmanmgnym Lo®yd3zmgdlL, 0. 396Hb HMBLEYH-
©36Mhomymo gommbmannb gMmomdo 0sdMydL dsb, MMIMOL BmMb-
993 033900908 ©abindmnbalb 031690s, dobo PbnzgMbomyMn o
obmMmogomo L39ENR0ZS. 033bMSb gMmo, 6sdMmdn LodgEbogMm
0900m0b sghHgomymmosb yb3sedb bodb.

0.306hnb 930bHydmmmganab dabyznm, ,HmMsbLEIbIbHOMyMa*
BoMAmMaagblb 3ndsbohoMogmo abEndmnbgdnlb (Geisteswissen-
schaften) bodgEbogMm 33mg30L 00 0bLAHMYII6HL, MMBgMmoE 3mMa-
60300b 6306y BMMIJO0EEb godmdwnbomg ©ablxMLL 0oL
(s3MommMn, dBmasn gmmagonm ,89hYy39mgoLb”) s 08 Bnbs3nmmodgdb
369L7g0L, MMmIgms 39339MO0MaE 3obabodmzmgds dgomenb Mogm-
Mymmos (89Ebogmymmos). 0. 3bhsbd ,HMbLEYbgbhsmyMa
99396 0” msboymannmo 36039MbayMa 306mMBdMTngMgdos, Mm-
99m0E3 9©s90560L Mo30bBIM P6MxdT0 dg3L (88 M33MbIdMOLNM
»0M0603906gbhomymMa  gmgdgbho” @gbmadgbomym  LadyomMmadn
ambsBomagmob).

0. 306(h0L 68068 gmbgonb 3Matngs” (1781) gMmglsma dmdms-
Mgdos HMobLbEYbgbhHomyMm TgomeEdg, MmIgmolg baMAmMbabznb
90299dmOM03 03B3L 03393L (567, My Mo 899dob0dB0 BsMIMIMOL
LobgbshgOL BaMmAMLb3sdn). bEMMg@ Labzab gb 89gds60Bd0s HMIBL-
39609060 smyma bggds (Transzendentale Schematisierung), MHmdgmdng
L0bMgBdMEYds 33MdbmoOgmMmdnmn 3mabognab 630bse gmMAgon -
bogmMEY @S MM - O 3MBEI3HIWYMa 3Mabonab B3nbs ¥MMIgda
- 30h33MM0900. 3bg 869L7OL 3960 3939369000L B0BO3nMMOYL.

bgmm3zbgdab abhmMnsdn 3o0bMab gommemabob dogMm AsIm-
4omnodgoymo ,bgmmmzbgonlb abhmMmaonb doMmooswn 3690900 (Kun-
stgeschichtliche Grundbegriffe, 1915) 39MEgxEN0L M3gMohoym 3o-
H93mM090L babhgdnmM 3MY393HY00E 3oMEILILOZL s MZNMIYMAB©
093609M905L 3305350MOL. 0L 8YomN09dL Labgm3z6905MIEFMEPBYM
Lodgb0gMm BgomeEbL, MMAgmdng aMMINL sbomodo HMSbLEHL-
©3b6Mhomyma bJgdohndTob bLobgb 0dgblb o o3MomMmn YMMmIgo0m),

3M9393ho000 89hy39mgob.
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BDMBaa, bBodmmanb bLodgbogMmm B3zmomo gmMInb sbsmndOL
09MhomgmMnym ©o 0bhgMoobEN3mnbym Foodmgododns, MmMImob
mbdg3 ©3nbwgdy, MM 3mmMInb sbsmndn oM sMab ,z3mMTomMndI0
0M309 3obMHnobyMm 930LHgImemanadn x5L33IEETIWN O 30-
moanbob dngm LobEHYIohndYOYMn HMbLEYbEYbHomyMn 09-
0Mm@E0Yy, MMIMab dJhgommods gobdnMmmogdgmos @MMInL obo-
m0dab dgomEob sdbomBoyMmo dsdaL Fobobmgdom. s8dsdn 033-
oobbdgds bgmmzbgdemagmEbymodsdn bozmMEobs o EMmabL M-
M09Mm3ndommy09doab dybho d93609M70900L0 MobodgMm3zy To-
®693900L0 3MNBBsB0 TPEION30© ZahoMgds. aMMINL obsgadab
0900mEab sMboby o dobo Jgbodmydmmdgdab gobLbodm3Ms 3Mod-
030 331930L bagydzgmdy 9603369™mM36, PMIIY sgHYsmym
3MbHaqdLbhgomym LogzmMEgL Jabab, Mog LOJYomgosL g39dmy3L,
bgmm36900b nbHmMoob 6ydabTngMm ghHoeddy goM3393mn 3MbEg3H 0L
dnbg3nm d394dbagmoa bobznomn gmMds bLEMMY© BMMINL s6bs0dNL
0900mEom gedm3znidzmomon s 830b Lo®yxdzgwdy dabo LaBMabo
3063000 M3MmMO.

This paper examines the epistemological foundations of the art-his-
torical research method of form analysis through the lens of Immanuel
Kant's transcendental philosophy. It situates the discipline between uni-
versality and historical specificity, while also demonstrating its contem-
porary relevance. The transcendental method, which grounds the human
sciences by establishing the a priori conditions of knowledge, is central
to this inquiry.

In the Critique of Pure Reason (1781), Kant identifies productive imag-
ination (Produktive Einbildungskraft) as the faculty mediating between
sensibility (intuitions) and understanding (concepts) - the schematis-
ing mechanism of representation (Transzendentale Schematisierung)
through which sense cognition (Sinnliche Erkenntnis) - space and time -
are synthesised with the pure forms of conceptual cognition (Verstande-
serkenntnis) - the categories. Interpreting form analysis through the lens
of the transcendental schema substantiates its claim to methodological
rigour.
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Through Neo-Kantian mediation, Heinrich Wolfflin in his “Princi-
ples of Art History” (Kunstgeschichtliche Grundbegriffe, 1915) systema-
tised operative categories of perception into rigorous precepts, shaping
a self-standing science in which form analysis functions as a mode of
schematism: categorising the spatial interrelations of the performatively
constitutive parts that compose the artwork as a whole.

The contribution of my broader research lies in reconceptualising
form analysis not as outdated “formalism”, but as a transcendental meth-
od rooted in Kantian epistemology and systematised by Wolfflin. Situat-
ed within a meta-theoretical and interdisciplinary horizon, and extended
through case study in dialogue with 21st-century scientific insights into
space and time, it demonstrates the continuing validity of form analysis
as a rigorous and renewable foundation for interpreting works across ep-
ochs.
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3oMmmm 3ogdoMazs (1964-1994), 3mgdn, dboh3sma, gbgabihn ©o
bgmm36900mB3Mby,3608369mm3060039Msd 3sbangbn3gMmomeonb
Jofmogm 3godymoedn. dobo gbmzmgds o 899mJ39gds agdmbge
80-90-006 6oL, goMm@odozom g3mdob, MmIgmoi bogosmmzgmmdon
bmgnsymo, 3mmoabogxhn ©o gmbamygma 3Maodobom bsboom-
©900. badgmms 30390M0b ALY o IIMY30EIOMMONL godm-
3bowgdob 89093 J39yosbs 8dndg 93MbmadngyM s 3maonbholym
M9ommd3dn sdmMABE: nbxymoEng, 3dydgzmmds, badmgomasdm madon
s 969Mgahngamn 3Madabo LadMZoEMgONL ymzgmmmoymmosb
3o6LdM3MI3o. dLgm ZomaMgdadn madgMmobhyms 0dEs gMmo-ghm
000390 bLN3ME9E, Lool gMa Loggmam H3030Mbs s NnEIYBHMAOL
dngosb godmbohozme.

00 39Momeab Jomogm moa@gmobhymoedo mMma dodsmmymgdy
03390090Mm@o:9Mm s badgmymo gbmghnzobnbgmizns gobsgmdm,bmanm
09mM93, 030630MOMTY, 333900M3 godmbodo g3mgab enndnbogmmode
@ HMognddn. 0306g0MEYm dodommymgdsdn gobboggmMmydymo
300m0oMmAg3s 3oMmmm 3040Ma30L Maz30byxsmn s 94b39MdgbHymn
3mgd0s, MmIgmog gMmazbymo s 0bagznEysmymMa bdab dngdab
60d3d0o.

603MMAT0 yyMmomgds godsobznmagdymos wgqdbdyg ,MmEs bo-
Bomang 3mgoymmob” (1992), MmAgmoE ddoxMma bmEnsmymo 3mg-
v00b gMmo-gMmom 3609369m306 600do dgodmgds Asnmzommb.
ogqdbdo sbobymns goM®adszemn 93mJab bmznsmyMao H3n30M0 O
0090353M79909. 3gMmab JoMbbabs s 33Mab Maogab dmhnzgdo 0g3a30
MmgmMEz ymazznonn Mysmmonb, oby bLoddmeymMo 9603369mmodNL
05(hoMyxdmMa@;bnbsmMg-bndbgMaboadmbhmaBns . ,30M9x3a36s09d0b"
dMYBNo 30 93mJob HMagnzdgm gobdmInmydsb BoMmIMohgbl. hgdbhda
03390909 Mgmngnymo J39MHadLbHad0, mMa3sgn 3mwoMgdab 3MnbEn3n
o bgmemandadgo0n, MmImgdol JoMmmzgma bombob dmMomyM o
dohgMmnsym dgmdsmgmosb sbobogb.

00M0300,30MMMM 3odaMo30bmgqbo,,MmmMEsLNbsmmyg 3mgdymmobL”
BoMmdmhgbomos goMmEsdogomo g3mgob LNIOMMME o 3MxhM
M9x3™MgqdLNE, §MMg3sM 3MYH M dohnsbg, MMIAMAL goobamndgds3
0603369mm30b08 MmamMmE 3odoMozob dgdmgdadgmgdnl, obg3g 90-
n3bo Bangdab Jomoymo 3mgdoob 030630M©ymn Hgbgb3ngdab
99LsLBO3MOE.
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Karlo Kacharava (1964-1994), a poet, painter, essayist, and art critic,
is an important figure in contemporary Georgian culture. The 1980s and
1990s, a period of transition marked by social, political, and cultural up-
heavals in Georgia, aligned with his life and work. After the collapse of the
Soviet Union and the declaration of independence, the country found it-
self in a difficult economic and political reality: inflation, unemployment,
civil war, and an energy crisis defined the everyday life of society. During
this time, literature emerged as a primary medium for the country to ex-
press its suffering and identity quest.

Two directions were distinguished in Georgian literature of this
period: one continued the inertia of Soviet aesthetics, while the other,
avant-garde, sharply expressed the liminality and tragedy of the era.
In the avant-garde direction, the free and experimental poetry of Karlo
Kacharava stands out, which is an example of the search for a national
and individual voice.

The poem “When the Light Diminishes” (1992), which is regarded as
one of the most significant examples of powerful social poetry, is the
main subject of the paper. The poem reflects the social pain and disap-
pointment of the transitional era. The motifs of the bread factory and
the bread queue become carriers of both everyday reality and symbolic
meaning; the dichotomy of light-darkness and the allusion to “external
lighting” reveal the tragic dimension of the era. The text reveals religious
subtexts, the principle of double coding, and neologisms that reflect the
moral and material condition of the Georgian people.

Thus, Karlo Kacharava’s poem “When the Light Diminishes” is pre-
sented as a symbol of a transitional era and a poetic reflection - a kind
of poetic material, the analysis of which is important for studying both
Kacharava’s work and the avant-garde tendencies of Georgian poetry of
the 1990s.
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330600369  bobgddo 093ML  BLEgMMOgh Mo gMoh My
Hh99LH M 3B NBNL SbangdyM FgMEYddY, Mgy d3gmads 33MN]g-
39009, gmbyMmmmans sdMoo, sdmbyms moz0bo dgbodmgdmm-
0900. madgmahmyma Hgdbhob sbomadab yobmyb Fgomems dm-
Mob 96008369mm30600 0bhgMAgoomyMmn ©ab3ymbo 0sbsdgmm-
39 330sbngomymo 993609Mo00Lb 3mbMHaJLAHTN, MeE gymobbImob
bgmm3zbgdob Lb3oELLbzy bLYgMmms yMoogmmzogzdamab Zodm3z-
mgbsb, dbshzmyma BHadbhob obsmadab Zomzsmobbobgdom. 0b-
HhaMmgoomymn 33mg3d LodyomMgdolb ndmyzs, BoMAMznEagnbmm,
0y Mmamm goMmmanbobyds bgmmzgbgdnb ghma MmIgmndg oMmagab,
0035mMnmo© mohgmahymab, bobggdo o6 3Mmogdn bgommzbgdab Lb3gs
L@gMME, F3goMNME: BYIMBIM®, 3L HNZ®, o6 3nMadoo.

doMmmomons, 0bhgMdgnsmym  33mMg3s00  FJOIMEOMENMBNY,
H9Mm3obmmmgns 9M 30093 LAMYMYMAaLb 3MmEgLbdns, M3 ,06-
HhaMmdgoomymmonl’, mMmgmmE  36900L, FobLodmzmog 3odomb
06393L 09360gMms dmMab, BogMod oMaz0b 930Mgds 9930 0dsdo,
Mmd o0 ;mgmMmoob 899503906 9ma 6sbogns ,9383MsbLOLOY MMIMOb
d0650MLAN, 06HN3MMONESL6 Tmymmgdymon, 39MdsmyM, 30dDJoyM
017 97003MYM bgmmzbgdsms ghmnngmmgszdoma dmnsdmgodo.

030L Bomgmo Fogomamons Lagmb 3Mmgdos, MMIgmag sbdHnldyMma
3ambymob ndbndzbgmmgzgabgbn  39033000MmMAYdss  godmMmAgymo
q9m@zogma bomMmdom, Bahoxzn gbmdMngn godmabobzgmmodoms @
3obomzamo  30d70mmodnm. LEMMgE o8 30070myMa 3mbhgbisnob
3o0m dm3EH3bm g3mdoms bgmmzsebgdds gb 3MgBoo goMoabobglb
bob3nm bygmmzbgde®, x}IMBIMo®, LIYM3HYMOE, gMOBNIO® ©
0060890MM39 30009M3MHIIE 30.

In recent times, much has been discussed about new methods of an-
alyzing literary texts, since older approaches, according to cultural theo-
rists, have exhausted their potential. Among the latest methods of liter-
ary analysis, an important place is held by intermedial discourse within
the context of contemporary humanities, which implies identifying the
interconnections between different fields of art through the analysis of
literary texts. Intermedial research allows us to envision how the images
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or codes of one field of art - for example, literature — are transformed
into another form of art, such as painting, sculpture, or vice versa.

Although the methodology and terminology of intermedial research
are still in the process of refinement, and even the definition of the con-
cept of “intermediality” itself continues to spark debate among scholars,
there is no doubt that an integral part of this theory is ekphrasis, which,
since antiquity, has been understood as the interrelationship between
verbal, visual, and auditory arts.

A clear example of this is Sappho’s poetry, one of the most significant
legacies of ancient culture, remarkable for its profound emotional depth,
subtle linguistic expression, and striking visuality. Precisely because of
this visual potential, artists of later epochs transformed her poetry into
visual art — painting, sculpture, graphics, and even contemporary video
art.
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99m@39 LoY3nbob 20-30 0ob BEgddn nMmMLASBbNL F70mgdggdy
3o6Lo3gymMgdyan  0b@gMmgbLb 06393L. Tob 000005 SMNBMYOH6
dbmgzmom 3603369mmMd0b o Tbo®3zMo. 20-006 Byddn xo-
MmLISObOL FgdmgBgosL oLy ox3dLYdES odo¢Mma L3nsHMIMm3-
00Mmbgn: ,59Mm390Mmo0m, boddmms 3o3doMmab domds gb Lbobgmo I3-
Bmdns, 0ydEs, 39939mns, MMI MMM gobdozmmodsdn o0 ofMo-
A399mgdMngn s@ad0sbob bLobgmo ®}Mebaymoa Limmab JEoEabo
bobgagdab 33gMmonm 0gdbgds BaMIm@aabomo... s, M@ oM PbEY
3oLo330M0 aymL, LEMMYE JoMmM3gaM0 O My BMABZgn sMab sbamb
0060090MmM3g 39MBgMab 396@HMomyM BgMm3006*

1931 Bgmb godmaEgdemos ,x89IMoE3Nd3* odmbEs 3n0ddhmM
93emm3Lb3nLb ,m3H0d0dA0L dngdebn®, LooE, Lb3s FmmbMmMOgdMSb
910000, ,603M BnMMLIS60IZ0W 0" dgFNMA. gb IMmmbMmMOS bodn
030Mg Bobomnbogeb dgagds. dbgMmomo EEoMmMOL, 30MmMLASO6YY
0MLYOYMON doMEMIGNYMO 36MOJd0 gosEbmbL 330mbzgmb; dImymbMmL
nd dbohzmab dgbobgd, MMBgmadsE, MmammE mogzs Bgmb, babgma
3900730 ,,03™M30MNEsb 35060 ®7“. IMmmbMmMdNL s3hmMa g3gMwob
396 33mob ,LogddHMmobs” domagomopob o dbos@®zmob MmMISbEH03ym
obdhmmoob, MmIgmoag dMmagomn 898mJdgnb dmsgmbgdnlb Bysmm
3obo. ImmbMmonb yzgmodg LonbhgMmgbm bsbnmo, dgbsdung-
09mog, dn030hbomm dzgmo mdomobob bMemMgdab smbyms, LowSE
33hMmM0 30mmoL, mbHobhYMeE godmbEgb amagdomasdab gbmg-
M9d0b bodwmo s gmummoadn. dmmbmmdadn ©od3907m0s JdYL-
HM0900, gobbognmmadnm LZYMNSM S ggMaMoBN LobgmMydMb
00dsMmmgodn0.

ombobndbogns, MMI 1934 Bgmb mdomobdn godmaEgdmmmody
2003360300 godmbEs 30dhmMm d3ammzbiob 6ogbo ,Lobsmmyg hyqdn”
MmdgmoE mdogmobgmo dbo@zmab, 6. AgMbadzmznb mMognbomyma
3Mo309M00 oMob gogmmMaAgomon. 80 godmEgdedns ©odggnny
dmabMmods ,,603m RoMmLbAsBndznmn”. godmEgdgonb dgoMmydnbLL
003mAB Y, MM319346mabasadmEgdodngobbmmydymasggmamaxnama
o LogxmvMmn Lobgmgdo, MYIEs BWaghMmdMazn JgaEmMAgdn donby
33b3w900. 00 F93EMIY0Dg dogmoms 3. 3sdbobyMmmnsd GgMmomdo
»J306s ,560300L“ MYEg6096HaL Lodsbybme*, Lawsl B9ML, MmO,
30ddhmc d3anm3zbinb sdMom, ,,03WadsMn OymMaAg dh33Mnb doMmy3960
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6030MBy ymxyzoms o bogm xgomMmbdsbo Jymoobdo s0IOPM..
0MLYONMAE 33Mdd3MN F9MEgMmonm dH33Mob domEbgbs badnMmdY”

Imnbmmonb mM039 30M056¢H0L FgaMydnbab d933b30s HagdLhob
33momgoab dsgomamng, M@, 09690M0z0s, 3960DxMabs s Tdabo
0gMmMManymo 09Mm39hab - dnszmadnb bogddnsbmodsb y303d0M©Yd..

In the 1920s and 1930s, Pirosmani’s work attracted exceptional inter-
est. He was boldly recognized as a great artist of world significance. In the
1920s, Dmitry Svyatopolk-Mirsky evaluated Pirosmani’s art in the follow-
ing way: “So far, this name is unknown beyond the borders of the Soviet
Union. However, there is no doubt that, in time, the name of this extraor-
dinary man will be placed alongside the greatest names of the French
school... And, strange as it may seem, it is a Georgian, not a Frenchman,
who is closest to the central nerve of modern painting.”

In 1931, the publishing house Federatsia released Viktor Shklovsky's A
Hunt for Optimism, which included, among other stories, “Niko Pirosman-
ishvili”. This story consists of three short parts. The author attempts to
acquaint the reader with the biographical details available about Piros-
mani and to tell the story of the painter who, as Shklovsky writes, “made
his name from Avlabari to Meidan”. The author could not overlook the
actress Margarita and the romantic story of the artist, which became a
source of inspiration for many creators. Perhaps the most interesting part
of the story is the description of old Thilisi, where the author masterfully
conveys the charm and color of the city’s life. However, the story contains
inaccuracies, particularly in regard to personal and geographical names.

It is noteworthy that in 1934, in Thilisi, the Zakkniga publishing house
released Shklovsky’s book The Light in the Forest, illustrated with an
original engraving by the Thilisi artist N. Chernishkov. This edition also
included the story “Niko Pirosmanishvili”. Comparing the two editions re-
veals that the 1934 publication corrected several personal and geograph-
ical names, although factual errors still remained.

K. Gamsakhurdia pointed out these errors in his letter “In Response
to the Reviewer of the Journal Znamya”, where he wrote that, according
to Shklovsky, “Avlabari was apparently located on the right bank of the
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Mtkvari River, and Niko Pirosmani was born in Kutaisi. In reality, Avlabari
is still on the left bank of the Mtkvari.” When comparing both versions of
the story, one also finds examples of textual alterations — naturally con-
nected to censorship and the ideological control mechanisms of the Gen-
eral Directorate for the Protection of State Secrets in the Press (Glavlit).
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30M0Bdn, 30bHhobg moddsdndab oMmJn3do ogym bgmbsbgm sm-
0mddon, bb3zoLLb3s 30Mab 144 d3hMmagMoyymn AsbobgMmo o M-
96007 Aobobodn 0bobgds, dom dmMabos EbMOOO 3mEmmbymo
dbo®zmab, D0gdnbm 30emndg3b30L TngMm 8330Mgmdn dgbMmymgdymo
Boboo - 3900L 3900030.

3003930300 gL babohn GoMmom LadMZsEMxd0LM30L oM.
0y 9obg30Anb 3bmodom, mdamabdn B0gs 6o3xds® dTomdEO
x9MbyMmsodn. 3oL TogMm s333Mgmom dgbMmymgdymo 3odoMms 3900bL
300093 9Mmo 3gmBgMmymo 390Ds70 060bg0s domzs sd0Mebsdznmab
Labgmmoanb bagsmmzgmmb bgmmgbgdnb 37vg9dnb BaMBgMab M-
000d0.

Mmgmm smdmAbs B0gsb Bobo®n meddsdndab sgndmddon?

1904 69b 36md0mads 97003 o LadMZoEm IMM38690, 3obdHobg
5030530d90, dOmMzmaAnb bgmosdn EossMmby 0833300 bLabodhmMmaydo
L30hoMy 3980% 3oL30b6dmMab ;Mmbmzboom, 1904-1920 6gddn ©AL3Y-
690mgobL - 36mo0m Jomm3zgm o 33bmgm bsdMoEM s 3MmmadnlyM
dmm3069900, 3mgH9odL, 990dgdL, 3boh3MgdL, sandmaddn bLogsbaggdme
AoynbgMmnom o Aogbo®ozo mv3086m0 dmsdgdomgdgdn mgqjbgds,
bm39mgosm, gbggosE Jommym, BMsbaym, nbamabym, Mybym, gb-
3069M o mbAomym 9690%g. MmgmME ABDL, B0ZOE YMmanms 3ohomo
3900L bhndoMmo 1914 Bgmb o gb Ahsboboho oyHM39000.

LogJoMM3zgaMMbL  Foboddmgdob 0890w93 3obhobg ®oddsdndgb
denomadn 9903MaE3nodn mob Boymns s 1924-1946 Bengddn gb ,,mgmML
gmbo” d3z0mMmxzsbn ABsBgMdN0 dg3Lbnom JoMmmzga 9303MbHdLY
o 36mdom ygbmgm dmmzabgq06L.

Az960 33m9300L 30dsb0s JoMmomymo 3gmbymymo 3583300MgM-
00b dmdMogzn dggmob - 30bhobg moddsdndob sedmMTobs ©s, 3MB3-

M9HIMI®, B0go 33mnd93Lb30L 038 yEbmda Bobohab gogbmods goMmmm
LadMB3EMgO0LaM30D.

bgmbBobgmo oemdM3gdnb nbHMMns §3Mm3sdn 3y Loylnby3000S0
nByg0s, 09093 393MEIMEs ggMmdobosbs o LoxMebggmdn, XIX
boy3n6980 30 d5eMOMAZdNL Y BHYMS 8Yy3930 MYLYMTNG.

XIX1Lo33960006 Lagnmbymo ogmdmdgd0n ABYdS bogommzgmmadong.
bagaMmagme, dsmn dggddbs mez3ednMzgmom madgmahmym bo-
ombgdb n30390M©70s. 36Mdagmns segdbobomyg goggoezadab, 8obsbo
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mmMOgmNabob, 930hgM0bg gozdozedal, dodns ggMmogmabs s bbgsmo
bgmbs69Mo bombyMn sendmMIgdN.

09-19 LOY3r60L EOLOBYOLNESD g3MM3sbs o MILbgmdn 0Bygdy
03hmaMmoxzyamn bgmbobgmo osmdmMadgdnb dgbbogms - doon hHodm-
mgnnb oagbs o B¥x69dEnab bognmbgdab 33ma30.

Lodommzgmmdn 30 gb Lognmbo ®Y6ELTNOHYMO© FgMoE 09-
3L603mMgm0s. AghHo LLTYMO S PENMYOIMNY, 303 anbymb o3-
HmMamaxzymo bygmbsbgmo sgmdmadgodnb dmdngos, dsma bobhgdndsEno
©o 393609Mma dgLbBsgmy, MoE bgmb dgnBymodL, 30M39wm ymzmaby,
daoOmdnonb gobMmob 33mg30L, TobTo oMo 3bozomyMo o,
3090 9L 890mb39353d0, bMYMNoE PEbMON Foboydnb godm3zmnbydsL.
bgmbobgMo semdmadgon dnwama Byosmms mohgMmodmmadnl, obhHm-
M03mbgonb, bgmmzbgdomdEmMEbggdal, 9dngMobhymn  8903300-
Mgmdnbs o 3gmbymab obmmoab 833wg3Mgdabom3zab.

In the manuscript album preserved in the archive of Vakhtang Gham-
bashidze in Paris, there are 144 autograph entries by various individuals,
along with several sketches, including a watercolor titled Tsemi Land-
scape by the renowned Polish artist Zygmunt Waliszewski.

This painting by Waliszewski is unknown to the general public. Ac-
cording to Ilia Zdanevich, Ziga (Waliszewski) rarely painted during his
time in Thilisi. Another of his watercolors depicting the landscape of Pa-
tara Tsemi is preserved in the Painting Hall of the Shalva Amiranashvili
Museum of Fine Arts in Georgia.

How did Ziga’s painting end up in Gambashidze's album?

In 1904, the renowned physician and public figure Vakhtang Gham-
bashidze founded the children’s sanatorium “Patara Tsemi” in the Bor-
jomi Gorge. At the host's request, between 1904 and 1920, the visitors -
famous Georgian and foreign public and political figures, poets, doctors,
and artists - recorded their impressions in the album, composing poems,
novellas, and essays, in Georgian, French, English, Russian, Spanish, and
Ottoman.

It appears that Ziga was also a guest at Patara Tsemi in 1914 and left
this sketch there.
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After the Sovietization of Georgia, Vakhtang Ghambashidze took the
album with him to emigration, and between 1924 and 1946, this “golden
fund” was enriched with precious entries by Georgian emigrants and re-
nowned foreign figures.

The aim of our research is to introduce the movable monument of
Georgian cultural heritage — Vakhtang Ghambashidze’'s album - and, in
particular, this previously unknown painting by Ziga Waliszewski, to the
wider public.

The history of manuscript albums in Europe begins in the Middle
Ages, later spreading to Germany and France, and by the 19th century, the
culture of albums had flourished in Russia as well.

From the 19th century, salon albums began to appear in Georgia
too. It is likely that their creation was initially connected with literary
salons. Manuscript salon albums are known to have belonged to Alex-
andre Chavchavadze, Manana Orbeliani, Ekaterine Chavchavadze, Mamia
Gurieli, and others.

From the early 19th century, the study of autograph manuscript al-
bums begins in Europe and Russia, focusing on determining their typol-
ogy and exploring questions of their function. In Georgia, however, this
issue remains largely unexplored. It is both urgent and necessary to begin
locating autograph manuscript albums in Georgia, systematizing them,
and conducting scholarly research. Such work would primarily advance
the study of the album genre and reveal the unique - and in most cases,
completely unknown — materials preserved within them. Manuscript al-
bums are a rich resource for literary scholars, historians, art historians,
and researchers of emigrant heritage and cultural history.
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6d0s domzmdab moabymans 93303hgmo JMobHnsbgdnbmznb
09Mdbym 965%g 390039000 d3MMIPMN 0SS, MMIMAL 33HMMOE Mv39©
doboMmgodgmons. bbybgdymo dbobyMgds JMaLHNSEMONL gozmMEgmgdab
30M39mbogg LoYy3nb699080 MEOYb0dg 960Dy nMMEabY, Jom dmMmab
3M3hyMo@, MmIgmms s3bobzgmao Foboms Lo3dom MaMEIbMONMVL
A39600009 dmmbyymn bygmmbobgMmgdab, 3mmgdbgdabs o 0dwmyMa
93%9933maMgdab baboo.

HMmonznnbadgdm, dmaodgmab 09Mdbymgbmaabn 7030b60M3
00M3md doboMmgdmab, bmenm dabo 3m3hMn moMmgdsbo oMoy
dm9gbabMngmab enohyMmansm 0bmEgde.

ombob0dbogns, MMA Fomzmd dmEodymab s3mmymns s, dgLo-
0000bs, dobo bgmbobgMmgdnl Bogmgdomas dgbbsogmomn s go-
dm33mggan  bodoMmmazgmmadn. 830Lom30L BoMIM30a960 Tobo-
Mgomab mohymgnob Zm3hpmo ©s oMmsdymo BsbybaMmndhHadnb
dbohzmym sb5adDL.

30M39m ymzmnbs, a3sbabgmgdm 63n@s 3nMomgb cnodyyMmanob
bMymo Hodo3mbob sMgym TobzyLiMo3®HL, Mmdgmoag Xl bayizgbom
03M0MEg0s o dgLbMMgdymny 3M3hpMmo 9b6ob dm3snMm ©0s-
®9gdhdg. smbobndbogns A39600g dmmbygmmo sggboboMaymao
m30n0bALsbYMYONL 3M3HMo HaJLbHOL Eomzgamo 9.6. maomydn:
0Mmohobgmalb 3xd9ydob 3dodnMybo, MmIgmdog dmEgdymos VI
Loy3nboL LyWobdoob dMbIMONL 3Mm3MaMmo HaJLbdHo; MeTybndy
3M3hMo i3Megdgbmon, MmAmydni3 gbMmymadymoas bodnEayMm ©ao-
WHRIOLH]

3M3ham bombobgmms 30dD750m0ds3N0LOL Mm3smdn LsEgd0Y
d90mmhAgbomo 303007 Lbadab ammMmas, domon 3dghabmods badzymbynb
bobomss dmmBgymo. Hadbho Jgbmymgdymos dxdo ggMmab LbobgMma
dobomom LAYMEsE bLos @mbDBY. dsbmgon mobodsmn dmdom
@ ob@obinoms BaMdmmaabomo, MoE, 9Mma3oMmom, Mobhdym
LN03d309L doabEgaL dbsbzgmb.

Mol 0999bg0s oMadym bgmbobgMmgoL, 000geb HamozMabo
7600 abobgmogb Codex Kacmarcik, Mmadgmog MmammE dsM3mdob

omohymaonl, obg 63. dobomon oL, gMogmm m3mabIghyzgmabo
o 90M3MB FoboMmgdmab 3m3dhymo BoMmzqgdnbs s, LEggIMMIM3ZNL,
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39MoE33MNMMam30nb, 93M9m3g Lb3ssLb3s LagnMmgdob mME3e-
0o 09MdbYM o 3MIOYM MM3dobgdL d90303L. 030, asbMMydom,
1344-1345 Bengdno moMmomEgds. dgbMmymgdymos 93303hgdn, Bomg-
o0 6300 300@03Mg HamaobhmmMnsdyg, 630 sbHMbab dmbobdHgmadn.
3M©gdbab dbohzMymo gowobyzghe Tgho TMozomaygmmazabny,
030930 909MmMmE 0M3d7™ HgqdLHg00g My 300LFgmgdm, nbobo o300
©d Boomoos JgbMYmMadymn. o0 30600369mMBY, doMomooc,
bomoyMmgdn o dgoMmyg HadbhmdMmazn AsbsMmmgdns abgmogman.
HhagdLbhob JgbMmymgdab dobgMms sMadYM0 gozMymn bymns, MyI3e
Bom3gym™m bomoymgodo sbmgdob dmMPs dogmnob LEos doMomo@o
H39LH0L 3o NaMIRNBL. 3MEMY 1330003 33b309ds sbaman hgdbhob
©3babyobob MMBs3gBHYMN goxzmMadgosi, MMIgmdnE o3 s Bomgm
x}9Mgob 9dohgds hAsmabygMmo ©o yzomgmo. mzomdo bsEgdos
M90Mm0E, 0393 ©330M390000L bomgmon bgds, MMI LoogmMyg
mM65396H0b odNsbg00LZbsS godmbzgnama.

Mmo@3 999b90s doM3mdab BoMm3nL bb3o oMadMgbmM3sb bgnbo-
69MgoL, Bomaeb pdmozmgbos 9.6. didaskalia, MMImab msMmomog
596390m00m PEbmons. dsbdn dgdo30mn M3m0bALLbYMgdaL HgdL-
o oMmab 93303hMo mopmgnob gMmazama bJgds, MMIgmos
0060390Mm3g 3m3hyMo dbabymMgdobmznbos @odsboboomgdgman.
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The Liturgy of St. Mark is an acolyte composed in Greek for Egyptian
Christians, the author of which is the Evangelist himself. The mentioned
service was translated into several languages, including Coptic, in the
very first centuries of the spread of Christianity, the descriptive material
of which has come down to us in a sufficient number of manuscripts, co-
dices and printed copies.
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According to tradition, the Greek-language Liturgy of the Apostle
is called the Liturgy of Mark the Evangelist, and its Coptic translation is
called the Liturgy of Cyril of Alexandria.

It is noteworthy that the Acolyte of the Apostle Mark and, according-
ly, its manuscripts have been little studied and researched in Georgia.
For this purpose, we present an artistic analysis of the Coptic and Arabic
manuscripts of the Liturgy of the Evangelist.

Firstly, we should mention an early manuscript of the complete text
of the liturgy of St. Cyril, which dates back to the 12th century and is writ-
ten in the Bohairic dialect of the Coptic language.

It is worth noting the individual so-called folios of the Coptic text
of the Alexandrian divine service that have come down to us: The British
Museum papyrus, which contains the Coptic text of the 8th century Invo-
cation of the Holy Spirit; several Coptic fragments written in the Sahidic
dialect.

When visualizing Coptic manuscripts, the shape of the surviving pa-
pyri is striking, most of them are in the form of a triangle. The text is
written in dark writing material on a completely plain background. The
letters are presented in equal size and distance, which conveys a kind of
rhythmic calm to the viewer.

As for the Arabic manuscripts, the most important of them is the
Codex Kacmarcik, which contains Greek and Arabic translations of the
Liturgy of Mark, as well as the Coptic liturgies of St. Basil the Great, Greg-
ory the Theologian and Mark the Evangelist, and prayers for the sick, the
dead and various needs. It dates back to approximately 1344-1345. It was
made in Egypt, in the vicinity of the Red Sea, in the Monastery of St. An-
thony. The artistic solution of the codex is very diverse, although if we
consider the Arabic texts themselves, they are made in black and red.
The latter mainly contains titles and small textual inserts. The style of
execution of the text is Arabic cursive, although in some titles the size of
the letters greatly deviates from the calligraphy of the main text. It is not
uncommon to find ornamental decoration at the beginning of a new text,
where straw and yellow are added to the black and red colours. White is
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also striking, although upon closer inspection it becomes clear that the
whiteness is caused by damage to the ornament.

As for other Arabic manuscripts of the Liturgy of Mark, the most im-
portant of them is the so-called didaskalia, the date of which is still un-
known. The text of the divine service contained in it is a kind of scheme
of the Egyptian liturgy, which is characteristic of modern Coptic services.
Its visualization is also similar to the Kasmarsiki Codex with two-color
inscriptions and a style of pasted writing.

In summary, we can say that the Coptic and Arabic manuscripts of
Mark’s liturgy are executed with a simplicity characteristic of medieval
Eastern Christian manuscripts.
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The twenty-first century is one of the most unstable and rapidly
changing epochs, with social and cultural processes in constant flux. In
the era of artificial intelligence, the boundary between real and virtual
worlds has blurred. According to Zygmunt Bauman’s concept of Liquid
Modernity (2000), stability in our reality is rare and, if present, only tem-
porary.

In such an environment, art transforms into a reflective and contem-
plative space where aesthetic, emotional, and intellectual experiences
intersect.

Within this context, the multimedia exhibition Where Are We Now? by
contemporary artist Manuchar Okrostsvaridze, held in 2023 at the Thilisi
National Gallery, is particularly compelling.

Spread across three distinct spaces, with original and thought-pro-
voking titles such as “Death and (Some) Other Side Effects of Life”, “Tran-
scendence”, and “Gravity”, the exhibition explored various aspects of con-
temporary existence. The works were not only visually perceptible but
also offered visitors an experimental and immersive experience, where
ordinary reality assumed new forms and even challenged the laws of
physics. Visitors thus became both intellectual and emotional partici-
pants in the works.

The exhibition title, Where Are We Now? enters into an imagined di-
alogue with Paul Gauguin’s monumental painting “Where Do We Come
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From? What Are We? Where Are We Going?” — created more than a century
ago, yet the questions it raises remain relevant. Throughout human ex-
istence, we continually return to these fundamental inquiries, as the an-
swers are never definitive and constantly evolve with epoch, experience,
and consciousness.

This presentation examines how contemporary art conveys the
perception of time, reflects on everyday invisible threats and constant
change, and why understanding such projects constitutes a significant
cultural act that enables viewers to reflect on “Where Are We Now?"

The research methodology is based on a stylistic and artistic analysis
of the exhibition. A comparative approach with Western art examples,
including works by Andy Warhol and other contemporary artists, will also
be employed. Additionally, an interview with the artist Manuchar Okrosts-
varidze provides empirical value to the study.
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