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Documentary constitutes one of the specific and distinctive forms of cinema, whose principal characteristic is the
direct depiction of reality together with its interpretive reworking. Unlike fiction film, it is grounded in factual material,
yet it does not represent an objectively neutral form of representation, since reality is always conveyed through the
author's vision, selection, and editorial organization. Accordingly, documentary cinema functions simultaneously as
a space for the fixation of reality and for its subjective interpretation.

The paper examines the processes of transformation in contemporary documentary cinema and analyzes the
development trends of Georgian documentary film against the backdrop of these changes. Particular attention is
paid to the fact that contemporary Georgian documentary cinema is marked by the active involvement of a new
generation of authors, whose aim is the critical understanding and cinematic representation of the country's acute
socio-palitical reality.

In this context, it is worth noting Luka Beridze's Smiling Georgia, Giorgi Varsimashvili's Hotel “Metallurgist”, and Keti
Machavariani's Mziuri, which express new aesthetic and thematic trends in contemporary Georgian documentary
cinema.

The paper devotes particular attention to a theoretical analysis of the specificity and distinctive features of

wentieth-century cinema focused mainly on

the development of fiction film, as a result

of which documentary cinema developed, to
some extent, in its shadow, this process frequently
coinciding with the formal and aesthetic transfor-
mations of fiction film. One might recall, for one, the
French New Wave and cinéma vérité, the latter in
particular substantially defining the language and
distinctive character of documentary cinema.

In the twenty-first century this paradigm
changed significantly. Documentary and animated
forms are now regarded as equal and fully-fledged
forms alongside fiction. Contemporary documentary
practice actively assimilates the narrative and visu-
al strategies of fiction film, which enriches both the
models of storytelling and genre systems, as well as
the forms through which reality is depicted and in-
terpreted. Alongside traditional forms, hybrid struc-

documentary cinema, as well as a study of the main trends in contemporary Georgian documentary film.

tures are developing to break down genre bound-
aries.

Documentary animation and 3D animation de-
serve particular mention, being used in cases where
archival audiovisual material is absent, or it is nec-
essary to visualize memory, emotional experience,
and subjective perception. Documentary-fiction
narratives are also becoming increasingly relevant,
in which real characters and settings are combined
with staged scenarios. Such forms raise the ques-
tion of the boundaries between reality and its on-
screen representation, and reinforce the status of
documentary cinema as a dynamic and constantly
renewing field. Contemporary digital technologies,
including virtual reality technology, have made pos-
sible the “reconstruction” and visual revival of his-
torical events to increase audience engagement and
interest.
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As in fiction film, documentary production has
also come to be divided into auteur and mass seg-
ments. Mass-produced documentary films tend, as a
rule, to have an informational-educational character
and are often based on chronicle material, whereas
auteur documentary practice is distinguished by an
individual style, a sharp civic position, and a critical
analysis of reality.

Scholar Bill Nichols notes that “the documenta-
ry director does not merely observe the world, but
constructs an argument that compels the viewer to
adopt a particular ethical and political stance to-
ward historical reality.”

In the context of Western theoretical and practi-
cal tradition, the principal specificity of documenta-
ry cinema lies in the fact that it rejects an illusory,
neutral documentation of reality and instead be-
comes a powerful tool of social critique, democratic
discourse, and political reflection. The synthesis of
Bill Nichols's rhetorical argumentation and Michael
Renov's? notion of authorial subjectivity demon-
strates that Western documentary practice aims
not only to depict reality in its most acute, systemic,
and existential problems, but also create a critical
food for thought for the viewer. Authorial interpre-
tation is not a one-sided ideological transmission of
information; on the contrary, exposing the policies
of state structures and bureaucratic wrongdoing be-
comes a collaborative act in which the director, the
subject, and the viewer are united. Nichols's “rhe-
torical interpretation” impels society toward the
restoration of social justice, while Renov's “subjec-
tive truth” transforms bureaucratic facts into living
human trauma. This dual filter compels the viewer
to step out of the role of passive consumer, to en-
gage in the analysis of events unfolding on screen,
to pose sharp ethical questions together with the di-
rector, and to reflect on their own civic responsibility
before state power.

Thus, the specificity of Western documentary
practice lies precisely in this methodological turn,
offering not ready-made answers or official dog-
mas, but an intellectual and emotional platform for
the author's sharp, subjective interpretation of reali-
ty as a catalyst for the viewer's independent, critical
thinking and social protest.

1 NICHOLS, Introduction, 2001, p. 67.
2 RENOV, The Subject, 2004.
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European and American documentary practices,
with the exception of those under dictatorial re-
gimes, differed fundamentally from analogous pro-
duction created under the Soviet totalitarian system.
Ideological control had a particularly powerful ef-
fect on this genre precisely, since its nature is bound
up with the direct depiction of reality. Nevertheless,
the 1920s and the 1960s stand out as important stag-
es in the development of documentary cinema, pe-
riods marked by active formal experimentation and
narrative transformation.

The uniform style established in the Soviet and
post-Soviet periods, a descriptive-expressive model
built on narration with an authoritative voice-over
text, has changed significantly. Contemporary docu-
mentary film has acquired a multilayered structure,
incorporating reportage footage, archival material,
reconstruction, animation, and various forms of in-
terview. New hybrid forms have also emerged, in-
cluding so-called mockumentary.

Today, documentary film, historically shown
mainly in cinemas and TV, has shifted to digital
platforms, a change that has had a significant effect
on its narrative form. On Georgian television, doc-
umentary series have developed to popularize the
country's history. Despite their educational value,
projects of this kind are often confined to a descrip-
tion of events and offer the viewer relatively little in
the way of in-depth analysis.

At the same time, an auteur documentary
movement is actively developing in Georgian cin-
ema, whose origins, as noted above, found in the
avant-garde trends of the 1920s. In the subsequent
period, the 1960s—1970s, a significant contribution to
the development of this genre was made by such
authors as Gia Chubabria, Guram Zhvania, Gela
Kandelaki, and others. Experiments in documentary
practice were also undertaken by directors of fic-
tion film, among them Otar loseliani and Alexandre
Rekhviashvili, whose films build on the principles of
visual storytelling and offer a critical examination of
social reality.

Contemporary Georgian documentary cinema
likewise displays a deepening of formal exper-
imentation and a critical reflection on reality. The
intersection of personal story and collective memo-
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ry is becoming increasingly relevant, as is the fore-
grounding of marginal themes.

Giorgi Varsimashvili's documentary Hotel “Met-
allurgist” is a contemporary interpretation of the
theme of internally displaced persons from Abkha-
zia. Its narrative builds around the stories of several
families and is grounded in the aesthetics of obser-
vational cinema, in which the dominantrole is played
by the characters' monologue-based self-reflection.
The film pays particular attention to the characters'
inner world, memaory, crisis of identity, and traumat-
ic experience. The prospect of permanent housing
acquires dual semantics here — it functions simul-
taneously as a symbol of stability and as the final
severance from a lost homeland.

The narrative structure is grounded in the visual
language characteristic of observational cinema, the
so-called invisible camera effect, through which the
characters, in their natural environment and without
outside intervention, freely express their emotional
experiences, memories, and expectations concern-
ing the future, an approach creating a high degree of
authenticity and allowing viewers to directly sense
the characters' inner state.

The characters' past exists, in most cases, only at
the level of memory, and its material representation
is reduced to a few sacred objects. It is precisely
these objects that function as symbolic connecting
elements, which, in imagination and memory, re-
construct fragments of the past and establish a link
with a lost space.

In depicting the everyday life of the hotel, the di-
rector creates a multilayered system of portraits, in
which different characters and life experiences con-
verge within a single space. Particular emphasis is
placed on two families: on one hand, a mother and
daughter who, despite nostalgia, manage to adapt to
the new saocial reality and orient themselves toward
the future; and, on the other hand, a family in which
a mother suffering from dementia and her daugh-
ter, who cares for her, exist within a closed circle of
memories of the past, which further intensifies the
crisis of the perception of time and identity.

In the film, Giorgi Varsimashvili does not confine
himself merely to registering the social problems
faced by people with displaced-person status. He
examines this issue within a broader socio-political
context and analyzes the attitude of both society and
state institutions toward displaced persons. Particu-

lar attention is paid to the characters' psycho-emo-
tional state, to the inner disposition that prevents
them from fully accepting the prospect of a new life
and freeing themselves from a traumatic past.

One of the film's characters, an elderly woman
afflicted with Alzheimer's disease, acquires a sym-
bolic weight and may be regarded as the “last bear-
er of memory.” She retains her experience of the
Abkhazian war and attempts to preserve an impulse
of resistance, though this protest gradually weak-
ens and fades, not only in her but especially in the
younger generation. In this way, the degradation of
individual memory becomes identified with the de-
pletion of collective memory.

Drawing on the experience of the residents of
Hotel “Metallurgist,” the director offers the viewer
a critical reflection on issues like forgetting histori-
cal trauma, loss of identity, and social passivity. The
film raises an important question: how, and under
what conditions, does the gradual disappearance of
national memory occur, and what role do the state
and society play in this process?

Hotel “Metallurgist” is perceived in the film as a
symbolic space, a kind of transitional space in which
temporariness and the illusion of permanence co-
exist. Despite harsh social conditions, this space
nonetheless preserves a faint hope of returning to
the homeland, to one's own house. It is notable that
the granting of permanent housing is perceived by
the characters not merely as a precondition for sta-
bility, but also as a final severance from the past
and from the dream that was bound up with return-
ing to their own homes.

Luka Beradze's documentary Smiling Georgia ad-
dresses social and political problems even sharper. It
depicts the manipulation of vulnerable social groups
during pre-election processes. At the center of the
narrative is the elderly population of a village who,
as a result of political promises, find themselvesina
state of disillusionment and social marginalization.

The director examines the problem not only in the
context of a specific case, but as a systemic phe-
nomenon reflecting the gap between the authorities
and citizens. The film brings out a sense of nihilism
and indifference shaped in society as a result of dis-
trust toward those in power. Particular attention is
paid to the fact that it is the most vulnerable social
strata, especially the elderly, who are most exploit-
ed in the electoral process.
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The plot builds around an analysis of outcomes:
the characters, as direct participants, describe, on
the basis of their own experience, how they became
objects of political manipulation. Their accounts re-
veal the discrepancy between pre-election prom-
ises and actual results. Particularly striking is the
fact that the characters transfer to another politi-
cal force their hope that the mistakes made by one
government will be corrected, yet this expectation,
too, proves unfounded, which intensifies the sense
of disillusionment and distrust.

In the film, the process of seeking justice is
transformed into a broader reflection on the rela-
tionship between society and those in power. The
characters' experience makes clear that the value
of the individual within the political space is me-
chanical in character. A citizen acquires significance
only when connected to gaining or retaining power.
In this way, a specific story becomes a metaphor for
the systemic barrier that continues to exist, to this
day, between the state and a citizen.

The portrait-based representation of the village's
inhabitants reveals a consumerist attitude, on the
part of those in power, toward society, in turn giving
rise to collective nihilism and indifference, attitudes
not confined to individual experience alone, but also
found in the country's social and political dynam-
ics. The detailed depiction of everyday life creates
a picture dominated by a sense of loneliness, so-
cial exclusion, and a feeling that the future holds no
prospects.

The nihilism established in society gives rise to a
kind of “immobility”: formally, faces, parties, and po-
litical promises change, yet for any subject of power,
society continues to be perceived as a consumable
resource — an instrument necessary for securing its
own interests and well-being. This idea is associ-
ated with the final episode of Kote Migaberidze's
LMy Grandmother”, in which the director emphasiz-
es the necessity of change, while at the same time
showing how futile the mechanical replacement of
bureaucratic faces is if society itself does not begin
an inner, fundamental transformation.

In this context, the director pays particular atten-
tion to the use of vulnerable social groups—espe-
cially the elderly population—as tools in the elector-
al process. Their political choices are less grounded

3 My Grandmother, Dir. Kote Mikaberidze (1929).
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in a vision of the future and are shaped, to a great-
er extent, by habit, social inertia, and a skepticism
formed through experience. At the same time, there
is an expectation that a change of government will
not bring about substantive transformation, which
further reinforces the cycle of distrust.

The interrelation between society and the state
is rendered with particular clarity in the film's fi-
nal sequence, whose compositional and symbolic
weight is integral to the work's overarching con-
ceptual framework. In the village square, a future
parliamentary candidate delivers a campaign ad-
dress, while the local inhabitants receive the ora-
tor's words with visible indifference and silence. No
sooner has the speech concluded than the space is
rapidly vacated, and a wide shot discloses an elderly
man left standing in solitude — disillusioned once
more, with no recourse to hope beyond himself. This
progressive emptying of the mise-en-scéne, togeth-
er with the character's isolation within the depth of
the frame, constitutes a directorial strategy through
which the motif of estrangement between the in-
dividual and the state apparatus is visually crystal-
lized.

Thus, the film reveals a kind of “closed circle”
with political manipulation, social vulnerability, and
civic passivity tightly interwoven. This circle im-
pedes both the process of social development and
the institutional consolidation of the state, which
lends the film the significance not only of a text de-
picting a specific social problem, but of a broader
political critique.

The actualization of social problems is clearly
evident in Keti Machavariani's documentary Mziuri
building on the everyday professional practice of a
social worker, the main character, Mziuri. The nar-
rative structure’s core is her “journey” through the
different social spaces and strata of Tbilisi, lending
the film a certain episodic, fragmented form.

The film's dramaturgical axis is grounded in the
interview principle: through questions posed by the
director, representatives of various social groups
assess the political, social, and moral situation in
the country. This method creates a polyphonic nar-
rative, in which different voices and perspectives
coexist and enter into dialogue with one another. As
aresult, the narrative does not offer a single, unam-
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biguous interpretation of reality, but instead forms
a multidimensional view of the problems at hand.

The main character Mziuri's transition from
teaching to the position of a social worker reflects
the forced adaptation of an individual under so-
cioeconomic pressure. Ketevan (Keti) Machavari-
ani not only follows the film's protagonist, Mziuri,
across different social strata, but also turns her into
a respondent—through this shift, the director moves
from an observer to an interviewer, while the pro-
tagonist loses her status as a fictional character and
emerges as a documentary subject. Mziuri speaks of
her personal problems and her desire to leave the
country, thereby voicing her distress over the social
conditions prevailing in Georgia. In this way, the di-
rector underscores that the protagonist, too, shares
the very problems that she gathers throughout the
film.

The questionnaire that Mziuri fills out in the
course of her interviews is presented in the film as
a formal, bureaucratic instrument that reflects only
partially the actual condition of the respondents. In
this way, a tension emerges between institutional
language and lived experience: official data cannot
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