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An icon, painted in hues,
bears likeness unto the written word.

St. John of Damascus

In Christian art, iconography and wall painting, all of which possess
symbolic and narrative qualities, there are various examples of the earli-
est known Christian iconography. In terms of similarity, they can be traced
back to Egyptian-Hellenistic art tradition.

Among the artistic traditions of the Eastern Christian world, Byzan-
tine iconography stands as the most influential phenomenon. It not only
laid the foundational principles but also significantly influenced the icon
painting schools of other Orthodox countries, including Syria-Palestine,
Georgia, Bulgaria, Serbia, and Russia.

In the Georgian iconography of the Middle Ages, along with other ten-
dencies, the ascetic style holds particular importance because if we con-
sider the context of hagiographic literature, the “zografos” (icon painter)
and the “logografos” (writer) complement each other, presenting a uni-
fied spiritual portrait of the saint. This portrait, rarely conveyed verbally
in medieval literary monuments, can be reconstructed through two main
iconographic elements: the depiction of various facial features and the
symbolic language of color.

Georgian medieval aesthetic thinking often considered sacred and
secular literature within a single context, the principle of “language of
the divine intelligence”. A notable example is the depiction of characters
from Mose Khoneli’s secular romance Amiran-Darejaniani (12th century)
on the north facade of Lashtkhveri Church of the Archangel in the village
of Lashtkhveri, Lenjeri community, Svaneti.
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Despite the fact that the existence of art as such seems to be gen-
erally accepted, i.e. the existence of art as a special kind of activity and
form of consciousness, which, as a phenomenon, underlies all its types
and branches, connects them in spite of all their differences, the very
possibility of the existence of a theory of such art is often questioned.

The study of taste and myth, as the principles of art and their dialec-
tics, as the constitutive principle of artistic creativity, is carried out by me
to build a system of general theory of art. The novelty and specificity of
my approach to the problems of both - taste and myth - is largely deter-
mined by this very task.

| note that the consideration of “taste” as one of the key aesthetic
categories has its own historical roots, | only stressed its special episte-
mological and creative nature, within the specificity of art. But the con-
sideration of “myth” in the status of an aesthetic category is carried out
for the first time.

A special status and key importance of the categories “myth” and
“taste” for art is expressed in the fact that in the artistic sphere they man-
ifest themselves as the derivatives of E. Kant's a priori forms of sensuality
- “space” and “time”. The basis for a certain extrapolation of Kant's tran-
scendentalism, which he applied in relation to the possibility of the exis-
tence of scientific knowledge, for the sphere of art was prepared based on
the analysis of categories of myth and taste that | conducted. As for the

9



specifics of the synthesis of these categories, as their “phenomenology”,
it represents the dialectics of myth and taste as a constitutive principle
of art.

The use of the methodology and categories developed by German
classical philosophy in the study of the relationship between mythology
and art is not new and is due to the inflective nature of this subject. Over
the past two hundred years, a large amount of material has been col-
lected in the field of studying the specifics of mythological thinking and
analyzing the manifestation of its elements in art. | tried to highlight and
systematize those that were relevant for the general theoretical study of
art. In this context, a special place is given to the consideration of the
material of fine art, since in it the mythopoetic structures are presented -
“materialized” most clearly.
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The 21st century has brought new challenges to culture and art, lead-
ing to fascinating developments in contemporary Georgian art sphere.
Concepts once considered rigid dogmas have undergone transformation,
for instance:

1. Certain traditional terms have evolved, now encompassing broader
content;

2. Thereis a growing societal interest and fascination with popular cul-
ture;

3. Adistinct phenomenon known as the “dry bridge”.

This paper will also address the challenges faced by Georgian sculp-
ture and discuss the role and significance of galleries, museums, and
foundations in the development of art.

The unfolding events in the artistic field underscore the need to re-
assess educational standards and the necessity for more modern spaces
for artists working in various media.
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Terminological work has a centuries-old interesting history in Geor-
gia. Early conversion of the country to Christianity in the first half of the
4th century and translation of biblical literature into Georgian laid the
foundation of terminological work as well. The Middle Ages is an import-
ant period in the development of Georgian scientific terminology. 10th-
11th-12th centuries are the era of active translation work marked by great
linguistic ingenuity of terminological work. The achievements of this pe-
riod are connected with the names of outstanding Georgian scholars and
translators, Euthymius the Athonite, Giorgi the Athonite, Eprem Mtsire,
loane Petritsi, representatives of the religious centres on Mount Athos,
Black Mountain and Gelati School. Their bold creative quest for revealing
the capacity and potential of the Georgian language is truly astonishing.

Sulkhan-Saba Orbeliani and his “Georgian Dictionary” (end of the
17th, beginning of the 18th centuries) hold a special place in the history of
Georgian terminology. He not only included many terms in his Dictionary
but also introduced special symbols to mark terms of different domains
which equal to subject labels. We should also mention his successors,
King Vakhtang VI, Vakhushti Batonishvili, the Chubinashvilis and others
who contributed to the history of Georgian terminology.

Active terminological work was undertaken in Georgia in the 20th
century, which was greatly facilitated by various scientific research insti-
tutes established under the aegis of the Georgian National Academy of
Sciences. The Department of Terminology of the Institute of Linguistics
has also contributed to the correct development of terminological work
in Georgia and this contribution is significant even today.

The study of dictionaries published in Georgia during the 20th cen-
tury shows that there is practically no field of knowledge for which an
academic dictionary was not created during this period. It should also be
noted here that the greater part of these dictionaries is Russian-Georgian
or Georgian-Russian and, in general, the Georgian terminology of the 20th
century is greatly influenced by the Russian language.

In 1961 “A Concise Russian-Georgian Architectural Explanatory Dic-
tionary” was published, authored by T. Kvirkvelia. In 1971 the publishing
house “Ganatleba” released “A Dictionary of Musical Terms” compiled by
A. Qipshidze and G. Chkhikvadze. In 1985 it was followed by “An Explan-
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atory Dictionary of Art Terminology” edited by A. Qipshidze, which com-
prised terms from the domains of music, cinema, architecture, painting,
choreography and circus. Even a superficial overview of these dictionaries
is sufficient to see the influence of the Russian language on terms in the
field of art, as well as the abundance of international terms in this do-
main.

Against this backdrop Georgian architectural terminology stands out
as a very interesting sphere. It should be noted that for names of vari-
ous branches of science, we use international terms which are of Greek
origin and which entered the Georgian language via different languag-
es. We have a few exceptions in the language, and one of them is the
Georgian synonyms of the international terms architecture and archi-
tect: Rhurotmodzghvreba and Rhurotmodzgvari. The term Rhuro is at-
tested in Old Georgian and its meaning was “a builder, a house builder”.
According to the Georgian Explanatory Dictionary, this word also meant
“a house-building carpenter”. In Old Georgian we come across the collo-
cations Rhuroni khetani (“carpenters”, literally “artisans of trees”), Rhu-
roni Rvatani (“stonemasons”, literally “artisans of stones”), we also come
across the compound words Ririt-kRhuro (“a bricklayer, stone mason”),
Rhit-Rhuro (“a house-building carpenter), kvit-kRhuro (“a stonemason”),
which means that khuro worked on both materials — wood and stone -
and consequently was a builder. The term Rhuro became the basis for the
formation of the name of the field khurotmodzghvreba.

The spread of Christianity in Georgia led to the construction of nu-
merous churches and monasteries. Thus Rhurotmodzghvreba (architec-
ture) is an old and traditional field for this country, which is reflected in
its terminology. In the presentation, the architectural terminology will be
analyzed from this point of view.
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Art and Design Studies are very popular. At the same time, education
should also prepare students for a career. This is a field of tension.

Teaching Art and Design Studies in Germany therefore includes ele-
ments beyond the creative, design subjects; learning the basics of draw-
ing - first “by hand”, later digitally; colour and form theory is also of cre-
ative content; scientific subjects, which enable students to learn scientific
ways of thinking and get to know the basics of creative work, constitute
20 percent of the overall course. On top of that, it is important to ac-
quire management skills in order to be able to hold your own place in the
profession - including business management basics, such as the basics
of bookkeeping, company management and intercultural management
skills — around 30 per cent; the design subjects make up around half of
the course. In addition, there is project work in which these three areas
are interlinked. Only when viewed as a whole does a degree programme
in art or design make sense and can be seen as preparation for a career.
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In this paper, | will talk about my current translation project of Dato
Turashvili’s novel, Once Upon a Time, in conjunction with a work by Eliza-
beth Tervo, The Sun Does Not Shine Without You. Both novels tell the sto-
ry of the protests in Thilisi during the late 1980s, and Georgia’s attempt to
gain independence from Moscow and the Kremlin, but are told from two
distinct points of view: that of Turashvili, a Georgian student involved in
the thick of the protest moment; and that of Tervo, a young American stu-
dent visiting the Soviet Union for the first time. One is very involved in de-
scribing the attempt to understand what it means to protest, and how to
navigate the actions, perils, and triumphs of gaining freedom. The other
is a story of falling in love with Georgia and its people, and of an abiding
respect for the both. While I am involved in translating Turashvili’s novel,
Tervo is hoping to publish the two novels, intertwined as one work, and
I will also discuss this process and how the novels highlight aspects of
each other. Given Georgia’s ongoing situation vis-a-vis Russia, the two
novels, together, seem particularly relevant in 2024.
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One of the main problems facing intercultural polylogue in the con-
temporary world is the ambition to discuss an already politically con-
fused and fragmented range of issues from a predominantly metacultural
platform, that is, the reality of the dominance of cultural-theoretical re-
flection over practical, purely artistic strategies of action. What could be
the reason for this? In our opinion, the reality of such periodic theoret-
ical “forays” into the processes of cultural polylogue, due to the natural
regularities of communication, their interruption, slowing down, “cooling
down” from time to time, has always been caused by the need to filter and
control culture with political tools.

The twentieth century, especially in the classical phase of the dom-
inance of modernist art, further deepened and intensified this process.
Accordingly, strategies for adapting aesthetic freedom to political ends
became even more complex and varied (as we know, even the Venice Bi-
ennale, the most famous among art biennales, was aimed at nothing less
than highlighting the political power of the leading states at the end of
the nineteenth century, i.e. the instrumentalisation of art in the interests
of politics).

In our time, any aesthetic question is unequivocally a political ques-
tion. In today’s world, in which theoretical paradigms have been exhaust-
ed, the great masters of theory are left with nothing to do but their elab-
orate variation. The only real problem today is the problem of gaining
access to theoretical paradigms (the keys) and the right to adapt them
to practical problems. The new offer that culture has received is to either
live in the reservation assigned to it by politics or to refuse to live in such
a reservation, which will logically exacerbate the traditional, historical
conflict between aesthetics and politics and bring it into a new phase.

25






©3300) 33390d0dNL 1930-0360 6XId60NL
6399333MIAN LY VMMIIRNB3AN
©YPI6033INI3IN) bIO3VMN

DAVID KAKABADZE'S 1930S ARTISTIC WORKS
AND THE ARTIST — BLAMED FOR FORMALISM

01030M 65mMod3znmo
Tamar Belashvili

®00obLNL 33MEMMb Jymsmgmadab babgmmoab
LobyM3Bo@mM Lodbo®3zmMm 83000930
Apollon Kutateladze Thilisi State Academy of Art

3. And060330m0b bobgmmonb Jommymo bgemmszbgdn nbhmmManbs
©s dgamos ©s330L 9MM3bymo 33emg3000 3g6HMO
G. Chubinashvili National Research Centre for Georgian Art History
and Heritage Preservation

Lo3396dmM LohYy3z900: 300 3o3505dYg, BYMBYMY, MMASMNDIN,
bmEMgomndan, JoMmmymma byganmzbyds

Keywords: David Kakabadze, painting, formalism, socialist realism,
Georgian art



30M0D0sb EodMYb69060L 89093, ©I300 3o3005d3L bogoMmmay-
omdo Mon3amyMo dgE3momo 3moh0dgmo 3008MJds ab3o.
Lodgdmms Myg0dLb bygemzbgdob dodomm 3MbiMgbHmo dmmbmzgbgodn
3Jmbs. MmgmME yzgmos hm@psmodsmym Mg3030L, doboi bgenmgzoebo
o bgemmzbgds dbmaenme 3MM3sg06nb naMmoma bgnMmgom..

doMmmomny, 1930-0060 Bagdn, 3obLoggmmMgdam 3n dobo 3nM3zgma
bobgzoMmn, goM3zgnmbomo goMEodagsm 3dgMmomoam dgodmgdy
0030Abomo), 0dEs booogn d70amadn Mg3Mgbngdabmznl, @Ebo-
©09, 93 @MML IMIBIEE.. 38n@H™T nT0b dogbyoagaw, MMAT LogxnmMo3
dbohzmym b6obomMAIMgdg0dn, 9M nbg3 996oMAYBgdOMNs dmEgM-
bobhymo H9bgbrngdab gozmgbgdn, OMdmey, 83 go3mgbgodab
LMo gogdmmonbmznb 3339 domnsb ddoxMmo dndnbomgmodl. gb
0ob 39M0mEny, MMES 83000 3o3sdsdab 898mJdggdomo sghngmos
0096 odsmny, MMA ghmm-gMmaom bboEmdsdg dobo m3zomdnbsiEgdn
0Ma3MMOYJE0YMmMMOLE 30, 3gobbomgab mgds bogde.

1934 69 b o300 39300009 bo®o3b 8gMbymMym hoenmb ,,Momb3g-
b0 60093930ML, MMAgMLSE ;ML sbamma dbshzmymo dmmbm3s-
6900L LooMOzMBg FYyMPMo P3doymanmgdy o bs godmgbzno.
03093, 0m3mabgdo LAMYWosE bLodoMob3nMmE ZobznmoMmEs o
dbo®m39M0b gb 65973930M0E GaMom AbgmMmMOnb o gabbomaznb bog-
Bo o93naL.

dbmmo gmMmsmndd0 sM dn0hbymeo bodgmgmnb gomazMozdy
bobgadbogmgoMmnzn bogmMmbab dohoMmydms@. boadhyMamndadn, sby-
39, 9Mo-gmm 3yddodgb O0MoMEYde® Zobobomgdmes bgmmzsbmo
606500893. LonbHaMgbms nb YMMIYamgods, MMIgEbeiE Mgz0dab
0gbm®ogbo moomgymo 80 (H9bwgbznnb 306 TMNdMyOB96, b,
0y My 90360L byo3bgb Mgom0dALs s BohyMomadAL dmMmab
s Mo gobodnmMmogds 6099393Mab gmmTsmabhym 3odhogmMnsda
30000Y30630.

After returning from Paris, David Kakabadze found out that in his ab-
sence the political situation in Georgia had changed drastically. The Sovi-
et Union now had specific requirements for art. Just like every totalitarian
regime, it needed art and artists solely for propaganda.
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We can consider the 1930s, specifically the early 1930s, as a transi-
tioning period in the world of art, but the foundation for future repres-
sions was clearly made at that time. Though modernist tendencies remain
in the artworks of the 30s, the battle against removing those influences
altogether is long-started too. This was a period when David Kakabadze's
efforts in art were so low that in one of the assemblies his clear unpro-
ductivity even became a topic of discussion.

In 1934, David Kakabadze created a painting - “Rioni power-station”
(“Rionhesi”). An art piece that, seemingly, should not have caused the dis-
pleasure of those protecting the new artistic values. However, the events
developed drastically differently, and the artist’'s work became a subject
of wide discussion.

Formalism was not considered the sole threat to the newly-blooming
Soviet Union. Naturalism was also considered one of the worst accusa-
tions an artist could get. It is interesting how the ones praising the regime
explained the difference between realism and naturalism and what made
the artwork be considered formalist.
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The literary heritage of Karlo Kacharava (1964-1994), with his graphic
poetry constituting its special part, is an important achievement of mod-
ern Georgian literature. Karlo Kacharava’s graphic poetry, as an inter-
medial phenomenon, is an important text of culture. The transformative
changes revealed in the form of hybridization of art fields in the works of
Karlo Kacharava, which appeared in intermediality, became an important
strategy for the transformation of the Georgian cultural space, as one of
the important bases for the synthesis of art fields, changing the cultural
paradigm vector, synergetics and forming a new aesthetic phenomenon
in modern Georgian writing.

By combining two artistic codes - verbal and visual, Karlo Kacharava
creates the language of his creativity, with which he establishes a deeper
and, at the same time, fluent artisticcemotional and intellectual commu-

* 00 3ommds 96s AmM3obbabmm goMmmm 3ogoMozob ob, Jomoodhmb
030 3ogoMmogelb, MmMIgmadsE 9mMma3Ee IBMIds, 33336momoam dob
Lomgobm 0MJn3d0 OB 83 636sMIMYOL.
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nication with the reader, more fully expresses his words and emotions,
intensifies and develops the reader’s perception, imagination and figura-
tive thinking.

Karlo Kacharava's graphic poetry is not the result of a mechanical
fusion of two fields of art - poetry and graphics - but their organic and
harmonious synthesis, which creates a new artistic-aesthetic reality and
allows the reader to simultaneously perceive the work on both levels -
verbal and visual - and in this way to get deeper into the poet’s spiritual
world and understand what he has to say.

In the works of Karlo Kacharava graphic poems are a special form
of the search for a new poetic language, the author’s self-expression, a
special form of synthetical thinking and an artistic-aesthetic experiment,
which was usually applied by poet-intellectuals. The synergistic effect of
these components in his works gives an interesting artistic-aesthetic re-
sult.

With his creative work Karlo Kacharava once again proved that
graphic poetry with a two-thousand-year history has a huge potential for
renewal. He successfully used this potential and through it boldly and
originally responded to the artistic-aesthetic challenges of his era, had
his say in the development of the phenomenon called visual poetry. By
organically and interestingly using this artistic form, Karlo Kacharava
proved that he himself had inexhaustible artistic-intellectual resources
and potential and could be original, poetic and intellectual every time.

The report analyzes an extremely interesting sample of his graphic
poetry unknown to the readers, preserved in the archive of Karlo Kacha-
rava, which we conventionally called “Everything in a Circle” based on
the text".

* We would like to thank Karlo Kacharava's sister - Ms. Lika Kacharava, who
allowed us to familiarize ourselves with this work preserved in her family
archive.
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dmbo339mg00, sbmgdn MMBsbnEb ,med0bmyzs B067aa60LOMZOL"
3 M3300 ,60bsh0” FgmMmaymon bgds. 863 ,,bohyz0m JoboMd", M3
5m0bobom3znb domdg 8603369mmzabo 3MbEg3Hne o3 MMAsbdn,
nmybhmo3090303 08939 6036xWMxd0m goImmab.

©ob3360L Lobom, dgndagds 00MJ30L, MM DMEsbsgMam dobe-
L0OMYdMYdab F0oybyo3e®, LedN3g Fomagebb Mmez0bo godmzzgmomo
s LAY BobLbzoezgdymo LhHomo oJ30, MeE 6065dgdMY
333330 bonbhHgMabmbL bab.

James Joyce's last novel Finnegans Wake is rightfully considered to be
the most important and complex work in the history of Western Canon of
the 20th century. Hailed as “Unintelligible Night Book”, it has been regard-
ed as one of the hardest books, which is untranslatable, unillustratable,
and unreadable. Nevertheless, it has been translated, read, analysed, il-
lustrated and researched since its publication in 1939 quite extensively.

After the publication of Ulysses in 1922, Joyce was recognized as a
great innovator due to the complexity and multi-layered nature of the
novel, but after the publication of Finnegans Wake, most readers decided
that Joyce was an ordinary cynic who mocked humanity and wrote ob-
scurely to promote, on the one hand, his intelligence and, on the other
hand, to underline the stupidity of people. However, as Joyce himself ex-
plained the difficulty of Finnegans Wake by saying that unlike “Ulysses”,
the action of the novel takes place at night, when the unconscious think-
ing of a person is especially dark, vague and unknowable.

This article examines Joyce’s dream world seen through the eyes of
three Joyce scholars (Peter O'Brien, Borislav Dimitrov and Tamar Gelash-
vili). By using conceptual art, as a means of medium, these three creators
have created completely different illustrations of the text.

The article discusses the similarities and differences between the il-
lustrations of these three masters, as well as the concepts behind these
illustrations. In the illustrations of all three innovators, words, sections
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from the books, mere letters from the novel Finnegans Wake are brought
in the foreground, and the “painting” itself becomes secondary. That is,
“creating with words”, a very important concept for Joyce in this novel,
is conveyed in the illustrations with the same purpose. In conclusion, it
can be said that despite the common characteristics, all three of them
have their own distinctive and completely different styles which make the
present study interesting.
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09m39 LoP3yrboL sbLLbByobo 0bmgsznyMo dngdgdnm sMmob sm-
09g0nma, MMAmMyddsl mohgmobymobs s bgmmzbgoab momydab
y39mo bgzgmm dmoE3s. BoMImagbomo dmbLybgds 30Bbs@ nbobo3l,
oA396mbL 03 LogMmom Hbnb3Engddn, MMAMydnE 0a3b ahgbb mMm
bb3oabbzs 89nob - AMEMBOLEHYM MMTSBLY O 390003L dmMADL,
I8MM 3Mb3MYGIMs® 30 sMabob ,ymobybs’, MMBI0E Y39mMedY
Mo03omMyMa bmzamMmym bsbomdmgdom dnnhAbayzs, o 370000L
dmMob.

ImEgMmbob®Hdo 0T6gMmgdds boBoMIMYOTdn TMO3oM3MSbNobn
bgw3ob 3gmbyg dgdmoahobgb. dbdHo 0Ly, MmagmME 3900BBTS -
domy LO3gEBBdMANMgd0sbo bogmEg, MMAgboE gMmn 3Y33L0ESO
3bgo30m. 3500%30L bogmzg, MMIgMTSE HMoagngmo 39ML3YY-
H030 gofmym o gMmm bozMmEgdn dmodzns Logbab Lbzswsbbgs 3gm-
bom omgddnb dgbodmgommods, 3MBEg3HYomyMa domnsab 3303L
dmEambodhym wmo@pgmahymedo ,Mmab goyobzob” 9Eammodsb,
Mmdgmbog ImEgMBbab@Hdn Lbzoobabgs bobgmaoom dmabbgbngdgb
(3m0obo, 930856000 BmanzbgMa,asynbyama Badom*, 30M3x0605 3330
»4M3x309M9d0b dmIgbdHom”, HMIsb gmom@po ,3dMo30 Bodom”, gdMY
309600 ,85309M0 dMAg6Hom” s 9.3.) s MMAYMOL godmbsbshe3s
dmEgMmbabdgdn 36MoOngMgdab bogownb Hggdbozob, AmbEHozgL, M-
©96009 dobMmmogmob d99MyYy3060L o o.8. 3009MmMo390, Mabog
omohgmehyMmodo @Mmabs @s bogmMEob sbama JMmbm@pm3n Im3yze.
9L dmzmbs 30M39mMmoE FMBIR BMYb30s sb0dbs o Fob ,MHMISb0L
bogmEo MmMId* JomM..

yzgmodyg 93ox30m@ Mmdobob LogMEymo amMBab dgdm@obs
»3mabgb*dg0myg -,,dmbghnomg mmmegonb” 930dmedn AsbL, MMAgmog
©90m0b0bLN3ME9303963960mM o MMA0 bNdYMAHbYMIM3mgbadL
dmbhogob Hggdboznm BoMIMoagbL, Mobog BMxN3zn bBoMmomnzob
©93MbLHMYJEns o LN3MBIE Bsbxwgbs dm3yzgds. dmbLybgdsdn
3o0bom0dgoymns b dbodzMymo bgMmbgdo, MMIWMYdLLE FMobO
0ygb900L; sbg39, LAHN396 gEsMMbLAL (MMAgmoE FMabob sandgm
23M© 00m3mgds) d0gMm gedmmgdymo dmbsdMYOgon dboh3zmMmONLS
s 069Mmmodnb yMmogmmdndsmmgdob dgbobgd, 3dobbogymmgdom
bgmmzbg00 mMmabs o bogmEnb dndsmmgonb dgbobad, Mol sMabob
d9bgoymgdgds dgndmgods dnznhbomaon.
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Jomoyg bobodE3znmadn dgmEg LOY3xbob ababynbo nbgmngy
bmzgodhmmymo dogdgdnm oMol smdgdama, MmgmMz gb g3mm3sb
obobNomyoL. o8 3gMmomeob gedmmAgyma 3b6gmangdn, dbohzmgodn,
dmodMm3b99d0, MMIgms 1dghabmosd gobosmmyds obsgzmamdon
0000Mm s 3oMaa n3bmodbgb nd Loobeggdb, MMIMydnl EMmD
dmoobo. oo dmMmab ghm-9Mmmo Y39madg oo bmzodmmMo yoome
033000 303000d99.

1983 Bgab, Mmegbsg b0o3m yosbsdznmds, MMAgmadsE bogyd-
390m0 AogysMmo 9009 smabob 33m930L Lojdommzgmmdn, ®mo3nbo
0Mo30mBmnsbn 8dndg o LaMabzm dMmMAnLb Jgegan - ,gabgb”
30M39m0 sm0 9300mEnb momMagdsbo, 6ngbo godmogd3gybs, 6ogbob
yoodg o300 3o3s0sdab 1921 Bmab 3ndabdymo 3madmdogns dm-
0m03Ls (3mabob ,ymobyE” 1921 Bymb godmoEs). 9@ mMa ggbom-
bob obyznmgdnm Bogm yosbodznmds G3000MmE godmbogs mo-
30b0 bomgdgmo: Jomoygmo wmobhgmohaMme ©o JgWmbyhs, Mm-
3MmME3 93Mm3xmab gobyymagma bsbomo, abgmazg Mvdsda 9jb3g-
Mndgb@Homgonl, bmzsdmmMmdab, obwab dogdobsmzob oym @oo
3oLy LOY3960L 20-006 Bngddn.

The early 20th century is marked with innovative search in literature
and art. This article explores the similarities that are apparent in two dif-
ferent mediums - the modernist novel and cubism. Specifically, it studies
the connections between James Joyce’s highly innovative work “Ulysses”,
and Cubism.

Modernist writers introduced a multiplanar perspective in their work
and rejected the traditional time/space correlation, as Cubism broke up
the familiar three-dimensional space viewed from a single focus. The
space of Cubism, which rejected the traditional perspective and turned
into the space with the possibility of perceiving a subject from many dif-
ferent angles, is conceptually very similar to the attempt of the modernist
writers to “freeze time” in the text. Modernists refer to this phenomenon
by different names (Joyce calls it “Epiphany”, Faulkner - “Frozen Moment”,
Virginia Woolf — “Moments of Being”, Thomas Eliot — “Still moments”, Ezra
Pound - “Magical moment”) and exercise various techniques to achieve
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stasis, such as stream-of-consciousness techniques, montage, introduc-
ing several narrators, etc. This experimentation led to a new chronotype
of time and space in literature, first noted by Joseph Frank who called it
“spatial form of the novel”.

The spatial form of the novel is most evident in the tenth episode of
“Ulysses” — the “Wandering Rocks”, which presents simultaneous events
in Dublin using montage, which deconstructs the linear narrative and re-
arranges it in space. The article analyzes various techniques used by Joyce
throughout Ulysses. It also takes into account the views expressed by
Joyce’s main character Stephen Dedalus about the relationship between
painting and writing, especially based on the function of artistic time and
space. As Stephen is considered Joyce's alter ego, his assumptions can be
seen as Joyce's point of view.

In Georgia, the early 20th century saw similar innovative pursuits as
in Europe. Influential writers, artists, and thinkers of this time were edu-
cated in the West and were well acquainted with the innovations of the
period. One of the most notable innovators among them was Davit Kak-
abadze.

In 1983, when Nico Kiasashvili, the founder of Joyce studies in Georgia,
published the first ten episodes of his translation of Ulysses, he placed
a cubist composition by David Kakabadze created in 1921 on the cover of
the book. The idea which he presumably had in mind was to stress that
Georgian culture was experiencing the same innovative, experimental
tendencies which were apparent in Western Europe in the 20-ies of the
20th century.
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LodgMmo 39MomEnb JoMmomyma bgmmzbgdab ydbndzbgmmazabgbo
bygmMmb - Jomomgmo stMjobhgdhHaMob dgbbogms 5960 300093 ML
BgbMmogdns. A3960 ©o330M3900L mdogghos Jommygmo boddmms
39Momoab LogbmzMadgmo bLobmmgdab sMmgnMadhams, MmMIgmdog
39000033900 09690Mn30 3MMEgLOL 990sxgMbydgmn, Ms300Mb3gymN
0EIMEMMANs o 9Mm3zbyma HMonEns, dmmbm3bgdn o dgdmg-
090900m0 G0©3M3n00Lb ©o33300M7000390 LEMO®3S, JoMm3gmao
stgohgddmmgdab, dso ImMmab Jomoa shgohgdhmmgonlb (BoMnod
506009M0-mM930300, J909306 bmzmmmzs-gmmadndzomab, Jgmg3060
3033MmM05-009930M0560L s 8.8.) LanbhgMmgbm Bgdmgdgwgds. bLs-
30bob godms dmbgds doMomss® moomobdn dgdmmhgbomao
0603369mm3560 Lobmgdab Fogomomd].

Logodomm of oMb, MMA3 LogbmzmMgdgmn bLobmgdn, MMAmy-
003 65MIMO3)0wbab 0ed0s60b Mo3d7LoRIML, oo bmEom-
3ombymymn 3603369mmdnb dothoMmgdgmn x39bmdgbns. Mmammy
03bhMogmn bmgommman s Gommbmxambo, sMaMyE JoxEn om-
6036030, ym3zgmo 3@sd0360bM30L Labann sMab Lobynbn BgMHomog
©o LOdMEMM Fndsb0E. v3o3MMIMOE, Nb oM BoMIMagbb dbm-
OME 3©330500L 3M0zehym LRIMML: JoMabo 39M0MEYONELD
dmymagoyma, bogbmazmgdgmn bobmgdab sMgodgdbdams nMyzanagb
93mJdob LML o FodMo3z3mgblL LOdMEsMgdaL dothgMoomyM o
Lymogm FEamdsmgmoash Lbzswsbbgs 30Mmdgodn. LodFmms 39-
Mmomoob bgbmamgdgma LabmmgdoEg oM sMmab godmbozmnbo. Fomdy
99393965 IMobnby LoOIMMS nEIMMMANYMTy, 3MmanndnldyMady,
bmEom3gOHIMITs O §Mm3zbxmds sb3ggdHg0as. dImbLYbgds badgm-
oo 33Momenb Jomoym smjohagddnmsdo dgddbom Logbmzmgdgm
LobgdL bBMMYE smb0dbyma 3MbHgdLbHhno gobnbomogb.

The study of Georgian architecture, one of the most significant fields
of Soviet-period Georgian art, remains on the agenda. Our focus is on the
architecture of residential buildings during the Georgian Soviet period,
where imposed ideology, which hindered natural processes, intersected
with national traditions and the desire to establish creative approaches
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of Georgian architects, including women architects such as Mariam Jand-
ieri-Lezhava, Ketevan Sokolova-Porakishvili, Ketevan Pachkoria-Macha-
variani and others. The issue will be discussed primarily using the exam-
ples of significant houses preserved in Thilisi.

It is undisputed that residential buildings, which serve as shelters for
people, are phenomena of great socio-cultural significance. As Austrian
sociologist and philosopher Alfred Schiitz notes, for every person, home
is both a starting point and an ultimate goal. At the same time, it is not
merely a part of a person’s private sphere: from the earliest periods, the
architecture of residential buildings has reflected the spirit of the era and
revealed the material and spiritual state of society under various con-
ditions. The residential buildings of the Soviet period are no exception.
They were influencced by Soviet ideological, political, socio-cultural, and
national aspects. This presentation examines residential buildings creat-
ed in Georgian architecture during the Soviet period within this context.
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BOOIMEMOYM  ©d MoBIMIOINYM HIJLHI0MD ghme by-
omm369060 1d603369mm3s69L0 Bysms dnmgdab dgbsbLbBs3MS.
dMmJogmo gMmoxnzxmo godmbobymgdgdn - gb oMmob dgnydo, Mm-
9gmoE o3ME3IMY0L, gobosbmgdlb o nbsdnyMo BoMIMaaabL
Bombyaab dgbobgd oMLYOYM 3MEBSL. mangmmmabhymo sdoy-
oo bgemmzbads dnomenmagnymo dmbhn3360b sdmAgbabm3z0L JLIdM3-
MHm bogmEgs. MNOMIxMa MoBNIYIMa dmbobodn, BMOgdgbH0, o6,
096003, Bodmomaon Bobs®nb dnMg 3390, 393609ML ymzgamm3znb
0dma3b Lo3deMabdy Tgh 06036900L, MMT dobIdo ToomemgnyMo
dmh030, 96 DEO3Mymo 39MLMBsZ0 sTMoEbML. sMJoymn gMox03xm0
bgmm3bgd0b dgbobgd LoydsML dgndmngods ayLbMymgdgma nbdgm-
3MgMoEns dm3yszgL, dogMod Aznbo 3MbxygMabEnob wmMmIsho dbm-
omE M3gbndy 603380L gobbomzolb LLTYoMndsL Z30dma3l.
dmbbLgbgos gbgds d©odndbobs o Ebm3gmab sbdHMmomymMn b0d-
bom BomMIMEagbom godmbobymgdgdb dMabsomb Jodmyddy, Mma-
myoni3 bogdommzgmmb hgmobhmMmosdg sMmab smdmhAgbomo s ©o-
03M0mgdymns d3. 6. 1l-1 sbBgyanno.

ofMmdogma gMoxnidgman godmbobymgdgdnb gmmzmmmabhogob
3mdaEN0Eab gobbomzs 3ndgamymo byenmzbgodobs o Bg3nMmbady-
309M0 HManznnb yMmogmmndndommgdnb A396900L 9abobyMgde,
MoLoE YMMZMMMLbHYO0 o dMJgmmmagon gobbogymmydym 360-
0369mmoasLb 06099096: gmdnmob 3oMmzgmbobyobo, Taba oMmbo
LadMB3IEMYO0L gobznmamgdab ymzgm boxrgbymMdY 39 HIMOb bb3s-
©obbgs LxgMmdn 3W0bEyds. sMmJogmo IgmbyMobmzob odsbs-
LoOMYdgMN LasdMM3zbm 39mo boddmmmygdnm sMab Eoh3nMmmyma,
36909060 603650000 godmnbohgds o gobbadmamym oh30Mm3ob
3(HoM7xoL. mydEs dnogbgmezsm 830bLY, 9M™M69m0LbEsb Mmob oo
dmbo339mnm odmMmgodym dggmnddg 33b3wmads gMma s 03039
LodomEyMa Lobygdo, M3 ImMgxma BaMbymabs o TME300b6m
93mgg00b bymogMmo Jgbgoymgdgdolb Lodysmabs o HMa©OENNL
36y39(H™M00dg B0xmomyoL. Dmgngmmo gMmoxnidgma godmbabymadab
3390 Jamomym 39m@pnmob boyinb9gd0b dobdnmdy dgobasL.

doommmagonymo Hagdbdhob sdmznmbzs bgmmm3zbgdsdo ggmmgzmm-
Mmobhogob dgomEadac 6036030 0dob, MM bgmmzbydab 608yda
IBOHM gOmOosmyMm s HMbLIYMOYMYM 3MBHIJLHT0 s30bsbmom.
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30d79myM0 bgemmzbgde gmm-gMomon gdos HMooEngmn mbMmodomo
L0Y79(H900L go3MEgMadnbm3nb. 30D smyMa bgmmzbgds, 0by3Y,
Mmmammz 9930MLNMY309M90s S MabhgmothyMs, dnommmanym Im-
03900 06s3039Md® s 3MI3MoJLyMa BaMBMaagbL. dnma oMb
3manodmmayymo boggghn, M3 3nobbdmob bb3oaobbgs 30Mnsbhob
0MLYOMOSL. Fnmnb sMLbYdoMO Tobobnomgdmgdns: odMENMYdadY
©ox3dbgdgmn mbMmmods, ©o30380M07mM0 sednobob 9d3nMoyan
3MEbsbmsb. domn HMIbLEIBIBHYMoE ohA39690L odMELOMWdnbL
m0099HL, 967 993930 3oL FgHoR0d03YM 3MbHIJLHTN TgMMxd0L O
9901690M030 dogmgdab dmbsbomgmobnm. 03gba, dnmyda bdaMo
90LobyM9dN36 LOBYsMML, 3@3dN36900b, Logbgdal, 3MLYdgdNL, -
30m900b, 69L-A399mM90900L BoMAMIMONDL, sbg39 Tomo dmMmogyMo
00My07mMo0900bs s 09MaMmJngdab sbbBL.

LNYF9Hg00 3MLYOdMOYD Lb3dEILL3S 33MN3bhHnm, MMAMydnE dOMg-
596 80600MLOM LO3TOME POTMMYdYMO 3MNSD gMMB3BgML. HMm0
03039 domo dgodmyds bbgzosbbgs BysMmmdn aymb xogbomMgdymao,
000 dmMnb 30D7smyM byenmzbgdedn.

The study of myths extended beyond oral and literary texts by doc-
umenting and investigating the adaptation, production, and reception of
mythical narratives in other genres, art and media. The archaic art pres-
ents us with an ever expanding mythological motifs in visual narratives
endlessly. Every archaic graphics lets scholars discover some links to the
mythological motifs or fairy-tale characters. The archaic graphic works
certainly give us a wealth of materials, but the format of this presen-
tation allows us to choose only certain examples. The paper deals with
the depictions of humans and animals with astral features on the bronze
belts of the 2" millennium BC found in the territory of Georgia. Given the
scope of the present paper, the archaic graphics are examined from the
perspective of folkloristics, introducing the correlations between visual
art and oral narrative tradition.

Whether we use the methods of folkloristics or myth research, in or-
der to understand the transmission of texts in visual art we should be
aware that the production and reception of myths occur in transcultural
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and global contexts that are more dynamic and complex than our conven-
tional linear models of transmission. A myth is a narrative material which
is polymorphic. Polymorphism refers to the existence of a plot in different
variants. Myths are characterised by several features: they always refer to
the objects of experience, i.e. the world as people know it from their own
perception. The objects of experience are transcended by the myth with
the participation of gods or comparable supernatural forces. Thus, myths
often serve to explain not only the origin of the world, people, things,
creatures, places, customs or institutions, but also their moral valuation
and hierarchy.

The narrative material exists in different variants which differ to a
certain extent in terms of content. The same myth can be preserved in
different sources, among them in visual art.
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9L 65dMmM3n 30D65© NLbO3L o30m 3o3808dab G90mgdggdsdn
93Mm3ymo 3o3mgbob bodgobdsh, MoE Tob BoMIMAgbL, MmamMms
3o0mMmAgyma Jommzgm g3Mm3gam dbod3zoMmb.

09-20 LOY3Y60LY o 90gmadn 3gMamEab bagsMmmzgmmb abhm-
Moo 9Mm3bmo s 3gdyMymo 0gbdhmdnb dngodsb BomImowagbl.
00 00096(M0O0bL dngds bgds ndsdn, my MmgmM bywazgb JoMmzgmgdo
LO3Y0M M3L o MMmgmM JMMN0gMMO]6 nbBN goMmgbodysMmmbMb.
03930 9L AzgymgdMN30 godmENmydss dgnMmg gMgdabm3znb, MmBT-
m3g003 gebmyMa dohmbmdab bobgmMdmog 3g9Momeb gobogwnwbgb,
bodoMmm3zgmmb  dgdmbzgze gobboggmMmgdyan abhgmgbb 063930,
BobommdMng dobn domoob godmMmAgymo ©o PbogsmyMmo abhm-
MO0 ©s FYIWMAIMYM0 8983300M9MO0L odm, sbJ39 3IMBMOBYMO
s 3mmohdgmo 3ndsmgmanb m3smbodMabNo), MO©3sb nb om-
0mbazmMgmnbLy o EibozmMgmab dgbzgMob sEaNMBY dEgdaMgmob.

0MyYm badgmmo 3gMomEdn, 39OMbIMYMo 300036 yMMoN-
Lo o Eobagmym IgmbyMobmab 3608369mm3zeb0 yMmogmamoab
dngds 03nmbgds Jommyman d78mgdgmgdnmn gsdmbo®3nb gobzn-
03Mg0580. o300 393005d9 (1889-1952) nym 0d bym bymmazsbms
dmMob, MmImyda3 1919-1927 Bmgddn gondagdo3mbgb 3oMndIn ©o-
bogayMmo dbodmzmmdob dgbobBo3mMeE o Eobozmyma dboh3zmy-
@0 3odmMEEomMYos  JoMoIm  PWMAHIMIWM  MoMIOYMIOgoLy  ©d
HmM3©0E0g0L dMamgqlL. gb oM nym ydMsmmE sbozmyma dbshzMmymon
LHOOIMHgO0L NB3mMbnMgds. JoMmmymo 3gmbymMymon godmbohzob
00mM0bmd0bL 3960MAYB9ds AMbs, ML JoMmm3zgm bygmm3zsbgdb
Ladyamyds 8093 gbmyhozgmo o nbHamaghysmymo bodomg
0mgbzgdom x®smom LodyoMmbL godmEomydal ZodooMmdnm o
d9dgbomon gmgdgbhgdn Asgmomo o dMmoMamem 03030M@  go-
dm33900m0 JoMmmymo hMmonEngdob Mo®ddoa.

This paper intends to emphasize the European influences in David
Kakabadze's paintings that present him as a Georgian European artist.

The story of Georgia through the 20th century and beyond represents
a search for national and cultural identity. This identity is sought in terms
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of how Georgians see themselves and how they interact with the wider
world. While this is a common experience for smaller nations that have
faced long periods of foreign domination, the case of Georgia is of special
interest, in part because of its own very distinctive and unique historical
and cultural heritage, and also because of its geographical and political
location at the meeting place of East and West.

In the early Soviet period, the search for cultural self-identity and
the accompanying search for a meaningful relationship with Western cul-
ture, manifested in significant developments in Georgian artistic expres-
sion. David Kakabadze (1889-1952) was among the five artists who went
to Paris in 1919-1927 to study Western painting, and thereby assimilate
the Western artistic experience into Georgian cultural life, adjusting its
elements to Georgian cultural values and traditions. This was not a mere
importation of Western artistic standards. The integrity of Georgian cul-
tural expression was retained while allowing Georgian artists to embrace
the aesthetic and intellectual wealth of the wider world, and incorporate
and adapt such elements within a distinctly Georgian tradition.
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The report discusses the history of the development of Ukrainian-
Georgian literary relations and changes in their vectors. Attention has
been given to the methodological issues of studying these ties. Such an
approach to the problem under consideration led to the identification
of cases of introduction of traditional (contact-genetic) and interdisci-
plinary/innovative comparative markers in the research material, their
synchronic and diachronic relations with the general trends in the devel-
opment of comparative literature studies.

The forms and types of literary bonds are classified in the research
material, of which literary translation and its function in the national
literary process attracts special attention due to its scale, principles of
translation analysis - criteria for selecting material, strategies for achiev-
ing maximum accuracy, skills of Ukrainian and Georgian translators, their
style, etc.

The report outlines how the so-called “positivist phase” of compara-
tive studies and the principles of contactological analysis characteristics
of it were replaced by modern pluralistic methodologies (reception aes-
thetics, imagology, etc.). The change of the vectors of comparative studies
from the history of literature to the theory and the influence of these
trends in the works depicting Ukrainian-Georgian literary relations are
shown. As a result of the implementation of interdisciplinary approaches
ethnopsychology, anthropology and other related disciplines, it reflects
both the variability of the history of literary relations and the specificity
of the comparative markers of modern studies.
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Shota Rustaveli’s poem “The Knight in the Panther’s Skin” has been
translated and published several times in German. With a variety of com-
plete and partial, poetic and prose translations of the poem, German
translations are considered the most numerous among European lan-
guages. The first German translation was published at the end of the 19th
century. Prose and poetic editions of the poem in German continue even
into the 21st century.

It should be noted that the illustrations of Rustaveli’'s poem play an
important role in the perception of the poem’s content, as well as its
main aesthetic, worldview meaning. Over the centuries, paintings created
in different styles, perspectives and worldviews have become keys and
symbols of individual episodes of the poem. However, observing the illus-
trations of the poem shows how the visual description and characteristics
of the characters change over time. Part of the illustrations of “The Knight
in the Panther’s Skin” published in German were made by artists working
in different centuries, originally, they were created for Georgian editions,
while some of the illustrations were created especially for German edi-
tions.

In our report, we would like to focus on the illustrations of the Ger-
man edition of “The Knight in the Panther’s Skin”. In this regard, we will
single out the illustrations of both prose and poetic editions.
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Why philosophy of art? It is necessary, while there are special scienc-
es that study art, such as art theory, art history and artistic criticism. This
question is fair because it concerns the need for a philosophy of art. The
point is that the philosophy of art is not interested in specific works of
art, but its purpose is to clarify the essence and nature of art as such, to
show why there are such diverse areas of human creativity as: music, cho-
reography, literature, architecture, painting, acting and applied art, united
under the concept of art. Art has been an area of interest for philosophers
since antiquity. The opinions of the Pythagoreans, Socrates, Plato, Aristo-
tle laid the foundation for the reflection on beauty and art. Even Aristotle
pointed to the closeness of art and philosophy when he said that poetry
is similar to philosophy in its general content. So it continued for centu-
ries, in different historical eras, and so it came to the present day.

Art can be conventionally divided into classical, modern and
post-modern art. The German philosopher and art critic Hans Zedlmayr
considers the existence or absence of the absolute to be the basis of such
division. Classical art is characterized by multi-functionality, while mod-
ern rejects “absolute”, “ideal”, “content”. The content was subordinated to
the form and, what is important, art was deprived of the function it had
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historically formed. Only the artistic, aesthetic side remained, which Hans
Zedlmayr points out - we got the so-called “Holy art”. It seems that art,
due to its complex and multifaceted nature, manifests itself in different
ways at different stages of history.

As for postmodern art to match the spirit of the age where complete
relativism, subjectivism and pluralism reign, the line between art and
other fields of human activity is blurred and the definition of art becomes
conventional; for example, something is considered to be art if two peo-
ple agree that it is art. The philosophy of art must take this fact into ac-
count, at the same time, it must be able to find invariant signs within the
differences, which will be characteristic of the individual field of art. Also,
the aim of the philosophy of art is to understand the basic essence of art
and to show how artistic embodiment is based on philosophical catego-
ries. The history of aesthetics reveals that there are different philosophi-
cal views about the nature of art.
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The Article is about one of the most outstanding figures of Georgian
modernist painting of the beginning of the 20th century - the artist of
German origin, Irina Shtenberg. In the initial phases of her creative out-
put, Irina Shtenberg’s paintings are marked by a heightened erotic sen-
sibility.

In the works of the 1920s, the viewer is struck by Irina Shtenberg’s
vivid imagination and her unabashed declaration of unspoken passions.
Notably, the artist herself frequently features as a model in her nude por-
traits, displaying bold and emphatically erotic poses or “risqué” compo-
sitions that are imbued with a narrative character. By integrating within
her own self the roles of subject and object, much like Suzanne Valadon,
the female artist becomes the subject of passion, and the object or “tar-
get” of desire. This duality serves to amplify and structurally complicate
the erotic subtext inherent in her artworks. Drawing inspiration from my-
thology, or her contemporary era, Shtenberg consistently demonstrated
a remarkable ability to interpret narratives through an erotic lens. Her
artworks boldly depicted the sexuality of provocatively portrayed figures,
going beyond the boundaries of the forbidden. The male form appears
as a “secondary event” subject to her will and control, occasionally por-
trayed in a somewhat comical light.

The pathos of erotic self-expression is significantly reduced in Sht-
enberg’s works dated from the 1930s. Given the prevailing political cir-
cumstances in the Soviet Union, it was to be expected that in the paint-
ings produced at that time, eroticism either vanished completely or was
subdued and subjected to certain frameworks. The subtle erotic sensu-
ality that had characterized her early works was irrevocably lost, mak-
ing way for caricatures that are infused with light humor. The repressive
realities of Soviet times seemed to deny Irina Shtenberg the opportunity
for complete self-expression, and in exchange for physical safety she was
compelled to transform her artistic identity.

65






bI'M36360 LNOIMITNBINL 606033 I3

(3030600 ,,M3NITOBI MGNIEONMIS>ILN
M6OMLM3N0LY 3GNONJIY)

ART VERSUS LITERALISM
(A CRITIQUE OF HARMAN'S OBJECT-ORIENTED ONTOLOGY)

00M006 9006Mmndy, godMogm mmemmMmons
Mirian Ebanoidze, Gabriel Toloraia

03069 $935b0d30mab babgmonb
™00eobNb babgmdboxrm ybnzgMLbobgdH
Ivane Javakhishvili Thilisi State University

03930 69Mgmaab bobgmdbogm ybnzgMbomagho
Akaki Tsereteli State University

dmAmbagmam g3mm3nb 36039mbohgbho
Eastern European University




d99dmnogmos gobLodmzmm 3070-13do39MmMsb ,0MB030L" o6 Bo-
d3homb hododob ,,0m306 EmM396 EmM3zmob” AmMTozeMgdamMn -
hafmomymn 9603369mmos, 0bg3g, MmammE LdgebdMInmgdnsbo
9394600, MLYMNL Pbozm, MMEsBBMTNEMgdNsb MYP3e MaMadbo.
mohgmomnddn 300hAby3Lb, MMI Logobo Tobo Jodmomghyma LMHY-
ymagznmo smbgmom, 06900 gL 3MmMdBagma oy domgdshnzaMmo gmmay-
m0fmgdy, d90dmgos sdmabymmb. dobmgzgob Logbob LbMMYymanmo
dmbaMms Mmo30bmagan bogma ,0dMIMMBYMNY, M3 60dbogL, MmA
0o gMmmbooMmo gmmMds od30. oMy306 xogdMmMOL, MmMI sMBngz0bL
bAYmYmazamo Jomgdohnggmo ImEgmo 030339, Mol Mgamyma
0MB030, 3gobLb3ze390s dbmmmE nbos, MMA Mgomymo sMbBngo ,do(hg-
M0odnd’, 8306, MMEaLLE, 30M39Mn BobEom3g390xmans da¢gmo-
nbogob - Toybgogzo 000bs, MMI sMagz0b oJ3b 0@gs, MmgmMa
09690m@o g3mmaAm dohgMoo.

m0099Ho0Ly s Fom M3009090L AmMab ymzgmm3znb sMmab Mo
Bod3Mogmn, gb 3gmd0bognob 300w339MmMeb omby3b, 3063 yzgmo
3bowo 0bn30@ysMyMo 3MLYONL 306 ymaxzngmgdab 0603369mMmMdSL
9dg0L.oMobhHMBHgL B3 NS sd ohfMEomym hMmaoznsdon,
M3 EoBIMIPMONS 3obo, MmgmME sbagzmymo amagnzob dsdab bobgdo.
smobhmpgmgb d0gbgdsos dghoxzndngsdn, MmI nbwoznEysmymoa
Logbgon 39M ZobnbdM3MYd036, MOaEb ©ax3NboEnsb Logddy og3b
9936mds bnzgmbsamym HgM3nbgdmsb (Mmammgdngss: ,x39M-
a3mmomn’, ,359baMa’, 36 ,3bm3zgann”). 38sb36 3MBHMILHI0, nb-
©0300735myM0 bLogsabo ymzgmmazob 3mb3Mgbymoas, MoE 6036530,
Mmm3 ob sMabmEgbss LMYMasE sdmMbByMyma abymo smbymaoc, Mm-
3MMm0EvY ,39M33Mmomao, godbooMmn sbmgzgmn®

obsm @Mmdn 973609M9d0s LodMmMMM bLoddgmsgom bobsdsMmo-
MmO 04@s ©@o 0bg godshmbos, MmgmMmiE oMy - 93maboo.
9LM9H030L306 gobLbbzezgdnm, 3M©bAL Logddg MysmymMa mdaggHoL
99336mdo@n  yb603omyMmmodab godmamomgdodn domgds 3o oM,
3Mdbmodsn mdoggdHob Toboboomgdmgodolb bBobogmdMmngn, FoMg-
3990 bobob Ambygmmydss. gb 6036s3L, MM3 My gbMH0300 MBod-
do Mgomymo mdngghgon d90may3abs, 3M©bsd MmgmMmmsE Mysmymoa
030090900 9b6@s BoMAMaANBML. ,Lobsd30ALY dmmMAg dmy-

68



bgmmgodmmos sMas MOM©YbmOMN30n, Maasb JxaLiMYmNs Myomym-
Lo @ 63330mMbL dMMAb.

30M00bmob 0odnabgdn Magomaddab Monboadn oMnob. Tgthe-
xmMmM3dn 33033MmMLLS O 3L dMmMmAaL, sLNdghFmos BoMIMOEa]bL 3ob-
(393939080, 06 adadymmosb mdngddHLY s 3nb M30Lgdg0L dmMAL.
30M3560L dnbywz0m, Mm300 A396 396033mMod0m 0MIYMA 33030MMLL
s 300900 dob sem-;30bg090L, Momsl bsdw3znmn gboghozyma
300MmEamMds domoms o YMBMxgmmdnm smgdodgds 1d7LHgL
©0L3xMLYM 3MMBag LLTEbogMm mdxWx090L. o3 MmmbL A396
30Mm oMy bmmmME ©o3330M390m™M9d0n, sMsdgE abnbo, 3063 30506mML
003000099 3bMBL 9d96. A396 A396039 M0390L AsAM3EN33MmM Bogn-
©ad7. Mm93(hM0 yzgmo bbzoe bgmmzgbgdab Loxyydzgmons. bgmmzbgdob
30M3gma 6o6sMAMydn aym 60omadn, gbmghogs 30 Yymzgmo gomm-
bmanob boxwydgmne.

mo®gmomnddob gomymxnon, gMmobob BoMImgds 39M 0gbgdo
396000y 00b Ydmegzmgbo 30dsbn. sMbydnmn 0gdbgds LHYIbHgoaL
399m36900L gobommyods, n8sdg 9o, 300MY sbmy bgds gb: Mo
ndodmad,MmmI godmazmobmbob,Mo3,0MBynbzsmgs @obogzgmomgabn®
0My090 ndnbm3z0L, Myms gobwbgb dgmbgba 6500LANgMa bodhsEnob
©sb3960m0 13068 BMBALY O 3Md MagMmamyma Bnbos 3eababo.

No one can tell us the literal meaning of Vazha-Pshavela’s “Eagle” or
Galaktion Tabidze's enchanting “Dovin Doven Dovli,” or the translation of
the three-dimensional country of Russia onto a flawless two-dimensional
map. Literalism holds that a thing can be exhausted by its hypothetical
perfect description, whether prose or mathematical formulation. The ide-
al description of an object is that the object is “isomorphic” to itself, that
is, it has the same shape. However, no one thinks that the ideal mathe-
matical model of an eagle is the same as that of a real eagle, with the only
difference being that the real eagle is “in matter”, while the previous one
is separate from matter — although no one has any idea what formless
matter would be like.

There is always a deep gap between objects and their properties,
culminating in Heidegger, who seeks the meaning of Being behind all vis-
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ible individual beings. Aristotle’s contribution to this shadowy tradition
is valuable, hidden under his guise as the father of Western logic. Aris-
totle’s conclusion in the Metaphysics is that particular things cannot be
defined, since definition deals with knowable universal terms (such as
“pale”, “thin” or “animal”). On the contrary, an individual object is always
concrete, which means it is never completely exhausted by a description
like “a pale, thin animal”.

In our time, science has become the final court of appeal, just as the
Church previously dominated. Unlike aesthetics, the task of cognition is
not to experience the unknowable uniqueness of a real object, but to par-
tially reveal the properties of a sensory object. This means that if aesthet-
ics brought real objects into play, then knowledge must somehow bring
real properties into play. The inaccessibility of “reality” remains quantita-
tive, but there is a gap between the real and the true.

People are the knights of realism. The asymmetry between the cy-
press and the alder in the metaphor represents a separation or tension
between the object and its properties. According to Harman, we ourselves
replace the missing cypress and take on its AL-properties. Thus, true aes-
thetic experience surpasses in power and sincerity the most inaccurate
discursive prosaic scientific statements. At this moment, we are not just
observers, but those who place bets at the casino table. We put our heads
on the table. Theater is the basis of all other arts. The first work of art was
a mask. Aesthetics is the basis of any philosophy.

Rejecting literalism, knowledge production cannot be the main pur-
pose of education. It will be important to teach students taste, even more
so than now: not to show off what is “shiny and velvety,” but to be aware
of the subtle background rather than the literal foreground of any situa-
tion.
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Thanks to the outstanding works of Georgian researchers, Beno Gor-
deziani and Guram Sharadze, the history of the illustrations of The Knight
in the Panther’s Skin (1888) by Mihaly Zichy is widely known in this country.
Despite this fact, there are some hidden parts of the story that may reveal
more details on connections among Zichy and the representatives of 19th
century Georgian culture. The presentation aims to enumerate these new
possible traces on the route of the Hungarian painter in Georgia.
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gmo dbMng, obnbo LbygmgdMmog LobyobL dngdoMmmndnsb, Tgmmy
dbMmoz - yxmMm oMo 3nomy396 goxmyma bLobg-bodgdob LOD-
yommado.

The French philosopher Jean Baudrillard, while analyzing the modern
European, post-industrial society, singles out several characteristics of
the socio-cultural space. Among them, one of the main features is “The
Mixing Genres”. This is a situation when the traditional, internal differen-
tiation of the socio-cultural space is removed and all its areas are rec-
ognized in one big “cultural broth” (Baudrillard’s term). Every discourse
becomes “in the face” everywhere.

Everything becomes aesthetic. For example, Andy Warhol is a trans-
vestite of aesthetics, because he makes a universal confusion of art and
aesthetics, everything is aesthetic for him. Cultural “broth” means that
each field tends to expand itself to the highest degree. Transaesthetics
heralds the end of aesthetics.

Previously, the aesthetic category included the beautiful, sublime,
harmonious, comic, and tragic, and gradually the fields of its understand-
ing became increasingly narrow. In the conditions of transaesthetics,
beauty is no longer the priority of art. The new aesthetic code of mod-
ern art was primarily shaped by digital technology. And technology is not
only a machine, we can safely talk about the technological mentality in
general today. This is completely new in human history. Media philoso-
phy studies aesthetic breakthroughs and mistakes. It observes the new
media body and describes the topography of discrete fragments, and its
task is to analyze high technology, science, and technology on people and
culture, to observe how the human body and feelings affect its worldview
against the background of aesthetic changes.

Today we can talk about a new art, its new visual characteristic, and
this is poor digital art. These pictures/face-icons/images, merge as anal-
ogous and digital images: on the one hand, they refer to the physical
origin, on the other hand, they drag you deeper into the world of digital
face-icons.
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“The beautiful is the symbol of the morally good.”
Immanuel Kant

Beauty, since Plato, has traditionally been considered closely related
to goodness and truth. Kant tries to claim a different matrix of beauty.
He begins with an analysis of the experience of beauty in order to out-
line as precisely as possible the question, “How is it possible to reason
about beauty?” To answer this question Kant introduces reflective judg-
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ment which is exercised in judgments of taste, or aesthetic judgments.
This judgement is a subjectively necessary transcendental principle. It is
specifically human and characterizes only human being. This is the sub-
jectivity of the subject. It deals with experience and subjectively gives
us such principles that are determined by the material brought into the
experience by the senses, in particular by the feeling of pleasure or dis-
pleasure.

Aesthetic judgment is reasoning without concept. Aesthetic judgment
contains no concept of formal expediency. It is heutonomous, that is, it
ascribes a priori laws to itself. Aesthetic judgments are disinterested and
behave universally. His aim is to evaluate what we call beauty by a priori
principles. Kant argues that “the Beauty is what everyone likes without in-
terest”, “the beauty is that which is good, which we value, assign objective
value to, and want to exist” and also “which is recognized as a subject of
necessary approval”. Kant in his “Critique of Judgment” discusses that the
beauty is the symbol of the morally good. This is an issue around which
there has been and still is a lot of discussion. The presentation aims to
focus on it.

A common point of view among modern philosophers is that, the
“Third Critique” must be explained as a transition from nature to freedom
from the perspective of moral epistemology and psychology (a good ex-
ample is Paul Guyer’s discussion in his “Feeling and Freedom”). The task
of this transition is to show the possibility and necessity of coordinat-
ing the relationship between feeling and moral obligation. The symbol
of morality, as one of many solutions to the transition, is based on the
parallel structure of aesthetic and moral judgment (harmony of sensible
and intellectual faculties) and that both are based on the supersensible
substratum.

Thus, symbolism of beauty towards morality depends upon the solu-
tion of the issue of Antinomy of Taste, and Kant's conclusion that judg-
ments of taste are grounded in the concept of the supersensible. Beauty
demonstrates to us nature’s openness to transcendence, and thus is a
symbol, a making-sensible of our own transcendence and practical de-
termination of nature. Such an interpretation renders intelligible Kant's
idea that judgment makes possible a transition from nature to morality.
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In Kant's reasoning about aesthetics can be found a number of differ-
ent ways in which the aesthetical can serve as a symbol of the moral, e.g.
while discussing the sublime, or the harmonious relationship between
understanding and imagination, which symbolizes the harmony between
reason and choice in moral action, and the natural existence of beauty
symbolizes the possibility of the highest good.
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mohgmohyMoeb  goMmays. BoMogebb Jommzgmo  330mbzgmo
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| despair being among the dead, speaking soundlessly
- without words

Marijan, 1921

In a globalised world translation has become a vital way of commu-
nicating; however, those who are non-native to dominant languages are
historically disadvantaged in the field of literary translation. Moreover,
although immigrants in the host country rely on translation for everyday
survival and identity building, they seldom participate in literary practic-
es through the target language. The notions such as uncertainty, insecu-
rity and discomfort often emerge in relation to the condition of migration
as well as in migrants’ relationship to native/non-native tongues. Theo-
rists and writers with migratory experiences (e.g. Gayatri Spivak, Jacques
Derrida, Julia Kristeva, Eva Hoffman, etc) have addressed vulnerabilities
of working in a language of not one’s own. Considering the complexities
of the act of translation when it is performed into a language of not one’s
own, it may be presumed that many significant texts remain untranslated.
According to the translator Maria Tymoczko, for the translation to serve
the globalised world it needs to be enlarged and reconsidered, as narrow
definitions of translation often fail to challenge dominant systems.

This practice-based artistic project reconsiders the work of transla-
tors and explores how immigrant subjectivities could harness new meth-
odologies for translating literary, marginalised texts. The project recog-
nises the complexity of translating into a language of not one’s own and
investigates a multi-disciplinary approach to the practice. It draws from
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translation studies and postcolonial theories in order to give agency to
immigrant translators. Taking inspiration from immigrant writers, as de-
scribed by novelist Elleke Boehmer (‘lmmigrant writing resembles mosa-
ic"), the project envisages translation as a form of assemblage, where the
dominance of linguistic language is questioned and at times subverted to
propose a non-hierarchical constellation of meanings produced by ges-
tures, materials, and various non-verbal and verbal languages. The re-
search proposes experimental methods, drawing, painting, moving image
and clay, as well as the practice of writing and curating to create a new
methodology for translating marginalised texts from beyond the spheres
of influence.

The research centres on a case study of Marijan, a proto-feminist
Georgian writer from the 1920s, whose poems have been highly marginal-
ised. The research links her silenced voice with linguistic silences experi-
enced by many contemporary immigrants. Through ‘translating’ Marijan’s
marginalised texts, the project aims to bring to light not only her under-
valued practice but to also highlight the challenges and particularities of
immigrants who translate into a language of not their own.
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3o0m3mgbomo 0gbgds dobo 8603369mmbs LogMmsdmmobm dob-
dhoono.

David Kakabadze’'s name as an artist and inventor is inseparable from
the history of the advanced world culture of the 1920s. Cubism, Dadaism,
and abstract surrealism - he left a remarkable mark on the development
of these movements. As an artist and sculptor, he is one of the first rep-
resentatives of surrealist, or organic (also biomorphic) abstraction. Also,
the project of Kakabadze's stereo cinema projection device was one of
the outstanding achievements next to the innovative inventions of the
20th century. In this respect, its innovativeness is confirmed by the pat-
ents of many countries (France, USA, Germany, Great Britain, etc.).

The age of modernism was an age of experimentation. David Kaka-
badze, who had received academic knowledge in both natural science and
art, always brought his experiments to classical perfection. Kakabadze's
abstract works combined his knowledge as an artist and a scientist (bi-
ologist).

In 1926, at the Brooklyn International Exhibition of Avant-Garde Art
in New York, David Kakabadze was presented among such painters and
sculptors as Wassily Kandinsky and Naum Gabo, Man Ray and Marcel Du-
champ, Joan Mir6 and Hans Arp, Max Ernst, and other leading figures of
20th-century art. On the map of world modernist art, David Kakabadze’s
name connects Thilisi, Paris and New York. In his work, he reflected the
era, which he himself called “the age of machinery and cinematography”.

Today, Kakabadze’s Cubist, Dadaist-Surrealist, and Abstract works are
represented in such museum collections as the Yale University Art Gallery
in New Haven (USA), Berardo Collection in Lisbon, Thyssen-Bornemisza
Museum in Madrid, Ludwig Museum in Cologne and others.

In the report, David Kakabadze's work from the Paris period will be
discussed in the context of contemporary world progressive art and its
importance will be revealed on an international scale.
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THE SUN WILL RISE AGAIN
(Tamuna Sirbiladze - Traces of Life)

Benedikt Ledebur

Kaywords: Tamuna Sirbiladze, large formats, figuration, abstraction,
Charles Bally



For her first solo exhibition 1999 in her hometown Tbilisi, Tamuna
Sirbiladze chose the title “The Sun Will Rise”. At the time she had just
graduated from the State Academy of Arts in Thilisi and was about to
move to Vienna, where she wanted to continue her studies. There she
studied at the Academy of Fine Arts under Franz Graf and Heimo Zobernig.
When | was in Thilisi, photographing the artist’s early works for a digital
archive, | came upon a poster design for this first exhibition on which the
title still reads: “The Sun Will Rise Again”. In this wording the phrase’s
possible reassuring, comforting intention is even clearer, for it is chosen
as a response to existential distress or deep sorrow. Having had to expe-
rience warfare during her childhood, there were surely enough reasons to
make provisions against pessimism; in any case, that childhood has made
Tamuna Sirbiladze a strong woman, and an artist whose classical training
enabled her to execute even monumental outdoor frescoes in the Soviet
tradition. For this reason, she later never shied away from large formats,
attacking them with gestural force, and for that reason she had a sure
feeling for the architectural context in which she exhibited her work.
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SOCIAL THEATRE: BEFORE AND BEYOND SOCIAL
INTERVENTION

Cam Lecce, Jorg Griinert

Association Deposito dei Segni
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... “Every impossible thing | can think of is possible, everything | think
already exists. Everything exists in any possibility.”... James Lee Byars (art-
ist)

Our intervention talks about experiences of our work as experts in
theater and art pedagogy (so called Social Theatre), which means first
and foremost being trainers and developing workshops.

The question we want to raise will be discussed through the narration
of two examples of this work. We have chosen these examples from our
work with refugees in Lebanon and Italy (also if our interventions touch
a widespread range of social contexts) for their immediately understand-
able background.

The function of theatre and artistic languages in the social sphere is
now widely recognized by modern pedagogy, sociology, psychology and
the social sciences for its gnoseological properties as a coherent and or-
ganic medium capable of activating the socializing dimension needed to
develop knowledge, communication and skills.

But there is a question: Is Social Theatre a sort of adaption of artis-
tic skills for social assistance or animation including some ‘therapeutic’
functions, a sort of secondary work possibility for artists or skills that ed-
ucators, etc. can use to implement their work, or has it to be considered
an art form?

In our speech we will try to underline the specific sense of Social
Theatre as a context of art, because otherwise its dimension cannot be
understood clearly and can mislead its sense in the social and cultural
sphere. Nonetheless, we will describe also the social functions it has in
social-educational-health interventions and also its possibilities to im-
plement skills for social and educational workers, teachers, etc. as for-
mation of formators.

We will also refer to a small book we published in 2011 entitled “The-
atre as Social Body and Horizon of Human Rights”. In this book, we col-
lected our thoughts, those of Raimondo Guarino (a theatre professor) and
Ezio Sciarra (a sociologist) from a conference and exhibition we organized
on the same subject.
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booMmgogzm LoJd0b Eo®YdDbgosLy o Jommymo obHMgMoxnab
390630000M90030 Fgho M3ombaANbM sdbobymgds doydmznb 3bm-
oo 393609MLY O 3MMRgLMML, LoMNL 3o3sdsdgb. ngn 969M-
309ma 0mbB30L Jomoygmon boMmshongmo BgMommodnmo dygmgonb
omdmhgbab, 893Mm3900bs ©o Tdomn gedmadgyMmgodobmznb. Tob
mgo Bmab 006domdy 300-g BodMmdn o93b 3odmg3zgybgdymao,
Mm3gmos oo babama BysmmmdEmEbgmonma s 3x0mozsEngma
bobosmnbos. 3obLoggmMgdom @oos dobo Mmmo obhmMoymo
30MmE9LYdaL, 6ysMMMIEMEBbYMONMN s BaghMmdMagzn boxyydzmgodab
00600900MM39 ©mMbBydy gosdMydedn, AMEoMmMgm 30330000006
Jomomygmo bgmbobgmgonlb Asdmdobodn, oo moboxngds3nsbs @
390m03030030. dnb T0gMos goobgmamo 1000-59 dgho nd3zgmgbo
bgmbobgmo, MmIgmms ©bgdn Mmms LMOMmMLL 39M owaymho
©9, 099006 godmInboMy, Mabomamdoo obobo 3339 ©IBNL

Hmxasbos.
LogebgadMm db0d360L maMmbos Tobo Mmmoa EgbHMmomymo Lo-

obpmMmom oMmJozob dggJobodn. dmaggbLybgdom, 20-006 Bwgddo
39o0emomonb godm, dznmasb bymbobgmgob Lb3zoobbgzs d0dB0m
3obob3930m 0ybg0H96 TomMadNgoLs o 000BMY0Tn. 035M3gOMEL
o 6o3Madmes abhmMmogma bysmmydon. J3gysbsdo LMo
39673000bsmods LYRI3EL. 88 MZaMbIdMAbom, b. 3o3ododgb maznb
030MgM0Ebm3zeb gnbwmoeb gMmmow y3dndgb 30Mmdmddn Ybdmpo
0mMdmmy bLogdoMmmzgmmb nbHmMmoygmo EM3xdgbdbhgodab gedmazmabab,
3903MAg60bS o 3MI3MgdhHgonbam3znb.

LEMMYE L. 3o3ododab odbobyMydnm 1923 Bganb dmbyMmbs
Afoomm 303300000006 AHMOLOZED go3gMabgd M JoMmmymo Em3Y-
996(hgo0m ohznmmyen 23 303Mmbab MYg39339930s. s dmMab aym:
03300 300339690 0b 0bgMmdo dom 33030bo©A0N, ngNNS Fo39o30d0b
033m9amonb 9530L 3oM0BINLYYMN odmdngds o by T90093.
03069 $030b0d330m3s Ma30L MMBY Fomomo Tgxzsbgds dobEs L.
393900d90 00300 JoMmmgmo endmmadshnidnbodn dodmzbom 36mdom
0mbmgMmoxnadn 08 sdLLbyMxdnbaM30L, Mo Tob JoMmymaoa Loybznb
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LodoMmmzgmmadn Asdmboboby, ©sdNb683708Ls o JMoboxrnzoEnsdn
d00ydm3anb.

L. 3o3o00dob doomo LodyEbngMm 890mgddggds, MmIgmog
9Mm3byamo BoMmbymobodn jobgsmm bLoyzsMmymoo oym dmogm-
Bg0ymo ymggmadbmagzn @smgmodmagn dgbbogmabs s 3gmombob-
©obngMn ©oxsLgoOL moMbos. 0gn o3 33MbsdMNbom ™Mo30b
833939ML JMMEYOS.

Sargis Kakabadze, a well-known scientist and professor, has a very
visible merit in the establishment of archival work and the development
of Georgian histography. He energetically strived to discover, collect and
display Georgian narrative written monuments. He published more than
300 works over the course of twenty years, most of which have a source
knowledge and publication character. His role is especially great in the
modern understanding of historical processes, source knowledge and
factual foundations, in bringing Georgian manuscripts from the North
Caucasus, in their classification and publication. He transcribed more
than 1,000 ancient manuscripts, the originals of which did not survive the
race of time, and therefore today they are equal to the originals.

His role in the creation of the Central Historical Archive is worthy of
special mention. You might recall that due to lack of paper in the 20s,
precious manuscripts were used for wrapping in stores and markets for
various purposes. Historical sources were being lost and destroyed. Com-
plete disorder reigned in the country. From this point of view, S. Kaka-
badze, together with his small team, had to fight under the most difficult
conditions for identifying, saving and collecting historical documents of
Georgia.

Thanks to S. Kakabadze, in 1923 it was possible to re-evacuate from
North Caucasus 23 wagons loaded with Georgian documents that were
damaged by the enemy. Among them were: David IV the Builder's tes-
tament to Shio of Mghvime, Tsarist investigation of the murder of Ilia
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Chavchavadze and so on. lvane Javakhishvili gave a high evaluation to S.
Kakabadze in his well-known monograph dedicated to Georgian diploma-
cy, for the merits he brought to Georgia in bringing back, accommodating
and classifying Georgian treasure.

Rich scientific creativity of S. Kakabadze, which was inspired by self-
less love for the national past, is worthy of all-round sectoral study and
sincere appreciation. In this sense, he is waiting for his researcher.
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dmEob gbmdgbolb godmzmnbgdab dMozomagmmazbgds gob-
LOBM3MO3L ToamMadngdab LNAM3mgb dobo JgbBogmolb Tgom-
ommmanadn. dmEab sbomadob ymzgm dodommymgdsb goshbno
3°M3399%0 x3obggmmods, MYIEs, 93990 mgmmoob dmboEgdgdn
ymzgmmgob oM sMmab bogdoMmabn. moomgymo 993609Mgds TmEb
boggmamn m3smmobgEzno gobabomoglb, dgbobbBozmom 0ygbgodL
33m930L bLogymoMm FgommmEmanab. goMmos odabs, bLb3sLLb3Y
aMmgnb 99360gMms dogm agMmaznmo gmEbs dmEedy gMmdsbym-
006 dbgmo ma3LxdoENY, M3E3eb bobnomnbos o BMgdnbhyma.
0dodhmad 3MbLbyOMOL dmEObL PsdMo3n gobLadM3zMgdy. 8J9ob godma-
©063MgmMOL dobo Ao bMdNbL gogndnbs s dgbbagmnb 3Mmomgdab

dghHgomymmoo.

©OMIL IMES FEMMOSMNBYIOYM FYIMOYMIM BYOMBYboss doh-
Bgymo o 0bhgMmoobEndmobymo bobosmabes, MoE 1339 d90790s-
3909m0 sMLYOYWMa bLogmmodmMmabm LodgEbogmm 0bxymMmIsEnab
3000Mg00bs s 0bHgM3MgHoE0nL dgbodmgdbmmdsb ndmgzs. sbJ39
d9badmyodgmns dgomomemanymo sMbgbamab godmynbgde.

00 o0mEobob gowsbogMmgmom dnzdsmmgon  370sbnhamyan
3mbab bb3zo@abbzs LYgMmML. 8939330 M JEbmyMm s3dhmmms 393-
bngMymn IMmBgd0Lb gMmom bozmMEgdn Mo3dMyYyMs o gobdmMaswgod..
bdoMm dgdmbzgzodn obobo 3oMmEodnm oM gbgde 3mbHNYdoL 3MMO-
@gdo@nzgol, 853Mad 3y Mob 33m93900L 00bsdgMmag LHM-
930900 LSTYoxdsL ndwggzs, Imbogb ImEab ™m7gdob @ggandHo-
00%0300 39OMbYMob 33m33900L LogMmm bLobhgdedn. ©obLo3MyY-
Mo b3maab @H9d6030L, Toamadgdnbs s dgomEYdab obsndab
Lox®xyd39mdY 893930090, AIME39YsmMNndg00bs Lagymamn bHomob-
®H030b dgomommmanyfma 05D,

Azgb oM 0m3xbmEadom dmEab 33Wg3500bom30L sbomn
©obndmnbab T9gabsb. 3oMogdom, 33EOMMOENM, YIMoEMgdo
3933908sb30m190060 08507, MM, FgomommmmMagnygmo M3zsmbsdMabom,
gommbmansb, MmammE yzgms 393609M900bL Loxrydzgmb, dmonb
®296m3960L 3oggd0bm3znb oo dgbodmygdmmdgdo o930.

ymomgods gogodobzomgm dmeab dgbbsgzmobob gommbmany-
M0 o gmbymymn doEgmdob godmygbgdab dgbodmgdmmogddy,
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MmdgmoE 99-20 LOY3960L dMEMMELb dMEOL EOBINBL FgL @Oy
LoLHY030 gobxyMBgm LObLHYIPM BgbMIgbo gobobomogl.

BoMImMEagbom dmbbgbgdedn 33wg30L doMmomo® T9)oMEYdSE
300m30ygbgm TgoMmgodnmn, smbgmam-sbsmadnggmo 890mEgodn;
39390008 dgomomemaongmo doamadngdob Jmoboxnzens; A3360
d0M0o, dmob obznmMbob gMmm-gMon 9x33dbOMo dgonmomemagnyma
bMoH9and d3mmabdozgmo doagmdss, Mmdgmoi LobhgdymMmo, 3mo-
3maggLbymo s65madaL AshamMgool Lodyomgosb ndgse.

3330dMMOM, 3gmbymMob gommbmanob dgomommmganymn dgbs-
dmgommogdnb gedmygbgds dmeab abznmbob sbomahnzsdn bbbob
dm0b 3g30Mm gamam gogqgdab 39ML3GJH0300.

The diversity of manifestations of the fashion phenomenon deter-
mines the multiplicity of approaches and aspects in the methodology of
its study. Each science considers fashion from its own point of view and
uses its own research methodology to study it. In addition, the knowl-
edge about fashion accumulated by different scientists is unlikely to be
compatible with each other, since it is not systemic and fragmented. This
is why there are so many definitions of fashion, hence the problem of un-
derstanding and studying it as a whole. Along with that, the data of one
theory is not always enough. There is a need for a new methodology that
will allow for a systematic, comprehensive analysis.

The study of fashion as a globalized cultural phenomenon is today
typically interdisciplinary in nature. This situation provides an opportuni-
ty to understand and interpret scientific information already developed
in other fields.

We tried to collect and generalize the scientific works of foreign au-
thors in one space. In many cases they do not directly address the issue of
costume, but modern strategies of cultural studies allow to legitimize the
subject of fashion in the general system of cultural studies. Based on the
analysis of techniques, approaches and methods of the Western school,
we tried to form the methodological base of our own stylistics.

We tried to document the necessity of a philosophical and cultural
approach to the study of the fashion phenomenon, which considers fash-
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ion design as an inseparable systemic phenomenon in the cultural system
since the end of the 20th century

The main research methods are comparative and descriptive-analyti-
cal. In our opinion, one of the effective methodological strategies of fash-
ion discourse is a holistic approach that allows for systematic, complex
analysis.

We believe that using the methodological capabilities of philosophy
in the analysis of fashion discourse opens up a broad perspective for a
deeper and more critical understanding of fashion.
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XX 0oP3960L P30600L369mMm dMBMgymdn 0bbhgmHILHYsTMONL
3Mmomydob 3mb@agdbddo gohbws nbhgMIgoommonb 3bgds, Mm-
090 boxwydzmo y©93L bbzoasbbzs bgdombngyma Lobhgdgdal,
dofMomos,byjemmzbgdnbsamahgmehymabyMmmogmmdndomogodob.
0bhgMIgoommos gobobomygods, MmgmmE dbo@hzmym bobomdmgddn
doohgdbhyMmo ymongmmzozdomab gobboggmmgdyma boby, MmMAg-
03 9837d690s bgmmm3zbg0ab bb3ssbbis aMagnb/oMmaggdnb dbs¢hs-
Mo 6086900L MMM ddggdsb. 3bmdagmoas, Mm3 nbhgMmbggL-
Hyommonb dmazamn sMbo dgmdsmgmob bbzoaobbizs bHgdbhgob
dmmaob 3ogdomdon; LEMMYE 00007 EoyMbmdnm Bsdmaygbs nyMa
m®3s63s 303mmgds 6700LBNgM0 YW BHYMab/BbahzMymo 6aBsM-
dmgdab 3manngmmbnddob dgbobgd, Mol adymobbdmob gbmodMnzn
dMagamdbmngmodnb, nb@gmbadombognmmdob gedmzgmgbob. @ab-
©M9MO00, §M00360 HgMmdnbmmmanygmn dsdAbL sMaMbYOMONL JoMm-
09030, 0bhgMmbHgdbHYommMdab 3mbhHLHMYIHIMomabHyMo 3MbE9a3-
30900b 0865bBs@ (doMd0, 3M0bHY3s, MmMABs60), 06¢gMIJEOSMMOS
3o60bomg0506hgMHaJLHYsMIPM03e3d0Mxo0L3MBHgJLHTn,MmamMQ3
6900b3ngMmn Bbohzmyama dm3agbolb (Bbohzmymo amabhgmsbyms,
ggmbgms, bLIYM3HyMs, oMsdbshzmyma  Hgdbdhn/6mbxyngddgba...)
2mgds gMmmnabn/dmmosbo hggdbhob BsBoms. doMmomsn gobbbss-
3909 06(hgMbHgdLHYsMMOsLY s NbHgMTgNommosb dmmab dgm-
00MgmobL 00080, MmM3 0bHhgMbadbdHysmyMma 3ozdoMmab LoLHIS
39mobbdmob yMmogmonsdmingdymgdsb gmomn bgdom@oldyMmo
063Mn30L q@oMmamgodn, bmom 0bdhgMIgnommds ggmaobbdmob
bgmm3zb900b bLb3zo@abbze @aMmgnb Lgdompozgmo 3m@gdab PMmo-
90 g39©700L. 330965, 06(HgMIgEosmmdbL, MmammE PbnzgmbLo-
omymo dbshzmymo 3MobEn3nb, 369000 ©gBNboEnob 3MMdMYds
390sbohomyma  393609M900b gmm-gmo  oJHomM  3dmMEabsb
60MIMa©396L.B93MomMb0db 0L gomzamnbBnbgdom, banb@Hgmabme
00330Ab0ns Lognmbab gobbomzs woabhgMmapyMmaobs o RIMBYMOL
JMm0gmmndndsmmngdaob abhmmoymo godmeoomydab gMagdo.

36mdomoay, MM3 LodYsMmMbL sgdnbs s s™M30Lmd0Lb Hd3zgmabo
xmmdgon gxdbgdmobgb LNb3MyHNBdanL 3MNBEN3L o oo bbob
3060303mmoO0dn dom dmMmab LadM3Mgdn oagbomn oM ymaxgomo..
bgmm36900b Lb3zobLb3s aMaNbM3znL odsbsbosmgdgmo dbo®h3-
Myamo Lodyomydgdobs o bobggdob godnz360L SyE3NWgdMMOL
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dmg3nsb6g900m BoMIMNT30. BoMbymo Mmmab dmadMm3zbggd0 sgdny-
Mo gobnbomogzbgbh LognmbL, My byemzbgdob MMAgmo EoMan
obobogb @oMydmaE3gm Lobodaznmgb dgho LABYLHOO ©o od
M30mbadMmobom, MMAgm Fomaablb Pbws dngbagmb y3nMobgbmode.
3bmdnmas, MMA d3zgmo gaobymobozolb 60dobomomangns bogy-
3000 @O godmbabymadalb gMmNabmoy; sMagmo ggMmbBgMs 3oMgo
bbab gobdogmmodsdn doombamEs ,mbMmdocnmdnbigh”, bofMmobny-
modnblgb; dbohmzoMmn 9500Mg0mEs 3BgMaamb 5300b/gogdhob sbsb-
3000, bmmmm gL 3306003690, ™Mo30L BdbMN3, FEOMMOES, dES-
000bmy gomyabmods, gobbymods ®gMaBgMmab LOBYLHNM FGoIMgE.
obhmMogmn gobznmomgdab 3MmEgbdn 3modoobs s @gMbgMob
dmmob sMogMmmbgm ,Bodmgmams” abldgboo 30M33mmdnb bagomb-
006 ©o3e3dnMmgdom; sMmogmm 993609ML godmMymJ30aL dmMbLLDBMYdL
omohgmohyMmobs o @gMbgMmab yMmomngMmmgsazdomdy. 8sg., mMgm-
Bofom o 306A00 hMogdoddo ,89M3BYM0L o3 3Myh™ob, dgbo-
3Mbob o LIgWM3HMMMNSE” BaMmdmohnbs 3mmgdngs, gfMmn dbMmag,
oobhgmohyymob, bmenm, dgmmg dbMng, bobznmo bgenm3zbgdab dmadb-
Mgmo dmmMnb. Imag30069000), 30LHMOIJHI0 dBMM369000L g3MEMYE0T
bodhy3s o godmbobymads gMMTsbgmb asdmMs; 36MONgMgONLY Y
090mg09900b 3ob30moMx0sd 9MmmBabymabasb godnxbs wgMmbyMmo
©o bo®yzngMo byaemzbgds. 3nM3z9mMAs gMBH3MEME gRMINTd MgLbNbgdo
300mmg3s ambodMyds bgmmzbgdab amMgndab godng3bab dgbobyd
o domn  3mobogngs3nob bobdgdob Odmbobsdnlg d70M3g301035d0
Hm3ghodIn ,,0omzmmbn, 863 dboB3zhmdnbo o 3mydanb LodmM3zhyonb
dgbobgo”. bygemzbgdob oMmggdob dmMmab sMbyoxmo gobLbbzezgd0b
©oLoEagd doMmomo 3MnhgMmnydo ggMmdobgmads 093b60gMas Tom
dngm oMmLyOYMN MygommoOnb bogzmEno-@Mmomnn ©ghgmMdnboMyds
dM03My. 3M9B00LY o BYMBYMNL FgEeMgdnbab gbnbgan bodasbdnm
0mb0386s3ws, MMA eMmomo msb3ndg3zmmds 3mghob bggmms, bmenm
bogMEg - }YMABgMOL; MmMA bbgymgda, BomM30L sdsboboomydgmn
03009090000 3gMBEgMAL Logsabb BoMIMaq696, bmanm dmJdg9doba
-3m9%00bab.

990Mombndbym 3MMOMdody dLFgmMmMOnbab 0bog gobom3zoe-
omobb0obgdgmns, Mmd bLbzosbbzs g3mgodn bgmmzbgds 3ob-
bb3o390ymn 603600 300M0MEYOMEY; 053, MY 3bHNZYIMMOs gob-
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LoggmMgdnm TRIM3gMMOEs sMJoMadhaMobs o LIYWM3HYML,
M9bgLobLOL 93mdodn omMTogzmMmMOs FoboEose ®}YMBMd; 60gbob
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In the last decade of the 20th century, the concept of intermediali-
ty emerged within the framework of intertextuality. Intermediality is the
basis for the interaction of various semiotic systems, primarily art and
literature. It is considered a special type of intratextual relationship in
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an artistic work, founded on the interaction of artistic signs from differ-
ent fields of art. The essence of intertextuality lies in the connections
between different texts. Building on this, Yuri Lotman hypothesized the
polyglottism of any culture or artistic work, which implies linguistic versa-
tility, intersemioticity. Currently, in the absence of a unified terminological
base, post-structuralist concepts of intertextuality (Barthes, Kristeva, Lot-
man) view intermediality within the context of intertextual connections,
perceiving any artistic event (fiction, painting, sculpture, non-fiction) as
part of a complete, whole text. The main difference between intertextu-
ality and intermediality is that intertextual connections imply interde-
pendence within a single semiotic system, while intermediality involves
the interaction of semiotic codes across different branches of art. Thus,
defining the concept of intermediality as a universal artistic principle is
one of the urgent tasks of the humanities. Given the above, it is interest-
ing to discuss the issue in terms of the historical relationship experience
between literature and painting.

It is known that ancient forms of perception and utilization of the
world were based on the principle of syncretism, where the boundaries
between different artistic expressions were not clearly defined for a long
time. The need to distinguish the artistic means and forms characteristic
of different branches of art arose later. Thinkers of the past actively de-
bated which branch of art more accurately reflected the surrounding re-
ality and, consequently, which should be given priority. The unity of word
and image held significant importance in ancient culture. Early painting
often sought “narrativeness”, as artists competed with writers to depict
stories and facts. Conversely, writers strove to convey the appearance and
mood of people with the precision of painters. Throughout historical de-
velopment, the debate regarding the primacy of poetry versus painting
emerged repeatedly. Numerous scholars have commented on the rela-
tionship between literature and painting. For instance, in the treatise “The
Dispute of the Painter with the Poet, Musician, and Sculptor”, Leonardo da
Vinci presented a polemic between the proponents of literature and the
supporters of fine art.

As abstract thinking evolved, word and image became more distinct
from one another, and the development of consciousness and creativity
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led to the separation of painting and verbal art. Gotthold Ephraim Lessing
was the first to articulate the separation of branches of art and proposed
a classification system in his treatise “Laocoon, or On the Boundaries of
Painting and Poetry”. The German scholar identified the spatial-temporal
determination of existing reality as the primary criterion for distinguish-
ing between art forms. Comparing poetry and painting, Lessing empha-
sized that time is the domain of the poet, while space is the domain of
the painter; bodies with their characteristic features are the subject of
painting, while actions are the subject of poetry.

Discussing the problem mentioned above, it is also important to
consider that art developed differently in different epochs. For example,
while antiquity particularly favored architecture and sculpture, painting
experienced a revival during the Renaissance. The invention of the book
resolved the issue of the relationship between words and colors. Book
engraving, as an accompanying component of artistic text, enhanced the
concrete and perceptible content of artistic expression. However, later
verbal expressive art largely abandoned the arsenal of visual means. Lit-
erature of sentimentalism and romanticism once again raised the idea of
the necessity of syncretism among the branches of art. The question of
the indivisibility of words and colors was raised. The aforementioned idea
had its supporters (R. Wagner) and opponents (the Impressionists). In the
20th century, works were created where the narrative source was no lon-
ger the basis of painterly conflict. Literature and painting ceased to illus-
trate the idea of defining meaning under the influence of the surrounding
environment and events. During this period, associative text (the stream
of consciousness) showed clear affinity with abstract painting. The book
and the painting were interpreted as conveying chaotic human percep-
tions of self and the world. The practice of depicting objects and events
with the classical period’'s characteristic clarity was replaced by highly
exaggerated images of the connection between humans and reality. On
the other hand, the development of cinema and television made certain
adjustments to the relationships between art forms. It affirmed the direct
connection between literature, music, visual arts. The fact of expanding
the boundaries of spheres of art with a centuries-old history became
even more relevant in the 21st century.
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Objects have a unique property — they retain memories, histories,
energies, and speak to us of people, crafting our existential dimensions.
They enable us to project the vectors and aesthetics of an era, while our
ability to “listen” to these objects, “read” them, and allow them into our
emotional strata, beckons us to regard with special interest the genre of
fine art known as still life. This genre is intimately connected to the world
of objects. The essence of still life is to represent an object as a testament
to human existence. Its multi-layered approach transforms tales, stories,
and eras into artistic forms rich with symbols and allusive nuances. More-
over, it is precisely through the “speech” of objects that it asks questions
about the sacred. Those are the areas of thought that are the subject of
the research.

The pivot of Mircea Eliade’s theory - the dichotomy of the sacred
and the profane, the manifestation of the sacred in the profane and the
search for cosmological/religious/spiritual meanings of things, creates
the basic interpretive area of this research and leads to systematization
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of the material. Those artists (A. Varazi, T. Japaridze, 0. Chkhartishvili, Gr.
Danelian) whose artistic intuition, taking into account the constraints of
Soviet art ideology - in terms of artistic language and thematic selection
- drew them towards the genre of still life, were distinguished as a kind
of first flow. In relation to this issue, it is noticeable how Vera Pagava's
spiritual-meditative painting reveals itself in the language of the world
of things, which forms another, essentially different line of research, with
its synergistic context of the French modernism and Georgian culture. We
can single out the so-called “80’s generation” (I. Parjiani, G. Bugadze, L.
Chogoshvili, M. Abramishvili), in whose works, it is not surprising that the
philosophical foundations of depicting things and the issue of their ar-
tistic interpretation become the subject of special observation, as reli-
gious-spiritual patches appear most clearly and explicitly in the 1980s
by visualizing the most difficult theological topics and working with in-
depth thought. In relation to these problems, the analysis of the works of
Lia Bagrationi and Tamar Nadiradze singles out the last line of research,
where eternal human themes and problems of modernity are conveyed
through the “speech” of things.

Thus, the purpose of the paper is to observe still life or an object as
an artistic concept, in relation to hard-to-find ideas and themes of sa-
credness, eternity, spirituality and, in this way, show through its epochal
contexts and signs, one fragment of the history of the second half of the
20th century and contemporary Georgian art.
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It is a universally recognized fact that modernism and avant-garde
are European phenomena. Local/national invariants of avant-garde in
different cultures are a manifestation of synchronization with the Pan-Eu-
ropean culture. The history of the Soviet avant-garde was an attempt to
do just that in its infancy, which was terminated almost everywhere si-
multaneously and violently.

Ukrainian avant-garde is an important and little-studied phenome-
non of Soviet culture in the Ukrainian studies of Georgian literature; thus,
this report will be one of the attempts to fill that gap.

The legendary director Les Kurbas played a very special role in the
formation of avant-garde culture in Ukraine.

It is worth noting that from the beginning of the twentieth century,
the great wave of modernization of Ukrainian culture had clearly defined
tendencies of integration into European culture, which was aggressive-
ly challenged by the formation of the Soviet monolithic culture and the
avant-garde artists were shot. This process was called a “Riddled revival”
by the famous public figures who emigrated - Yuriy Lavronenko and Erzhi
Gedroits (the famous anthology of the works of Ukrainian avant-garde
artists was published by the publishing house “Culture” in Paris under the
same name).

Les Kurbas is one of the first victims of Soviet repressions and a
brilliant representative of the generation of the “Riddled revival”. Thus,
based on the latest scientific literature, the report will analyze the role
of Les Kurbas in the history of Ukrainian avant-garde, which, being at the
gate of European culture, was left behind for a long time due to Soviet
repressions.
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Ecocriticism is a new literary theory that developed in the United
States in the 1980s and then spread to various countries around the world
in the 1990s. A recent new trend of the past five years is that not a few
scholars in the fields of Eastern European and Russian literature have
started using this theory in their research work. Among the themes they
discuss, one that is particularly interesting to us is experiences of collec-
tivization in Soviet villages. The aim of this presentation is to examine the
film “Great Green Valley” (1967) by Merab Kokochashvili from this ecocrit-
ical perspective.

The main character of the film, shepherd Sosana, moved with his wife
and children from a village to a valley. However, after oil was discovered
in the pasture and the construction of oil well began, his life and his
relationship with his wife completely changed. Considering the fact that
there is no oil in Georgia as described in the film, it can be said that the
oil in the film represents a metonymy of modernity brought into Sovi-
et villages, rather than environmental pollution that really exists. In this
sense, the scene where Sosana and his child observe mural paintings in a
cave directly connects to the primitive age that is opposed to the moder-
nity. However, it is also interesting that the worlds above and under the
ground are connected with oil and fire, indicating that the narrative of the
film does not reject human civilization.

As for civilization, the scene where Sosana drinks water alongside
cattle might show his loss of humanity, i.e., civilization. In the film, the
cattle are clearly victims of the construction of the oil well, which is im-
plied in the final scene of the movie. Thus, drinking water with the cattle
suggests that the cattle, animals, and nature in general are exhausted by
the modernization and collectivization brought by the Soviet authorities,
and Sosana shares in their fate.

Sosana’s tragedy stems from his character; he cannot adapt to col-
lectivism. In an interview, Kokochashvili himself mentioned that, at the
request of the authorities, the director of the collective farm was por-
trayed as a good man. Due to the existence of this good director, Sosana’s
self-righteousness is also revealed. Sosana represents a figure of that
time who witnessed the radical changes in his village, surroundings, and
environment at the age of Soviet collectivization.
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390930060, MmgmMmz Jmabhosbyma Mamogoab Lo®ydzmgyodab
39Mgo 93Mbg, 0MAg3L LEMMgE 3Moxznybolb 309LsL, LoeE Lo-
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03039 ©o PoMgzmds MBAgbodns, MmMAgmbsyg 3ob6896abmsb
90 M0 gosMAgbob MmmoE 9g3L osgznbMgodymo.

9mbLy690sdn 30LoyOMYdmM 9bEMISL gMayoyLaL ,JoMmzgma
Jomo 30H9M06oL” dommzmb 93mgobs o 89-20 Loy3ybobL 80-0060
Bamgdob 39ML3gJHn390%9.

The torture of the Queen Ketevan of Georgia was described by her
son, King Teimuraz Il, as well as by European writers and travellers.

The play “Georgian Woman Catherine, or Tried Fortitude” (Catarina
von Georgien Oder Bewehrte Bestandigkeit) by Andreas Gryphius, a great
representative of the Baroque era, is quite significant. The content of the
play, together with the dramatic ending of Queen Ketevan, focuses on
the political and religious acts of marthyrdom, as well as the topics of a
woman politician and a female character.

A theatrical allegory is clearly visible in the play: physical defeat as
a spiritual victory. In addition, the torture of Queen Ketevan is a political
act that has a strong national character.

According to Gryphius's play, the indomitable fortitude, the power of
a politician and a woman, Queen Ketevan triumphs over evil. Gryphius's
play was produced on the stage of Volau Theatre in 1657, immediately
after its publication. The play was an important part of the 17th century
German theatre repertoire.

The play was staged twice in the 20th century: Intendant and director
of the Saarbriicken theatre of West Germany, Hermann Wedekind, first
staged it in 1982 in the Rustaveli Theatre in Tbilisi, and then, on Sep-
tember 15, 1984, in the “Cave Theatre” in Bulwer, Germany, where 1,800
spectators attended the performance. The premiere screening lasted for
several days. This play received a lot of attention in the world press. The
Pope responded to the performance as well. With this play, Hermann We-
dekind presents worldwide and European perspectives of the end of the
20th century: despite the existence of the Iron Curtain, art is unified and
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whole. The play was able to break through the political boundaries of that
period, while Wedekind, as a well-versed in the basics of the Christian re-
ligion, chooses the play of Gryphius, where the strength and perseverance
is in faith, which has the role of salvation as well as purification.

In the report, we will talk about “Georgian Woman Catherine, or Tried
Fortitude” (Catarina von Georgien Oder Bewehrte Bestandigkeit) by An-
dreas Gryphius of the Baroque era and the 80s of the 20th century per-
spectives.
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doombyMo 36md0gMgds sMab sdMM3b90aL 3d3zgmgbo MM,
Mmdgdo38608369mm3zsb60 Mmoo dgabmyms s@adnsbab Aodmysmo-
09000L0 S LBdYoMMLMSL dobo gMmmogmmmodnb IMBgbMnggdsdn. domo
0Mab 3g@HMob, DMBs® ssdnobymo d90mJdgadnb boxyydzgma.
05bd0n s0bobs d3gmo 0Eed0360b AbMBMby3s, sd0hMma bgem3zbgdob
093M0 @aManE 3nbasb nmgdb bomazal.

900 sMbyOMOAL Ladn BMMBs 8g3L. 0gn godmabyo®gds 3gMmdomy-
Mo (BmmbMmmods), dmddggdnm (Mahysmn) s godmbsabymgdoo. Mo-
HPOLY O odMbObymMadsb Fncnb dmymannb sg330MhMn 860d369-
Moy dg3L. sdohmd 0ybgdMagzns, MMA dzgmo bgmmzbgdob 608y3-
9900 dnommmanygm LoYygghgob gdysMaomEs. MmEgbol MmAgmndy
bombab ggmbyMmadn LoBN3g MmMIss BaMdmeagbomao, gb dmoagMa
HmMmaoEnob sMbydMdaL 608sbns. 38330M0 30M3MYOS 330930 LoJomm-
39mmdon. 8039Mo@ 33bg00m bLodmbowofmgm doombL, MmIgmog
3960MA6903m0ns BoMma®n30b, gedmbobymagdgdobs s Mo@omymMmo
39339000~ 3gMmbymgdab gmm3nom, MmMIMgonE E®obLE bMYMEgds
(0omnbodn dndmzboma b3s6YMa YgMmbymgdn).

Lodmbo@oMmgm doomenmagoymo bLYBsbHhoznmos H3MMYMO
0M0bzomL LoMbHymgddy sbobymo bLEG6900 s sbMM3MImMaymn
3abhnznb 60093900. 88 godmbobymgdsms doom-Mogpyomym do-
BooMbLY @ BYOJENSL FobLOdM3IMIZEe BoNMMNM3Mgdobs
dmboonMmab LoagMEBoom FMmogmhomods, MmIgmoy boamab god-
Mo3mg00b 8E0mydgmn 3nMmds nym.

BonMmmdxzaMm3zgmo ms30bo 0969000 BMMIMMBYMNS. sbmMmm-
3mammxzndognob 8709300 006 dgndabs Joab Lobg, BogMmod
dmmImaMymo  goMEsbobzs dobmznb 03yb6gdMo3 damadsmgmdo@
sMmhs. ImbooMy Bgomes bonmms badysmmdon, ModyE doymo-
0M90L 0MabzombL LoMBYygmms Bodmbobymgdgddn bbzsabbgs Fo-
dob boommo LNIMO3Mg o dEABN3bnE Pbs odLEL3LgOMES
00 bLadysmmbL 3330Mm. s00¢MI dDMMIMMBIMo bomdgdom sMsb
300mbobymbo LoMHYmgddg TmMEg33039 0009393900, MMy
dmdMmomods bmMmydob gmgdgbhgdb dg0303L. o Mo30LM39 3OS
Lagnmbn baMmbhygmms BYbJEnnb dgbobgod. MJgdom sd3m Mmo3n BT90-
39 d9x3gMmbymams 3mdsdn godmbobym sbmmm3mamMmxuym omo-
RIMYM 30gdYMgoL, Lo3sMIYEME, BoENMMNM3M3900b 3omBHbomMydD.
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OO Jomm3magdsLbmab PJMmngMomonbsab baoMmob bobgb nmgod-
3 M350 dMbsnMgE, MMIgMbLE omoa MJmbabn BaoMab bobom
93bsgomMEo..

LohMxnmm dMH03900 33bzgds Lb3zssbbzs bombalb Toorm-
mmgnadn o baymangMmgonb Jommamogogdab bLodhmamgdn, Mm-
3mME 69bo, IM33Wa30 d83006900 9MNb. TM33w30 dodnobob
dmbobomamos Modygomndgdym bLygbysmyMm yMoongmomosdn gy-
mobbdmos dampbommms bodmagzmalb, Mog bgmb ybymds Boym-
®209M900L DMESL. goMEs 8d0by, IMbosnMy ybos dM3zaL, Momo
Jommzmogds sbom bohmBML dggMmomb, MoE sbY39 gobobmgdab,
Sbomo Mmmab Eabygosb smbndboglL. sgmdsm sdohma bMYMEgOMES
03069mM30 EoMY3 M0 IMBdEOMOL HNMJOS odDaBbymMdY. bogbab
BoMIMEagbom, Jommdgmmob LYJLyomyMo dom@BbomMmab d9E3mo
396030MM090s dmgao bLodysMmb, 3o dmMab BooMnM3MagonL
LOBMbL gobsbmgodsb.

MmgmmE 3bgoe3m, 0Mabzomb boMmbygmms godmbobymgdgdn o
sbomm3mammyymn 3msbhngdob 60093500 od®3nmmyymoas dnom-
byMo LYBsbHN3nM O Nbgo NEBMMTENSL NBobogL, MMIMgdNE dMM
AsobL godm39390d0.

Mythic consciousness is an ancient form of thinking that played an
important role in forming a person and regulating his relationship with
the world. Myth is the basis of culture and human creativity in general. It
reflected the worldview of ancient people; therefore, many branches of
art also originate from it.

Myth has three forms of existence: verbal (story), action (ritual), and
image. Rituals and images have an adequate meaning to tell the myth.
Therefore, it is natural that ancient works of art were based on mytholog-
ical stories. When all three forms are present in the culture of a people,
it is a sign of a strong tradition. We have such a situation in Georgia. This
time, we touch on the hunting myth, preserved in narrative, images, and
ritual circle dances, which are still performed today (Svan ritual dances
dedicated to Dali, the goddess of hunting).
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Scenes depicted on bronze belts and anthropomorphic plastic mod-
els are loaded with hunting mythological semantics. The myth-ritual con-
tent and function of these images were determined by the relationship
between the game deities and the hunter, which was a necessary condi-
tion for the reproduction of the game.

The gamekeeper is zoomorphic. As a result of anthropomorphizing,
he acquired a woman’s appearance, but the zoomorphic transformation
remained his natural state. The hunter entered the world of the hunted,
which is indicated by the abundance of different types of game in the im-
ages of the bronze belts, and man was supposed to resemble the inhab-
itants of this world. Therefore, men dancing on belts are depicted with
zoomorphic masks, whose movements contain elements of the Georgian
dance Khorumi. Here, the question of the function of belts arises. The
anthropomorphic ithyphallic figures depicted in the dancing pose have
their heads decorated with horns, probably the partners of the hunting
goddess. Presumably, the hunter himself took the form of a game while
interacting with the goddess, whom Dali presented as a horned game.

Love motifs are found in the mythologies of various peoples, and the
lovers of fertility goddesses are usually mortal men. A mortal’s participa-
tion in ritualized sexual intercourse meant a plurality of partners, which
promoted increased fertility. In addition, the hunter must die for the god-
dess to join the new hunter, which also marks renewal, the beginning of a
new age. Perhaps that is why the mourning of the dead hunter in Svane-
ti was executed in the spring. According to people, changing the sexual
partner of the goddess led to the renewal of the whole world, including
the kingdom of the hunting goddess.

As we can see, the images of bronze belts and anthropomorphic
plastic samples are loaded with mythic semantics, and the information
they store is no longer visible in the narratives.
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dmbbLybgdob T0dobo obg;m dmMm3zmgbgob o dgbodsdnlb 369-
090L dmMmab 3o380M-8000MmMgd0L gobbomzs o 3oM33930s, Mm-
3mMMyd0i3ds, ghmo dbMag, dmEaMbo o gbmgbhogs, bmmm TgmMg
dbMmog, 3mbhdmegmbo, gbmg®HndBo s gbmyHodsEns. ¥dgMnzgma
Rommbmambn  smob  dganmo  3mbHIMEgMbabHymo gogmbm-
00bs @s bLogmomE 3mbAHIMEyMbOL IgmEBIMymo dEgmdoMmgm-
00b ggbgMmomyMm dobsbosmgdome gbmgdHndAL donhAby3L, bmenm
qbmghnd3ab sMLL gbgHo3aMab Fmgen MYomMmosdg gdbhHMedmann-
M9ded0 bgozL. bb3s Lohyzgdom, My dMmEgMbNdT0 Bys3nMmymao
390mEomgdab ,94390mm* s@odnsbab, gm@nmob, 036900bs @
obmMmoob sdmAgbob gommds, dobo sdMao, 3MmbhHImogMbadAn
00 M9ommog0dn ,HaJdbhomyM x0d3ngdoL” bywozb, 9©ednsblL
ymggmazom Mgommosb 6Yy390hL s dbmame bowyzg00b 3oMob3nm
Hhm3900L. o. 39300 gbmgdHndINL MmMInMgdab 867 gbmgdHndsiEnab
obmMmaob Imzmg 99L39MbLOL QoMamgddn Hm3z90b. FoLESD gobLbbgs-
39000 A396 3gbgommagoynm MogyMmbL o dngdsb ®Y6sdnbHm
Mmmb 30609490m, Moasb ab A3960 gdshnznbsm3znb 39bhMmamyMm
300b390%79 30bgbob dm3mMzg0aL 39ML3gIH030b g3odmg3b.

qbmgH0zo XVIIboy3nbab G3x0b8690380 3ggMsbgmads ommMmbMBMUL-
0o omggLobMm 059035MbHg6as ,odsmn gbmbgmemmanob” Mabadn
©ooxydbs, MmMImab Logboswsl 36909000gmn by gMdbmodso
090936900 s gMdbMOsEMONM godnomgogmo Lagbgdn gabbadmgMo.
39M3399m0 bbob 3903 dobo, Mmgmmz ammbmanymo obEns-
™m0bob, bogbsw 3839609M900 o bgmM3z6900 FodMEbo. 9796
390m3nboMmy, gbmghngs 83sx0MmE godmaym bbzs BommbmanyMma
©obEndmnbgdabogeb, gbogmoznmo dLxgmmMods - Abzgmonb bb3go
0390005306, bmam gbmgHoznmo, RagdhmoMmnzs, dbobhzMymb go-
3030309, MMIgoE obg39 33080ME odMOBMIMs MJommodnb bbgzs
M930mbgonbogsb. LEMMgE gb g30dmg3Lb Loxwyxd3zgmb 303¢H30EMO,
Mmmd gbmgHngs ImgMmbab 97L3MIBoMo 3MmEIJDHno.

06(039MmMoOsLy o 3o LOY3R6990dn 8339609Mgds ymazngMmgodab
bMYmMYymaNmMgosdg doymnmgdEs, dsb dghoxzndnlzymo boxyydizgmon
3gJmbms. dgLodNbLE, gbomgHnzgmao dogm bLNbsd3NMgL BWoMO3-
s, Mob gadmiz gbmgdngs ©adMY300909mMa Gammbmxaogmo ©ab-
3030bab bobgb oME ohHoMYdEY O 39M3 00MYOEY, MdED 3M]-
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dmEamMbymaoa LasdMM3zbm 3oMongdnb Bamamyddn sbgma 3Mmagho
70M3amE s0byMEYmN, BoMIMYEa]bgmo gobmeaso.

dmEoMbyamo 3dMM36500L (s bagMmme dmEgmbab) bydngdho-
300hyM 30MONETBY odYsMndsd, Modslg gMmm-ghm mMmasbym
0909300 3b6hndghoxzndnEnddn dmadobs, 3839609M9dsL BosMm3s
mbhmmmgngmo 036900. LoTsgngMme, IMmEMbIMN BomMmbmMmainob
xsMagmgddn dabo zgMm gbmbygmmmandomgds, bmemm 8933 sjbom-
mmgndoMgds gobbmmzngmos. bBmMg 83 3MmEgbab 085696 Ma
dboMmg gobmeom gbmgH0zab d3HmMbMTndsENS. 9.0. gbmgdnzgmoab
LYo (M6 MMZIBYIMIE ©S39330M7dab bLoxydzgmdg Bdabo
©30My3000909M™ nbEN3MnboE godmymao.

qbm9H030L 83HMbMANBsENs Bobomn nym MM Fomom 3Mm-
39Laby, MMIgmoE bagmomo 36MoNgMYdaLs s LNBsdw3nmal do-
00Mmgdab byodogdhn30DsEnsb, dobo gozmom 3o gbogHndsENsL
39mobbdmoe. odohmd sbmoboMIMJdbomn  @ommbmanymo
©obEndmnbs 000o30m39 703930 Ma30L Mo3d0 ,396MM0IbYM
dmdmomodab” 967 L3Nm0 M300sb gobzmob o, gMmo dbMng,
0030560b yzgmo 9gdhogmmodedy s, dgmMg dbmog, dogm LN6oTE-
30mgBg 3o3mMEgmgodnl, g.0. hm@pomym gboghodsEnsdo gosdMaL
h96096300L, HMAMAL MDY BHIHIIE 3MbHIM©gMba 3g3g3mnbgd..
0300 00bLOYOS 83 P39b5L3bgMNL gabgMmomyMma dobsbosmgdmgdo
©9M90m0do300bL, bodgmoinab, 30MAHYom0ds300L, M835890M0MOND,
3900mb0ds300bL boboo.

qbmH0BEN0L F0dsMm, dosMmmamny, 3mdahngMmo 89x30LY0g003
330dLoMEYOS (F.-3. LaM@M0, 5. 35¢h0dm), BoaMsd doMomss© 693 n-
3Mm-3Moh03gmo 3mH0E0g00 bFsMOMOL (8. 3s0Y3gMN, J. dMmEMNMO,
0. 3509M3sL0, 3. M36L0YM0, 3. 39aBn). 6300LB0NgM 9B mb3g3380 3MLH-
dmEambaby o 3mLbHIMEYMBABANL seHgMbBathnzgdalb 3Madnsdgma
363@m0d0LIL 3MbhIMEMbabL BoMIMEagbnamn 3ggbgommannb gomas-

mobB069do 0330 x09m 6300FI© 333Lobad.

The purpose of the article is to discuss and clarify the relationship
between such events and relevant concepts as, on the one hand, mo-
dernity and aesthetics, and on the other hand, postmodernity, aesthet-
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icism and aestheticization. American philosopher Alan Magill considers
aestheticism a general characteristic of postmodern philosophy and the
postmodern cultural situation in general and sees the essence of aesthet-
icism in the extrapolation of the aesthetic to all reality. In other words, if
modernism tried to uncover man, culture, nature, and history underlying
the flux of surface experience, then postmodernism, in his opinion, sees
“textual fictions” in these realities, cuts off a man from things and con-
fines him to a confrontation with words alone. A. Magill leaves the history
of the formation of aestheticism or aestheticization within the framework
of a short excursion. In contrast, we give genealogical perspective and
research a fundamental role because they enable us to find answers to
the central questions of our topic.

In the mid-18th century, the German philosopher Alexander Baumgar-
ten founded aesthetics as a part of epistemology, the subject of which
he defined pre-conceptual or sensory cognition and objects mediated by
sensibility. Later, beauty and art were declared as the subject of this new
philosophical discipline. Therefore, aesthetics was clearly distinguished
from other philosophical disciplines, aesthetic judgment — from other
types of judgment, and the aesthetic, in fact, was equated with the artis-
tic, which was also clearly separated from other areas of reality. This is
precisely what gives us reason to claim that aesthetics is an exceptional
product of modernity.

In antiquity and the Middle Ages, beauty pointed to the perfection of
being and had a metaphysical basis. Accordingly, aesthetics embraced all
reality, therefore, aesthetics was not and could not become an indepen-
dent philosophical discipline, since within the framework of the pre-mod-
ern paradigm of thinking such a project was simply absurd and unimag-
inable.

Basing modern thought (and modernity in general) on a subjectivist
paradigm, one of the organic results of which was leaving all reality (and
all beings) without a metaphysical foundation, deprived beauty of its on-
tological nature. Instead, beauty received first epistemological and then
axiological content within the framework of modern philosophy. An im-
manent aspect of this process was the formation of aesthetics as a sep-
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arate philosophical discipline and the reason of it was that the aesthetic
phenomena and categories were subjectivized.

The autonomization of aesthetics was part of a wider process, which
generally meant the subjectivization of relations between consciousness
and reality, and through it aesthetization. Therefore, the newly emerged
philosophical discipline from the very beginning contained the “centrif-
ugal movement”, that is, the tendency to go beyond the border of one-
self and cover all human activities and reality wholly. And this, of course,
meant total aesthetization, the result of which was postmodern.

There are some facts of positive assessments of aestheticization (J.-P.
Sartre, ). Vattimo), but for the most part negative views predominate re-
garding it (M. Heidegger, J. Baudrillard, I. Habermas, ). Ranciére, V. Welsh).
Anyway, in a critical analysis of postmodernism and alternatives to post-
modernism, consideration of the genealogy of postmodernism presented
here appears to be a necessary step.
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The question of how visual arts penetrated the industrial field and
contributed to the emergence of design is not often addressed in art his-
tory or design studies, but it is crucial for understanding the nature of its
origins.

For example, Estonia, Latvia, Lithuania, Poland, the Czech Republic,
Croatia, Serbia, Slovenia, Bulgaria, Ukraine, Hungary, Romania, and Geor-
gia illustrate how design emerged from the established visual arts, pri-
marily architecture and applied arts. It is also important to consider the
impact of graphics, painting, sculpture, and theater. Each of these coun-
tries exhibits unique characteristics in this regard.

In particular, environmental art is a hallmark of the Baltic countries.
During the gray days of Soviet life, it typically exhibited a “non-Soviet”
quality, with roots in earlier eras. These historical buildings continue to
influence contemporary design, especially in Estonia, where they impact
urban equipment and interiors. Latvian design is notable for its emphasis
on applied arts, whereas Lithuanian design draws heavily on both pro-
fessional and folk traditions. Poland'’s distinction lies in its effective inte-
gration of architectural and applied arts experience with modernized fine
arts, music, and high-quality cinema, facilitated by a developed industrial
base. Although Croatia is not widely recognized for its design today, its
historical monuments and architecture, like other visual arts, serve as
significant sources of inspiration. Serbia’s design heritage is rooted in its
architectural schools, folk art, and visual traditions. Similarly, Slovenia’s
understanding of design is deeply influenced by its fine arts legacy. Bul-
garia’s design success stems from the combination of fine arts with folk
elements. Ukrainian design has been shaped by architecture, historical
monuments, and elements of “folk design”, alongside professional fine
arts. Hungarian designers found inspiration in architecture and cultural
identity, while Romanian design drew from its ancient artistic culture, pri-
marily in architecture and the applied arts. Georgia’s approach to design
reflects its craft culture and applied arts, particularly in the production of
everyday objects. Architecture, influenced by metropolitan styles while
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preserving national forms, played a significant role. Additionally, Geor-
gian fine arts, cinema, and theater provide examples of how visual arts
have influenced the creation of objects, i.e., design.

In summary, while the artistic practices of these countries vary ac-
cording to their histories, they also share similarities. Each of these coun-
tries, with its unique visual arts traditions influencing the emergence of
design, contributes to a nuanced pan-European practice.
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bEgbmaMoxns bobznmn bgmmzbgdolb 8603369mm3560 @O
moMmgogmn  LYgdgbMne. LEYOMEMORNL, MmammE  bL3ggdHozmoab
gfm-gmon 960336gmm3060 3M33mbgbhobl, ©odz30Mgdalb 3Mm-
39L0o, XX bLoyznbabL 20-086 BmgoL, 3MmMmEgboymo Myzobmmymo byg-
mm3b9060L 3ob3z0moMmgosb P3o3dnMmEnds o bymddmzsbgmmob
dobo 3mb3gxEnm. Jomomyman bEgbmgMosznab @mMInmygds, nby3y,
MHmgmmE dngm dbmxamomdn, s3zazdnmgodgmas Mgzobmmymao 3Mm-
230000 EV0EHOOLMB, NBa3MMIYME 30 MJodHMmomymoa bymmmz-
6900L 3M0dobym 3gMmomomob. dobo Jggan oym dMe35z3sMN
MgumMmIgoab Mgamndgds bLoabgmmzbgdm bLogmEgdn. oo dmMab
d0mbob0db6o300 LOLEYOM Hgdbmemmanab gobznmomyds, MaohdIMImMsb-
Hh039M0 byganmzbgdab dobAd@odymo 9gdb3gMmndgbdgdn s bbgs, ModsEy
BoMIMAze LOLEYOM bgm3zbgdalb 3MmEydddn, o637 L3gJHozmdn,
dboH30Mm 3391300 dgdH0gmo AsMmm30L oEnmgdmmos. 83 3MmEgLbL
bodoMmmzgmmdn adMYbgdymn 3mipg doMmxsbndznmon bgmdmas-
B6amo . 3beb0d6s309, 93MgmM39, A39600 TMm3z069 dMMnbL BMg9-
a0l (1871-1961), sanggLab M D360l (1874-1934), BogmmmDd b3mn-
a3bmgbznb (1870-1935). nmbgd Jommgdsbabs (1880-1957) s 9389-
60 @mobbLyMmglb (1875-1946) M33Bmn sbsanno msmoab bEgbmMaMaBms
d0dMEab 3MmEgLbdn s JoMmomymo bEIbMEMIRNNL dgdgdaMmms
6oMBoH90mM0 3a3hnMmgds Ladgmymo Jommymoa ngohmab gobzon-
03Mg0580. 98 dbM03, 33000 393005dnb (1889-1952), 38aMyMnsb Lo-
©33mb-gMmobmagol (1889-1943), aMszmn godmg3gmab (1894-1943),
39hmg mEbgaab (1907-1937) Lsboo JoMmmymds mgohMsmymds My-
70byMd dgndabo g3Mm3ym babgmmzbgdm HybgbEngddn gomznm-
36modngMmgd Mo, bMYMBILM3360 M8658750MJ090 O MBITMIDMY
bgmmzeb0, 00300 obomn mamdnb dboshzoMmms 339%0s 30 nbnge-
oMyMe@ snmz30bs dobmzgab LMYWEsE obomo sbL3sMYda, sboma
LadmMM3bmM bLo3zMEy o gob3nmoMadab obomoa MabyMbo dgndnbe.
0000Mm97 e domgoebb 3603369mm3s60 ©odbobyMmgds dnydmzalb JoM-
0gmo 093hMmab abdhmmooda smooMmydyma baghodm b3ggdHogmab
60013d930Mmo 89906050d0.

LEgbMaMIxNs — LobEgbm dMybNLY o MmgspMamyma bozmEob
mM3sb0d900L bgmmm3zbgds0. 030 BaMIMOagbL b3ggHozmnb o6y Mg-
FobmMmymo 3Mb3gxE0nby s 830MmMab ghdbmdsms 66900b bfmym-
ymaxznma® ©O JR9JHIMo© godmbobznb bgemmgzbgdsb. 83 3MmEqbdn
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9Mma3omMm3zbo 3603369mmzebos MmgmME @g3mMmsiznab, nby 3mb-
®H0ydob, boboomobs @s H9gbozab Mmma. ymzgmon gb ggMmbymyma
Lodyomgds MmgodHMmomymn BoMImMEagbalb 3MA3mbabhns. dabo @ab-
doMgd0om 0ddbgos L3gghogmab, dbshzmymao gdomab boby, Tabo
3omabnggmn bobadn. 0gn bgmb bymdbL bLobEgbm BobasMImMgdab
3MbEgxkEnnb LAMYMYManm Jgmbd30L, godmbobzsbl, ,00m3nmbzob’
bdgbL AL obLOBM3MYM gaMENYM 09MDL. bEgbmaMoxznnb gobznmsmy-
0o 9gnMmm 3ogdnMmdns 393609M900bL, Hgdbmanmagnal, Mygobymab,
dmaoa@ bobgmmzbgdm bLogzmMEgdn TndwnboMmy g3mmyzonm 3Mm-
39L9dmMab. LEgbmaMoxyns, MmgmMmE L3gJHozmab 30dDJsYM-3mMsb-
Hh039Mo godmbabyamgdolb 899Jdbab bgmmmzbgods, dnbbogg Eomzgnm
9m9896(h9003b6 gmmo@ (Bbsbomodab 3mbhoydn, 8330830, Bomsdo,
0gLgbysMmgdn, MBob 30MEbbomMmods s 8.8.), Bbsbomodab Msdsdab
69Lob Am3zaMmbobgEos, dnba goMgabmonlb gomeoddbalb dmbsbouy
©@o dbobomdnb 3msbhnggmn Fgbodmgdmmogdnb 9.6. Abobymogoo.
9939dmgogmos 0gahMayma 6obamdmgdab bogmEnma 3madmdoignab
099060-300dMgds, Tabn E9bpMomyMmn dodmdmsezgdgmn  doanab,
dLobaomoaL gom3z33abBNbgdaL goMndg. LEMMgE dobo Lodgomydom
ndgbLb obMymydy bobgb mgspMmomyMmo bygmmzbgdab bLEbMZ-
Mox309mn d0ENabmdy. M35 39MbMbs7g0E 3gmabbdmob bEgbmg-
Mmox3nob dgdHobob bLobEgbm TmJdggdedn. bdonMmo LEMMYE Do-
3900, 3mbhoydn, o6 7gb30do 3393mnbgds PbogomyM 60dydo
MmmgmMyg dbohzmab mbdHobhmoab, aby MygobmMab bymbgmab,
LbMxmMaebEaL, bomgsdmm dmmgmalb Jgbogbmdo®. Moz30@ 3MbL-
H090900L 03MESboLOE BoMIMOEagbL dbodhzmymn gdoMmob BoM-
dmbobgnmo bosbosmob, dnbo gLodmxrndozyMn dagmdsMmgmdab 0s-
HhaMmoomadogns LEZ6YM gomgdmdo. bLEobmaMogzn Myz0LMMSH
9o dmbobomamdms L3gddHoznb 0EgyM-BbohzMym Fooby-
390080, MMIgmol ©M3dodyMmanygamn HadLbhob goodMgdoms o
M93700mM M0 M0bodModMgMmdnm Jabos L3gJHozmab 30dD7omD.
sfmagmmo  L3gddHogmob BoMmdohgdedn 8608369mMm3z060 SMOIMAL-
o Mygobmmymo 3mbEgxEnob LomMmIobyymo, dghoxzmMmyms©
300mabobggmo bEgbmgMognab mnmgdymgde.

093930900, mo3mbyMmo  Aodmazoysmodm  bEgbmgMoxnab
amm3nmMmgdoob sy30mgogmo Loxyydzmgdn o gobzbodmzMmm dnbo
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30630m3M700L LogoMoyEm 3mbdyMn. o0 dbMN3 Foz0000mMNdYHO
A39bL Pobaglb 3gMmomedn Asdmysmndgdymo 39.6. ,300Mo@ymo
mgohMab” BaMmdohgdymn x¥x6deombomgdobsmznb dmMAdsIOdHI
mM0gnbomymn dbshzMymo goazmmadgodnb 6039d700L: . emnadznmab,
. obEddsBNA30ML, M. 3mMdodab, 8. EMdMMzanbndab, 3. mybadab
©o bbgomy, 967 bbzssbbzs Mmomdab Myz0bmMmms EoEadxddn.

Scenography is an important and valuable segment of fine art. The
process of establishment of scenography as one of the important com-
ponents of the performance is connected with the development of pro-
fessional directing art in the 20s of the 20th century and is guided by its
concept. The formation of Georgian scenography, like in the whole world,
is connected with the birth of the directing profession and, at the same
time, with the crisis period of theater art. Its result was the implemen-
tation of various reforms in the artistic space. Among them, it is worth
noting the development of stage technology, large-scale experiments of
rhythmoplastic art, and others, which gave rise to the need for the active
involvement of a group of artists in the product of stage art, that is, the
performance. Kote Marjanishvili, who returned to Georgia, participated in
this process. The contribution of Boris Fogel (1871-1961), Alexander Zalts-
man (1874-1934), Nikola Sklifosovsky (1870-1935), losif Charlemagne (1880-
1957), Yevgeny Lansere (1875-1946) in the process of education of the new
generation of scenographers is worth mentioning, as well as successful
adaptation of the founders of Georgian scenography in the development
of Soviet Georgian theater. In this regard, in the form of Davit Kakabadze
(1889-1952), Valerian Sidamon-Eristavi (1889-1943), Irakli Gamrekeli (1894-
1943), Petre Otkheli (1907-1937), Georgian theater direction acquired a
full-fledged co-creators and like-minded people, well-versed in European
artistic trends. The group of artists of the new generation uniquely mas-
tered a completely new arena, a new intellectual space, and acquired a
new resource for development. To each of them, significant merit was
given in the creation of works of a landmark play recognized in the history
of Georgian theater.
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Scenography is the art of organizing the stage and theater space. It
is the art of perfectly and effectively portraying the nature of the play
or the director's concept and the author’s feelings. In this process, the
role of decoration, costume, light and equipment is equally important.
All these pictorial means are components of theatrical performance. With
their help, the face of the play, artistic hero, his plastic drawing are cre-
ated. They contribute to the perfect fabrication, depiction, “reading” of
the concept of the stage work, add a certain emotional look to it. The
development of scenography is closely related to the ongoing evolution-
ary processes of science, technology, directing, and the artistic space
in general. Scenography, as the art of creating a visual-plastic image of
the play, together with its separate elements (actor’s costume, make-up,
mask, accessories, hairstyle, etc.), dictates the way the actor plays, partic-
ipates in the transformation of his appearance and the so-called actor’s
plastic abilities. He is also a servant. It is impossible to create and under-
stand the spatial composition of a theatrical work without considering
its central driving force, the actor. It is through him that the scenographic
integrity of theater art acquires its finished form. The character itself also
implies the inclusion of scenography in the stage action. Often it is the
model, costume, or sketch that appears to us as a unique sample, both
for the mastery of the artist and the director's handwriting, worldview,
theater model. The task of the costume itself is the materialization of the
imaginary character of the artistic hero, his psychophysical condition in
the stage environment. The scenographer participated with the director in
the idea-artistic solution of the performance, who created the visuals of
the play by understanding the dramaturgical text and collaborating with
the director. The value of scenography, which deeply and metaphorically
expresses the director’s concept, proved to be important in the success
of many plays. I will try to succinctly formulate the necessary founda-
tions of scenography formation and determine the approximate outline
of its development. In this regard, | will analyze the so-called Samples of
the original artistic decoration prepared for the successful functioning of
the “Hybriduli Theater” by D. Doiashvili, S. Aslamazishvili, T. Kordzadze, M.
Doborjginidze, G. Tenadze and others, that is, in the productions of direc-
tors of different generations.
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Although the poetic output of the interwar Ukrainian émigré poetess
and prose writer Olena Teliha (1906-1942) is not very extensive (about 40
poems), it represents a very original corpus of texts that generate highly
specific themes and motives, often recurring. One of them is “dance”. The
paper will concentrate on the analysis of her poetic works with regard to
the multiple function of the motif of “dance” in her work: 1) as an activ-
ity that is ruled by specific principles (here we will observe the way the
poetess portrays her own emotional/intimate perception of dance, and
the metaphores inspired by it; 2) as a certain dynamic principle that rests
on the combination of order/accuracy/exact rhythm, on one hand, and
spontaneity/passion, on the other, which is manifested in Olena Teliha's
poetry in the structure of the poems and the creation of metaphors.
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9mbLy6900L F0Dsb0s T9-20 LOY3ObOL 3MgbHobs s 3Madazmbab
®.b. gmomBob sEMgym wygbaddo sMLYdYMo BgMbgMmgmo Sbm-
30530900L goobamndgos. dmEgMmbobhymao gbmghnzob 3mbhgjbhdo
306L339mMYdMo yyMomads gmdmos Mmammiz Jmobozgmn, by
3mgHob msbodgMmmazg bobznmo bganm3zb90nb BoMIMIoagbmgdab
393™3965L 0L 3mgdym LHomMDB,. dnybywazsw ndabs, MME ganom-
oL 3m3B00ob 30b3z0LLL s 863NBALSL doMomoo 89§3abHo o-
HhaMmoMMmym seydNgobs o LNAdMEWNBADY 3gwgds, dmbLYb]-
0000 BoMmImAgbomny, MMA oMLYdNMS®E, gmam@n Mo30b0 sMagmm-
3330Mm3060 bohmzebgdom ImEgMmbobHmo ®gMmbymymo LogzMEab
3mM9MM sbsemagnab Jabab.

3om39gmao dbo®h3zmgonb ob Hommaydab bbgbgods, doma 3mgbhaMo
3Mdgbdomo gamom@ab 3modoob 396033600mMM306 ®M30L90YMYOSL
60MIMa©3a96L. b 1700 6330 N3LObYMgOL dgLBogzmMb, MPYI3e
dmaaa@ dgodmgds n0g30b, MmMA ggmbBgMmym s6smmangdL geamdn
300003Mgbo mMmo 30Bbom nygbgdL. gbos H9JgbHIn xkqgMBgMmyma
sbmznognab d9dm@pobs nMmbyamn dmpn3nb 63dMbLIBY33® 06 30D7s-
oMo sbsamgnab 3mgdHmo sadhoEns. mggbaddo, MmammMmgdoEss:
20000006790 090939M00: damonbHonbo bLogeMom”, ,0-60 gmom@pob
bogznmom BoMm3zs" o ,303M3MBodn” BoaMIMbobymoas sMmoMmgomyman,

R36HoLAsgMMoymn, 33390Mo© 93madbymoa, 3MA3mdognyMowm dg-
39330M909m0 bsgbgdn o bohYsEngd0. 3M3gdgbbhymn 3gMb3gdhnznb
0033900 3odmygbgdo 3900LbdHYM H9Jb035L sLbogL. bobgomo bymms-
69000 0LMENSE30900Ls s DMZNgMmn dbage3zbo Hgdbnznb gadmygbgdom
Ahsdmmgzmo mgqdbgodo bodhysEns EMMabIngM BaMIMEEIbsmMegseb
™330L7x85M, 33ynbya 6s380s BoaMIMAgbomo s Mmodgmapmymao
6065MIMYd0L Boznmbznb 3MmMEgbyemmods dobn bogmMEmdmazo smd-
d0bL ,,9mnmMmymmoon” smab Asbogzmydymao.

0mbLbg6900d0 60A3969000, MMI gamaom@nb d90mJdgEgods MEoom-
39639 LRI EIOMES HMIPOENYM WOHIMIHYMY LadMZMIOL. goM-
©o 330y, bamgmon bgds, My Mmgmed 0bm3zsE0YMo@ss 30dD7sMyMa
bgmmzb900b 3M0bEN3900 dadhnmydymn 89-20 bLoylybob Impym-
6oLy 3myhyM gmMmdsdo.

146



This paper explores T.S. Eliot’s intricate relationship with visual arts
and its influence on his poetic style, particularly in the context of mod-
ernist aesthetics. While Eliot’s poetry is often viewed through the lens of
literary allusions and dense symbolism, this study shifts the focus to how
Eliot engages with visual arts - both classical and contemporary.

By examining Eliot’s scornful references to classical and Modern art
in the works like “Burbank with a Baedeker: Bleistein with a Cigar”, “Mr.
Eliot's Sunday Morning Service”, “Hippopotamus”, and his nuanced inter-
action with modernist movements such as Cubism, the paper argues that
Eliot's poetry embodies a literary form of visual art. His use of fragmented
perspectives, visual puns, and the interplay of images mirrors Cubist tech-
niques, creating a visceral, immediate impact on the reader. This analysis
demonstrates that Eliot's work transcends traditional literary boundaries,
making his poetry accessible and compelling on a sensory level, akin to
the effects of modern visual art.

Additionally, the study highlights how Eliot's innovative adaptation
of visual art principles into his poetic form challenges conventional inter-
pretations, offering a fresh perspective on his contributions to modernist
literature and his role in the broader artistic movements of the early 20th
century.
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39Mod MAgymoadzomab dgdmgdggdnma LodysMmm dob dMo-
300xgMmM350 o LanbdgMmabm FbmzMadeb P393d0M©YdS. d©TNY-
6900, MMAIAWMgoLog TbgMomn 0EbmoEs ob MMAMYdMbol 030
093m0MmMOy, dobo ImmbMmOgdaob modmgMmobhymMym gdnMgde® o
090mgdgadnon bodyosmmb gobyymygm bsbomo 0debgb. dnbo
dmmbMmmodgdn, dbshzmym-omazndabhamo Hajbdgdn, banbhgMmabme
©5 domomadbohzmymo smbgMmb sbomasdmes 36gMmab 3bmg-
Mgdob: ymzgmomoyMm, Mgomym 83090Ls M7 MO33000bO3mMYdDL.
030 33000300M0OL Md30L0 MZomom Eibobym Jomogdob yMOSEHM
dmEgmb, 1dEs 8ob 3MmMBodn, basE dmo3oMa gdnmo bdoMo M35
069Momny, 3000L s BM3L 3obLOZYNMYdYM sano 3gnMmaz.

008 bgmmzgsbmo dmMmob, MMAmMydLyz gobbogymmgdymo sgnma
ggomom 86gmmab EbmgMmgdedn, dmgobagy, gMmoxkngmbo gmgn
mAnoyMa@y (1927-2017) aym. 1958 Bganb sbgMmoam dmmbMmmosdon ,ds-
Hmbm HomgdoyyMmgdmgdm”, gyMmed MAgymodzoma bgmbL: 09396
606 oMmob dogomomn sbgomn dbohzMabs, MMIgmoEg 0J396 yzgmob
30y3omom - gmagn mhnoyma! ab 6sgnyzsbo dmodn, goh3zgbgdo do-
Hhomb, gobonMgdm s 39M3 39ngg0m, nbg Aydom ndmgdgwgob
093960 ©1dobnbzgdym 3gdm3z690099. 308 dLY! nzMEIM, 3sHombabo
bgmm3zgebabmzab, 86gMmobmznb oy dbshzMobmzab yxmm bododony,
oM Bodmygmb dbmame 08007, MoboE g3Mdoms39gb. MmgmMmE gman
mAnsMn ombndbogL: ,39Mod MAgYmNd3znmn dognsb sbenmb oym
Jomogm 3obmob, 3oL 33336 o Mom 07369000 0b. 3096979 oMo
03aMmo bg3byMmo 3063 0bobogL, gyMmod MAgymndznmo aym. d93M
04o9ML LyMOE.. B3JHMOMN3o, bg3zbyMmn aym, ndHbom dmgMmam
bg3LMgmL 33690001, 033003 0bB3b3L JoMmmzgmo nbdHgmngabao,
MmdgmoE bzmgos, Mo sMab bgzbyMgmoa. ggMmodn dnbz...”

3Ma0 mAnsymob dmbombMmmon ogom bogydzmo gnmed MAgY-
@mndzomab gobdoymgogmo dmmbmmonl ,0000M93s FobdomMmoymab”
9990600, Mo 36gMmabs o dbobmzmob Jgdmgdgadamn yMhmongm-
0mo0b bobgMmanaLb LoyzgmMabm dogsomoo.

dmbLYB9g0sdn  YyMoE®Ydolb 3odobznmgdo gmgn mhAnsyMmab
d09M goxymmMaIgom gyMmod MAgYmMNdzomob dmmnbmMmmodgdal 3Mgdy-
oob goMg30699. smbebndbogzns, MMA gyMmod MAgYmMndznmab ,oms-
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39Mmonb* 30bg300 goomgdyma gamdab dbshzaman gman mhas-
36M00.

abo®3mobomznb gymed MAgymodznmn dgmdomo o d6gMommn
09090600, MMaMMmE Mo300 gmagn mhAnsgmo ombadbogl, ,aaModo
bMYMosE 3abLb3szg0xmn 30Mm3b690s nym s nb gMMa3sM ,NL-
3MagmmBymmosb” Jobows Jomoddn o3 gobbbzoe3z903mmobom, Mm-
3mmE omme3zs, bgzbyMymao doomenmagnab gdoMn o 03539 EMML
MgomyMmo 30Mm36900s... MMAMAL goMEoE3omgdnb 890wI3 om-
dmohnbgb 3093 0L bgmEobbIgmmMdab bndsbo: Fomx396s 099%9
009 gbas, bmem dom3zbybodg dmzomyg, bEmMg sbgon goggods 3g3b
boggydamo AgaL babobhb.”

Guram Rcheulishvili's creative world is deeply intertwined with his
diverse and interesting life. The people he knew or befriended frequently
became the literary heroes of his stories, forming an integral part of his
creative world. By using real-life events, true stories, or exciting adven-
tures, his fiction, short stories, and documentaries fascinatingly and ar-
tistically depict the life of a young writer. Rcheulishvili offers us an urban
model of the city as viewed through his eyes, yet in his prose — where the
main character is often the author himself - the mountains and the sea
hold a special place. In many of his stories, where he often serves as the
main character, these landscapes become central to the narrative.

Gogi Ochiauri (1927-2017), a sculptor and graphic artist, was one of
the artists who occupied a particular place in the writer’s life. In his sto-
ry “Mister TV Viewer” written in 1958, Guram Rcheulishvili writes: “Before
you is an example of such an artist, whom you all love - Gogi Ochiauri!
He will take you hunting to the mountains, show you Shatili, and you will
not even notice how gently he modifies your spoilt taste. So, you should
know that for an honest creator — whether a writer or an artist — it is more
dangerous not to confront what is forbidden”. As Gogi Ochiauri once said,
“Guram Rcheulishvili had a deep connection with the highlands of Geor-
gia, their harsh and free-spirited nature. If | have ever seen who truly em-
bodied the spirit of a Khevsurian on horseback, it was Guram Rcheulish-
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vili. He was even better than many locals. In fact, he was a Khevsurian at
heart, so naturally did he adapt to Khevsureti. It is rare to find a Georgian
intellectual who truly comprehends what Khevsureti is, but Guram did...”

Gogi Ochiauri’s story inspired Guram Rcheulishvili to write his famous
story Batareka Chincharauli, which is the best example of the creative
synergy between the writer and the artist.

In the report, we focus on the cover of Guram Rcheulishvili’s collec-
tion of short stories, designed by Gogi Ochiauri. It is also worth noting
that Gogi Ochiauri was the artist for the film adaptation of Rcheulishvili's
Alaverdoba.

To the artist, Guram Rcheulishvili is like a Bedouin warrior and writer.
As Gogi Ochiauri himself notes, “Guram was a completely unique indi-
vidual, and his distinctiveness created a sort of ‘discomfort’ in the city,
much like Torghva, a figure from Khevsurian mythology who was both a
legendary hero and a real person... After his death, his ordination sign
was revealed: the sun painted on his right shoulder and the moon on his
left. This understanding forms the basis of my painting.”
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0oM3 dogomab mMmds o LonbhgMabm LYMaMgdn EIIMZdMNY-
Mgdgmb dMa3smxgmmazsbn nbhgMm3mgmognnb dgbsdmgdmmosb
LAOZVMOL - d3EdTNsbn MMZobym 303d0MTns Togamab dbodhzmym
LodYysMmMLMOb o d93Mdbgds, MMA byMscnb dmJdgon 39MLMBOFNY,
0oL oMobmEab HM390L. 089bo, dogomanb Lodysmm, gmmo dg-
bgz0m, doMm®Hn300 o sbenmodgmo yzgmobmzonb.

0y0Ey, dgmmy dbMmag, doM3 dogomab dgdmgddgwgdnb bomm-
d0bgymo smgds, Mgmngnym 3mbhgdbddn dobo gobbomaanb goMydy,
3x30gMMOmM, dgxdmgdgmns. dogamobm3znb, 30bsE MME39© Laggmama
0domonb 3MmEgbo d00AbES, 3gonma domydab dLsobyMyds O7-
690M030 Bamadsmgmds aym. gb moboymmoamn dnbogsebn m30-
Lgo 053339M0 PAPoMmMOnm 3nbEHds dbodzmMab byMomgdda, gob-
Lagymgdom dndmMnob ngybHhMogngddo.

doM3 dogomn, sandsm, 9MmagMon 335633Mmabhn dbshzomny,
Mm3gmds3 d3zgmo dbs®h3mMgonb oMo, MmydEoms bMymos gobbb-
3939090 dbs(hzmymn @mmTom, gobsbobogMs dndmONS. Jogsmab
090mMmJg0990sd9 08330039008 dMmymmbgamn dmbodMyds gog3nhnbe.
003 dogamnb byMomgdo, sy Fombm dndmaob boyamo 39MLNYY,
0My39 d3gmomdmbagmymo enmE3qdabs s 3036900b myMmLbAMa
Hh99L(Hg00b FghHoxmmmymn 960b PBYLAHgLO Tgbodhyzobol sMab. gog-
30060 3obE s, MM bEMMY® 08 MME3900LS o 3006900L dnbg300
0899060 dogomds moznbo bymamydn—bodysmmb mdgmmgdnb dbaezbo@
2099M©sb abgs” s dob moomgya 33699mdn ,,dg0dyods”

obgmo mMmgebyamo dgbahyzobmods 30 AMymmEbymn oM 6o
9mga39h396mL. 60d0Mnab Loxydzmgdn dzgma sbanm sMAmMbLgzmMgmnb
30300053090300 bLadgdbn, MoE MAgMmabs o LadysMmb Bdndsmm
0oMooym boyzsmymdo 03390908, bEMMI© gL doMmsogmo boy-
30M3ymas MmgmmE dzgmamdmbogmyma mm33300bs o 30369000,
nbg3g dogomnb 890mddggonb Loxydzgmo, Mo gmMmb dgmglb
0ILHMIBNSE 3oIsJ3I3L.

LyMamgoab goMmms, LNYzoMmymab LodYysMmL TodmdMozgdgm
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Marc Chagall’'s deep and interesting artworks offer the viewer the op-
portunity for a variety of interpretations and the feeling, that he is the
acting character of the composition, never leaves him. Thus, the world of
Chagall, at first glance, is simple and close to everyone.

However, on the other hand, we think it is impossible to have an in-
depth understanding of Marc Chagall’'s work without considering it in a
religious context. For Chagall, who considered his own work process to
be a prayer, serving good forces was a natural state. This hereditary inner
quality is revealed with a childlike immediacy in the artist's images, espe-
cially in the illustrations of the Bible.

Marc Chagall is probably the only avant-garde artist who, like the old
artists but in a completely different artistic form, depicted the Bible. Ob-
serving Chagall's work brought us an unexpected opinion. Marc Chagall’s
paintings are not only a visible version of the Bible, but also a perfect
match for the metaphorical language of the Mesopotamian cuneiform
texts of Ancient Near Eastern prayers and hymns. We had the feeling that
Chagall created his compositions based on these prayers and hymns - he
“looked down” like the Mesopotamian gods upon the World and “pene-
trated” into every corner of it.

Such an organic correspondence should not seem unexpected. The
foundations of the Bible are to be found in the ancient civilizations of the
Ancient Near East, which is reflected in the eternal love for God and the
World. It is this eternal love that is the basis of ancient Mesopotamian
prayers and hymns, as well as Chagall’s work, which will turn one into an
illustration of the other.
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Besides the compositions the understanding of Love as the driving
force of the world is clearly seen in Chagall's thoughts and expressions
of the Bible and life in general, while the Love in the Sumerian world
means acting with love (land+doing ki-ag=love (verb). The comparison of
Chagall’'s expressions and cuneiform texts is an important basis for the
research results.

The report also presents the emergence of the idea of art based on
cuneiform texts, as well as the stages of conception and development of
iconography and the relationship of figures to ancient literary texts writ-
ten on cuneiform tablets

156



923306 0L YMBNIMIBY LV bITNL VBI6GMBI6NL
39M3J6330039

HUMAN EXISTENCE AND THE HERMENEUTICS
OF THE HAND PHENOMENON

099760 FomMMbno
Demur Jalaghonia

03969 3030b0330m0bL bobgmMMONL
®00mabob bobgmadbogm ybnzgMbabhgho
Ivane Javakhishvili Thilisi State University

bo3396dm bogy3zgdn: sdnsbon, bgmo, ymayzngMmgds, 96s.
Keywords: humans, hand, existence, language.



0bhngnmmodadn sMabhmbgmgd s@adnobo gobbodmams, Mmamms
dmadmMmm3bg oMmbgds — Animal rational. gmbgds Foamoms, Mm3gmog
90bobyMgds LogmEbmoab Lsdysmmb (Animalitas). ss8056L sMLY-
0monbam3znL 3693L 3Magmozgmn o 0bhgmaddhnomyma dMdmans.
00 omdmansdn 36mdngMmgds obobb 3obEm9dnlb odMYde Asdm-
yomnodgosb.

0030360 gooab dgmmy boxkgbymdg. 0b bogds homo faber -
060MmAMgogmn sMbYds, MmAgmnEg om3000mb 4dbaob Lsbogmbaonm
3MLYOMOOLIMZ0L bognmMm 30MmMOgdL, JAbaL bambabymgob — noMmamab
LadysMmmL, MomsE Jobob sbog ,Ladysmmb® 867 08 goMgdmbL, Loy
0030060 3bmammodb.

3060 oMgbdn 658MmAT0, ,Vita Activa“-8no bLod doMoomo@ bHMYJ-
OO 9mydg6HL gobLBM3M3L: IMmMBSL (Arbeit), 39mgosb (Herstel-
len) s dmgBggosb (Handeln).

A396 330006(HgMaLYOL 390900L BgbMT9b6n. 390900 067 BoMTMAOY,
90 oMb oMo0nBbgdMngn bLobynbo, MMAIgmMbLE 03n690Mnz0 oMLYLY
0000Mmo3L. dgoan oMob bgmmzbymo bodysMmb, sEsdnsbymo
3oM9dmL dgqaby, 69690M030 LodysMmmL badnMmob3nMmE. 8 dMmEomadn
bgds 036900Ls @S 38F0360L A3nMOLINMYO, M3ED dadnobo
0169000, 09MdBMOE 393g09mn nbobob BgbmagbL sMm393L.

»3901908" 00 39390000 J3bsmosEss, 899mJdnmgdss. d9dmJgag-
©909, MmammE Jabsmos (39mgds), dshgMmosaymobs s byammaby-
00b bogbgdnb.

3989m0bomgznb 8839609M0 gx3mMm Fommo ©3sL, 30Mg 07690y,
Mo@aeb bygmmgzgbgdnob 3d39609M00s 3dmbgdnbogsed dmdomo o
sommdnbgoyann 8839609M9dss, Maaabsl gMmbo s dnbo Jobomyds-
60 yMmm Bomms ©asbsb (3939m0).

3900900 bmMmEngmEgos 3mdmb  dommmgnyma  gzsMabsmznb
©a0sbobnomgdgmn sbshmadngMmn mMmagsbmomn, Bgdm ZoyMoo), bg-
mno). bgmo oM sMmnb Tob gobgamghedn Tbmemmeo domemmgagnymMo
0MLYOOL MMZebm, MMIganoEg mngdmb 3bmzgmab momab sbsgmany,
003M10 30LESd BY6ELTxbHYMoE gobbb3ozwgds. My Mmomn dbmmme
03ymmob abbzgMm3mb (bs33900L), bgann n3yMmoOL ymangmgosb.

M009bs® 8g0dmgds ,bgma” ymayzngmMmgdob (s 9bsb) ©sy3e3-
dofmogL. 3900939M0 ,30M39b60gdn” s30moL: ,bgmn bLobhyszobomob

158



900 9©s300b60L sMbgonm 60dobL dgoagnbL. dbmmme nd oMm-
LgOyNbL, MMAgbeE goshbns bLodyszs (Mitos, logos), dgndamgds
»3JM0©9L” bgmo; bymom bEds EIMME3E ©s IM3ZMsE, bgmmb-
Bmoo3 ©o @oboasmnlb Jabog. bgmo sbwgbb omdgbgdobog ©o
©393933Ls3. bgao bgamob 0g, Lo bEgds sMbLYOYMAL gobLbb o
©oxsM30. 3bm3gmb oMy 8g3Lb bgman. bgmon ABEYds Lohy3znweb o
LohyzsLbMob gMmo. 39Mmbg3zs bEgds bgmomsl o LoMYzoMSE3...
bgmon 03M900L Mo30L M0380 3N YMNL 3MLL Ndnma3, MMA bohy3zs
0030560L smbMOMNZn IMJ3g90nb bygmmbL dobg3nmzbgde.

30000939M0LYgeb aIMY30gdme® Bogm TomoiE ombndbo3we;
039M0m0 89hYy39mg0s 9MMN03doE oM BYgdgmy, dob 6nb JLbbMgd o
bgmgdnb 969, 3000300 s J9bHL 9bo.

0939 ©03005()90w@0, gL 965 ML MM ymxyngmgdalb dohomgog-
mo. 960 of oMmab dbmemo nbLAHMYTgoHo 00MAL FoIMLLEYT,
0Myd9  3obomgdne ymayngMmgdab. 0gn mbHMmmaogmo Rsghono,
0933© ML ymazngmgos, 30093900 s30dhM3sE omb0dbogl, gbs sMab
LYmx09M900b boben®,

©3370MYbgm 39Mm900bs @O bgmab @gbmdgbL. v@dnsbab
ymangmgos 3mnboagds bgmgddon, ,bgmo ABEgOs LOMY30Eb ©
bohy30LMOb gMME” o ,bgmn LoHY33LMSb 9MMNBE dESTN3bNAL 3M-
LYONm 608s6L Jg30a9g6L* (300©Y3gMN).

Jomogm hgmadnbdn ,bgmmmzbgos’, mbhodhmods, 3nMsdnm bgmb
339300M@©700.

3obo 3o30hadg smbndbogL, ,ymxyngMmgds s bgmgodsdn’, bgmab
Mmao, MmgmmE bohyzob gedsgmmnsbgdgma o dommasabadgdgma
0oMmomabo  gobydmdgmons. bgmo ©gob 9bmdMngn dm@3969mMmdab
396hMman.

In ancient times, Aristotle characterized humans as rational beings
- Animal Rational. The mind is a reward serving as the realm of life (Ani-
malitas). Humans have to strive for their existence through both practical
and intellectual means. In this struggle, consciousness transforms feel-
ings into thoughts.

159



This progression leads individuals to a second level, where they be-
come homo faber

- productive beings who create the necessary conditions for their
vital existence. They invent tools and construct a world of instruments,
thereby creating a new “world” - the environment in which humans live.

In her work “Vita Activa”, Hannah Arendt identifies three primary
structural elements: work (Arbeit), creation (Herstellen), and action (Han-
deln). Our focus lies on the phenomenon of creation. Creation i.e. produc-
tion, represents an unnatural action by a natural being, resulting in the
creation of an artificial world, a human-made environment distinct from
the natural world. This model introduces a conflict between nature and
humanity, as humans disrupt the natural order, as understood in Greek
physis.

“Creation” in this sense is creativity. Creativity is the creation (mak-
ing) of material and art objects.

For Hegel, beauty is higher than nature, because the beauty of art is
the beauty born and revived from the mind, as the mind and its creations
are higher.

Creation is executed using the upper limb = the hand, an anatomical
organ unique to the biological genus Homo. According to this perspective,
the hand is not merely an organ analogous to an animal's paw but is a
fundamentally distinctive one. While the paw captures prey (food), the
hand captures existence.

To what extent can the “hand” be related to existence (and lan-
guage)? In “Parmenides”, Heidegger states: “The hand, together with the
word, constitutes the essential sign of man.” Only beings that possess
language (Mitos, logos) can possess a hand. Acts of blessing and killing,
crafting and creating a device are all performed by the hand. It is instru-
mental in both creation and destruction. The hand functions include both
opening and coverage of the existence. Animals do not possess arms. The
hand emerges from language and alongside language. Sanctification is
achieved through both the hand and the word. The hand encapsulates the
essence of humanity, as language is integral to human essential activity.

Independently of Heidegger, Niko Marr also noted that sound speech
did not start suddenly, it was preceded by the language of hands, the
language of mimicry and gesture.
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Herein, | would like to add that this language is the carrier of Tauri’s
existence. Language is not only a tool to convey ideas but is the key to
existence. It is an ontological fact, it is existence itself, and that is why
Heidegger notes that language is the “house of existence”.

Let us go back to the phenomenon of creation and hand. Human ex-
istence is revealed in the hands, “the hand emerges from the word and
together with the word” and “the hand together with the word constitutes
the essential sign of human”.

In the Georgian term “art” (bgam3b90ds), craftsmanship is directly
related to the hand (bgan).

Kakha Katsitadze mentions “existence and hands”, the role of the
hand as a unifying and organizing weapon of speech is immeasurable.
The hand stands in the center of language activity.
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