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CULTURE IN THE DIGITAL AGE « ART STUDIES
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The 1966 short film The Wall (dir. Ante Zaninovic) appears at first glance to be a simple, sentimental cinematic
vignette. However, beyond its artistic qualities, the film offers valuable insights into the origins and mechanisms
of social relationships—what we might now refer to as social networks—that shape our contemporary existence.
Through its engaging narrative, the film captures and reflects the cultural and temporal contexts of its era

e live in a rapidly developing world, which is

primarily confirmed by the constant changes

in technological tools and devices, their im-
provement, and various inventions.

From the 19" to the 20" century, technological
achievements can be considered defining characteris-
tics of humanity and civilization. These manifested in the
development of pharmacological, medical, and transpor-
tation systems, and industrial machinery. The techno-
logical advancement referred to as progress is, so far,
continuous in the form of various innovations. Among its
characteristic features is that with each subsequent ad-
vancement, the dominant role of the previous one dimin-
ishes and begins to regress as if it is being downgraded.
The Marxist and, conversely, the capitalist marketing
world, standing in opposition to it, have given it a kind
of antagonistic coloring. It seems that the invention of
something new is like “toppling the monarch from the
throne” a revolutionary act, the negation of the old, in
contrast to inheritance.

However, this inheritance is constantly visible in the
development of mechanical and other means: the inven-
tion of photography led to the creation of the movie cam-
era, the silent film was followed by sound, then cinema
became a continuous stream, and television came along,
which, unlike cinema, became an integral part of our dai-
ly life. The invention of the personal computer and the
internet gave us social networks, which have completely
absorbed almost every component of public life.... In the
entire chain, social networks provide us with interaction.
Whether with photography, cinema, radio, and television,
people experienced them from a passive position (even

though we had the option to choose what to consume
and, in some cases, (radio and television), the opportu-
nity to comment), social media has made mass, almost
uncontrollable, and instantaneous self-expression pos-
sible.

Given that every innovation quickly becomes part of
everyday life, technological progress requires constant
monitoring for the socialization of people and their exis-
tence in the present. The ever-changing nature has ac-
customed us to the feeling that we live in a constantly
updating world.

This idea is supposed to give no absolute importance
to such solid forms of civilization as religion, the moral-
ity it shapes, the social and political order, and so on.
However, even here, certain shifts are visible: the emer-
gence of rapidly transforming political systems and their
alternation, the decline of religious sentiments, and the
“diversification” of morals, which deprives the dominant
religious or moral view of universality and practical ef-
fectiveness.

Inevitably, the question arises: does this progress
bring anything truly new? And how? How new are these
countless inventions, especially the forms and tools of
human communication or self-expression? How unique
are they? And accordingly, to what extent is this era dis-
tinct from others?

Cinema facilitated the emergence of this question
and the possibility of a certain “answer” (observation).
At the same time, it is characterized as the most accu-
rate recorder of time among other arts, which, in addi-
tion to its artistic value, carries a permanent potential
for documentary. The event captured on film allows us
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to observe, in our case, the time it was recorded, which
will later help us see the clear connections between the
present and the past in the analysis. The object of obser-
vation is the 1966 short television film The Wall directed
by Alexander Ninua from a script by Giorgi Sanadiradze.

Alexander Ninua had a long and successful direct-
ing career. He primarily created TV shorts. Most of these
films depict various episodes from the lives of children
and adolescent characters.

Some of his well-known works include the 1973 film
Those Who Desire Can Enroll”, the 1979 film The Hedge-
hog, and others....

His films are characterized by the simplicity and
transparency of the camera work and storytelling;
themes taken from life and everyday existence; elements
of educational rhetaric; and a certain simplicity and sen-
timentality, mostly set in the present time.

The plot of the film The Wall unfolds against the ar-
chitectural “decorations” of N. Baratashvili Street. By
this time, Baratashvili Street had been partially renovat-
ed: the old metal structure of the so-called “Mukhrani
Bridge” ' (Fig.1) was designed by E. Paton was demol-
ished due to increased traffic load (road widening), and
in its place, a new, wider bridge was built in 1965 (ar-
chitects: Sh. Kavlashvili and V. Kurtishvili)* (Fig. 2). Near
the bridge, small buildings on Baratashvili Street were
demolished, and in their place, a road lane and a lawn
were arranged.?

This might have been the reason for both the filming
and the selection of the environment. In the centralized
system of the Soviet Union, where all spheres of citi-
zens’ activities were under the influence of one political
ideological force, the client, and thus the provider of the
content, was the same. Art had no choice but to fulfill
(glorify) what this force would demand of it. In this case,
the film was meant to showcase the Soviet leaders’ care
for Thilisi, the renovated and maintained old districts of
the city, the work done by the government, and the de-
veloping and expanding urban fabric of Thilisi. The sole
client got what they wanted, while the director made a

film that tells a slightly different story...

As a result of the expansion, a large, blank rear wall
of a building was placed along the street, which is more
prominently featured in the film than the new bridge (Fig.
3). The plot of the film revolves around the blind com-
munication between an adolescent girl and boy, on the
street, through inscriptions and drawings made on the
wall of this building. Their love, born through these inter-
actions, culminates in their meeting.

The film opens with a wide, panoramic shot, which
unfolds with a rotating camera aimed at Baratashvili
Street. Through a seamless edit, the camera moves along
Baratashvili Street and crosses the new bridge over the
Mtkvari River. The subsequent montage shows views of
the city’s life in the far distance within the elements of
this panorama. The camera then transitions to a specif-
ic non-central scene, still part of the introduction, which
sets the mood and leads into a preliminary subplot of
the main content: in slow motion, the camera zooms in
on the mise-en-scene from the medium shot: a group of
boys gathered near the flower vendor at the corner of the
new bridge. The next shot quickly follows the attractive
woman walking across the bridge against the backdrop
of the bridge’s railings. The boys are captivated by her;
one of them follows her up the bridge steps (Fig. 4), but
the woman doesn’t acknowledge him and walks on.

The main narrative begins in the following scene,
where the young boy walks along the same bridge rail-
ing, holding purchases in his hands. The camera follows
him as he moves away from the camera and heads to-
ward the street, where the remaining buildings of the old
Thilisi can be seen. In the next shot, in a medium shot,
the moving camera shows us through the boy’s per-
spective what he sees: the wall, some inscription, and
another inscription with a drawing. The camera pauses,
pulls back, turns towards it, and stops: a childish drawing
on the wall, a girl with apples, and above it, the graffiti:
“This is me, | love apples” (Fig. 5). The close-up focuses
on the girl’s face in the drawing. In the next shot, a close-
up of the boy’s handwriting something on the wall with

T Lbobsgbm geBgmo, Lndomgdosbo sdahgds, NBO, 24 s36oamo, 1911 §. 33 1; o. 330633gmas, batrgzgggde mdogmobol
Joemodddgbgdmmdal abhmtooesb, be§. gmtyg, Fac.: bsddmms bgemmabgds, N1, a3. 50.
2 bt 2sbdghady, gotornmo bsddmms sbrdohgdhacs, md., 1971§. ag. 384.; Hawa dotonetonucs, ras.: 3apa Boctoka, N113, 16 mai,

1967 1. Cr. 4.

3 In a few years, the expansion of Baratashvili Street will continue, and all the houses located there will be demolished. - 8.
obsdz0mo, BEO®AL Bemols Egosgsmado, goB.: 3mdnbabio, N130, 3 0gbabo, ag. 2.
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chalk. The shot cuts off with an interlude of car traffic
and transitions to the next scene (leaving unanswered
whether the boy wrote anything).

The next scene briefly repeats the previous one, this
time featuring a girl walking along a similar trajectory
with a school bag. The girl looks at the drawing of the
boy. In a close-up, the girl’s face is shown, highlighting
her beauty and creating an emotional atmosphere. Her
shot transitions into the boy’s drawing, and the graffiti,
with the inscription on the wall: “And this is me.” Again,
the girl’s smiling face is shown. — An emotional charge
has formed between them. A close-up of the girl’s feet.
They are rising (Fig. 6). Soon, the next scene follows —it’s
clear that the girl has decided to write something on the
wall. Once again, the boy moves through the city and ap-
proaches the wall... The following scenes alternate be-
tween the boy’s and girl’s inscriptions. They joke and ask
each other where they live. The camera spins through the
city’s streets —the boy is looking for the girl, based on her
childish drawing (but cannot find her). The boy circles the
neighborhood hoping the girl will appear. The dialogue
between the boy and girl’s drawings and inscriptions on
the wall transitions into an animated format: the figures
of the boy and girl come to life on the wall and fall in
love with each other (Figs. 7). In the next scene, the boy
and girl are posing in front of a mirror, preparing to meet
each other in real life. In the wall inscriptions, they have
shared their names. They have decided to meet.

A random passerby boy with glasses appears, ap-
proaches the wall, and draws a cross between their
names, adding a plus sign. In a close-up, the girl’s face
shows she looks upset and runs away from the spot,
while the boy is also disappointed. The mockery created
by the plus sign between their names has caused resent-
ment, awkwardness, and confusion.

We transition to montage shots of a rainy cityscape—
which serves as a metaphor for the sorrow between the
girl and boy. Along with the camera, the boy runs through
the rain—eager to see the precious inscriptions, but the
rain has washed everything away from the wall. In this
rain, he meets the girl. The camera moves closer to her.
There is a switch between shots of the girl and boy, look-
ing at each other. A slightly blurred wide shot of them,
the camera rises upwards, reaching the emotional peak,

4 E.g.“Young Love” (1961) and “Carousel” (1962).

and suddenly, the camera spins, and the shot cuts off.

With a sharp cut (dynamically), the shot directed at
the rainy sky transitions to the next scene, which de-
picts a sunny view of the area on the opposite side of
the same bridge (Fig. 8). From this panorama, the camera
moves in a circular motion through a shot-to-shot mon-
tage and stops at the wall where all the inscriptions are
made throughout the film. Through a zoom, we see a dif-
ferent boy now writing a new inscription, a metaphor for
the fleeting nature of life and the continuity of existence.
The film ends here.

In terms of its cinematic style, the film follows a sim-
ple narrative structure, a linear storyline that resembles a
question-and-answer or “ping-pong” game between the
characters, with an external scene in the introduction.

The film does not use verbal dialogue at all; instead,
itis replaced by drawings and text, or more precisely, by
images, which brings it closer to the tradition of silent
cinema. Due to its duration, transparent narrative, and
light storytelling, along with its proximity to silent cine-
ma, the film may remind us of the works of director M.
Kobakhidze from this period.*

The film is a charming sketch of time, with a situation
cleverly drawn from life and a love story told with child-
like innocence.

The fact that the director gave fragmented and, per-
haps, formal scenes to the new bridge (mainly at the be-
ginning and the end of the film) while making the old wall
of Thilisi (which, in reality, would soon be demalished)
the central setting of the film. If we compare the scenes
with the new bridge to those with the old Thilisi wall, we
can observe that the director chose to focus less on the
new bridge. The content of the actions also differs: no
relationship begins on the new bridge at the start of the
film, whereas love is born through the mediation of the
old wall. This suggests the director’s passive affection
and nostalgia for the old Thilisi. According to the film, the
director seems to value the old over the new, revealing a
preference for the past in the face of the present.

In the film, the wall serves as a medium of commu-
nication between the children. From an anthropological
perspective, the film captures and preserves one form
of self-expression, entertainment, and communication
among children in urban space, using a specific example
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from Thilisi in the 1960s. Such inscriptions and drawings
were very common, and even 40 years after the film was
shot, we encountered them around the city in various
forms, on garages, doorways, gates, fences, and else-
where. These were primitive and trivial drawings, vari-
ous textual messages, symbols, and so on.

This form of human behavior is not new; we can see
it in the Stone Age cave paintings. We still encounter it
today, although I’m not sure how widespread it is now,
and this could also be a part of our question.

Today, in the 21 century, there is a “new” mass form
of communication, which we call social media. This is the
parallel that has emerged between what we saw in the
film and the present day. Although these two worlds are
completely different in form, upon observation, we can
find many parallels between them, which, despite their
banality, are quite obvious and noteworthy.

The film, in which we see graffiti on a wall, with its
schematic primitiveness, is entirely repeated in today’s
social networks.

The parallels are clear: the wall shown in the film
is the same wall we encounter in various social net-
works today. This very term is used in the countries that
created these platforms, where it is even referred to as
the “wall.” On these social media “walls,” we encoun-
ter various current events, interesting or less interesting
stories, and useful or completely pointless things from
our friends or strangers—just as in the film, where the
wall serves as a public mediator between the graffiti art-
ist and passersby. On these walls, our so-called posts
are imprinted—various messages blindly broadcast to
the world, just like the messages written or drawn on
the wall in the film, which were visible not to a specific
addressee, but to anyone who happened to pass by. In
both social media and the film, the duration of a mes-
sage is aimed at immediate perception, remaining as a
fleeting piece of information. Both the social media wall
and the wall in the film are public, though, in the film, it
is geographically limited, whereas the social media wall,
although not practically, provides potential access to a
wide audience. As much as our messages are public, the
identity of the author remains anonymous in both the film
and social media. This wall, besides being a place for
messages, is also a means of communication and inter-
action in the public sphere, facilitating self-presentation,
introduction, and dialogue. In this public space, anony-
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mous communication also implies an external observer
who can become a participant in the interaction. In the
case of social media, this observer is represented by a
“troll,” while in the film, it is the character who disrupts
the idyllic interaction between the boy and girl....

The abundance of these parallels reveals similari-
ties. The archaic schemes we used in informal spaces for
self-expression, childish fun, and communication have
now transformed into a means of communication with
the world in the digital realm. It has brought many things
from the past that were recent history, while also adding
many new elements: it is no longer bound by geogra-
phy, the means of self-expression have expanded, and
the forms of messages have diversified, etc. However,
the scheme remains the same. The digital wall and the
communication built upon it are the same wall we saw
at the earliest stages of human development, and it is
also the same wall that was captured in the 1960s film
shot in Thilisi.

In the final scene of the film, rain comes and washes
away the drawings and inscriptions, while the characters
continue their relationship in real life. This can be seen
as an apocalyptic scenario for social networks, while
also hinting that any such interaction is merely an addi-
tion to the primary, direct contact between people.

This observation gives us a basis to claim that the
way we interact on social networks is not new; it is al-
most an unchanged continuation of an inherently archaic
scheme, unaltered.... And the film The Wall is a clear ex-
ample of this.

Let’s expand the topic and shift from a retrospective
perspective to the present day. We have identified the
schematic inheritance in the new medium and observed
the influence of the “past.” Now let’s try the reverse pro-
cess: what has the “new” changed in the old ways? How
has the emergence of social networks changed our daily
lives?

This could even be a separate subject for research,
but several observations can be made in advance. The
familiar inscriptions that we used to see abundantly on
the streets of Thilisi in the 2000s have changed. We can
confidently say that if this film were made today, using
the same principle—taking motifs from everyday life—the
inscriptions and drawings would be different, in other
places, and would represent a different type of commu-
nication. The first difference is that the number of draw-
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ings and inscriptions on the streets has decreased, or
more precisely, the nature of their origin has changed. In
the film, a single wall serves as a mediator for interac-
tion between several people, but this type of group inter-
action is rarely seen on the streets today. Today, inscrip-
tions and drawings are messages, fundamentally lacking
dialogue or a responding counterpart. The quantity of
graffiti and drawings may not have decreased, and per-
haps even increased, but their origin is different. It could
be said that they have acquired a professional character,
and with that, their mass appeal has been lost.

A more significant observation, which also requires
deeper research, comes from the field of heritage pres-
ervation. Historical monuments, architecture, and wall
paintings, with various graffiti inscribed and preserved on
them over the centuries. Starting from the Middle Ages
and ending with inscriptions from the 20 century. In the
first case, the authors of these inscriptions asked God
for the forgiveness of the soul and its salvation, while
the latter, especially in the 20" century, primarily tried to
immortalize themselves by inscribing their names on cul-
tural heritage. Today, you seemingly cannot find similar
new inscriptions on monuments—is it because the desire
of people to make themselves part of the majestic (to im-
mortalize themselves) in the form of vandalism has been
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replaced by taking photos with them, auto-photos, or the
same “selfies”? These too are a form of leaving a mark,
a kind of communion with the magnificent, but unlike the
geographically restricted field, theoretically, it is now ac-
cessible to the whole world, which in the digital realm
has acquired a sterile form. In other words, as a side ef-
fect, this has led to a reduction of vandalistic inscriptions
on monuments because “immortality” now exists in the
digital realm. Considering that today churches have more
protectors than before, even in places where this is not
the case, and in buildings detached from civilization, sim-
ilar inscriptions have noticeably decreased.

In conclusion, we can say that the new does not al-
ways mean something unigue or unprecedented; in our
case, it is, on the contrary, a modification of the archaic,
something deeply embedded in humanity and the exist-
ing world, which has been adapted to a certain level of
practicality and universality. The connection to archaic
or everyday life is perhaps the very reason why social
networks are so popular today and why they serve as
a natural continuation of human activity, as they repli-
cate what humanity has been doing throughout its ex-
istence. The new is a change, it affects the environment
and communication forms, not the person itself, nor the
content of those interactions.
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