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JucepTaunoHHUAT TPy € 00CHJEH U HACOUCH 3a ITyOJINYHA 3al1UTa Ha PA3LIMPEHO 3aceJaHNe
Ha KaTenpa 1o TeneBU3MOHHO, TeaTpaIHO M KHHOM3KYCTBO KbM FOro3anaznen yausepcurer ,,Heoput
Puncku®, bnaroesrpan nposeneHo Ha 24 HoemBpu 2025 roauxa.

Huceprammonnuar tpyn “Kynrypuure u obOpazoBaTenHM (QYHKIMM Ha ChBPEMEHHOTO
JIOKYMEHTAJTHO KMHO B KOHTEKCTa Ha COITMAIIHO aHTKHWPAHOTO HM3KYCTBO € ¢ o0m obem 236
CTpaHHULU U BKJIKOYBA YBOJ, TPU IJIaBH, 3aKJIIOUYEHHUE, CIpaBKa 3a MIPUHOCUTE, CIUCHK HA HAYYHUTE
nyOnukaruu, oubnuorpadcka cnpaBka ¢ 239 onucanu U3TOYHHUKA, GUIMOrpadCKO MPHIIOKEHHUE C
237 3arnaBusl.

3ammrara me ce nposeae Ha 11 despyapu 2026 roguna ot 11.00 4. B rp. brnaroesrpan, Yueben
kopnyc 4 Ha FOro3amanen yausepcuret ,,Heodur Puncku®, er. 5, 3ama 4503, mpex HaydHO KypH B
cwetaB: [Ipod. n1-p Auaponuka Mapronosa, [om. n-p Kmasmus KamOypona, Jlom. n-p Maprapura
boxwunosa-Anmonosa, Jlou. a-p Banepus Kpauynosa-Ilomosa, [Jom. n-p Kpym MBanos.

Marepuanure ca JIOCTBIOHU Tpu cekperaps Ha Kareapa mno TeleBU3MOHHO, TEaTpPalHO H
KMHOU3KYCTBO B YueOeH kopryc 4 Ha FOro3amanen yuusepcuret ,,Heodut Puncku, biaroesrparn,
eT. 5, 3ama 4503.
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YBoa

B enoxaTa Ha yCKOpEHO TEXHOJIOIMYHO Pa3BUTHE M3KYCTBATa, a U BCUYKU cepu Ha )KMBOTA
ce Hajara Jia ce aJantupaTr KbM HOBaTa MH(OpMAIMOHHA U KYJITypHa cuTyauus. B ycrmoBusita Ha
CBPBX KOHKYPEHLMS B NPOM3BOJACTBOTO Ha 00pa3d M ChABPKAHHE 3a COLMATHUTE MEAUU U
KaHAJIUTE 3a BUJEO CIOJEISIHE U KUHOTO C€ OKa3Ba Mpejl MHOXKECTBO MPEIU3BUKATEICTBA — J1a Ce
3aTBOpU B coOCTBEHATa cH cdepa Wil Ja pa3liupH HoJeTaTa Cu Ha BIMSHUE U TpeAcTaBsHe. Tbi
KaTo camara TpOMsSHA 10 CBHIIECTBO € Hepa3pHBHA YacT OT IMPHpOJATa HAa KHHOTO, (QHIMHTE
(cpueraBaiiku B cebe CH BH3YaJHH, 3BYKOBH M TEKCTOBH AaCIEKTH; E€CTETUYECKH, CTHUYHH,
obOpasoBarenHd, WHPOPMAIMOHHU W APYTH (YHKIMH) TPEIOCTABAT HECPABHUM IIOTEHIIMAT 3a
KyJITypHa U COL[MAIHA KOMYHHUKaIlUs, 32 Bb3ACHCTBUE U BIMSHHUE BbPXY OOILIECTBEHU MPOOJIEMHU U
TpyIH HA JOKAIHO U TJI00aTHO HUBO.

VIMeHHO TO3M acmeKkT OT MyOJMYHaTa peanu3anus Ha JOKYMEHTAJHOTO KHUHO, CIeUU(pUYHO
aQHraXXUpPaHO C aKTyaJHH TEMH U MpodJIeMH, KoATO peduieKTHpa BbPXY COLUAIHUTE
B3aUMOJICHCTBHS TPEACTABIsIBA HpeOMem HA HACTOALIOTO M3cieaBaHe. VM TOYHO mpe3 Ta3u cH
peanu3anys COUMAIHO aHTRKUPAHUTE JOKYMEHTAIHN (DUIMH MPEACTABISABAT MOIIEH HHCTPYMEHT,
ype3 KOWTO HE € caMo Jla ce pa3Ka3BaT JEWCTBUTEIIHM UCTOPUH 3a XOpa, MPOOJIeMH WU ChOUTHS,
HO W 3a pa3nuyHu (popMH Ha BB3ACHUCTBHE BBPXY MHOTO IIMPOKA W PA3HOPOAHA ayTUTOPHS U
B3aMMOJICICTBUS, BKJIIOUUTEIHO M B paMKUTe Ha (opmajeH uiu HedopMmaneH oOpa3oBaTesieH
mporec. 3aToBa € JIOTHYHO MPEAMETHT Ha U3CIEABAHETO Ja 00XBaHE JOKYMEHTAIHOTO KUHO KaTo
couuasieH (peHOMEH M MaxaHM3MHTE, 4pe3 KOUTO (WIMUTE NPUI00MBAT OOIECTBEHO BIHUSIHHE
U3BBH YUCTO XYJI0’)KECTBEHOTO UM BB3/ICHCTBHE.

B aucepranmoHHUs TpyA 1€ € ce MPEICTAaBAT M ChbBPEMEHHHU KYJITYPHU M OOpa3oBaTEIHH
NPaKTUKA 32 M3MOJI3BAaHE HA COIMAIHO aHTAXHPAHOTO JOKYMEHTAJIHO KMHO B MEPCHEKTHBATa Ha
dbopmaiHOTO M HedopMaTHOTO OoOydeHHe W 3a oOpazoBarenHu Ienu. To3u cnenuduueH Qokyc
MOCTaBsl Karo OOEKT Ha H3CIEABAHETO CHBPEMEHHU [OKYMEHTATHU (QUIMH, Cb3JaJEHHU Ipe3
noclneAHUTe 25 TOAMHH, KOUTO MPEACTaBAT TEMH, CIOKETH U MPOOJIEMHU C BHCOKa CTENEH Ha
COLIMAJIHA YYBCTBUTEIHOCT U aKTYaJIHOCT, U (pOpMHUpAT YCTOHYMBO BB3JCHCTBHE BBPXY IPYNU U
OOIIHOCTH Ha JIOKAJHO W Io0anHO HUBO. B Ta3m Bpb3ka morar ga ce 000COOAT W pa3InyHU
JOMUHHpAIIA TEMAaTUYHH O0JAacTH KaTO Onda3eaHe HA oKoaHama cpeda (KIMMATHYHH TPOMEHH,
CHCTOSIHHE HA €KOCHCTEMHTE U T.H.), 81acm u npecmuvnietus (MOTUTHYECKU BIUSHUS U KOPYIIIIHS,
MPECTHIICHUS, YOBEIIKH MTpaBa, BOCHHU KOH(MDIUKTU U T.H.), UKOHOMUKA U KOPNOPAMUBHO GNIUAHUE
(BnusHME Ha OM3HEca BbPXY OKOJHATa cpela U OOLIHOCTUTE, KOPIIOPATUBHU CKAaHIAIH, TPYJIOBU
mpaBa U eKCIUIOATalusl U T.H.), COYUAIHU epYynu U emHu4ecku oowHocmu (OT03HABaHE HA APYTHUS,
JTUCKpUMUHALINS, HEPAaBEHCTBA U T.H.), KA4ecmeo Ha dcugom (IOCTHII 10 PECYPCH, 3/IpaBe U XpaHa,
U T.H.) U JPYTHU.

CbCTOSHMETO Ha TIPUPOJHUTE OOraTcTBa M PECYpCH, 3aMbpCSIBaHE | 3aCTpalICHU
€KOCHCTEMH, W3MEHEHHs Ha KJIMMaTa, CKOJOTMYHH KaTacTpOpu M BIMSHHETO HAa YOBEKA BBPXY
pHUpoiaTa MapKUpaT OCHOBHUTE MOATEMH IO MpOOJIEMUTE, CBbP3aHU C OINA3BaHETO Ha OKOJIHATa
cpena. Ilpes mocnennure 25 TrOAWHU AOKYMEHTAJHATa MNPOAYKIHS C TMOJOOHO TEMaTUYHO
ChABPKAHWE 3HAYUTEIIHO HApacTBa, BKIIOYUTEIHO U OllarojapeHue Ha MHOXKECTBO Hay4YHO-
HOIMYJISIPHA TENIEBU3MOHHU M OpOJKACT KOMIIAHUM M KaHAIW. 3HAUMTENIHA YacT OT Ch3IalleHUTE
bumu, 4



CBBp3aHU C HaIllaTa IulaHeTa, ¢ (propara u (ayHara, ¢ HACTHIIBAIIM MPOMEHH M TPoOIeMH 3acarart
KOHKPETHH PaiiOHU, PETHOHU M OOIIHOCTH U CHOTBETHO MMAT MOAYEPTAHO COIMAIHA 3HAYUMOCT H
croiiHOCT. TakuBa uiMu mMorar aa ObJaT U3MOJI3BAHU B pa3HOOOpa3HU y4eOHU U 00pa30BaTEIHU
neitHocTH. MoXke J1a ce Kaxke, 4e TOBa € OCOOEHO aKTyalHa MpoOJieMHa o01acT, KOSTO HaOupa
MOMYJISIPHOCT Tpe3 nocieauure 25-30 roguHu.

Temure, cBbp3aHU C yHPAXKHIBAHETO HA BJIAcTTa U 0COOCHO, KOraTO TOBA CE OCHIIECTBABA B
HapylLICHHE Ha YOBEIIKH IpaBa ChIIO HE TyOsT cBoATa akTyanHocT. CrenuaneH Qokyc e ce
MOCTaBU BHPXY MPECTHIUICHUS U MAaHUIYJIAUU U3BBPIIECHU OT O(ULIMATHH BIACTH, YIIPABHULIU U
BUIIECTOSIN aJMHUHUCTPATOPH B TOBA YHCIO W PA3KpUTHS, CBHP3aHU ChC CHOUTHS 3acerHAIN
YOBEIIKM CHI0M TMOKOJIEHUS Hapea. B pamkure Ha Ta3u mpoOieMardka IIe ce pasrieaar u
JOKYMEHTaJTHH (WIMH TPEACTABSIINA WHIUBUIAYyaTHA W TPymoBa Oopba 3a CIpaBeIIMBOCT H 3a
WCTUHATA, 32 YOBEIIKUTE MpaBa, MPABOTO HA IJ1ac, Ha WH()OPMHUPAHOCT, 3a POJIATa HA MEIUUTE U
O6opbara ¢ KOpHopauuTe U ACUCTBUATA, KOUTO T€ MpEINprUeMaT B 3allUTa Ha TEXHUTE UHTEPECH.
[Tonobuu TemMu U mpoOiieMu, Ipernpamar 1 KbM KOPIOPAaTUBHUS CBSAT M BIUSHUETO HA TOJIEMUTE
KOPIOpalKy BbPXY >KMBOTUTE HA Pa3IMYHU IPYIU XOpa, KOUTO CHIIO CE aAPEcUpar BCe MO-UeCTo,
0COOCHO Mpe3 MOCIEAHUTE TOAMHH, a Ch3JaJCHUTE JOKYMEHTAIHU (UIMHU MPEIU3BUKBAT CHUIICH
00IIECTBEH OT3BYK.

Hpyra pomunmpama mnpoOieMHa o0JacT, KoATo mie OBbJe NpeicTaBeHa Npe3 TEeMaTUYHA
JOKYMEHTAIHA TPOLYKIHS, KOSITO JOOM N3KIIOYUTEIHA MTOMYJISIPHOCT OCOOCHO Ipe3 MocIeHuTe 25
TOJIMHU € CBBbp3aHa C Ka4YeCTBOTO HA KMBOT U TPIDKUTE 3a 3[paBETO,  0COOEHO Ha KyJITypaTa Ha
XpaHeHe, KOHIICMIIUUTE 3a 3JPaBOCIOBHO XPAaHEHE, YHCTH XPaHU M IOJIMTUKUTE Ha TOJIEMHUTE
KOPIOpAaIKu, CBbP3aHu ¢ TPOU3BOJCTBOTO HA XpaHU U OM3HEC onepaTopuTe B Taszu chepa. Tazu Tema
CTaBa 0COOEHO aKTyaJHa Mpe3 MOCIEAHUTE TOJWHU Cpell MOAPACTBAIIOTO MOKOJEHHUE, Clel KaTo
npunoduxa BUIUMOCT NMPOOJIEMHUTE C XPAaHUTEIHUTE Pa3CTPOICTBA U 3/IPABOCIOBHHUTE MPOOIEMU
cpen aena u muanexu. Hanpumep, criopen opuiMaaiHi CTaTUCTUKY OT TPOBEJCH MOHUTOPHUHT Tpe3
2023 roapnHa BCEKU TIETH IIBPBOKJIACHHUK B bbarapus € ¢ HaIHOPMEHO TETJI0, KOETO MOCTaBs Ta3u
TeMa 1 poOIeMaTHKa C TOJIsIMa OCTPOTA U Ha HAITMOHAIHO HUBO.

OT BCHYKO Ka3aHO JI0 TYK MOXKE JIa C€ M3BENE M AKMyaaiHOCmma HaA memamad, KaKTo U Ha
[eNUTe Ha M3CieBaHeTo. B m3cienBaHero me ObAe MpemiokeHa KiIacu(pUKAIUsS Ha BOJCIINTE
TEMaTHUYHU U POOJIEMHH 00JIACTH B ChbBPEMEHHOTO COLIMATHO aHTXKUPAHO TOKYMEHTATHOTO KHHO,
criope]i Hall-BUAMMUTE TeHICHIIUH OT MOCIEAHUTE 25 TOIMHU, IPH KOUTO ce 0TOeNsI3Ba HapacTBalla
MOMYJISIPHOCT U TE€KECT B PaMKHUTE Ha TEMAaTHYHOTO ChAbPKAHHE HA TEJIEBU3MOHHU U OpayaKacT
KOMIIAaHUM W KaHalli, Ha CTPUWMHUHT TUIATHOPMHU, JUTUTAIIHU MEAUU U MpeXu. Te3um TeMu u
npobiieMHr oOsacté (OKycUpaT M HMHTEpecUTe Ha MPOAYLEHTCKH M Pa3IpOCTPaHUTEICKH
KOMIIaHUH, 3aHMMAaBAIllK Ce C JIOKYMEHTAJTHO KHHO W (MMM, KAKTO W Ha aBTOPH HA HE3aBUCHMH
MIPOEKTH.

ViMeHHO 3aToBa TO3W B JWCEPTAIlOHEH TPYyJ WIe CE H3CIeABa M BB3IACHCTBHUETO Ha
cnenuduyHa rpyna JAOKYMEHTAIHU TMPOU3BEACHUS (IIBIHOMETPAXHU (UIMH U KHCOMETPAXKHU
¢dbopMH), YUUTO TEHE3UC U TBOPUECKA MOTHUBAIIMS Ha aBTOPUTE M MPOAYIICHTHTE Ca J1a MPHUBJIEKAT
BHHMAaHUETO KbM BaKHU TEMHU, J1a IPEOCTABST OCTHII A0 (hakTH U UH(OPMALIKS U J1a HATIPABSIT
JTOCTBITHU 32 MIUPOKaTa ayJUTOPHS MPOOIEeMHU, 3acsrally TOJIeMH TPYIH X0pa WM TEXHUTE TpaBa,
KOETO OT CBOsI CTpaHa MPEANOCTaBs COIHMATHOTO BH3JCUCTBUE M PEAKIMH, KAaKTO U Bb3MOXKHATA
MPOMSIHA.



Taka ocnoénuam wuscnedoeamencku npodaem ¢ (HOKycHpaH BBPXYy TOBa Kak
JOKYMEHTAJTHOTO KMHO M (WIMH c€ TpaHC(POpPMHpAT OT M3KYCTBO B MHCTPYMEHT 3a COIMATHA
NpOMsIHA, BIIMSACIIA HA OOIIECTBEHUTE HATJIACH, MPEICTAaBH, IIEHHOCTH, BB3NPUATHS M MOTraT Ia
NpeIN3BUKAT KOJCGKTUBHU JeiicTBus wiu mnpomeHu. llle Obae wu3cienBaHO OOIIECTBEHOTO
BB3JIeiicTBUE (WK (PaKTOp Ha BH3/IEHCTBHE) HA KWHOU3KYCTBOTO Upe3 MPOCieIIBaHe Ha MPOLIECH U
MOJIENU, IPU KOUTO AOKYMEHTAJIHUTE (PUIMH NMPUA0OMBAT CTATyT Ha coulualeH (eHOMeH naned
U3BBH €CTETUUYECKUTE I'PAaHULIM Ha (PUIMOBOTO U3KYCTBO.

To3u u3crnenoBaTencku MpobiieM odepTaBa MapaMeTpUTEe M Ha BB3MOXKHUTE KYJITYpHH U
oOpa3oBaTenHU (YHKIMM Ha JOKYMEHTAJTHO KHHO C (DOKYyC BBpPXY OOIIECTBEHM M COILUAIHHU
npobiemMu upe3 moaOpaHW (UIMOBM TNPHUMEPH W TPOYYBAHETO Ha €(PEeKTHBHM MOJAETH Ha
BB3/ICHCTBHUE B MOJIETO HA MyOnnyHUTE B3aumoeicTeus. e Obaar pasrieqanu pa3mudHu acliekTH
Ha TE3U NpPOLECH, BKIIOYUTEIHO (PUIMOBATa M3PAa3HOCT M TBOpYECKaTa MHTEpIpeTanus Ha
ABTEHTUYHHU CUTYallUM, YOBELIKM CbHJIOM, CHOUTUS WM SBJICHHS, KOUTO HPEIU3BUKBAT CHIIHA
peaKiys, eMOLMH U Pa3MUCHII Y 3pUTEIIUTE, HO M OOIIECTBEHH U JOPU HHCTUTYLIMOHAIHU PEAKLIUH.

C oruieq Ha TOBaA B X0J1a HA M3CJIEABAHETO III€ CE HANPABH CIEIMATU3HpaHa CeNIEKIUs OT JeceT
¢miIMa, KOUTO MPEACTABAT pa3IMYHM ACTIEKTH Ha BOJACUIM TEMATUYHHM U MPOOJIEMHH 00JacTu H
YUUTO BHUCOK (PaKTOp Ha BBACHCTBHE (MMMAKT (akTop) Ime ObJe BHUMATCIHO aHATU3WPAH.
Cenexkuusara mie Objae HampaBeHa Ha 0Oazara Ha KOMIUIEKCHU KPUTEPUHU, KOWTO BKJIIOYBAT
CTaTUCTHYECKHU JTAHHM 3a MIOCTHTHATH PEHTHHTH U OO0Kco(dUC pe3ynTaTH, MPECTKHHU (HEeCTHBAITHH
CeJIEKLIMU M Harpaju, 00XBaT Ha MoKa3a M pa3lpoCTPaHEHUETO, OT3BYK B ClIEUAIM3UPaHa IIpeca 1
nyOJIMKaluy, AOCTBII 10 PasjIMYHU ayIUTOPUH, PEAKUMU M NpeAu3BUKaHM NpoMeHH. ToBa Ha
NPaKTUKA 0YE€PTaBA U OCHOGHUAN MEMOOO0I02UYECKU NOOX00 HA U3CIe08AHEmM O, KOUTO MOXeE J1a
ObJe ompenesieH KaTo HMHTEpAUCHMIUIMHAPEH, ChueTaBalll NMPOY4YBaHMS M aHAJIM3M Ha HaydHa
JaUTEparTypa, Clenuaiu3upada (UIMOBa KPUTHKA, CTaTUCTHYecKa HHpopMmaius, GuiMd U 1p.;
o0o0m1aBane, KacupuIUpane, CeIeKTHpaHe, apryMEeHTHPaHe Ha TEOPETHYHH ITOCTAHOBKH U T.H.

N3cnensanero me oOXBaHE MOKYMEHTAJHM (QUIMH OT pa3iMYHU JKaHPOBE U MEPUOIU
IPOM3BECHU B MOCJIEAHUTE 25 TOJMHU, KOUTO Ca U3JIE3/IM U3BBbH PAMKUTE Ha €CTETHUECKaTa OLICHKA
U ca MPeIu3BUKAIM CUIHU OOIIECTBEHH PeaKiiy, T.€. IPEBbPHAIN ca ce B coluainu peHomenu. B
CHIBPKATEITHO OTHOILICHHE Te3U (PUIMU MPEACTABAT PA3IMYHU KyJITYPHU KOHTEKCTH, OOLIECTBEHI
cucteMu U npobieMu. ChIIECTBEH MOMEHT €, Ye IIPU CAMOTO CEJIEKTHPaHEe Ha Te3H (QWIMHU € B3eT
OpeaBUI M MOTEHIMANHU oOpa3oBareseH e(ekT, KOWTo Omxa MOTJIM Ja MMAT BBbPXY pa3IMuHH
rpymu 3putenu. TpsOBa na ce mogueprae, ye B CIIydas HE CTaBa BBIIPOC 3a JTOKYMEHTATHU (pUIMH U
dopMH, KOUTO ca Ch3AAJCHHM LEJIEBO 3a 0Opa3oBAaTENIHM LENIH, a MO-CKOPO 3a TAKMBA, KOMTO
OsarojapeHue Ha TeMUTE, IPOOJIEMUTE, TePOUTE, XYJO0KECTBEHUTE U/MIM UH(POPMALIMOHHUTE UM
KadyecTBa MOraT Jia ObJaT U3M0JI3BaHU KaTo 00pa3oBaTeeH MHCTPYMEHT U Ja ObAaT NpeicTaBsHU
WIM TPOYyYBaHM B aKaJeMHU4YHa Cpela U H3CIEABAHU KaTO LIEHHOCT, CTOMHOCT, KYyJTYypeEH,
oOpa3oBatesnieH U corualeH epext. ChII0TO BaXKH U 3a MIPUIIAraHeTO UM B MPOLIECH HA He(HOPMAIHO
WIA CaMOPBKOBOJICHO yUY€HE, Ch3/IaBaiiki HOBH BB3MOXKHOCTH Jla C€ Pa3IIMPsBAT MO3HAHUATA U
KararuTeTa Ha Pa3IMdHU COI[MATHU TPYIH WA OTACITHH 3apUTEIIH.

Pa3bupa ce, me Obae OTAECNIEHO W HEOOXOIWMOTO BHUMaHWe Ha ,,0TTOBOpa™ Ha
IPOTUBOIOJIOXKHATA CTPaHA MM I0-CKOPO peakIUuTe M ACHCTBUATA, KOUTO CIIeABAT Clle]
U3JIM3aHETO Ha GWIMHUTE OT CTPaHa HA MHAYCTPUH, aIMUHUCTPALIMU, KOMIIAHUH U MIpeprueMayn,
KOHMTO ca O0OCKT Ha pa3clieZIBAaHUS U Pa3KpUTUs B Te3U GuiaMH. Te3u OTBETHU PEaKIMU YeCTO ca C



M3KJIIOUMTENIHA CUjla B OIUT /A C€ IPUKPHUE MCTHHATA WM Jla C€ 3aIIMTAT YaCTHU KOPIOpPATUBHU
UHTEPECH.

He na mnocnenno mscro, me ce oObpHE BHUMaHHE Ha MPOLECH Ha IOBUIIABaHE Ha
AQHTAKUPAHOCTTA HA PA3IMYHU TPYIHU XOpa KbM 3HAYMMH OOIIECTBEHU TEMHU U MPOOJIEMU U Upe3
Ipyru GUIMOBH MTPOU3BENCHNUS, U3BbH CIIeMaIHaTa ceJeKus. ToBa Iie MO3BOIH MO-LSJI0CTHO /1a
Ce POCJIEIAT MPOLIECUTE Ha OBIIMABAHE HA COIIMANIHU, KYJITYPHU WU APYTU TPYITH U III€ Ce HANpaBu
OIUT 32 OIIEHKa Ha MOTEeHLMaJIa Ha TaKuBa (PUIJIMH 3a MOANOMAaraHe Ha o0pa3oBaTesieH MPOLEC BbB
dopmanen u HedopmaneH IuiaH. To3M MOTEHIMAT U BB3MOXKHOCT 3a B3aMMOJICHCTBHS dYpe3
MEAMATOPCTBOTO HA €IMH KYJITYPEH NPOAYKT WIH XYJOKECTBEHO IIPOU3BEIECHUE MOXKE J1a JI0OBEE
N0 pa3zuynBaHe Ha KOH(MOPMHUCTKH W/WIM TOTPEOUTEICKM HArlacd B HMMETO Ha OOIIECTBEHA
OCB3HATOCT U ChIPUYACTHOCT.

H3cnedoeamencka xunomesa TpeArnocTaBs, 4y€ JAOKYMEHTAJIHOTO KUHO U (DUIMH, KOUTO
YCHEIIHO Mpech3AaBaT 3HAYUMU OOLIECTBEHH TEMU M MPOOJIEeMH UMAT MO-TOJIAM IMOTEHIMA Ja
npuIoOUAT CTaTyT Ha colMalieH (PEHOMEH U J1a MOBIHSAT Ha OOIIECTBOTO Ype3 MpeInu3BUKBaHE HA
IPOMEHHU B Harjacure, MpeJCTaBUTE, OYAKBAHUATA M OTHOIIEHHETO Ha TOJIEMHU IPYyIH XOpa, KOETO
OT CBOsI CTpaHa Jia OBEJIE 10 BEPOSATHU PELICHUS WU [IOHE ONUTHU 3a PEILICHUS Ha MPEACTAaBEHUTE
BbB (prmuTe mpobinemu. ChIo Taka, TpsAOBa aa ce OTOENeXH, 4e JOPH M CaMoO IMUPOKHST
O0IIEeCTBEH OT3BYK, KOWTO €IMH JOKYMEHTaJeH (WiIM IO KOHKpPETeH mpobiem (mpobiemMeH
JTOKyMEHTajeH (UIM) MOXeE Ja MPEeIU3BUKa € JOCTaThYHO OCHOBAaHME TOHM Ja C€ W3MOJ3Ba M B
oOpa3oBaTenieH Tmpouec. B Tasu mepcrnekTuBa Iie ce pasriefar pa3idyHU aclekTH Ha
oOpa3oBaTenHus MOTEHIIMAl Ha TakuBa (PUIMH, BKIIOYUTEIHO U Ype3 aHaJIN3 Ha U3PA3UTEIHUS U
n300pa3suTeIHNS MTOIX0/] Ha aBTOPUTE, KOETO caMo 1o cebe U ChIo UMa 00pazoBaTeseH epeKT oT
IJIeJlHa TOYHA Ha oOliaTta KyjlTypa W BB3IMUTAHHUETO HA BKyca, Ype3 BbB3ACHCTBHETO HA ayauo-
BU3yaJIHUTE W3pa3HU cpenctBa. He OuBa na ce mpeHeOperBaT M acleKkTUTEe, CBBP3aHU ChC
COLIMATHOTO MPOOYXkIaHe Ha XOpaTa U CTUMYJIMpaHe Ha aHTKUPAHOCTTA UM KbM 3a00UKaJISIIUS TH
CBAT U 4yBCTBOTO UM 32 OOIIECTBEH IBJIT U MPUHAIEKHOCT. IMEHHO B Ta3u Bpb3Ka € MPOCIeieHO
U Pa3BUTHETO HA COLMAIHO aHTAXHPAHOTO U3KYCTBO KAaTO TBOPUECKH KOHLEMIUU U HANPaBJICHHUS,
UCTOpUYECKa 00YCIOBEHOCT U ChbBPEMEHHU TEHCHIIHU.

Taka Mo3UIMOHUPAHETO HA TOKYMEHTATHOTO KMHO U MPOOJIEMHHUTE TOKYMEHTATHU (DUIMU B
II0JIETO HAa COLIMAJIHO AHTAKUPAHOTO M3KYCTBO B HACTOSLIOTO M3CIEABAHE HE € CIydyallHO, 3al0TO
NPEBPBIIAMKN Ce B COLMAICH U KYJIATypeH (peHoMeH BBIpOCHHTE (PUIAMM BHIMMO pa3LIMpSBAT
MIOJIETO CH Ha BB3JICHCTBHE M CBOMTE BEYE HE CAMO €CTETUYECCKH U KyITYPHH (DyHKIIHH.

Ocnoeéna wuen mHa wu3cnedganemo € Ja Ce€ OTKPOAT KYJITYpPHHUTE, COLMAIHUTE U
oOpa3oBaTenHUTe (PYHKIIMHU HA COIMAIIHO aHTXKUPAHOTO (IMPOOJIIEMHO) AOKYMEHTAIHOTO KHUHO U
BJIIMSIHAETO Ha TO3H BHUJ (GUIMHU B pa3IMyHH 00LIeCTBEHU chepH.

JlokymMeHTanHuTe (GUIMH Ch3JaIEHH ChC 33/1a4aTa J1a Pa3KakaT peaHi UCTOPUH MO0 CEPUO3HU
TE€MHU, NpPOOJEMU U YOBEUIKU CHAOU, YECTO pa3KpUBAT U CIOKHU COLIMAIHM, MOJUTUYECKU U
KyJITYpHH B3aMMOBPB3KU. Te mpeiacTaBisiBaT OOCKTHMBHM CBMJIETENICTBA 3a pEaJHH XOpa W/HUIU
CHOUTHSA, KOUTO HU U3MPABAT Ipe] MPEIU3BUKATEICTBA, MOPAJIHHU JUJIEMH U BBIIPOCHU 32 CBETA, B
KONTO KMBEEM U HAIIETO MSCTO B CBETA, J]a HU MOATHKHAT KbM 3arPUKEHOCT U OTTOBOPHOCT KbM
npupogara U yoBeka. ChIIO Taka, KOraro cTaBa BBIIPOC 332 COLMAIHU B3aUMOJCHCTBUS TaKUBa
¢mIMH MOTaT J1a MOAKPENT OIMO3HABAHETO HA KYJITYpHOTO MHOroo0Opasue M Jla HU MOMOTHAT J1a
LIEHUM U pa3dupame pazIMYHUTE KyJITYpH, peIUruud u oOuHoctu. ToBa OTHOBO KOpeCHOHAMpa C



MOTEHIMATHUTE 00pa30BaTeIHN (PYHKIIMU HA TaKKBa (DUIIMH 32 IUPOK CIIEKTHP OT AUCIUTUIMHA BHB
dopmanen unu HegopmasieH oOpa3zoBaTesieH MpoIiec.

B cneyugpuunume noouenu na uzcnedeamemo BIM3AT TPOYUYBAHETO HA MPOLECHTE U
MOJICIIUTE, Ype3 KOWTO KHWHOTO TPUAOOWBA BIMSHUE HU3BBH CBOS €CTETHUECKH KOHTEKCT H
BB3JICHCTBA HAa OOIIECTBEHH MPOIECH, KAaTO Ch3JlaBa COIMAIHH (DEHOMEHHU OKOJIO ONpeIeCHH
(unmu, npeausBuKBaiiky ,,edekTsT Ha nenepynata“! (Lorenz, 1993, 181-184). Kak Tesu dunmu ce
peBphIIAT B crienupudeH GEeHOMEH, MPU KOWTO OCBEH XYyA0KECTBEHUTE MOCTHKCHUS Ha TEXHUTE
aBTOPHM MOTAT Ja C€ M3CJIEABAT M Pa3jIMyHM MO CHJIA U XapaKTep Bb3JACHCTBUS, U3IHM3AIIN H3BBH
TpaHUIMTE HAa W3KycTBata M Kyiarypara. Cpiro Taka, me ObJaT aHAIM3UPAaHU KOHKPETHHU
JOKYMEHTAJTHH (QHIIMH TIPE3 TSIXHOTO COITMAITHO 3HAUCHHE B KOHTEKCTa Ha PEalTHUTE ChOUTHS, KOUTO
Npech3AaBaT, KaKTO W MPEe3 OYSPTABAHETO HA YCTOWYHMBATA MPOMSIHA, KOSTO € MPEIHN3BUKaHA HIIH
MOJIIIOMOTHATa OT caMUTe (UJIMH, KAKBO € MOCTUTHATO KbM MOMEHTA Ha CHOHMTHATA U KOJKO €
pEJICBAaHTHO KbM aKTyaJHHUS MOMCHT.

OcHnosnume u3cnedoeamencku 3ad0ayu O0XBallaT aHAIM3MPAHETO HAa COLHUAIHUTE,
KYJITypHUTE W OOpa30BaTeIHUTE KOHTEKCTH, B KOWTO TEMAaTHYHU MPOOJIEMHH JIOKYMEHTATHU
¢uiMu ca ch3ganeHd W/WIM TMPUA0OWBAT 3HAUYEHUE M3BBH KHMHOM3KYCTBOTO M CE INPEBPBINAT B
KaTaJIn3aToOpH 3a OOIIECTBEHU NMPOMEHHU, KaKTO M Ch3/laBaHe Ha e€(EKTHBEH MOJEN 3a OIICHKa Ha
dakTop Ha BB3ACHcTBHE (WMMMIAkT (akTtop) Ha TakwBa ¢Guiamu. ChIIO Taka, OICHKAa Ha
o0pa3oBaTeNHUs MOTEHIMAT Ha (QUIMH C BUCOK (haKTOp Ha BB3IACHCTBUEC Ype3 HM3CICIBAHE Ha
conuamHuTe eheKTU U IPOMEHH, KOUTO T€ MpeAn3BUKBAT. [10 TO31M HAUMH 1€ ce HApaBU OMUT 32
pasmmpsiBaHe Ha 00XBaTa Ha CHBPEMEHHOTO COIMAHO AaHTAKHUPAHO M3KYCTBO M TMOTEHIMANA 32
CBBP3BaHE HAa KHHOM3KYCTBOTO C APYTH ChepH U NOJIeTa Ype3 COIMATHA AaHTAKUPAHOCT U aKTUBHOCT.

C HapacTBamara cu MomyJsIpHOCT COIIMATHO aHTAKUPAHUTE TOKYMEHTAIHU (DUIMH TIOPAXKAAT
U peanna npotuBopedrsi. Cpen TSIX ca BBIPOCUTE 3a MOJUTHKUTE HA MPOTYIEHTCKUTE KOMITAHUU U
KaHAJIUTE 33 Pa3NpOCTPAaHEHUE WM 32 OOCKTHBHOCTTA, OOBBP3aHOCTTA WIJIM MPHCTPACTHOCTTA HA
aBTOPHTE, HA TEPOUTE HA TPEJACTABEHUTE UCTOPHH, €TUYHUTE aCIIEKTH HA padoTaTa C YSA3BUMHU IPYITH
WIA BB3MOXKHOCTTA 33 MAaHMITYJIAllUsl Ha OOIIecTBEHOTO MHeHue. OCBEH TOBa, Makap H Ja
MPEIM3BUKBAT COIMAIHA MPOMSIHA, T€3W (DUIMH MOHSIKOTa CpPeIIaT ChIPOTUBA OT MHCTUTYLIUU H
WHTEpECH, KOWTO C€ YyBCTBAT 3acTpallieHW OT TIXHOTO BB3JACHCTBHE U BIUsSHUE. Taka B
CBHBPEMEHHHS CBAT JOKYMEHTAJIHOTO KMHO IMPUTEKaBa U Pa3BUBa CEPUO3EH MOTEHIMAN Jja Objie He
caMoO KYJTYpeH M COLMaJleH, HO M oOpa3oBaTelieH (DEHOMEH, ChIIO W MOIIEH HHCTPYMEHT 3a
OCBh3HABaHE M MPEOCMHUCISIHE HAa aKTYaJHH MPOOJIEMH — OT YOBEIIKHUTE IMpaBa J0 €KOJIOTHUYHHTE
npo0IeMH, MKOHOMHUYECKUTE HEPABEHCTBA U T.H. Upe3 CBOsATAa aBTEHTUYHOCT M EMOIIMOHATHA CHJIa
JNOKYMEHTAJHUTE (PUIMH WMaT CEpHO3eH TOTEHIMAl Ja WHQPOpMHpaT, 00pa3oBaT, BHIHYBAT,
BIBXHOBSBAT U MOOWJIM3HMpAT OOLIECTBOTO KbM JCUCTBHE. A B CHBPEMCHHHS CBST, B KOWTO
JMUCTAHIIMOHHATA, HO W3KIIOYWTEIHO AaKTHBHA KOMYHHKAIllMs Ch3JaBa HEBWKIAHA Jocera
CBBP3aHOCT MEXAYy XOpaTa MMEHHO COI[MAIIHO AHTAKUPAHWUTE NOKyMEHTAaTHU (UIMH MoraT aa
OKa3BaT 3HAYMTEIIHO BJIMSHUE BBPXY KYJITypHATa Cpeaa KaTo MPeIu3BUKBAT 1e0aTH U CTUMYJIUPAT
aKTHUBHA TpakJaHcKa mo3unus. B oOpa3oBaTeneH acmeKT TO3M THUIl KMHO U (HJIMH MOraT Ja ce
U3I0J3BaT €()EeKTUBHO KaTO MHCTPYMEHT B y4eOHUTE NpOrpaMy, HACOYEHHW KbM pa3BHBaHE Ha
KPUTUYHO MHCJICHE U COIMATHA YYBCTBUTEIHOCT Y YUYCHUIIUTE U CTYACHTHUTE.

' Epexmvm na nenepyoama e onucan ot Exyapn Jlopenn B Herosa peu npe3 1972 r., osarnasena Predictability: Does
the Flap of a Butterfly’s Wings in Brazil Set Off a Tornado in Texas?
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H'pra rjaaBa: OCHOBHM acneKTH Ha Ae0aTa 3a ChbIHOCTTA HA COLMAJIHO AHTAKUPAHOTO
U3KYCTBO M BPB3KHUTE MY ¢ JOKYMEHTAJIHOTO KUHO

1. B mwvpCeHe Ha ceHe3uca Ha uoeama 3a COUUAIIHO AH2ANCUPAHO U3KYCHE0

B mbppBa rnaBa oT AucepTanusATa ce pasriexaar (yHIaMEHTaJIHUTE acleKTH Ha COILMAIHO
aHTa)XUPAHOTO U3KYCTBO M HETOBUTE IIbPBU CTHIIKU YPE3 HCTOPUUECKO MPOCIEAIBAHE U Pa3BUTHE.
ConumanHo aHTaXHPAHOTO M3KYCTBO (aHri. sociallyengagedrt) e monsaTue, Koero onucea GopMu Ha
XyA0KEeCTBEHA MPAKTHKA, LEJSIIIN aKTUBHA BPB3Ka ¢ OOIIECTBOTO Ype3 aapecupaHe Ha COIMAIHH,
MOJUTHYECKH W KYITYPHH TEMH, TPOOJIEMH W BBIPOCH. MEXIy Ta3W Npear BCHYKO TBOPUYECKA
Harjaca W TEHJICHIIUS M COIMOJIOTUYECKUTE aCMEeKTH M MPOYUTH Ha M3KYCTBOTO He OMBa 1a ce
cjiara MpoOW3BOJIHO 3HAK 3a PAaBEHCTBO. Ta3u TeHIeHIU Habupa CKOPOCT KbM cpenata Ha XX BeK U
ce TpaHchopMmHpa KauecTBeHO OT Hadajgoro Ha XXI Bek. OCHOBHO oOTpa3siBa NPOMEHHTE B
pa3bupaHusATa 3a POJATa HAa M3KYCTBOTO B OOLIECTBOTO M WIEHUTE 3a CTUMYJHMpAHE HAa aKTHBHU
B3aUMOJICHCTBHS MEXy TBOPIH, TBOPOU, ITyOJUKH 1 OOLITHOCTH.

HcTtopuueckn morieaHaTto, W3KyCTBOTO BHHArd € OWMIIO CBBP3aHO C OTpPa3siBAHETO Ha
COLMAJIHU PEATHOCTH M YECTO € CIy)KeJIO KaTo CPeJICTBO 3a H3pa3siBaHE Ha OOIIECTBEHH U
NOJUTHYECKH HJer. VIMEHHO MO Ta3u NpHYMHA MOsIBaTa Ha COLMAIHO AHTaXMPAHOTO H3KYCTBO
KaTo CaMOCTOSATENIHA TEHJCHIMS YEeCTO C€ MPOIYyCKa, M3XOXKAAWKM OT MPEeIUIIHU KYITYpPHU
KOHTEKCTH Ha PAa3JIM4YHU MCTOPUYECKH TNepUOa, HampaBieHus | TedeHus. CoruanHo
aHTaXUPAHOTO M3KYCTBO TPEJACTABIsIBA XYJOXKECTBEHA IPAKTHKA, HACOYEHa KbM AaKTHBHO
B3aUMOJICHCTBHE C OOIIECTBOTO Ype3 pasMIekKJaHE Ha COLMAIHM, TMOJUTHUYECKH WU KyITYpPHH
npobnemu. To oTpassiBa mpoMsiHaTa B pa30MpaHETO 3a POJATa Ha M3KYCTBOTO — OT €CTETHYECKO
u3pas3siBaHe KbM CPEJICTBO 3a OOIIECTBEH AMAJIOr M ydacTHe. Bce mak, emuH Obp3 HMCTOPUYECKH
MorJieZ] KbM MHHAIIOTO MOXKE J]a OovepTae JIOTMKAaTa Ha IosiBaTa Ha COIMATHO aHTaXHPAHOTO
M3KYCTBO KaTO OCH3HATOCT HAa TBOPYECKA MO3ULIUSA, CAMOCTOSITEIHA U BUAUMA KYJITYpHA TCHACHLNS
0c00eHO0 KbM Ha XX BEK U CJIe] TOBA.

Ome mpe3 XIX Bek C pa3BUTUETO HA HWHAyCTpHAHATa PEBOJIOLMS M HapacTBALIUTE
COLIMAJIHU HEpaBEHCTBA B pa3IMYHHUTE M3KYCTBa ce HaOJI0jaBa HapacTBalll HHTEPEC KbM COLMAIHU
TeMH W mpoOsieMu. XyJIOKHHUIIMTE 3aro4BaT Ja M300pa3sBaT >KMBOTa Ha OOMKHOBEHHTE XOpa,
TPYAOBUTE YCIOBUS U CONMATHUTE KOHPIUKTH. COlMaTHO-pEaTUCTUYHUTE TBOPOH MPECh31aBalln
KMBOTa Ha OOMKHOBEHHTE XOpa CE€ YCTAHOBSBAT KAaTO XyJIOKECTBEHa TEHIEHIMs. 3abenss3Ba ce
yBEJIMYaBaHE HA CTWJIOBOTO pa3HOOOpa3ue, KAaKTO M KOHTpapeaklMu Cpelly akaJeMu3Ma B
U3KYCTBOTO WJIM JAPYrM JOMUHHpaIiu cTtuiose. llonmuTudyecka, rpaxkaaHcka WM OOILIECTBEHA
aHra)XUPaHOCT Ha TBOpLUUTE OT Kpasd Ha XIX Bek ChII0O MOXE Ja ce OTKPOM KaTo BUAMMA
teHaeHuus. Hanmpumep, kputuueckust peanu3zbMm  (critical realism) kato TeueHue B
3araJIHOeBpOIeliCKaTa HayKa M M3KYyCTBAa M3KapBa Ha TPEACH IUIaH HarjacuTe Ha TBOPLUTE Ja
M3CIIEeIBAT CBETA, B KOWTO KHUBEST KaTO CHOUTHSA, IMYHOCTH, SIBIICHUS, THPCEHKH ICHCTBUTCITHUTE
NPUYMHA 32 ChCTOSHUETO HAa HellaTa M OOCKTHMBHOCT HAa MHTEPIIPETAIUATa HAa peasHOCTTa. Taka
U3KYyCTBOTO Cpella COllMaTHaTa KOHLEMNIH 32 UCTHHA.

Hauvanoto Ha XX Bek e 0eis3aHO OT PEBOJIOLMHM U BOCHHU KOH(IUKTH, CHOTBETHO C
r00AIHN TIOJIMTHYECKH M COLMAIHU KPU3W M MPOMEHH, KOUTO CTUMYJHUpPAT Pa3BUTHETO Ha
COILIMAJIHO AHTAXHUPAHOTO H3KYCTBO KaTO TBOpYECKA HAarjaca M XyJOXKECTBEHA TECHICHIIMS.
[TonuTHYyeckUTe M COIMATHUTE KPHU3H JaBaT TIACHK Ha MOJIEPHHU3MA M aBaHTAPJHUTE TEYCHHUS OT

TO3U TICPHOI.
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Ky6usmsbT, GyTypu3MbT, KOHCTPYKTHBH3MBT W HaJau3MbT IIOCTaBAT OCHOBUTE Ha HJEsATa 3a
MU3KyCTBOTO KaTO KaTajlu3aTop 3a COLMAIIHA ITPOMsIHA. PyCKUAT KOHCTPYKTUBU3BM, HAlIpUMED, LIEIIN
Jla M3T10JI3Ba U3KYCTBOTO 3a Mpeodpa3yBaHe Ha OOLIECTBOTO, OTYACTH MO/ BIMSHUETO HA HJICUTE HA
OxromBpuiickaTta peomonus. A cien OxroMmBpuliickara peBoitouus mnpe3 1917 r., U3KkycTBoTO B
CpBeTcKUs ChI03 PUI00MBA HOBA COLIMAIHA POJIs, KATO OCHOBHUAT MY (POKYC € IpoIaraHupaHeTo
Ha KOMyHHUCTHYECKUTE uieu. COLMaNMCTUYECKUAT PEalu3bM CTaBa OCHOBEH CTHJI B CBBETCKUSA
Cbl03, KOMTO M300pa3siBa ,,HOBUS YOBEK™ B KOMYHMCTHYECKOTO oOmmiecTBO. ChIIMAT mHpolec ce
Ha0JIr0/1aBa U C MOsBaTa Ha HalMoHacouuanu3ma B ['epmanusd u ¢ammsma B Mtanus kato Hapes ¢
IPOMaraHJHOTO M3KYCTBO CE€ TOSBSBA M KOHTPAapeaKkmus - T.Hap. aHTH(AIIMCTKOTO H3KYCTBO,
COLIMAJIHO U IOJINTUYECKH aHT'AKUPAHO 110 CBOATA CHIIHOCT U I'€HE3UC, KOETO UIpae BaXkHa poJid B
Oopbara u ormopa cpemry ToTaiutapaure pexxkumu. B I'epmanus, Wramus u Vcmanus MHOTO
XYZO0XHHIIM U MTUCATENH CE TPOTUBOIIOCTABAT HA HAIIMCTKATA U (DAIIMCTKATA HICOTIOTHSI Upe3 CBOUTE
IIPOU3BENICHUS.

ITpe3 Bropara cBeToBHa BOMHA COLIMATHO AHTAKUPAHUTE TBOPILIM 3aII0YBAT Ja ce GOKyCUpaT
BbPXY TEMM KaTO TPaKIAHCKUTE MpaBa, (PEeMUHU3MA, €KOJOIMs W AHTUKOJIOHHAIHHUTE O0pOu.
BusyanHoTo M3KycTBO, KHHOTO M JIMTEpaTyparTa cTaBaT IUIaTgopma 3a akTUBHA COLIMAIHA KPUTHKA
U TIPOTECT Cpelly HEpPaBEHCTBaTa M HECHPABEMJIMBOCTUTE, 3a NPEACTABSIHE HAa HOBU KYJITYpHU
KOHUENIMK WIK KOHTpakydaTypHu. [lo cpimioro Bpeme B Amepuka KaTo BOJEHIO XYA0KECTBEHO
€CTEeTUYECKO HAIpaBICHUE U JBWKEHUE II0 JIMHUSA Ha KOHTpaKylTypaTa ce€ YTBBbpPKIaBa
a0CTPaKTHUAT EKCIPECUOHU3bM. XyAoxHUIM, KaTo [xakchH Ilonbk u Yunsam ne Kynunr, ce
CTPEMSIT J]a U3Pa3AT JIMYHU €MOIMH U CIIOHTAHHOCT Ype3 adCTpakTHH (OpMHU U LIBETOBE.

Cnen Bropata cBeTOBHa BOIHA, aBaHTapJHUTE TEHACHLUUU W TEYEHUS B H3KYCTBOTO
IpeMUHaBaT Npe3 3HAuMTeNHa TpaHchopMalys, OTpa3siBaliKy COLMATHUTE, MOJUTHUYECKUTE U
TE€XHOJIOTMYHUTE MPOMEHU B CBETa. ABAHTapJUCTKUTE HAarjacd M KOHLENIWM MPOABbDKAaBaT 1a
ObJaT BaKHA CWJIA, BIBXHOBSBAllKM HOBU HJeu M (opMu Ha M3pa3sBaHe, KOUTO MPEAU3BUKBAT
TPAAULMOHHUTE XyJA0KECTBEHH IPAHULIM.

1.1. Bausanuemo na asanzaponume menoeHuyuu u medyenusn cieo cpeoama Ha XX 6eK 6bpxy
udeume 3a COUUAIHO AH2AIHCUPAHO UZKYCHIBO

Cren cpenara Ha XX BeK CBETHT CTaBa CBUJACTEN HAa 3HAUUTEIIHU COLMATHH, TOJTUTUYECKH U
KyJITYpHH ITPOMEHH, KOUTO CE OTPa3siBaT U BbPXY PA3BUTHUETO HA U3KYCTBOTO KaTo (hopMa Ha
peduiekcust BbpXy ChbCTOSHUETO Ha CBETa. ABaHTapIHUTE TEHISHIIMH OT BPEMETO MPEIu BOHHATa
abcTpaxupaT TBOpela, TBOPYECKHS aKT M 00€KTa Ha TBOPUYECKHS MPOIIeC OT CBeTa. ABaHrapHaTa
KyJITypa ce pax/a KaTo ,,KOH(QPOHTUpA CEraliHOTO HU OOIIECTBO HE C HAKAKBU U3BBHBPEMEBU
YTOIIMH, a U3CIIE/IBA TPE3BO, OT IVIeJJHA TOUKA HA UCTOPUATA, IPUUUHHO-CIIEICTBEHUTE BPb3KH,
IpE/IIECTBeHULIUTE, ONIPaBJaHUATa U PYHKLIUUTE HA (OPMUTE, KOUTO JIekKAT B OCHOBATa Ha BCAKO
obmectBo® (I'puiinObpr, 2016, 6€3 cTpanuna).

[To oTHOLIEHHE Ha KUHOTO MOXE /1a Ce KaXke, Ue CMsAHATa Ha €/Ha TeHAEHLUs C Ipyra HiMa
CbBCEM sICHA TIpaHUIla, a IIbPBOHAYAJHO CE€ TMpOsBABAa Ipe3 CyOEeKTUBHATa TBOpUYECKa
UHTEpIpeTalus, pa3BUBa Ce Mpe3 TBOPUYECKH KPBrOBE, NPEXBbPJIA C€ KbM JPYId KpbroBe B
pasIMYHM HAIMOHAJIHM KWHeMarorpaguu M cTaBa Bce IMO-BUJMMa B IOJIETO HA KyJTypaTa U
u3KycTBata. M BBIpEKH, 4e € TOJKOBAa MJaJ0 M3KYCTBO M KMHOTO OTpa3sBa IO €IUH WIH APYT
HAa4YuH BPEMETO, B KOETO € noromneHo. Penuna nmokymenramuctu karo Jxon I'pupceH, Xenpu
Ilopx, Mopuc Weenc, Exrap Auctu, Xsmbpu xenunrc, Anbepro Kapankantu, Jlen Jlait u np.
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Ha JOKYMEHTAIIHOTO KHHO, YTBBPIKIaBAHKH I'0 KaTO 3HAaYMMa XyJ0XKecTBeHa (opMa. A TBOPUECKUST
KPBI OT JOKYMEHTAJIMCTH 0K0JI0 J[0H ["prpchH OMBa onpesiesissH U KaTo aBTEHTUYHO ,,0pUTaHCKOTO
aBaHTap/HO JBWXKeHUe Ha cBoeTo Bpeme (Rees, 1999, 52).

[To cbuoTO BpeMe B pas3iWyHM HAllMOHAIHU KuHematorpaduu ce chopmMupar TBOpPUYECKU
o0eMHEeHNs MPOKJIAMUpAId WIEUTE Ha CIOppeain3Ma, Jajan3Ma, KOHCTPYKTUBH3MA U T.H. ChC
CBOHMTE MHOT000pa3HM MOJpa3ieieHus, HanpuMep Aana-GyTypussM u ap. [Ipumep 3a nociegHoro
e tBopuecTBOTO Ha Credan n Ppannumka TemepcoH, a TeXHUAT QUM ,,, JIpuKiaroueHusTa Ha
no0pust rpaxaanuH ot 1937 r. BapxHOBsIBa croppeanuctuyaus ¢unm Ha [lomancku ot 1957 .
»ABaMa Mbxke u rapaepo6 (Rees, 1999, 54). Ilocnegnute cu ¢punmu aamata npassT B JIOHI0H 10
BpeMe Ha BoiHaTa - ,,J{a ce obamumt Ha r-0H Cmut (1944) u ,,OxoT0 1 yxoto* (1945).

OuepraBaT ce /Be CnelM(PUYHU JIMHUU BbTPE B CAMOTO MOJ€ HA aBaHrapaHaTa KyiTypa —
eJHaTa, Ha OTCTPAHEHOCT OT CBETa, ChCPEAOTOUEHA B HJEATa 3a YHMCTO M3KYCTBO U JIpyra, Ha
MPEIM3BUKATEICTBO KbM TPAJIULIMOHHUTE KOHIICTIIIUHU 32 U3KYCTBO C aKIIEHT BbPXY €KCIIEpUMEHTA,
CyOeKTHBHMS TOIJIE KbM CBeTa, JUYHUS W/WINM COLMAIHUSA AHTQXHMEHT, MOJIUTUYECKUTE
KOHTEKCTH, UJECO0JIOTHYECKUTE KOHCTPYKTH, OCBOOOXKAaBaHETO HA (popMaTa OT KOHBEHLIMOHATHUTE
paMKH, Ha Cpe/icTBaTa M Ha 00EKTa Ha TBOPYECKHS aKT, CTUMYJIUPAHKN B3aMMOJICHCTBHETO MEKIY
pa3IMYHUTE HU3KYCTBAa M THPCEHETO Ha HOBM IBTHILNA 3a apTUCTHUYHA M35Ba. ToBa € Bpeme Ha
KpallHOCTH BBB BCHUYKM BB3MOXKHHU AaCHEKTH — Ha NPEXOJ M Ha KOJU3UU MEXIy TOJIEMUTE
MEHHCTpUHM MOTOLM Ha MOJAEPHU3MA M IMOCTMOAEPHU3MA, KAaTO IOCIEAHUS €BOJIIOMpA B Haili-
Pa3HOOOpa3HU MTOCTMOJICPHU TCUCHHS M CTHIIOBE B Kpast Ha XX BEK.

B rogunure crnexq Bropara cBeToBHaA BOWHA 0COOEHO SIPKU CTaBaT AHTMBOSHHUTE JBUKCHMUS,
KOUTO HaMupaT OTPaXCHHE U B U3KYCTBOTO CJIEJ NMOJUTHYECKUTE M COLMAJIHU IIPOMEHU U B
ycnoBudaTa Ha T.Hap. CTyeHa BOWHA U IPa)KIaHCKHU JBWKEHUS CBBbP3aHU ¢ OopOara 3a rpa’kAaHCKU
paBa, KOUTO BIbXHOBSBAT TBOPLH, IPEACTABUTEIN HA PA3IMUHU U3KYCTBA, HAIIPABJICHUS U KON
Jla ce BKJIIOYAT aKTUBHO B O0IECTBEHHUs Ae0aT M KaTo JMYHOCTH U 4pe3 M3KycTBOTO cu. Ta3m
TEHJCHIIUSI HaMHpa YCTOWYUBOCT U B cliefBaiiu nepuoau. Ho omie ot ToraBa n3KycTBOTO 3al04yBa
Jla ce mpeBpblla B riobanHa miaatgopma 3a U3pa3siBaHE HA MPOTECT Cpelly pachu3Ma, BOCHHHUTE
KOH(JIMKTH, COI[MAIHATA HECTIPABEAIMBOCT U JPYTH HAOOJEIU MPOOIIeMH.

B 10OKyMEHTanHOTO KHMHO OT TO3M IEPUOJ HAMHMPAT OTPAXKEHUE KAKTO aKTyaJHUTE
XYJOKECTBEHU TEHICHIMM, Taka W MHJEUTe Ha BpeMeTo. Hampumep, B KbCOMETpaKHUS
noxymeHntasieH ¢pumM ,,Hom u mbrina® (1956) cuenapuctst XKan Kaitpon® u pexucbopbT Anen Pene
CBBP3BaT MUHAJIO U HACTOSIIE B €JMH HEJUHEEH HAPATUB, U3MON3BAHKM KOHTPACT U KOHTPAIYHKT®,
KOETO MOJICKJIBA 3HAYUTEITHO Bh3/IeicTBHETO Ha dunmMa. To3u GuiM Bee olie € 4acT OT KyJITypHU U
o0pa3oBaTesHU NPOrpaMH, CBbP3aHU C OCMUCIISIHE HAa TEKKOTO HACJIEICTBO OT Bropara cBeTOBHA
BOWHA.

Jpyr 3HaKoB mpuUMep OT TO3M nepuoj € ,,Jlaneu ot Buernam™ (1967), BbpXy KOHTO paboTsT
kato pexucbopu JKan-Jlrok ['omap, ropMc Usenc, Yunam Knaiin, Knox JIsomym, Kpuc Mapksp,
Anen Pene, Aubec Bapga. ®uiambT € u3rpaZeH OoT pa3iMyHU CETMEHTH OT PA3jIUYHU BHU3YalTHU
MaTepuaiy, KOUTO MPEACTABAT PA3IMYHU ACIIEKTH Ha TeMara.

CeBpeMeHHaTa (puiaMoBa TEOpHsl YECTO Hapuya TO3M THI (GuiaMu ¢ (parMeHTapu3upaH

2 CamusT TOH € ouessun ot narepure Maytxaysen u ['yceH.
3 Hanpumep B Ha4an0To Ha (JoHa Ha TOKYMEHTATHU KaJIpH, 3aCHETH Ha MECTATA Ha KOHLIEHTPAILIMOHHHTE Jlarepu Ayueuy
U Maiioanex riac 3aj1 Kaabp OIICBA Bb3X0/a HAa HALUCTUTE M KECTOKOCTHTE, HA KOUTO Ca MOAJIOKEHH 3aTBOPHHULINTE.
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HapaTHB GUIMHU-OMHUOYCH. TO3M MOIX0/A € MHOTO XapaKTepeH 3a MepHuoia Ha MOCTMOIEPHU3MA B
M3KYCTBOTO U IIO-KOHKPETHO 32 KUHOTO Ha 90-Te u HavasioTo Ha XXI Bek, Korato JMHEHHUS pa3ka3
OTCTBIIBA 32 CMETKAa Ha MJCHTE M KOHLEMIMHTE 3a Ch3/JaBaHE Ha pa3IMYeH MeTapa3Ka3 BbB
(HIMOBOTO IPOU3BEICHUE.

Cpen ecreTHueckuTe TeUeHMsI OT cperata Ha XX BEK MMa M JPYr'M, KOMTO yCIsSBaT Ja
IPEMUHAT WM A2 MOBJIMSAT CUIHO U Ha TBOPLM OT CJE/BAIIY NepHOAN. MUHMMAIM3MbT UMa TaKaBa
cb10a, a B HOBOTO BpeMe ce TpaHchopMmupa B Pa3HOOOpa3HM TeMaTHyHHM mnozactuiose. Ome c
1osBaTa CH TOBA €CTETUYECKO TEUeHHE Ipe/ylara paJuKaleH KOHTPAIlyHKT Ha CJI0XKHOCTTa U
E€MOIIMOHAIHOCTTA Ha MPEIXOAHUTE XYJOXKECTBEHM HAINpaBJICHHS M TBOPYECKU [BHKEHUA. B
CBBPEMEHHOTO JOKYMEHTAJIHOTO KHMHO J00Bp NMpHMEp 3a MposBa HA TE3M TEHACHIMH Ca TPHU
JOKYMEHTAJIHH QHiIMa Ha UpaHCKus pexxuchop Adbac Kuapocramu —,,Jlecetr™ (2002), ,,10 ra necer™
(10 on Ten, 2004) u ,,ITer* (Five Dedicated to Ozu, 2003). B Te3u ¢puiamu mo MHOTO MHTEpECEH
HAYWH ca MPEeIUIETeHU aBTOPCKU TBOPYECKHU THPCEHMs, KAaKTO U aCHEKTH Ha €KCIIEPUMEHTATHOTO
KUHO U UJeH, XapaKTepHHU 3a MMHUMAJIM3Ma U KOHLENTYaJTHOTO U3KYCTBO, KOETO ChLIO Iie Oble
pasriesaHo.

B cbBpeMEHHOTO JOKYMEHTAIHO KHHO U 0COOEHO B TE€JIEBU3MOHHUTE My (OPMH €]JHa OT Haii-
YCTOMUMBUTE TEHJCHIIUU € MPEICTaBIHETO ChbOUTHS U KYJITYpPHHU CUTYal[MH, TBOPUYECKH TEUEHUS U
JBYO)KEHUS, TBOPLU U TBOPOM OT Pa3IMYHU CTHIJIOBE M HANPABJICHUS B JOKYMEHTAIHU CEPUU MU
¢wimu. Harmpumep B mociaeTHUTE TOAMHU IO OTHOLIICHHWE Ha CITIOMEHATHSI Be4e MUHUMAIN3bM OsXa
NPEJCTaBEH! HSAKOJIKO JIFOOOIUTHH JOKyMEHTAIHU (puima Kato ,,Hukora He cu ro umain: Beuep c
bykoscku® (2016) Ha pexxucbopa Mareo boprapn, cb3aanen Ha 0azara Ha HE U3JIbYBAHU apPXUBHH
KaJlpu U UHTEpBIO Ha BykoBcku, mpoBeeHo OT xypHanucTkata CunBus buszno npe3 1981 ronuna;
,»ApBo IIapT: PoospT Yuncsn — U3ryGenusr paii (2017) nox pexucypara Ha ['toHTep ATENH U 1p.

Jpyra noynoOHa ciesja BbB BpEMETO OCTaBs T. Hap. KOHUENTYaJIHOTO U3KYCTBO (concept art),
KOSITO cTaBa 0co0eHOo BuanMa npe3 60-Te roanHu Ha XX BEK U ChILO MOXKE Jla Ce MPOCIIEIN 10 Hallll
nHH. be3dycnoBHaTa cuia Ha TOBa HAlpaBJIEHUE € W3BEXKIAHETO Ha IMpeleH IUIaH Ha MHUCIEHETO B
U3KYCTBOTO M Ha TPOBOKAIUATa KbM MHCJICHE, pa3dupa ce, He 3a CMETKa Ha MHTYWTHUBHOCTTA, Ha
€CTETUYECKOTO MPEKMUBSIBAHE MIIM Ha EMOITUHTE, MM Ha BKyca. IMEHHO B TO3H MEPHUOJ U CJIE] TOBA
Cce CBh3/aBaT penuiia HEKOHBCHIMOHATHM JIOKYMEHTATHU (JOKyMEHTATHO-€KCIIEPUMEHTATHH)
(uIMH, KaTo APBK MPUMEP B Ta3u Mocoka € UMb ,,KosHuckarcu ¢ pexucsop Foadpu Pemkuo.
CHumkuTe 3anousar npe3 1975 ronuna, a npemuepara my e Ha Telluride Film Festival u New York
Film Festival mpe3 1982 roguna.

[Ipe3 cnenBammTe TOAMHM €KOJIOTMYHATA NpoOJeMaTHKa CcTaBa BHJIUMA CIIeJ  KaTo
XYJOXHHIIM, TBOPIIM M apTUCTH 3alloyYBaT Ja aJpecupar MpoOJeMHuTe Ha OKOJHATa cpena, KaTto
Ch3/1aBaT MHCTAIAIIUHN U TPOSKTH, HACOYCHU KbM OCh3HAaBaHE Ha EKOJIOTUYHHTE Kpr3H. ChINO Taka,
HaOWpaT CKOpocT (PEeMUHUCTKHUTE XYA0KECTBEHH JIBHKCHHUS, Yp€3 KOUTO HAMHPAT ITyOJIHUeH M3pa3
BBIIPOCH 32 I10JIa, UACHTUYHOCTTA U COITHATHUTE POJIU. A C IOy JIIPU3UPAHETO Ha MTPOOIeMaTHKaTa
3a KyJITypHaTa UEHTUYHOCT B KOHTEKCTa Ha II100anu3amusTa, TeMaTa HaMUupa u3pas B pa3inyHUTe
U3KYCTBa, BKJIIOUUTEIHO U KMHOTO, a M B TEJIEBU3UOHHOTO (PUIMOIPOU3BOJICTBO, OT TBOPYECKH
U3CIIEBAaHMUS U XYJO0XKECTBEHH HMHTEPIIpPEeTallil Ha MaprUHAIM3HPAHU KyJITypd U OOIIHOCTH 0
npecTaBsHe Ha JIMYHU MCTOpPUU. BKiIrouBaHETO Ha MECTHHM TBOPLHM, TPYHNH WIM OOIIHOCTH B

4 ®Ounmbr e wact or tpunorus (Qatsi trilogy), kosTo BKmMOuBa ,,Koyaanisqatsi¢ (1982), ,,Powaqqgatsi“ (1988) u
,Nagoyqatsi“ (2002).
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Ch3/IaBAHETO U IOMYJISIPU3UPAHETO HA U3KYCTBO WJIM IPOU3BEICHUSA HA U3KYCTBOTO BCE I0-YECTO
3arouBa Jia ce 0OBbp3Ba ChC CrEHU(PUYEH COLUANICH, TOJIUTUYECKA WIH KYJITYpEeH IMpobieM Hiu
KOHTEKCT. I KOJNKOTO CBETHT M XopaTa CTaBaT MO-BUIUMH OJjlarojjapeHue Ha pPa3BUTHUETO Ha
TEXHOJIOTUUTE W KOMYHHUKAI[MHTE, TOJKOBA W TEXHUTE MPOOJIEMH, KOUTO OTHOCHTEIHO OBP30
HaMHUpAaT OT3BYK HE CaMO BbB BUPTYaJIHUA CBAT, HO U B CbBPEMEHHOTO U3KYCTBO.

[{snata Ta3u KyJlTypHa U TBOpYECKA TMHAMMKA MMa KJIIOUOBO 3HaYCHHE 3a (POPMHUPAHETO Ha
HOBM pa30MpaHus 3a poJiATa M MSCTOTO HAa W3KYCTBOTO B HOBHUTE OOIIECTBEHH, KYJITYpHU H
MH(POPMALIMOHHN KOHTEKCTU. YCTaHOBEHUTE TBOPUYECKM TEUEHMsI M TeHAeHUMU npe3 XX Bek
yOeauTenHO HaBIW3aT M B JUTHTATHATA €noxa TpaHCHOpMUpPAHKKM NPUIAOOUTHS OMUT B HOBU
IIPOCTPAHCTBA, HOBU MEIMM, 4Ype3 HOBM BB3MOKHOCTM 3a U3pa3siBaHE U C pa3lIUpPsBALU CE
oOmiecTBeHH © conuanHu (QyHKOUH. CHBPEMEHHHUTE AapTUCTH YEeCTO M3IOJ3BAT CBOUTE
IIPOU3BEJICHNUS, 3a 1a KOMEHTHPAT COLIMAIIHY U MTOJIMTUYECKU BBIIPOCH, BKIIFOUUTEIIHO HEPABEHCTBA,
€KOJIOTUYHU KPU3U U MUTPALIMOHHU po0ieMu. COLMAIHO aHIAKUPAHOTO U3KYCTBO U3I10JI3BA BCSKA
Bb3MOKHOCT 3a KPHUTHKA, 3a pPa300JMyaBaHE Ha BJACTOBUTE CTPYKTYpH M OrpaHUYaBalllUTe
KyJITYPHU U APYTH HOPMH.

ABaHrapJHUTE TEHACHLIUU U TEUEHUS clle]l cpeata Ha XX BEeK IEMOHCTPUPAT KaK U3KYCTBOTO
MoOXe Jja ObJie HEe caMO OTpa)KeHHE Ha ChbCTOSIHUETO Ha CBETA, HO M KaTaJlu3aTop Ha OOILIECTBEHHU,
KYJITypHH M COLMATHMA NPOMEHH. Upe3 HOBU W, KOHIENINU, TEMH, IIATPOPMH, TEXHUKH H
MHCTPYMEHTApPUYM CBHBPEMEHHHUTE APTUCTU W TBOPLM NPOABIDKABAT J1a M3CIEABAT IPAHULUTE HA
M3pa3siBaHe U J1a IPEIU3BUKBAT TPAAUIIMOHHATE KOHUEIIMH 33 U3KYCTBO U YCTAHOBEHUTE KyJITYpHU
HOpMU. B pe3ynrar Ha TOBa, M3KYyCTBOTO OCTaBa AMHAMUYEH U BIMsATENEH (AaKTOp B ChBpEMEHHAaTa
KyJITypa, Hape]] ¢ UHPOpMaLusaTa U KOMyHHKAIUUTE.

1.2. Konyenmyanuszupane Ha Cb6peMEHHOMO pa3odupane 3a COUUAIHO QH2ANCUPAHOMO
U3KyCHeo
B Ta3u yact or qucepTraliMoHHUS TPYJl CE€ pa3riekaa CbBPEMEHHOTO pa30oupaHe 3a COLUAIHO
AQHTAKUPAHOTO U3KYCTBO, IOJYEpTAaBallKM HEroBaTta poJii KaTo CpeICTBO 3a ColMajHa
TpaHcopmalus 1 akTUBU3bM. [locTaBeH € akIeHT BbpXy IpoAbJiKaBalllys 1e0aT 3a TOBA 1A Ta3u
¢dopMa Ha M3KYCTBO INpPEACTaBIsABAa OTJCIIHO JBUKEHUE WJIM OTpa3siBa TBOPUYECKH KOHLEMIMH Ha
oTaenHu apTiuctu. CaMHsT TEPMUH ,,COLIMATTHO aHTaXXKUpaHo U3KycTBO (socially engaged art) He ce
00BBp3Ba ¢ KOHKPETHU apTUCTHYHHU KPBIOBE, a C€ Hajlara MOCTENEHHO KaTO 4YacT OT MO-IIUPOKU
Opolecd B CHbBPEMEHHOTO M3KYCTBO, OOIIECTBEHHUTE B3aWMOJEHCTBHS, Ppa3BUTHUETO Ha
KOMYHMKAIIMHUTE, HA UICUTE 3a IPEICTaBUTEIICTBO, BKIIFOUEHOCT M y4acTHE, KOMTO CTaBaT MHOT'O I10-
BUIMMU KbM Kpasi Ha XX BeK U Ha4as1oTo Ha X XI Bek.
3a 0hOpMAHETO U TIOMYIAPH3UPAHETO HA Ta3U KOHIIENIUS KI0uoB ipuHoc uMa Cysan Jleiic’
1 HEHWHUTE ThPCEHUSTA B IMOCOKA Ha T.HAp. ,,TyOJMYHO M3KYCcTBO OT HOB x)aHp‘ (Lacy, 1995, 19),
KOETO BKJIIOYBA COIMAJIHO yYacTHe, aKTMBU3BM M pabora ¢ oOmHOCTH M T.H. Tasum (opma Ha
U3KYCTBO MMa 3a LeJI J1a POBOKKpPA COLMAJIEH JUAJIor, Aa TOBUIIM OOIIECTBEHOTO Ch3HAHHUE U Ja
HAaChpUd KOHKPETHU COLMAIHU MPOMEHHU, KaTO JaBa MPUOPUTET HA AHTAXKHPAHOCTTA C peaHU
COLMAJIHU, TOJUTUYECKH W KYITypHH TNpoOieMu mpen ducTo ecterndeckure. CoumanHo
AQHTQXHPAHOTO U3KYCTBO YECTO HAIXBBHPJISI TPAAULIMOHHUTE XYA0KECTBEHH I'PAHUIIM, BKIIIOUBANKU

5> Ts e penakTop u cheraButen Ha cOopruka “Mapping the Terrain: New Genre Public Art” (1995), koiiTo BKIHOUBa
TekctoBe Ha Mepu Jxeitn [[xeiikn0, [Tatpuma K. ®umunc, 'mnepmo Nomec-Tlena, xyaur ®. baka u mp.
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UHTEPAUCIHUILTUHAPHY TIPEJICTaBICHHS, KOHIIEPTH, MMPOKEKIMH, CHII0 MbP(HOPMaHCH, HHCTATAIHNH,
KOJIGKTUBHHU JICUCTBHUS M JIBJITOCPOYHO CHTpyAHMYEcTBO ¢ obmHocTH. [Ipemu 90-te rogumnu Ha
MUHaJINS BEK apTUCTUTE B Ta3M HUILA HE ca OMJIM CBBP3BAHU UPE3 €AUHEH KPUTHUUECKH AUCKYPC U
TAXHOTO TBOPYECTBO IMO-CKOPO € OWJIO Pa3riIekaaHO B paMKUTE Ha COOCTBEHHTE UM apTHCTUYHU
JUCLMIUIMHY U [10JIeTa Ha TBOpYECKa U3sIBa.

Enun oT ocHOBHUTE 160aTH OKOJIO MJESITa 3a COLMAIIHO aHTAXKUPAHO U3KYCTBO € AaJIH U300110
MOXEM Jia TOBOPUM 3a CaMOCTOSTEIIHO TEUEHHE WM HalpaBlIeHUE WIN IO0-CKOPO 3a HsKaKBa
HAaCOYEHOCT Ha MHUCJIEHETO M TBOPYECTBOTO HAa MHIMBUAYIHHM TBOPLUM WIH TPYIH
€IMHOMHIIUIEHUIIU. 3aTOBa Pa30MPaHETO 3a COLMAIHO aHTAXKUPAHOTO U3KYCTBO YECTO HAIXBBPIIS
TpagUIMOHHUTE (OPMU HA TpPEACTaBSHE WM paboTa B €AMH BUJ W3KYCTBO, CTHJI WJIM >KaHP.
ApTUCTBT B TO3UM KOHTEKCT JEHCTBAa IO-CKOPO KaTO MOCPEIHUK, MOJEpATOp WJIH aKTUBEH
rpaXKAaHUH, OTKOJIKOTO KaTo U30JIMpaH TBOPELL.

ChIiecTBYBa MHEHHE, Y€ COLMAIHO aHTXHPAHOTO M3KYCTBO HE TpsiOBa na Obae JUpPEKTEH
HOJUTUYECKH HHCTPYMEHT, a IO-CKOPO CPEJCTBO 3a OTpa3siBaHe Ha collaiHaTa peanHocT. Pazoupa
ce, ChILECTBYBAa M ONACHOCT COLMAIHUTE aCHEeKTH Jla OrpaHMyYaT TBOpYecKaTa cBOOOAa WIM Ja
HNOJATHKHAT KbM JIML[EMEpHE, NPeIHAMEPEHOCT, Ipolarania, U3M0I3BaHe Ha OINpPENeIeHd TEMH U
npo0aemMHu, Ha ysI3BUMU IPYIH 3a OMOPTIOHUCTUYHH LIEJIH.

TpsibBa na ce oTOenexu u 0OpaTHUS MPOIEC — KaK KPUTHKATa KbM OOIIECTBOTO HABIIM3a B
pa3IMYHUTE M3KYCTBa Mpe3 KOHLENIMUTE 3a COLMAIHO aHraKUPaHOTO M3KycTBO. Morar na ce
NpUBEIAT MHOTO MPUMEPH, HO B CITydasi IIe CIIOMEHEM CepHusTa OT TpauuHu U MIEYaTHU U3JI0KOH,
OpraHu3vpaHa 10 MHUIMATHBA Ha XyAOKHHKAa M Kyparop Jlxom Max®wuii (Josh MacPhee) u ¢
yuactuero Ha Haj 200 apTucTu u TBOpLM - ,,Paper Politics®.

B bbarapus Te3um TEHIEHUMH CBHIIO HAMHUPAT OT3BYK KakTO CpEN TBOPLH, apTUCTH,
KypaTOCPCKH TPYIH, KyJTYpHH OpraHU3alMH, IMyOJIMKH, KaKTO U MHCTUTYLUHU. J{oOBp mpumep B
nocokara e, ye B paMmkure Ha "Hanumonanen ¢onn "Kynrypa" mocnenHure roavHu 3apaboTH
crenyanHa 1enesa nporpaMa’ 3a pHaHCHpaHe HA KyATYPHH M TBOPYECKH MPOEKTH, HACOYEHH KbM
Irpylod B HEPABHOCTOWHO IOJOKEHUE, COLMAIHU MPOOJIEeMU WM Kay3H, €KOJOTUS U T.H., B J[BE
OCHOBHHU HalpaBJIeHUs — aJpecrupaHe Ha COLMAIHU NpoOseMu U pabdoTa ¢ OOIIHOCTH W TPYIH.
CrpliecTByBaHETO Ha TakaBa Iporpama JlaBa Bb3MOXXHOCT 3a M35Ba Ha HE3aBUCHUMM TBOPLHU U
apTUCTH, HO CBILO CE MPEBbPHA BB BB3MOXKHOCT 32 (pUHAHCHpaHE HAa MaJKU (PUIMOBU MPOEKTH
(TJ1aBHO JTOKYMEHTAlIHU) U KpaTKH ayAuo-BU3yalnHu (opMmu. pyr A0OBp NpUMep IO JHMHUSA Ha
COLIMAJIHO aHTAKUPAHOTO U3KYCTBO OT OBJIrapCKUTE KOHTEKCTH € n3oxoara ,,JI3KkycTBO 3a mpoMsiHa
1985-2015%, opranusupana ot Coduiicka rpajacka Xya0KecTBEHa rajepus.

CpBpeMeHHaTa KyJITypHa CUTYallls 3aCHUjIBa HEOOXOAUMOCTTA OT CTUMYJIMPAHE Ha MPOSIBU HA
oOmiecTBeHa OCH3HATOCT KAaKTO OT CTpaHa Ha TBOPLUUTE U apTHCTUTE, KOUTO PabOTAT B TO3U
cnenuuyeH KyJATYpeH CETMEHT, Taka M 10 OTHOIIEHHE Ha MOTEHLHAIHHUTE MyOJUMKHU, HO M Ha
BB3MOXKHO TOBEYE CTPaHH, yUacTBaIIHU B OOLIECTBEHUTE B3aUMOACHCTBUS WIIK B3aUMOOTHOIIIEHUSI.
VIMeHHO pa3muMpsBAaHETO Ha KOHCTEJalMATa € TIpOMsSHATa IMOpOJeHAa OT ClHeUupUIHUTE
XapaKTepUCTUKN Ha HWH(POPMAllMOHHATA €MoXa, Ha BHUPTYAJHUTE/IUTHUTAIHUTE aJITePHATUBHU
cBeToBe. JloKato B NMPEAUIIHM NEPUOAM TBOPUYECKHUAT aKT, U3KYCTBOTO WJIM NPOU3BEACHMSATA Ha
U3KYCTBOTO caMHU IO cebe CH mpeisiaraxa ajaTepHaTWBU Ha JACUCTBUTEIHOCTTa W MOXKeXa Ja

¢ [Tporpama ,,CoLManHO aHIaKUPAHU U3KYCTBA®, KbM MoMenTa 10 2023 romuna - https://ncf.bg/bg/novini/otvorena-za-
kandidatstvane-program-socialno-angajirani-izkustva-2023/372
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CbIICCTBYBAT JUCTAHIIUPAHO OT O6H_[€CTBGHI/ITC U COIHUAJIHUTC BSaHMOHeﬁCTBHH, TO CbBPCMCHHUTC
TCXHOJIOTMHU, MCIUN U KOMYHUKAIIMHU BEYC HC pcArojiarat HOI[O6Ha OTCTPAaHCHOCT HAa TBOPLUUTEC U
TCXHUTC NPOU3BCACHHA.

Taka OCHOBHHMTE MNpEIW3BHKATEICTBA KBbM TBOPIHM M apTUCTH B cepara Ha COIMAIHO
aHTKUPAHO M3KYCTBO MOTAT Jja ce 00OOIIAT 10 CIIeIHUS HAYHH:!

» Cw3oasane Ha 0OWHOCMU — COLMAITHO aHTAKUPAHOTO M3KYCTBO CE€ OCHOBaBa Ha HAEATA 3a
OOIIHOCTH M KOJEKTUBHA CHJIA, A TMOCIAHMATA, KOUTO MpPEAaBa ca HACOUYCHH KbM LIMPOKA H
pa3HOpOHA MyOJIMKa, KaTo ce LeJIM 00eAMHEHUETO Ha II0BeYe X0pa, OKOJIO OIpe/IeeHa uies;

» Cmumynupane Ha aKkmueHOCm — KaKTO OT CTpaHa Ha TBOPIHUTE, TaKka U Ha IyOJIHMKUTE KaTo
Y4aCTHHUILIKM B TBOPUYCCKUSA ITPOLICC,

» Teopuecmeo u docmvn 0o Kyi1mypa — Cb3JaBaHe Ha Bb3MOXKHOCTH 3a M35Ba U Pa3BUTHE Ha
TBOpOXU U apTHUCTU, KAKTO U AOCTHII O KYJITypa Ha YA3BHUMH WM HCBKIIOYCHU B KYJITYPHU
IPOLIECH TPYIIN;

» Bw3soeticmsue u [Ipomsana - €K3UCTCHIMAIHO BAKHO € COIMAIHO aHTKUPAHOTO U3KYCTBO J1a
Obe criocoOHO Ja OKa3Ba Bb3/ICHCTBUE BbPXY MOTEHIMAIHATA ITyOJIMKa U MOTHBHUpAIA CHIIA,
3a Jla TIpeIu3BUKBA MPOMSHA Ha BB3MVICAW M HArjacH, KOETO OT CBOS CTpaHa Ja Ch3JaBa
IPEANOCTaBKH 3a IPEOJNOJSIBAHETO HA COLMAIHH, CSKOJIOTMYHU WM JPYrd OOIIECTBEHH
po0JIEMH.

CounaHO aHTaKMPAHOTO U3KYCTBO HAl-UECTO CE€ Pean3upa U MPE3EHTHPA Ypes3:

» Teamvp u npeocmasnenuss - TeaTpaTHUTE ITOCTAHOBKH, XEMBHUHTH, HMIIPOBH3ALMOHHU
dopmatn u ¢GopMHM MoOrar JAa MPEIU3BUKAT CEPUO3EH HWHTEpeC Mpe3eHTHpAKH 1o
HEKOHBEHIIMOHAJIEH HAYMH ClielM(pUUHa TEeMaTHKa;

» @omoepagus, suoeoapm u Kpamku ayouo-eu3yainu ¢opmu — GOTO U BUACO UHCTATAINUTE,
€KCIEePUMEHTATHOTO KMHO U (MIMU MOraT Aa ObJaT KAaKTO Ch3/AaJ€HM TEMaTH4YHO, Taka U
Npe/ICTaBeH! B HEKOHBEHIIMOHAIIHA CPeJia U yCIIOBHUS;

» Busyannu u naacmuunu u3Kycmea, - U3N0xKO0U, MHCTATAIUK, MAIIMHT U T.H. MOTaT Ja O>KUBST
pa3IMYHU IPOCTPAHCTBA U J1a Ch3a/1aT HOB KOHTEKCT, Jla Haco4aT BHUMAaHHE, 1a TIPOBOKUPAT;

» My3uxa u many - My3UKQJIHU IIOYyTa U TaHIIOBH M3ITBJIHEHHUS MOTAT Ja NpeAaaaT COLUATHA
MOCJIAaHUs M J1a OCTABAT MpoOIeMHU KaTo BIMSAT Ha OOIIECTBOTO;

» Jlumepamypa - 4eTeHUs, TUTEPATypHU CHOUTHS, HEKOHBEHIMOHAIHH TEMAaTHYHH (opmaru,
NpeJCTaBAlIM TEKCTOBE M T.H. MOrar Ja JoBelaT [0 MNpPUBIMYAHE W pa3lIMpsiBaHE Ha
nyOnuKara;

» Vauuno uskycmeo - rpaduTH W IpYrH BU3yaJHM3alM{, KOUTO TPUBIAYAT BHUMAaHUE KHM
Pa3IMYHH CONMAITHYU WU IPYTH MPOOJIEMH WIIH TIOPAXKIAT TUCKYCHH.

Kato *aHpoBe WM apTUCTUYHH JUCIUTUIMHI MHOTOOOPAa3UeTO € HAaUCTHHA TOJISIMO, Thi KaTo
00e/IMHsBa KJIACHUECKH (M3J105k0H, KOHLIEPTH, IPOKEKIUHU Ha (PUIMHU, TPEICTABICHHS U T.H.) U HOBU
(uHCTaNmanuu, MbpPOpPMaHCH, CBOOOJHHU IMPE3CHTALH, aKIMU U T.H.) GOPMHU, KAKTO M BCAKAKBH
BBH3MOKHU XUOpUAHU (OpMH WM pabOTHU M oOpa3oBaresnHu ¢opmatu (pabOTHIHHUIM, aTeHeTa,
gabopaTopuu U T.H.). YecTo ce MpaKTHKYBaT M MHTEPAUCLUIUIMHAPHU JAEWHOCTH WM CHOUTHSA,
KOHMTO OCUTYpsIBaT Bb3MOXKHOCT 32 CIOIENICHO MPEXMUBABAaHE HA PA3IMYHU U3KYCTBA U TBOPOH, HO U
Ha ChydacThe B pa3sHoOOpa3Hu (opMu Ha CBOOOJHO TBOPYECTBO M KYJTYPHO B3aUMOJICHCTBHE.
XyIOKECTBEHUTE MPOEKTH YECTO Ca HACOYEHH KbM KOHKPETHHM COIHATHH WIM EKOJOTHYHH
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npoOiiemu. EqHa OT ChBpeMEHHUTE MHTEPIPETAIINH € aKIICHTHT BBPXY YYaCTUETO Ha 3PUTEIUTE U
oOIIHOCTUTE B TpoIleca Ha Ch3JAaBaHE Ha W3KYCTBO. Taka €QWH OT OCHOBHUTE MPUHIIMIIHA Ha
COIMAJTHO AHTAKHUPAHOTO H3KYCTBO IOCTaBsI aKIICHT BBPXY OTTOBOPHOCTTa Ha TBOpENA KbM
obmiecTBoTo. TBOPLHUTE W APTUCTUTE YECTO PA3TICKIAT CBOATA POl KATO AKTUBHCTH, KOHTO
U3IOJI3BAT U3KYCTBOTO, 3a J]a OTPa3siT U KOMEHTHPAT COLUAIHU NMPOOJIeMH U MPeIU3BUKATEIICTBA.
To ce mpeBpbIlla B MeHsl, B CPEACTBO 3a U3pa3sBaHe, KOMYHUKAIUS U MMPOMSHA, KOETO OTpa3sBa
COLIMAJTHUTE WJACHTUYHOCTH U TMpoOJeMH, BIBXHOBSIBA JACWCTBUS M HachbpyaBa CoOLMaIHA
CIIPaBeIJIMBOCT.

3a pa3BUTHETO HAa TOBAa HAIpaBJIEHHE HE caMO B bbiarapus € OT ChIIECTBEHO 3HAYCHHE
HATMYUETO HA YCTOMYMBY U I'bBKABH JbP)KaBHH TIOJUTHKY U aJIEKBATHO 3aKOHOIATEJICTBO, CBbP3aHU
¢ mojakpernara u (UHAHCOBOTO MOJIMOMAaraHe Ha HE3aBUCHUMHU TBOPIHM W apTHCTH Ha CBOOOIHA
NpaKTUKa, HA JCHWHOCTU W MPOEKTH ChC COIMAIHA HACOUYEHOCT, COIMATHO 3HAUCHHE M COIHAJICH
e(eKT B OCOKaTa Ha Ch3/1aBaHETO Ha (OHIOBE, IIATHOPMU U MEPKHU 3a MOJIIOMAaraHe 1 moJaKpena
WIK 32 JOCTBII 10 pecypcu u obopyasaHe. ChIO Taka, Cb3/aBaHE Ha MaKeTH OT MEPKH 3a
YCTOWYMBOCT M Pa3BUTHUE, BKIIIOUBAIIM MOJAKpEIa U KOHCYATHpPaHe 3a pa3padoTBaHe Ha MPOEKTH U
ThpCEHE Ha BH3MOKHOCTH 3a KaHIUAATCTBAHE MO Pa3IMYHK MPOrpaMu; ASHHOCTH 32 HaChpUaBaHe
Ha aKTUBHOCTTA U MOIYJISIPU3UPAHETO HA TBOPIU, IPOEKTH U NMPOU3BEACHHUS; OCUTYPSBAHE TOCTHII
1o ¢hopMaHO u HeGopMaTHO 00pa3oBaHUE U OOYUCHHUE HA TBOPIM, MCHUDKBPU U TyOJIMKH, 32 J1a
Ce CTUMYJIMPAT IIBJIHOIICHHH B3aMMOJICHCTBHS; Ch3/IaBaHe HA CIIOJICIICHH KYJITYPHU MPOCTPAHCTBA
3a M35Ba HA HE3aBUCHMUTE TBOPIIU U apPTUCTH | T.H.

Hsxou oT rosieMuTe BBIIPOCH Ha ChBPEMEHHATA KYJITYPHA CHTYAIlMs TPOU3THYAT OT TOBA KaK
Jla ce OCUTYPH U MOJAbprKa BUTATHOCT Ha Ta3u crenrduyHa KyJATypHA HUIIA U Ha HE3aBUCHMUTE
TBOpPILIM O€3 J1a ce PUCKyBa KaueCTBOTO Ha TAXHaTa paboTa M KyJNTypHAaTa IEHHOCT U CTOWHOCT Ha
TEXHHUTE MTPOU3BEICHUS.

Bropara BakHa mepcreKkTHBa 3a Pa3MHCHI € CBbpP3aHa C THPCEHETO Ha OajaHC MEXIy
XYJI0’)KeCTBEHATA CTOMHOCT M COITMAITHOTO BH3/ICHCTBUE HA EIH aBTOP WJIM MPOoU3BeicHHe. B epara
Ha KOMYHHKAIIMUTE U JUTUTATHHS CBST, M3TMOJ3BAHETO HA HOBU TEXHOJIOTHH 3a Pa3lIMpsIBaHE HA
00xBaTa M BB3JICUCTBHETO HAa COIMAIIHO AHTAXXUPAHOTO M3KYCTBO (M Ha BCSAKO HM3KYCTBO) € OT
CBIIIECTBEHO 3HAuUeHHE. B CHBPEMEHHOTO COIMATHO AHTAXUPAHO HM3KYCTBO YECTO CE€ IMOJI3BAT
TEXHOJOTHH KaTO UHTEPHET, COIMAIIHYA MENH U BUPTyaIHA PEaTHOCT, 3a Jja IOCTUTHE JI0 TI00anHa
nyOnuka. M3KycTBOTO B MHTEpHET MO3BOJSBA MAacOBa KOMYHHUKAIMS M y4acTHETO Ha Xopa OT
pa3IMYHU 4acTU Ha cBeTa. MHOTO ChBPEMEHHH XYIO0KHHIIM M3MOJ3BAT COIMAIHO aHTAKUPAHOTO
M3KYCTBO, 32 J1a KpUTHKYBAT KOHCYMaTOPCTBOTO U III0OATH3aINATA.

B cbBpeMEHHHS KOHTEKCT COIHMATHHUAT aHTOKUMEHT HAa HW3KYCTBOTO MPOJIBIDKaBa Ja Ce
pa3BHBa, KaTO OTpa3siBa CIOKHUTE BPH3KH MEKAY KYJITypa, MOJUTHKA, TEXHOJIOTHH, KOMYHHUKAIIHH
¥ OOITHOCTH. APTHUCTUTE M TEOPETUIIUTE MpeiaraT pasHooOpa3HU MHTEPIPETAIMU 33 POJIsATa Ha
W3KYCTBOTO B COIIMATHHS JKUBOT, IOCTABIHKM aKIEHT BBPXY AHTAKUPAHOCTTA, WHOBAIMHTE W
BIUSHUETO BHPXY 00111ecTBOTO. CHBPEMEHHOTO COITMATHO aHTAXKUPAHO U3KYCTBO CE pas3riek/a KaTo
wiatropma 3a MpeoJoNisiBaHe Ha COIMATHU HECTPABEAJIMBOCTH U KYJITYpHH OapuepH, 3amioTo
MMEHHO M3KYCTBOTO MOXE Jla MPOBOKHpaA OOIIECTBEHO Ch3HAHME, J1a BIBXHOBSBA MPOMEHH U Ja
MOOUIM3Upa XopaTa KbM JEHCTBUSI.

2. Jlokymenmannomo Kuno u (ouimu 6 KOHmMeEKcma Ha COYUAIHO AHZAHCUPAHO UZKYCHEO
OT rneaHa Touka Ha TBOPYECKHs MOJXOJ M JKaHpoBaTa cHeluduka KOPEHUTE Ha COLUAIHO
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aQHTXXHUPaHOTO (MPOOJEMHO) AOKYMEHTAJIHO KHHO MOTraT Ja C€ ThPCAT OUIe NpU ITbPBHUTE
KHHEMaTorpa(ucTy, HO 32 IbPBa CHIECTBEHA CTHIIKA B 000COOSIBAHETO HA JOKYMEHTAIHOTO KHHO
KaToO OCHOBEH BHJ KMHO ce mpuema pabortara Ha PoObpT ®naeptu u mo-cneuuanHo ,,Hanyk ot
Cesepa®™ (Nanook of the North unmu npocro Nanook, 1922 roamuna). [TyGnuuHOTO TIpencraBsHe
MpeIM3BUKBAa CBETOBEH yCIeX Ha HeroBus aBTop. ChINO Taka, Ch3/1aBaHETO HA TO3U (QHUIM HOCU
npodecnoHanHo npuzHaHue Ha DraepTH, KOWTO dyecTo OMBa Hapu4aH ,,0amia Ha JOKYMEHTAIHUS
¢uam’. Bupeku, ue ChIIECTBYBAT CIIOPOBE JOKOJKO (PHIMBT MOKE J]a ce IPUEME 32 aBTEHTUYHO
JTOKYMEHTaJeH B Cilyyas € MHOIO BaXHO Ja ce OTOeNeXKH, ue PEeKUChOPBHT OCTaBa BEPEH Ha
I'bPBOHAYAJIHUSA CH 3aMHUCBI U CE ONMTBA Jla Mpech3faze Ha eKpaH (C JOKYMEHTalIHU U
XYZ0XKECTBEHH H3pa3HU CPEACTBA) CBAT, KHBOT M XOpa, HAIBIHO Pa3IMYHU OT COOCTBEHATa MY
KyJATypa U uuBuiau3auus. Ha npakTtuka napaMerpute u NpUHLMIIMTE HA TO3M TUI (PUIMOB pa3Kas,
KouTo PraepTi KOHCTPYUPA B IBIKEHHE, PA0OTEHKH 1O (prjiMa CH HAMUPAT MTOCIIEI0BATEIH U JTHEC.
CoBpemeHHaTa (GuUIMOBa TEOPHs Jajied MO-CIIOKOIHO MpreMa MoAKaHPOBE HIIM XUOPUIHH KaHPOBE
KaTo JOKyApama, IOKYy(UKIIbH, W3CIEA0BATEICKO-EKCIIEpUMEHTANIEH (HampuMep eMU30JUTe ChC
CTpOEKa Ha UTJTy WJIM JIOBA HA MOPKOBE) U TIXHOTO CBOOOJHO CMECBAHE.

ITo moBox Ha ¢uamute Ha @iaeptu, xon ['pupchH nuie B cBoeto ece ,, IIbpBU nmpuHIHIIH
Ha JIOKYMEHTAJIHOTO KMHO®, Y€ TOH ,,MIIOCTpUpa MO-A00pe OT BCEKH JIPYT MbPBUTE MPUHIUIH Ha
JOKYMEHTATHHS (QHIM™ Karo HEOoOXOAMMOCTTa JAa ,,0BJaJiee MaTephallia CM Ha MsCTO U Ja ce
3a1bJI00YH B MOAPEKIAHETO MY (I'bPBU MPUHIIMII) U CIEIBAHETO HA ,,pa3TPAHUYCHUETO MY MEKIY
omnrcanue u apama‘ (sropu npunmmi) (Grierson, 1947, 102-3).

Camusar ['pupcbH u3NOBsIBa pa3dOHpaHETO, Y€ JOKYMEHTAJIHOTO KHWHO TpsiOBa: Ja HMa
connanHa (yHKUMA — na uHGopmupa, 1a 00pa3oBa M J1a BABXHOBSBA 3a COIMATHA MPOMSHA; Ja
MOKa3Ba )KMBOTA HA PAOOTHUIIN, CETISTHU U OOIIECTBEHHU TPYIIH, KOUTO PSAKO C€ BIKAAT B UTPAITHOTO
KHMHO; Ja U3I0J3Ba PEAJIHH KaJpH, HO C XYJOXKECTBEH MOJAXOM — TOM CMATA, Y€ NOKYMEHTAIHUAT
¢wIM He e mpocTo 3amuc Ha chOuTUA, a (opmMa Ha M3KYCTBO;, Aa ObJe HHCTPYMEHT Ha
MIpaBUTEJICTBATA U OOIIECTBEHUTE HHCTUTYIIMH 32 KOMyHUKaIus ¢ rpaxaanuTte. (Grierson, 1947) A
,»PCUTUCTUYHUAT JOKYMEHTAJIEH UM, KaKTO T'O Ompenens TOH ,,ch € Jall 3ajadara Ja Ch3jaBa
MOe3usl TaM, KbJIETO HUKOH MOET HE € XOAUJ MPEIN HEr0 U KbJIETO HUKAKBH LIEJIH, JOCTAThbYHU 3a
LIEJINTE Ha U3KYCTBOTO, HE ce HaOIroaBaT JiecHo. ToBa M3MCKBa HE CaMO BKYC, HO U BIIbXHOBEHHE,
KOETO € HauCTMHAa MHOIO TPYJOEMKO, JBIOOKO BHXKJAAIIO, JIBJIOOKO CHhUYBCTBAIIO TBOPUYECKO
yeunue®. (Grierson, 1947, 106) I'pupchH, KOHIENTYaqTHO AEIH JOKYMEHTaJIHUTE (OpMH Ha MO-
HUCIIA (HOBUHU, PETIOPTAXH, XPOHUKH U Jp.) U MO-BUCIIN KaTo qoKyMeHTanHus ¢puim. (Grierson,
1947, 99) Ho otaens cnenuaniHo BHUMaHUE Ha T.Hap. ,,punm-neknus® (lecture film), obukHOBEHO
TEMaTUYHU U MO-CKOPO OMHUCATENIHW KbCOMETPAXXHU (DUIIMU 3a CIIOPT, NPUPOJA, MBTENUCH U T.H.,
BBIIPEKH Y€ Ta3u (popma ChIO HE Tormaaa B oOXBaTa Ha pa3bupaHero My 3a u3kyctBo. (Grierson,
1947, 100)

Tyk e BakHO J1a ce mojyeprae, ue TeHACHUUUTE 3a CBbp3BaHE Ha IOKYMEHTATHOTO KUHO U
GuIMH ¢ KMBOTa HAa PA3NUYHU XOpa W COLMAIHU TPYIMHU, HEMOCPEACTBEHOTO TMPEACTABSIHE WU
€CTETU3UPAHE Ha €XKEIHEBUETO WJIM CIOJCIEHUTE CBETOBE 4YpEe3 BIIEYATISABALLU BHU3YaJIHU
CEeKBEHIMU WJIM MHTEPHPETALMH CE Pa3BUBAT MapajieIHO U B Pa3IMYHU AbPKaBU, BKIIOUUTEITHO
npeu U 1o Bpeme Ha BTopara cBeToBHa BoitHa. Moske Ja HarpaBu 00001eHIE, Ye IEPUOIBT MEXKITY

" Enuukionenus Bpuranuka (Encyclopeedia Britannica), u3rounuk: https://www.britannica.com/biography/Robert-
Flaherty#ref261260
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JIBETE CBETOBHU BOWHH C€ XapaKTepU3Hpa ¢ M0-100pOTO MO3UIMOHUPAHE HA JOKYMEHTATHOTO KHHO
U Pa3IIUpsABAHETO HAa 00XBaTa Ha TBOPUYECKUTE THPCEHHsS HA aBTOPUTE, HACOYBAMKH (OKyca KbM
COLMAIIHU TeMU M TpoOieMH, KbM HH(POPMAIMOHHUTE, O00pa30BaTEIHHUTE, WICOIOTUYECKUTE H
MOTHUBAIIMOHHUTE (PYHKIINH HA TOKYMEHTAITHH (UM, KOETO BOJIH H 10 PA3IIUpPABaHE HA My OINKUATE
WIN CIIELMAIN3UPAHO CErMEHTUPaHe Ha MOTCHIMAIHN ayAuTopuH. J1o0bp puMep 3a NOCIETHOTO €
JIOKyMEHTaJIHaTa opeauiia oT ceaeM cepur/dunma ,,3amo BoroBame (Why We Fight, 1942-1945)
Ha ®pank Kamnpa. M3cinenoBareny nprueMar, 4ye TOBa € HErOBUAT OTTOBOP Ha (puima Ha ,, Tpuymd Ha
BossiTa® Ha Jlenn Pudenman. (Grabias, 2013). B koHTekcTa Ha oreHkara Ha Bropara cBeToBHa
BOMHA IIpe3 NOTJIea Ha JJOKYMEHTAJIUCTUTE OT IIEPUOJA U KATO IIPEX0 KbM CIICIABAILHUS IIEPUOJ 11IE
no6aBuM KbcomeTpaxxaust punam Ha Anen Pene ,,Homr u mpria® (Night and Fog, Original title: Nuit
et brouillard, 1956, 32 MuH.), KOITO MO €IUH ACOIIMATUBEH W EKCIIEPUMEHTAJICH HAUYWH pa3KpuBa
3BE€pPCTBATa OT HALIMCTKUTE KOHIJIATEPH.

TbpceHeTo Ha HOBU ONOPU Ha OUTHETO, HO M HAa U3KYCTBOTO KaTo Hal-BucIIaTa Gopma Ha
HAJEKJa U HA OCMUCIISTHE HA YOBEIIKOTO N3UCKBA BpEME, yCUIINS, YyBCTBUTEIHOCT, CHEPIHs U BAPA,
4e BCE I1aK CBETHT € IIBJIEH C Bb3MOXKHOCTU. ToBa ca BpeMEHa U Ha rojeMHU COLUAIHU IPOMEHH, Ha
IPEOCMUCIISIHE HA ChCTOSIHUETO HA OOLLMS HU CBST U KJIACOBH POTUBOINIOCTABAHUS. B TO3U KOHTEKCT
BB3HUKBAT JIOCTA IPKU TEUYEHUS B U3KYCTBOTO U B KHHOTO.

Mexny TpaHUIMTE Ha PeaJHOCTTa U TpaBMaTa, Ha MPOTUBOPEUYUS U MPOTHUBOIOCTABSHUS, B
THPCEHE U Ha IPEJICTAaBUTEIICTBO HAa Pa3JIMYHU TJIEJHU TOUYKH M CBOOOJA HA U3pa3IBAHETO OTBB]
YCTaHOBEHUTE KAaHOHH W TPAHUIM, KAKTO M Ha KyJITypeH OanaHc B Ha4ajnoTo Ha 50-Te ToaWHU HA
MUHQJINS BEK CE€ MO3MLMOHUpPA Jpyra Ba)kHA JOKYMEHTAJHA TEHJAEHLHUS, KOATO BB3HHUKBA KaTo
KOHTPAlyHKT Ha COLMAJHUTE M KYyJITYpHH peanHoctd - ,,CBoOomHO kuHO®. Bogemmu
KuHemarorpadguctu Ha ToBa TeueHue ca Jlunmsu AnnepcwhH, Kapen Paiic, Tonn Puuapiceh,
Jlopenua Marietu, ["'aBun JlamOwpT, [Tutsp Epukcon, Yontsp Jlacamu, xon ®aetysp u 1p., KOUTO
BBIIPEKH, Y€ UMAT U3BECTHU JONUPHU TOYKH C HACJIEICTBOTO HAa Kpbra OKoJIO I'puUpchHH, TO € 1o-
CKOpO Mo JUHMS Ha XbMpHU JPKEHUHIC M MO-MOETUYHUTE CTHJIOBE M TBOPUECKU MOJXOAM 3a
pasiuKa OT KypHaJUCTHYecKaTa cTUiIMCTUKA. OQUIIMAIHOTO HAayallo € CJI0XKEHO C eHa TpyrnoBa
OpoXeKIuss U enuH MmaHudect. Mexnay 1956-59 ca opranusupanu nopeauna OT MHyOIMYHU
INPOXKEKIUU, KaTO Ha TPU OT CHOUTHATA Ce€ MpPEJCTaBAT OpUTAHCKU (UIMHM, a B pPaMKUTE Ha
OCTaHAJIUTEe TPU ca MPEJCTaBEHU MEXAYHApOJHHU CEleKIMM, BKIouBamM ¢uiMu Ha PpaHcoa
Tprodo, Hopman Maxknaps, Kinog [labposn, Poman [lonancku u ap.

Nmenno npe3 XX BeKk aBTOPCTBOTO B KOJEKTUBHUTE U3KYCTBA CE MPEBPBILA BbB BOJEIA TEMA
B cepuTe Ha KyJATypaTa U M3KycTBaTa, 0COOEHO B KOHTEKCTA Ha HACThIIBAIllaTa U pas3llupsBalia
BJIMSTHUETO CH MacoBa KyiTypa. JIOKyMEHTaNIHUST peauCTHYEH MOJAX0]l HalpuMep € MOBIMSUT Ha
JIBUXKEeHHsS] KaTo bpuTaHckata HOBa BbiHA OT 60-Te rOAMHM HAa MUHAJIMS BEK M Ha PEXKHUCHOPU Ha
urpanau  ¢unamu karo bun Jlermac, Ken Jloyu u Maiik Jluif; gokato JIBH)KEHHETO Ha
JTOKYMEHTaJIHOTO KMHO € OKa3ajo BIUSHHE BbpPXY TEIEBU3HMOHHOTO KMHO, aKTyaJIHUTE CHbOUTHUS U
noJuTHUKaTa. Te3n HOBU TeHCHLIMH, B TOBA YUCIO U (puiamute Ha ,,CBOOOIHO KMHO CTaBaT 4acT OT
€HO KayeCTBEHO IIPEOCMUCIISIHE Ha B3aMMOBPB3KHTE MEXAY TBOPYECKHM HUAECH WU TpaauLuH,
HOBAaTOPCTBO M HOpPMa, (GopMa M ChIbpPXKAHHUE, aBTOPCTBO M aBTOPCKH CTHJI, OPUTMHAIHOCT H
MacoBOCT M T.H. ToBa € BpEeMETO KOraro MJIaJuTe KHHEMAaTorpagucTd C TEXHUTE HAEU 3a
O0OHOBSIBAaHE HAa KHHOTO KaTO TEMHU U MU3Pa3HU CPEJCTBA U3JIM3aT U3BBH CTYIUATA, pabOTAT ¢ MIIaIH
U HEINO3HATU aKThbOPH, MMIIPOBU3UPAWKHM CBOOOJHO Mpe3 IeNus TBOPYECKH MpOIiec, MOHSIKOra
OCTaBSIMKM Ha Clly4allHOCTTa Aa BoaM mpoueca. ToBa e Bpemero Ha HoBute BbiHM U ,,CHHEMa
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Bepute (Cinéma Vérité).

»»CHHEMA BEpUTE € TBOPYECKO HANpaBJICHUE, KOETO PEKOHCTPyHpa, TpaHCPopMmHpa Hu
MHTEPIIPETHPA TBOPUYECKU uaeuTe Ha /[3ura BepToB 3a aBTEHTHMYHOCTTa Ha HAMEPEHHUETO M Ha
IIPOU3BEIEHUETO B KMHOTO, 3a ,,BPSI3BAHETO MY, HE CaMO TE€MaTU4YHO (MHCTPYMEHTAJIHO), HO U
M3Ka3HO (€3UKO0BO) B akTyanmHoTo Hacrosmie (['eopruesa, 2015, 2). Eaun oT 3HaKkOBUTE IPUMEPH HA
TOBa TBOPUYECKO HampamieHue ¢ ,,A3, equH yepeHn™ (Me, a Black/Moi, un noir, 1958) pexxucbopbT
Kan Pym (, KoiTO € U aHTPOMOJIOT) € MpeKapal U3BECTHO BpeMe ChC CBOMTE I'epOH/IEPCOHANKH,
3acCHEMalKy I'Ml B pa3IMYHU CUTYallUU U JaBaliKu BpeMe Ha TepoUTe My CaMU Jla ce pa3KpuBaT Mpes
KamMepara.

Moxe na ce 0060011H, Ye rojsiMa 4acT OT aBTOPHUTE OT TOBA HAIPABJICHUE ,,M3MOI3BAT KHHOTO
KaTo MHCTPYMEHT 3a COLUAJIHO-IICUXOJIOTUYECKH aHallu3, 0OpbINAaT IpbO Ha MpEeIBAPUTEIIHO
CTPYKTypUpaHHs pa3Ka3 U c€ OINUTBAT Ja U3CJIeBAT 371000 JHEBHU MIPOLIECU U SIBJICHHUS, CIIyUBalU
Ce B CBIIIMSA TO3M MOMEHT, B TSIXHOTO HacTosme. (MBanosa, 2023, 6e3 crpaHunia)

Wneute, KOHLENIIUUTE Ha aBTOPUTE U (UIMHUTE Ha ,,CHHEMA BEpHUTE" BIXKEHUETO OKa3BaT
HIMPOKO KYJITYpPHO BIMSHHUE BbB BCSIKAKBH MOCOKU. OT3BYKBT B AMEpHKa UBa MO JTUHUS HA T.Hap.
mupekTHO KuHO (direct cinema). ChlmecTByBa HM3BECTHA HEACHOTAa Jalld ,,CHHEMa BepuUTe” U
,»JIAPEKTHO KMHO* ca JABE OJM3KU B IeHE3WCa M ECTETUYECKUTE CU KOHIEMIMHU U €THOBPEMEHHO
BB3HUKBAIIM KYJTYPHU TEHJIEHIUHU WM € HaJHUIe aKTUBEH KYJITYypeH TpaHcdep oT EBpona KbM
Awmepuka n Kanana. Ho cbiio Taka € BaJuaHO U MHEHUETO, Y€ IOCTABSIHETO Ha ,,pa3HOPOJHOTO
TBOpYecTBO Ha Pym, Mapksp, Pycnionn, Ilepo, bpo, Keonur, Kpourop, xbpcu, JIMMKOK 1 BCHYKH
OCTaHAJM TOJA eAuH (ar O3Ha4yaBa Ja C€ 3aMbIIIM TOJSIMOTO pa3HOOOpa3ue BHB BB3MVICAUTE U
METOANTE, KOETO pas3fens aMepUKaHCKOTO cinema verite OT (peHcKaTa WIM KaHaJcKaTa
Pa3sHOBUIHOCT U OIIe MTOBEYe Jla ce MPOIYCHAT pa3IMKUTE B TBOpUYECcKaTa paboTa B €JHa KOHKpPETHA
J'bp>KaBa MM IOpH IIpU eluH pexxucbop (Mamber, 1974, 1). B ciydas e BaxHO J1a ce oTOenexu, ue
BCHYKM TE3M XYJI0’)KeCTBEHU HAIpaBJICHUsS KaTo ,.cinéma vérité®, ,cinéma direct (mmm ,,direct
cinema®, KakTo € MO-MOMyJspHO B AMepHKa) HacoyBaT KbM e€lHA creuuduuHa TBOpYECKa
KOHLEMNIMs, CTaHajla Bb3MOXKHA OjarojapeHue Ha YCHBBPIICHCTBAHETO HA CHUMAyHaTa M
3BYKO3alKMCHATa TEXHUKA. T031 TEpMUHOJIOTHYEH Je0aT pealHoO He Ce OTHACS /10 OCHOBHATA Hjied 3a
HENOCPEACTBEHO M MAaKCHUMAaJlHO OOEKTHMBHO OTpa3siBaHE HAa peaJlHd ChOUTUS WIM JCHCTBUS B
MOMEHTa Ha TAXHOTO OCBIIECTBSIBaHE (CIlyuyBaHE) M pealHu Xopa, KOMTO ca 4YacT OT chllaTta
chOuTHitHA Bepura. ,,PexuchopbT nelcTBa Karo HaOMIOJATeN, OMUTBAMKK ce Ja He MPOMEHS
CUTYallUUTE, HA KOUTO € CBUJETEI, MOBeYe, OTKOJIKOTO € Heooxoaumo™“ (Mamber, 1974, 1) karo
CBILIOTO CE€ OTHACS 33 BCUYKH YJICHOBE HA €KUIIA ¥ 32 BCUUKH €TaIly Ha IIPOU3BOJICTBO.

Karo 3HakoB nprMep 3a HalpaBICHUETO MOXKeE JIa Ce MOCOoYr PMIMBT ,, I'bproser” (Salesman,
1969) non pexucypara Ha AnbGeptr u eiBun Meiicbnc u [lapnor 3Bepun. BwvB ¢dunma ca
npescTaBeHu YeTupuma Tbprosek mbTHULH ([Toi ,, S30BensT* BpensH, Yapins ,,3aekb1* MakieBur,
Jxeitme ,,3aexkbT belikpp u PelimbHn ,,buxkbt™ Maproc), npomaBaun Ha bubnuu, kato e
IPOCIEACHO JETAMIHO TAXHOTO CHEIU(PUUHO 3aHATHE, IOArOTOBKAaTa, OOUKOJIKHTE MEXIy
Macauyserc u ®@nopuaa, oOLyBaHETO ¢ KJIMEHTUTE, TPEBOTUTE M MpUTECHEeHusATa. JlelicTBreTO ce
3aBbpTa OCHOBHO 0KOJIO [los1 BpeHbH Kato GpUIMOBHAT €KUN ,,IpeKapBaT MHOI'O BpEME C HEro B
KoJIaTa My U 3alucBaT MPOHULATETHUTE My Oecenu 3a paboTata My M KOJETUTe My - U UMEHHO
HEeroBaTa OTKbCHATOCT, CIOCOOHOCTTA My Jia OIIEHsIBa KaKBO MPaBH, IO MPaBU MO-MaJIKO YCHELIeH U
Mo-pa3ouapoBaH B HETOBaTa HE YJOBJETBOpsBaIla, XuIIHHYecka padora™ (Brody, 2014, Ges
CTpaHUIA).
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Jpyra TeHIEeHIHs, KOATO € BaKHO Ja CIIOMEHEM M OuepTaeM KaTo 0a30BH TBOPYECKU
KOHIENIINK € T.Hap. TPeTo KuHO. Ha mpakTuka “Tpero KMHO® ce sIBSBa MO-CKOPO OOCIMHSBAIILL
TEPMHH, OTKOJIKOTO SICHO OCOOEHO KYJITYpPHO HAalpaBiI€HHE U I10J HEroBaTa IIalKa Ce BIMCBAT
penuna WHAWBUIYAJTHU, HAIMOHAJIHU M PETHOHAIHU KYIATYPHH (GakTH W SBICHHS OOXBallallud
Jlatuncka Amepuka, A3us u Adpuka. B paznuunute 1bp)kaBu W PETMOHM MOTaT Ja C€ CPEIIHAT
pasinyHu (HOPMYJIUPOBKM B PaMKHUTE Ha Ta3M TBOpYECKa ILUIaT(opMa KaTo PEBOJIIOLMOHHO KHUHO,
COJIMAAPHO KUHO, KOJIOHMAJIHO KMHO U T.H.

OCHOBHUTE XapaKTEPUCTUKU HAa QUIIMHUTE B Ta3U TEH/ECHIMS ca BUCOKATa CTEIIEH Ha COLMaJIHA
AQHTAKUPAHOCT U MHTEHLUU KBbM COLMAJIHA MPOMSIHA, KOHLENTYAIHOCT U KOHTpapeakLUsl CpeLry
BJIACTTa, KJIACOBUTEC KOHQIMKTH ¥ TOTHUCHUYECTBO, TEMH CBBP3BAllM COJHAAPHOCTTA H
KOJIEKTUBHOTO JICHCTBHE, YECTO CHUMAHHU B JOKYMEHTAJIHA CTUJIMCTHKA, B PEAJIHU JIOKALIUU C PEATTHU
X0pa, ¢ Hempo(eCHOHAIHN aKThOPU W HUCKU Oro/pKeTH. B adpukaHCKHsS KyJnTypeH KOHTEKCT ce
OouepTaBaT B JONBJIHEHUE U CUJIHA AHTHKOJOHMAJIUCTKA KPUTHUYHOCT, NPE3EHTAlUs HA MECTHH
TPaJULMU U KyITypHu, (OKyC BBPXY T€MH, CBBP3aHM ¢ O€IHOCTTa, COLMAIHATA CHPaBEIJIMBOCT,
UJEHTUYHOCTTA U (peMUHM3MA. A B A3MAaTCKOTO KMHO ce HaOJI0JaBar Olle U aHTUUMIIEpUAIIU3bM,
€THUYECKH U COLMAIHM KOH(DIMKTH KaTO B MHOTO CIIydau PEXUChOPUTE PabOTAT MOJ CTpax OT
LIEH3ypa U 3aIUIaXW OT BCSKAaKbB XapakTep. BeIpeku, ye Ta3u TEeHACHLHsA HAMA SCHU BPEMEBU
IPaHULM U HALlMOHAJIHU PaMKH B CIOMEHATUTE PETHOHH € SICHA U BUAMMA KyJITypHaTa cieia, KOsITo
OCTaBsIT aBTOPHU, KOUTO 10 €IWH WIH APYT HAUMH BIMCBAT MO-SIPKO B TBOPUYECTBOTO CHU COLIMATIHU
W/WIIM TIOJIMTUYECKHA TEMH U MPOOJIEMH TIpe3 peain3Ma, YCHIUETO 32 HCTHUHHOCT U aBTEHTHYHOCT,
[I0-CBOOOJTHM M HEKOHBEHLIMOHAJHU BH3yalHU pemieHus. TakuBa ca, Hampumep: depHanno
Conanac, OkraBuo XeruHo, ['mayoep Poma, Tomac I'yruepec Anea, Cantuaro Ansapec, Hencba
ITepeiipa noc Cantoc B JlatnHcka AMepuka, 3a Adpuka TBopuu kato Ycman Cemben, CyneliMaH
Cuce, Capa Mannopop, Mycrana Anamuue n 3a A3ug kato Mpunan Cen, PutBuk I'atak, JIuno
bpoka, Ocyn Xuneo, Uen Kaunre, Teryx Kapua, baxpam beiizaii u np.

Cnen 80-Te TOOWMHU € pPSAJIKOCT TOsIBaTa Ha MalladHU M BIUATEITHU XYJA0XKECTBEHU
HaIpaBJieHUs B JIOKyYMEHTAJIHOTO KHHO, MO-CKOpPO MOXE Ja ce€ TOBOpU 3a pazHooOpasue OT
TEHJCHIIMU U 32 Pa3jIM4HU TBOPUECKU KOJIEKTHBH WM MOCTHXKEHUS HA OTAENHU TBOpuM. PazButue
ce 3a0es3Ba Mpeu BCUYKO 110 OTHOILLIEHHE HAa aBTOPCKU TBOPUYECKU CTUIIOBE U MpoekTH. Ho Bce mak
Morar Ja ObAaT OTKPOEGHM JOMHUHMpAIld WJIM YCTOWYMBH TEMH, BB3HMKBAHETO WM
HOMYJIAPU3UPAHETO HA Pa3IMYHU MOJKAHPOBE MJIM M3IOJI3BAHETO HA CMECEHU (OPMH U MOXBATH.
YcroitunBa nmomynspHOCT ce 3abensi3Ba npy (pUiaIMU Ha BOGHHA TeMaTHKa UM aHTUBOEHHU (DUIIMH,
KakTO M (PUIMH, KOUTO NPEACTaBISIBAT KPUTHKA MM KOMEHTAp Ha MOJUTHYECKU CHOUTHS WIIH
BJIACTHU, KPUMUHAIHU WM ChACOHU, aHTUPACUCTKU WM (DEMUHUCTKU TEMH, 32 HACUJIUETO WM 3a
MapruHaJIU3UpPaHU COIMAIHU T'PYHH. YCTAaHOBSBAT C€ €KOJIOrMYHATa TeMaThka U ImpoOJieMUuTe Ha
3/IpaBeTO, KakTO U peQIeKCUBHOTO U MOETUYHOTO JOKYMEHTAJIHO KMHO KaTO KOHTPAIyHKT Ha
MOHSIKOTa TpeKajeHaTa OOBBbP3aHOCT U (POKYCHUpaHE BBPXY 3J1000JHEBHHM TEMU U MPOOIEMHU.
bnaronapenne Ha TeneBU3MHMTE MOMYJISAPHOCT MPHUAO0OMBAT JOKYMEHTAIHUTE CEPHAIH, KOUTO
3aIroyBar Jia ce MPeBPbIIAT B yCTOMUUB TOKyMEHTalIeH popmar.

BparapckoTo KMHO ChIIO Taka € OOEKT Ha 3aAbJI00YeHO MPOyuYBaHE B Ta3W IOJ TjaBa C
MHOKECTBO NPUMEPH OT DPANIMUYHUTE MEPUOIM W TEHAECHLUU IPE3 TBOPUYECTBOTO HA H3SIBEHU
kuHemarorpaductu karo KOmuit CrosnoB, Enyapn 3axapues, Hesena Tomesa, Manuna Ilerpoga,
Ennopa TpaiikoBa u ap. Karo msuio BcWYKM mpuBeneHW (UIMOBH MPUMEPU OT Pa3IMUHU
JIECETWJIETUS] Ha BTOpaTa MOJOBMHA Ha XX BEK MIIOCTPUPAT aHTa)KMPAHOCTTAa Ha OBITrapCKUTE
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JOKYMEHTAJINCTH ChC COLMATHO 3HAYUMHU TEMH U MTPOOJIEMH, OTHOIICHHETO KbM JIOCTOBEPHOCTTA U
UCTUHHOCTTA Ha ()aKTUTE U CHOUTHUATA U KPUTHIHOCT KbM CHCTOSHUETO HA CBETa KbM MOMEHTA Ha
peanuzanus Ha GunmuTe. B HA4aI0TO HA HOBOTO XWIISIONIETHE OBJITAPCKOTO JOKYMEHTAITHO KIMHO
Oeneu pa3BUTHE U HOBU CEPUO3HU IMOCTIIKCHUS, HAPEIl ¢ YTBBPJCHUTE aBTOPH 3aro4yBaT Ja Ce
U3SBSBAT HOBU KHHEMATOTPAa(UCTH C IPKH aBTOPCKU CTUIIOBE M UJICH.

B Ta3u riiaBa ce nmpaBu ONHMT J1a CE 0OYEPTASIT B3AUMOBPB3KUTE MEXKILY OOMUHUPAUU MEHOEHYUU
8 MOOEPHOMO U NOCIMMOOEPHOMO UKYCMEOMO cied cpedama Ha XX 6eKk u 6 npexooa KoM HOBOMO
Xunsioosiemue 4pe3 MPeICTaBsIHE Ha 3HAKOBU XYI0KECTBCHH HAIIPABIICHHS, TBOPYCCKHA 00CAMHEHUS
U aBTOPHU, COYUATHO AH2ANCUPAHOMO U3KYCMBEO KAaTO aBTOPCKA HArjaca, eCTeTUYeCKa KOHICTUs U
ujies OCMHCIICHA U npeAeuHrupana Ha TPAHULATa MEXKTY JABETE XUJISIIONETHS U OOKYMEHMATHOMO
KUHO, KOGTO pa3BHUBa CBOSATA crielU(UKa U MHOTOIIACTOBOCT KaTo (hopMa Ha M3KYyCTBO UMEHHO B
TO3U IEPUO/T, HAJCKAYalKH MTPEICTABIHETO HA TPAIUIIMOHHA KYJITypa M XPOHUKHUTE U MIPEBPBIIANKH
CE B M3KYCTBO, KOETO MMa 33JjauaTa Jia ChXpaHsIBa aBTEHTHYHA MPEJICTaBa 32 ChCTOSHUETO HA CBETA
B ONIPE/ICIICH MOMEHTH, HO M CHJIaTa Jia IPOMEHS YCTAaHOBEHU MPEJICTABY U HATJIACH, J1a pa3lIHpsIBa
XOPH30HTH.

Bropa rinaBa: CbBpeMeHHOTO IOKYMEHTAJHO KHHO KAaTO COLUOKYJTYpeH (eHoMeH

1. Ocobenocmu Ha XyooxcecmeeHama UHMEPNPeMAyus HA COUUAIHU MeMU 6
CbBPEMEHHOMO OOKYMEHMAIHOMO KUHO

B Ta3u vact ce nzcneaBa ChBPEMEHHOTO JOKYMEHTATHO KHHO KaToO COIMOKYATYpPEeH (peHOMEH,
¢ ¢poKyc BbpPXY YHUKAITHUTE aCMEKTH Ha XyA0KECTBEHATa HHTEPIIPETAIIHsI Ha COLIMAaTHU TeMu. Upes
GbuIMOBH TpUMEPH M aHAIM3M C€ TPOCIESBAT Pa3NIUYHH TBOPUYECKH TMOIXOIM, 4Ype3 KOUTO
CHBPEMEHHOTO JOKYMEHTAIHOTO KMHO OTpa3siBa TNIEHUTE TOUKH HA aBTOPUTE BBPXY PEaTHOCTTA,
00XBaIIaiKN HCTOPHUECKHU, TIOJTUTHUSCKH, COIIUATHH U XY I0’)KECTBEHHU aCTICKTH.

JlHeC TOKYMEHTAITHOTO KHHO YECTO CE pa3IiieXka KaTo MOIICH WHCTPYMEHT 3a OTBapsHE HA
myOudeH 1e0aT Ha MTPAKTUKA 10 BCIKAKBU TEMH U TTPOOJIEMH, Thid KaTO ChYeTaBa XyJ0’)KECTBEHOTO
U3pa3sBaHe C PEATMCTHYHOTO MPEJICTABSIHE HA SIBJICHUS, CHOUTHS W/WiH JIMdHOCTH. Taka primute
MoraT He camMo HH(OpPMHUpAT, HO M Ja MOATUKHAT 3PUTEIUTE KBbM pPa3MHUCHI WIH JEHUCTBUE.
Crneuudukara Ha XyJOKECTBEHATa UHTEPIPETAIH Ha COIMATHO U OOIIECTBEHO 3HAYMMHU TEMH B
JTOKYMEHTaJTHOTO KMHO BKIIFOUBA HSIKOJIKO KIFOUOBH acCIleKTa, KaTO OCHOBAaTa HAa PEaHU CHOUTHUSA,
XO0pa U CUTYyallH, HO M XyJOXKECTBEHATa MHTEepIIpeTalus pe3 TIIeHaTa TOYKa Ha aBTopa. TakaBa
KOHCTPYKIIUS MTPEIMOCTaBsI OaTlaHC MeXTy OOEKTUBHO TPEJICTABIHE M CyOCKTHBHA HHTEPIPETaITHs,
a XYJOXKECTBCHM TEXHUKH KaTo M300p Ha CTPYKTypa Ha (UIMOBOTO MOBECTBOBAHHE, BH3yaTHA
CTIJINCTUKA, MOAOOp Ha JOKYMEHTAIHHS W/WIM apXWBEH MaTepHal, CH3/JaBaHETO WJIU HE Ha
JOITBTHUTEITHN BU3YaJIM3allMH, TEKCTOBE WJIM HAJIWCH, W3IOJ3BAHETO HA Pa3jIUYHA MEIUH WU
e(deKTH, aBTEHTHYEH 3BYK WJIH MY3UKAIHOTO OQOpMIIEHHE W T.H., CaMO MOTaT Ja 3acUJIsT
BB3JICHCTBUETO HA GUIIMA U UCTOPUUTE, KOUTO MIPECh3/iaBa BEPXY 3pUTETIS.

[TocTaBeH € akIeHT BbPXY YCTOWUYNBA ChBPEMEHHA TSHICHITHS 3a IPEICTABSIHE HA IPaMaTUYHU
JUYHUA UCTOPUH, MPETUIETEHH C PealHi CHOUTHS B CMECEHH KAHPOBE, UPE3 KOETO Ce Ch3J]aBa HOBA
XYJI0O’)KeCTBEHA KOHBEHIIMSI B KOHTEKCTa Ha COLMATHO AHTAXHPAHOTO IOKYMEHTAHO KHHO —
XUOpHUIHA apTUCTUYHA MHTEPIpPETAIsl Ha JIMYHA WCTOPHs OT ITbPBO Jnile. KOHBEHIHS, KOSTO
o0eMHABA PA3IUYHHU XYJAOKECTBCHH MOJIXOMU W TMPAKTHKH, HACOYCHH KbM IIPOBOKWpPAHE Ha
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COILIMAJIHU, TOJIMTUYECKH W KYyJITYypHU MPOMEHHM 4Ype3 M3pa3sBaHe M ydacTue. To3u moaxop ce
OTJIMYaBa ChC CBOSATA CIIOCOOHOCT JIa aHTAKUPA ayIUTOPHTA, 1a IPEAU3BUKBA OOIIECTBEH Ae0aT 1
TpaXTaHCKH aTaBu3bM. [lo TO3M HAuWH ce Ch3JaBaT BB3MOXKHOCTH Ja CE€ HAAXBBHPIAT
TPAIUIIMOHHHUTE €CTETUYCCKU HOPMH Ha (PHIIMOBOTO M3KYCTBO U JIa C€ 3B/ COMaTHATa (DyHKIIHS
U3LISUIO Ha IIPEJIeH IIaH.

CrienraaHo BHUMaHKE € OObpHATO Ha €BOJIIOLUATA OT TPAAUIUOHHUTE TOKYMEHTAIHH (OpMHU,
KOHUTO Perpe3eHTHPAT 0OEKTUBHATA ACHCTBUTETHOCT KbM ChBPEMEHHUTE TBOPUECKU TOKYMEHTAITHU
¢buiaMH, KOUTO ChueTaBaT aBTOPCKHM KOHIICTILIMU 3a XYJOXKECTBEHA BU3UA M OTKPUTH COLIMATTHU
nocnanus. M3cnensanu ca TEHACHIIMHA KbM UHTEPAKITUH MEXKIY PEKUCHOPH, TEPOU U 3PUTEITH, KATO
Ce pa3siCHSABAT U CyOCEKTHBHHTE aCMEeKTH MPHU JOKYMEHTAIHOTO MOBECTBOBaHUE. B chBpeMeHHATa
JIOKYMEHTAJIMCTHKA C€ € YCTAHOBHJIA YCTOMYMBATA TSHCHIIHS MTPEICTABIHETO HA PEATHOCTTA TIPSIKO
na ce popMupa OT apTUCTUIHHUTE M300pH HA PEKUCHOPUTE U CIOKHOTO B3aUMOJICHCTBUE MEXKITY
00eKTUBHATA UCTUHATA U TBOPYECKUTE KOHIICTILIUH 32 MIPEJICTABSIHETO .

[IpennoxeHu ca mpuMepH 3a cielu(GpUUHN aBTOPCKH PELICHUS WM CMECBaHE Ha )KaHPOBE KaTo
»Banc ¢ bammp* (Waltz with Bashir, 2008) na Apu ®onmaH, ,, Akt Ha youiictBo“ (The Act of
Killing, 2012) na J[xomya OnenxaiiMmbp, "Oteno" (2008) na MBan MuaneHos, ,,Yudo Tonwu,
Tpumara rnynanu u JIC" (2013) na Muna Munesa u Becena Ka3akosa, u ap.

Pa36upa ce, u qHec mpo6IIEMHO aHTAKUPAHO COLIMAIHO KHHO MOJKE J1a CTaHEe 0OCKT Ha IIeH3ypa
WJTH Ha OITUTH 32 ,,IPaBIITHO (hopMaTHpaHe ™ Ha ChIABPKAHUETO HE CAMO OT CTPaHa Ha IMOJINTUYECKaTa
BJIACT, HO W HA MPEACTABUTEIN HA (DUIMOBA UHIYCTPHS (HAIIPHUMEP areHTH WU Pa3pOCTPAHUTEIH,
MEJWHM TPYIU U T.H.). 3a IacTUE B JIBaTa Kpas HA BepUrara Ha paslpOCTPaHCHHE CE HAMHUPAT
dbunmoBHTe ecTUBAN U COLIMATHUTE MPEKH, KAKTO U MpPEKUTE 3a Buaeocnozensne. Camu mo cede
CH Te CTaBaT TapaHT 3a CHUIECTBYBAHETO Ha (PUIMHUTE B MyOJUYHOCTTA M JaBaT BB3MOXKHOCT Ha
HE3aBHCHUMHU aBTOPH M TBOPIU Ja IPECTABAT CBOUTE QUIMH U Ja MPeAU3BUKAT MyOnuyHu AebaTn
M0 OOIIECTBEHO 3HAYUMU TEMH U TTPOOIIEMHU.

JlHeC MOKYMEHTaJTHOTO KHHO HaMHpa HOBH KYJITYPHH HUIIH, KOETO MY ITO3BOJIsIBA J1a
nojuepTaBa COIMAIHY MPOOJIEMH, 1a HachpuaBa MyOIMYHMS 1e0aT U Ja CTUMYJUpa OOIeCTBEHH
npoMeHu. Taka B ChbBpEeMEHHAaTa KyJITypHA CHUTyalluds JOKyMEHTAIHWUTE (uiMu morar jga ce
NpeBbpHAT B IIATGOPMHU 3a COIMANICH, KYITYpeH M WHTCIEKTyaJeH OOMEH, Ja TPOBOKUPAT
nyOJauKaTa a MUCIH KPUTHYHO U /1a Ce aHTaKUPa C EMIATHS KbM COLIMATHUTE PEaTHOCTH, KOUTO
MOJKe Jla He s 3acsrar npsko. U 3a 1a Moxe JOKYMEHTATIHOTO KMHO JIa U3MBIHIBA MBJIHOIICHHO
CBOSITA KyATYpHa U collMainHa (QyHKIHs, € HE0OXOAUMO J1a ce paboTH Hali-MaJKO B TPH MOCOKH —
OCHUTYypsIBaHE Ha B3MOKHOCTH 3a U3sBa, Ch3/laBaHEe Ha pa3HOOOpa3Ha JOKYMEHTAIHU MPOIYKITUSI U
YCHIIHS 32 YCTOMYMBO paslpocTpaHeHre. ToBa He 03HauaBa pernpoAyIpaHe Ha MOMYJISIPHU CXEMHU
¥ MOJICJTH 32 CMETKA Ha SPKH aBTOPCKU MJICH M KOHIICTIIIMH, & YCHIINS 3a pa3lIupsiBaHe Ha JOCThIIA
JI0 TBOPYECKH U TIPOGECUOHATHN BE3MOXHOCTH H JI0 IOKYMEHTAITHU (DHIIMU, TaKa Y€ TO3H BUJ] KHHO
Jla TOCTHTA JIO TIO-IIHPOKA ayJAMTOPHS W JIa C€ TPEOJ0JIeIT OrpaHHYCHUATA, CBhP3aHH HEroBaTa
MOJIIIEHsIBaHA TTO3UIMS MPU (QUIMOIIPOU3BOJCTBOTO M (PUIMOPA3IPOCTPAHEHHETO, OCOOEHO OCTPO
u3paseHa B brirapus.

2. Booeuwu npoonemnu obracmu u akmyainu memu 668 oKyca Ha 0OKyMeHmanucmume
B Tasu moarnasa ce mpaBu OMUT Ja C€ CUCTEMATU3UPAT U OOOOIIAT BOJACHIUTE TEMATUIHH U
npoOaeMHHN 00J1aCTH B ChbBPEMEHHOTO COIMATHO aHTQKUPAHO JOKYMEHTAHO KHHO, OYepTaBaliKu
KypC OT TJI00aITHOTO, TIPe3 JIOKATHOTO JI0 YaCTHOTO — OT CBETa KbM YOBEKa. BakHO € 1a ce HanpaBu
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YrOBOpKaTa, Y€ YHCTOTaTa Ha TEMAaTUYHOTO W YKAHPOBO OMpEACIisiHe, KaKTO M KATeTOPUYHHTE
TPaHUIM Ha BCSIKA 00JIACT, CHIIO U TIOCTABSIHETO Ha KOHKPETCH JJOKYMEHTAICH (DUIIM HITH TIOPEINIIA
B KOHKpETHA 00J1acT HE BUHArK MOTaT Ja Oh/IaT C MAKCHUMAaJIHA CTETICH Ha KATETOPUIHOCT. B cimyyas
II€ ce CJIeBA JIOTUKATa Ha JOMUHHpAIlaTa TeMa, Ues UM BOJIEI aCTIEKT, KOUTO e TPEIONPEIeNIAT
pa3IMYHUTE KaTErOpPUHU B MpeAsioKeHaTa Kiacu(GuKaus U NOJAKPEeIsuuTe r'd GUIMOBU IPUMEPH.

[IspBaTa Boelia TeMaTUYHA U ITpo0JIeMHa 001acT € ,,Céam u oKoHa cpeda‘, KOsTO BKIIFOYBA
MOKyMeHTanHu Quimu, ¢okycupann BbpXy Kocmoca, kimumaT u mnpupojgata Ha 3eMmsTa,
€KOJIOTUYHUTE TeMH, U T.H. M3BecTHm kaHaim kato National Geographic, Discovery Channel,
Animal Planet u T.H., kakTo U kanmamu kato HBO MAX, AppleTV, Netflix npousBexaar u
pasnpoCTpaHsBaT YCTOWYMBO CEPUO3HO KOJIMYECTBO TOJOOHA TEMaTHYHA ayAuO-BH3yalHA
npoaykius. Criernanet Gokyc e mocTaBeH BbpXy JIeHHOCTTa U poiisita Ha cbp JleliBua ATbHOBPOY,
KaTo ce 0TOEeNA3Ba HETOBUAT MPUHOC KbM JJOKYMEHTATHH (PUIIMH, KOUTO ITOY4EPTABAT BAXKHOCTTA Ha
OIMa3BaHETO Ha HamaTa Iuianera. Cpea npeuiokeHnTe PUIMOBU IpoMepH ca: ,,KuBoT Ha 3emsra“
(Life on Earth, 1979), ,Yactausat xuBot Ha pacteHusra™ (The Private Life of Plants, 1995),
»KuoTwT Ha nituruTe (The Life of Birds, 1998), ,,CbhcTossHreTO Ha 1utaneTara“ (State of the Planet,
2000) u mp. Apyru ananusupanu GuiaMH, MpeacTaBsaniy npobiemMHara odnact ca ,,Becuuko, Koero
mumia“ (All That Breathes, 2022) na pexucwopa Illaynak Cen, ,,Modar yuuren okromon* (My
Octopus Teacher, 2020) na pexucbopute [Tuna Enpux u xeitmc Puiin, ,,Hayka 3a mopeto* (2022)
¢ apropu Cromn [lumutpoB u bopacas Kamumos u ap.

B ta3u tremaTnuHa u npobiemMHa 001acT MONaAaT OCBEH JOKYMEHTAIHU U HAyYHO-IOMYJISIPHU
¢unmu nipencraBsmy KocMoca, eCTeCTBEHH SBJIICHUS W J)KMBOTA HA HAIlaTa TUTAHETa, HO M TaKWBa
doxycupaHu BbpXY CHeNM(PUUHU EKOJOTUYHH TEMH M TpoOsieMd, GUIMH 32 U3MEHEHHETO Ha
KIIUMaTa ¥ MOCIEACTBUITA OT T€3U MPOOJIEMH WIHM TaKUBa, CBBP3aHH C YOBEIIKOTO BbH3/CUCTBHE
BBPXY MpPHpPOJAATa M BUIOBETE, CHIIO (UIMH 3a OCACTBUS U KaTakiIu3MH, U T.H. TakuBa pummu
Ch37]aBaT MO3HABATEJIEH MAacHUB, KOMTO MOXe Ja ObJie M3MON3BaH M MPHUIIOKEH MO Hal-pa3inydeH
HauWH ¥ C Hal-pa3HOOOpa3HU IeNU B TOJ3a Ha M3clenBaHus, Ha (opManeH win HedopMaleH
oOpa3oBaTelieH Mpolec, 3a MoIXpaHBaHe Ha JTFOOOMUTCTBOTO HITH 32 XO0HUTa U JIp.

CrnenBamiata Bojella TeMaTHYHa M MpoOiieMHa o0nacT Moxe Ja ObAe OmpeesieHa KaTo
~HAcmopuuecku cvoumusa u npoyecu*. Tyx TpsiOBa BeaHara qa HampaBUM YTOYHEHHUETO, Y€ Ta3H
rpyna ¢uiIMH HE BKJIIOYBA CaMO WIIM TJIABHO HAYYHO-TIOMYJSPHU BU3YyalU3allii Ha UCTOPUUYECKU
W3CTIEIBAHMSI WIIM PEKOHCTPYKIIMU HAa MUHAJIOTO Mpe3 GoKyca Ha HCTOpUUYECKaTa HayKa, a UMa IMo-
HIMPOK KYJITYpeH 00XBaT ¢ OrjieJ Ha TOBAa, Y€ C BpeMmeTo (UMM (MU JOKYMEHTAJIeH MaTepHal,
KaJgpH) 3aCHETH KbM aKTyaJIHUS MOMEHT Ha CJIy4YBAaHETO Ha HSIKAKBO CHOUTHE NPUAOOMBAT
CTOWHOCTTA Ha JIOKYMEHT Ha BPEeMETO (apXHB) U MOTaT Jia ObJaT pecTaBpUPAHH, BKIIIOUCHH B IPYTH
MPOYKIMH KaTO apXHUBEH MaTepuall U T.H. JIpyT ChIECTBEH MOMEHT €, Y€ ONpeIe/ICHH O0IIEeCTBEHU
(¥ IpyTH) TIPOIIECH MOTaT JIa C€ Pa3BUBAT B MO-IBJITH UCTOPHUICCKH ITEPHOIU M HE € 33 TbIDKUTEITHO
(a MOHSIKOTA € HEBB3MOXKHO) XPOHOJIOTHYHO TPOCTEIIBaHEe B PEATHO BpeMe OT CaMOTO Hadajio Ha
BepHrara OT IPUYUHHO-CIIEICTBEHU BPB3KU U chOUTHS. U mocneaHo, He BCHUYKU TEMU H OOCKTUBHU
TakuBa (PUIMH TOMaaaT B 00XBaTa Ha UCTOpPHYECKAaTa HayKa, a MOrar Aa ObJaT 0OEKT U Ha JAPyTu
HAy4YHU cepy U HAMPaBICHHUS.

B ta3u kareropus ca ananusupanu GuamMuTe ,,JISTOTO Ha AyHIaTa... MM KOTaTo PEBOIOLUATA
He MoXelle 1a ObJe n3nbueHa no TeneBususaTa” (Summer of Soul... Or, When the Revolution Could
Not Be Televised, 2021) na pexucropa Axmup TomricsH, ,,Kak ma omneneem cinen uyma“ (How to
Survive a Plague, 2012) ¢ pexucwop JeitBun @panc, "baduii Sp: Kontekcer" (Babi Yar. Context,
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2021) u ,,bpetikunr Hro3“ (2019).

Te3n ¢uamu ch3gaBaT MOCTOBE MEXIY BpEMEHa M XOpa, NpodecHOHATHH, HAYYHH U
TBOPUYECKH I10JIETA B UMETO Ha TOBA J1a IOMHUM MHHAJIOTO, 32 J]a MOYKEM Jla HaArpaxkaame, a He Ja
THIIYEM HA €/IHO MSICTO.

Tperara Bojema TeMaTuyHa 1 MpodieMHa ooact € ,,Baacm u npecmvnaenua®. [lpuunHaTa
3a 1mojo0Ha (OPMYJIMPOBKA € AKTUBHATA JIMHMS HA JONUPHU M MPECEYHH TOUKHM MEXIy JBaTa
acleKkTa Ha 4YoBellKa JelHocT. Biactrta u B JIOmbIHEHHE, MOJIMTHKATa YECTO JaBaT MOBOJMU 3a
TPEBOIa, Bb3MYILEHHE U CUJIHM TPAXKAAHCKU peakiuu. Ho KpuMHMHANIHUTE NpPECThIUIEHUS Ca BbB
¢okyca IMEHHO TyK HE 3alI0TO MOJUTHIUTE BbPIIAT HA-MHOTO MPECTHILICHNS, a 3aII0TO UMEHHO
B KOpPEHa Ha HJesATa 3a JEJErMpaHeTO Ha BJAacT, KaKTO M Ha YNPaKHSIBAaHETO Ha BJIACT CTOU
pe3yMIILKATA, Y€ 4Ype3 Hes CE OCUTYpsiBa pel, CUTYPHOCT, CIOKOWCTBUE, CIPaBEIJIMBOCT U
0J1aro/ICHCTBHE HA TPAXKIAHUTE HA €JHA IbPKaBa, MM YWICHOBETE Ha €JHa OOITHOCT. A KHHOTO, TIpe3
aQHra)XMpPaHOCTTa U YYBCTBUTEIHOCTTa HA Ch3JaTelauTe Ha (QUIMU € ecTecTBeHa IuaTgopma 3a
u3pas3siBaHe Ha IMO3MLMH, 32 MOIJe]l OTBBTPE BbPXY OOIIECTBEHHM HPOLIECH U SIBICHUS, PEAKLUH,
YOBEIIKH cbhAOU. B ciyuas ocHOBHMAT (oOKyc najza BbpXY GUIMHM, KOMTO pa3o0auMyaBaT
HOJUTUYECKH WJIM TPECTBIUICHHUs] CPElly YOBEYECTBOTO M BOEHHM KOH(QIIMKTH, IOCEraTescTBa
Cpellly IpaBaTa Ha XOpara, U1 BbPXY KOHKPETHATa JINYHOCT, KOPYILHs, TOJIMTHIECKO JHULIEMEpPHUE,
HENOYTEHOCT M JIMIICAa Ha MOpaJjl, YCTAHOBSBAHE HA BMHA U €(DEKTUBHOCT Ha MPaBOCHAUETO WIIU
PELUMIPOYHOCT Ha HaKa3aHUETO U T.H. B Ta3u rpymna ca pasrieaHu HSKOJIKO ChIIECTBEHO Ba)KHU
JNoKyMeHTaIHH Gunma ,,boymunr 3a "Konymbaiin® (Bowling for Columbine, 2002) na Maiixksa Myp,
,»Ha ppba Ha nemoxpamusara“ (The Edge of Democracy, 2019) na na Ilerpa Kocra, ,,JIlucuneHTsr™
(The Dissident, 2020) na bpasu ®oren, ,,J{Baiicer nuu B Mapuynon“ (20 Days in Mariupol, 2023)
Ha Mctucnas YepHOB U 1p.

Baxna rpyna ¢uiamu, KOUTO nonajiaT B Ta3u KaTeropus ca JOKyMEHTAHHU pa3Ciie/IBaHMs 3a
HOJUTUYECKH, BOCHHH, COLMAIHU WM JPYTHd KOH(QIMKTH, KPU3H, KAaTacTpOpH U MPECTHIUICHUS.
Pa3cnenBamara JOKyMEHTalNMCTHKAa KaToO IAJ0 HE C€ OrpaHMYaBa IJIaBHO JI0 OMOPOYEHO WIIU
HENPAaBOMEPHO YIpaKHABAaHE Ha BJIACT OT YMBJIHOMOIIEHU JIMYHOCTH, WHCTUTYLUU WU
ropuauyecku cyoektu. Pazbupa ce, pazobiuyaBaHeTO Ha KOPYMNIIMOHHHM CKaHJATH, MPUYMHU 32
0elcTBUS U KpU3H, IPECTHIUICHNS Ha BJIACTHU UM OTTOBOPHM JIUI[a, 0€3CTOMAHCTBEHOCT, TOra3BaHe
Ha MpaBa M T.H. UMaT 0coOEHO roisiMa OOIIeCTBEHA 3HAUYMMOCT M 10 Ta3d NMPUYMHA BEPOSITHO
JOMUHUPAT KaTO TEMU U Ka3yCH B IOKYMEHTAJTHUTE (PUIIMH, TIpeACTaBIABAIIM pa3ciaeaBanus. ChI1o
Taka, Pa3IMYHU pa3cie[BaHMs MOraT Jla TPhIHAT OT M3IUIO YacTHU Cilydau (JOpHU HELIaCTHU
ClIlydau) ¥ J1a C€ pa3BUSAT 10 UKOHOMUYECKHU, KOPYIIIMOHHH, IOJTUTHYECKU CKaHIaJId, COIBCHLU UITH
WHCTUTYIIMOHATHHA KPHU3H.

Jlpyra Bojemia TemMaTuyHa U TpobieMHa obnact € [ KoHoMuka u KopnopamueHo
eénuanue. Tyk Morar na mnomajgar (QUIMH, KOUTO MpPOCIENsBaT IOJIOKUTEITHH MpUMEPH 3a
B3aMMOJICHCTBHS MEXy KOMIIAHUU, IPUPOJIa, MECTHH OOIIHOCTH U T.H., HO B MHOTO IO-TOJIIMa
CTETEH ca 3aCThIICHM TAaKMBA, KOUTO Pa300JMYaBaT HEPErJaMEHTUPAHU B3aUMOACUCTBUS MEXIY
UKOHOMHYECKH CYOEKTH, MPUKPHBAHE Ha 3JI0YNOTPEeOH MM HEJOSIHM NMPAaKTUKU, HA UCTHHATA 3a
npoOJIeMH 1 KpU3H, eKCIUToaTallHsl U HapylllaBaHe Ha IIpaBa Ha pabOTHULIM U T.H. Bee mak, corpanto
AQHTXXUPAHOTO JOKYMEHTAJIHO KWHO € MOeJ0 W pUCKa, M poJisiTa Jla MOArpsiBa TpeBorara Ha
00I11eCTBOTO U Ja 3alllUTaBa MHTEPECUTE HA XOpaTa, Ha MPpUpoJaTa 1 UMEHHO MOpaa Ta3u NpUYUHA
HOJIOKUTETHUTE IMPUMEPH ca I0-MAJKO OT HEraTMBHMTE IOBOJY 3a Chb3/laBaHE Ha TaKuBa
JOKyMEHTaIHHM ¢uiMu. B ciaydas kaTto MojoKUTENIeH mpUMep 3a OMTKa 3a COLMaiHa MpOMsHA Ha
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pabOTHUIM CPEeILy OrpOMHA KOPIIOpAIls € pasriieaH He3aBUCHMHUSI JOKyMeHTaeH G ,,Chro3*
(Union, 2024) na CruBbH Meiar u bper Cropu. B HeraTuBHUS aclieKT Ha mpoOiieMarukara ca
aHanmu3upanu ,,l'onamoro pasbuBane (The Great Hack, 2019) na pexxucropure Kapum Amep u
Jxexane Hyxauwm, ,,Berpemna adepa“ (Inside Job, 2010) na pexxucropa Hapnz @vpriocsH, ,, I [pean
kpas“ (2020) cwe cuenapuct Acen Bnagumupos, pexucsop Ennopa Tpatikora.

»Coyuannu 2pynu u emuuyecku oOwgnHocmu‘* € cleiBallaTta BojJella TEeMaTH4YHa U
npo6sieMHa o6sact. Tyk nonagat GpuiaMu, KOUTO JaBaT BUAMMOCT Ha MPOOIEMHUTE HA ETHUYECKU UITU
MapruHalHU TPYHH, HA MUTPAHTH, OEKaHIM M XOpa, KOUTO THPCAT IMOJUTUYECKO yOexulle, Ha
OellHU WM OHENpAaBJaHU CIOEBE HAa HACEJIEHUETO, HA MOATUCHATH WM 3aIUIAlleHH TPyl Xopa U
T.H. B Ta3u xareropus ce aHanu3upar GUIMH, KOUTO MO €IUH WU APYT HAYMH IOKa3BaT riodaiHa
CBBHP3aHOCT Ha MPOOJEMH OT PA3IMYHU TOUKU Ha CBETA C UAESTA, Y€ Bb3MOKHOCTTA Jja CE€ BUJU T10-
riio0anHaTa KapTHHA Ha ChbCTOSTHUETO Ha CHbBPEMEHHUS CBST MOXKE J1a IIPOBOKHPA MO-BUCOKA CTETICH
HA 3aMHTEPECOBAHOCT HE CaMO 3a pa3pellaBaHe Ha JIOKAJIHU MPoOJeMH, HO M B TbpCEHE Ha
YCTOWYMBOCT HA HAMEPEHUTE 100pH pelIeHHUs], IPein Ja ca Ce CIYUYMIH MO-ToJIeMU Oeu.

AHanuzupanute puIMoBH IpoMepu OT Taszu kateropus ca ,,OrsH B Mopeto** (Fuocoammare,
2016) na pexucsopa Jxandpanko Posu, ,Barcto” (Flee, 2021) na matckusi pexxucbop Monac
[Toxep Pacmycewn, ,,Yunnuiie 3a Hagexaa“ (2024) - pexxucropckusat ae00T Ha SlHa Anekcuena,
“Bcuuko Tpsosa a [Tague” (Everything Must Fall, 2019) na Pexanx Jlecaii.

Tyk e BaXHO Ja ce Moauyeprae, 4€ ChbBPEMEHHHUTE JIOKYMEHTAJIUCTH BCE OIIE yCISBaT JAa
3amassT YyBCTBUTEIHOCT U U30CTPEHU CETHBA KbM CHCTOSIHUETO HA OOIMS HU CBSIT, U J1a IPOSIBSBAT
Kypax Ja JIEHCTBAaT ChC CpEACTBAaTa Ha COOCTBEHOTO CH M3KYCTBO, 3a Jla MPUIANaT BUIMUMOCT H
IJIACHOCT Ha MpoOJeMUTe Ha HE TOJKOBA TOJIEMH WJIM HE TOJKOBA BUAMMH TPYyNU Xopa, Mpe3
COOCTBEHUTE CU KPUTEPUH 32 MOPaJl, OTTOBOPHOCT U ABIT. T€3U Harjlacu UMat 3HaueHHe He caMo 3a
KOJIGKTUBHATa HM NaMeT, HO W 3a MNO-IAbJOMHHATAa OLEHKAa W OCMHCISHE Ha aKTyajdHH (akTH,
necTBUs WM chOUTHSA. 3a pa3iiuka OT HOBHHAPCKUTE E€MUCHUU M PEHNOPTAKUTE IMOTONEHHU B
YCKOPEHUETO Ha ChBPEMEHHUTE UH(POPMAIIMOHHU MTOTOLH, JOKYMEHTATHOTO KMHO NMa Ta3| CUJIa Jia
HAacOYd BHUMAHUETO, Ja NMpeAu3BUKa Jedar, Ja OCTaBU LIEHHA cliefja 3a ObJCeIINUTE MOKOJIECHUS,
3a110To 3a0paBara MOXe OU MOHSKOra HOCH yTexa, HO ChILO Taka CIOCOOCTBA 3a MOBTAPSHETO Ha
€HU U CHILU T'PEIIKH, a TOHSIKOTa U TpareIuu.

[lectata Boxema TeMaTU4HAa M TpoOiemHa obnact e ,,Cyokynmypu u npoghecuonannu
2pynu‘‘. B o6xBaTa 1 monagat GpuJIMH, KOUTO IPOCIEAABAT Pa3BUTHETO HA ChbBPEMEHHU KYJITYPHHU
TEH/ICHIIMM U TEXHHUTE MpPEeACTaBUTENU, HO U TaKHUBa, KOUTO PEKOHCTPYUpPAT 3a0paBeHH KYJITypHHU
NPAaKTUKU, WIA THPCAT BPB3KH MEXAY MHUHANO, HACTOSIIE W ObJelle OLEHSBAHKU KyJITYypHOTO
HACJIEJICTBO U HETOBUTE MA3UTENM WM TE3U, KOUTO TPaHC(HOPMHUPAT YHACIEAEHOTO, WIH Ch3JaBaT
KayeCTBEHO HOBU CTHJIOBE, TEHACHIIUHU, MPOEeKTH. ChIIO Taka, B TO3U IUIACT c€ pasnoiaraT U GUIMH,
KOUTO MPEJCTABAT AEMHOCTTa HA TPYIH X0pa ChC CHEU(PUYHN 3aHUMaHUSI WIH Pa3InIHU Ipodecuu
U TSXHOTO BIMCBaHE B O0IlaTa KapTHHA Ha ChbBpeMEHHOCTTa. Tyk ce aHaiu3upaT GUIMHTE KaTo
JATCKUAT JOKyMEHTalIHO-eKcIiepuMenTaneH ¢unm ,,Yepsenusar napakiuc™ (The Red Chapel, 2009)
Ha pexucbopa Manc bprorep, ,,JIBagecer dyta ot cnaara® (Twenty Feet from Stardom, 2013) na
pexxucbopa Mopran Hesuin, ,,Pectpeno (Restrepo, 2010) nHa Tum XenbppunrteH u Cebactuan
FOwnrep, ,,Ilocnennara nuueiika Ha Codus“ (2012) na pexxucropa MnusiH Metes u jp.

JlokymeHTanHuTe (UIMH, KOMTO BIM3aT B 00XBaTa Ha Ta3W TeMaTHYHA U MpobieMHa obnact
MUMaT CeprOo3€eH KyJITypeH 1 o0pa3oBaresieH noteHuan. OT eaHa cTpaHa, U3CcJIeJBaHETO Ha KYJITYpHHU
U TBOPYECKHU MPOIECH, HAa KYJITYpHU MOJEIM U KYJITYpPHO HACJIEJICTBO, Ha TBOPYECKO BIIUSHUE,
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TpanchopMalMy U MHTEPIIPETALIH HA KYJATYPHU 00pa3Iy ¥ CTUIIOBE, Ha KyATYPHH B3aUMOCHCTBUS
Hocu Oe3crmopHa qo0aBeHa CTOMHOCT 3a KOHKPETHO 0oOmIecTBO M B Mmo-riobasneH miad. OT apyra
CTpaHa, upe3 KyJITypHU MOJEIN U MPAKTUKU MOTraT Aa ObAaT aHAIM3UpPAHH U OCMHUCICHU U I10-
HMIMPOKH COIMATHH WM OOIIECTBEHU MPOIECH U ABNeHHs. He Ha mocieHo MSCTO, 3a1103HABAHETO,
U3y4aBaHETO WJIM IMOMYJIIPU3UPAHETO HA PA3IMyYHU Mpodecuu U NpodecuoHaNIHN 3aHUMaHUS UIIH
3aHATHUS, KAKTO M HAYMHUTE HAa TAXHOTO YIPAXKHABAHE WJIM M3II'BJIHEHHE OU CrocoOCTBaNO 3a
pasiupsiBaHe Ha XOPU30HTUTE Ha NOTEHIMAIHATA ITyOIMKa U pa30upaHeTo Ha CBeTa Ha IpYyTus 1pe3
HETrOBUTE 1I€JIU, CTPEMEXKHU, AEHCTBUSI U TIOCTHIKEHHUSL.

[Tocnennara Boxema TeMaTuyHa M MpoOiieMHa 00JacT MoXxe Ja ObJe OoIpeesieHa Karo:
Lbuozpaguunu nopmpemu u nuunu ucmopuu®. Haii-ronsmara rpyna JOKYMEHTaTHU (UIMH,
KOHMTO TOMAAAT B Ta3M KaTETOPHS MPEICTABST )KUBOTA U MOCTHIKCHUATA HA PA3TIMYHH JIMYHOCTH OT
MHUHAJIOTO WJIM HAcToAIeTo. ToBa ca ydeHH, M3CIIe0BaTeNM, OTKPUBATENH, TBOPIIH, CIIOPTHUCTH,
BJIaJ€TEeNH U T.H. TakuBa (pUIMH NpeiaraT Bb3MOXKHOCT 32 OIIO3HaBaHE Ha TEXHUS KHUTEHCKU ITbT,
HNEpUNETUN U YCIIEXU, HA TEXHUTE MHTUMHU IIPOCTPAHCTBA U Ha CJIEUTE, KOUTO OCTABST, KAKTO U
IPOMEHUTE, KOUTO MpeArnocTaBar. Tyk nonaaar u ouorpaduuHu GuiIMyU Wik GUIMH IO pealHu
CJIyYKH, CbOUTHUS WIM UCTOPUHM Ha OOMKHOBEHHU XOPa, KOUTO 10 €IMH WM JPYT HauuH yCIIsABaT Ja
JIOIIpUHECAT 3a Pa3KprUBaHe Ha MPUYUHHO-CIIECTBEHU BPB3KHU 10 OTHOILIEHUE Ha IPYTH ChOUTHUS WIH
SBJICHHS, /1a CHXpaHSABAT WIM OIAa3BaT TPAAWIUU WM KYJITYpPHO-HCTOPHYECKO HACIEICTBO, Ja
Ch3/1aBaT WHOBALIMM WJIM Ja TIPEACTaBAT Pa3sHOOOpa3HMEeTO W KOJIOPHUTAa HA YOBEHIKUS CBAT B
UHTPUTYBAIlM  COIMAJIHH, OOIIECTBEHH W JPYrH B3aUMOJCHCTBHSA, WIM Ja Pa3KpUAT
HEOOMKHOBEHUTE CITIOCOOHOCTH, T€POU3BM, TOCTOWHCTBO, OTAAICHOCT U T.H. HA XOpaTa, U B KpaliHa
CMeTKa Ha 4yJ0TO Ha >kxuBoTa. Cpen aHanu3upaHuTe GUIMU B Ta3M Kateropus ca ,,B TbpceHe Ha
3axapHus yoBek (Searching for Sugar Man, 2012) Ha mBeackus pexxucbop Manuk benmxkeny,
»MopaibT e 106poTo* (2022) cbe creHapuct u pexucbop Becennn Jlumanos, Ha Tamapa KoteBcka
u Jliobomup CredanoB ,,Menena 3emsa™ (Honeyland, 2019), ,,Tuxo nacmemcto* (2021) Ha
pexucpopkara Ilers HakoBa u nip.

W Tyk CIeKTBPBT OT BB3MOXHH TEMH, T€POH, UCTOPHH € U3KIIIOYUTEITHO IHUPOK U MBCTHP.
QunmuTe B Ta3W KaTeropus ca peBEpaHC KbM YOBEHIKOTO HM300II0 BHB BCHUKUTE My (OPMH U
NPOSIBJIICHUS] 1 UIMEHHO 3aTOBA Ca TOJIKOBa BayKHU. OT JIpyra cTpaHa, CaMOTO HACOYBAaHE Ha IOTJea
Ha 3pHUTENs KbM KMBOTA Ha JAPYTHsl, MOHSIKOra TOJIKOBA Pa3IMueH OT HErO CaMHs U OTBApSIHETO Ha
ObT 32 HaB/IM3aHE B MHTUMHHTE IJACTOBE Ha HETOBHs KMBOT M MHUCIM € YUCTO OTKPOBEHHE,
criofieNisiHe U TOOPOAETENHOCT U B KpaiiHa CMeTKa, IposiBa Ha CMEJIOCT U IBJIOOKO yBaKEHUE KbM
BCHYKH y4acTBAIM B TOBA B3aMMOICHCTBUE CTPAHHU.

[Ipennoxxenata kimacuukamuss HAa OCHOBHM TEMAaTHYHM U TpoOIeMHHU oO0nacT B
CHBPEMEHHOTO JIOKYMEHTAITHO KHHO, KOETO € CIIen(pHIHO OPUEHTUPAHO KBbM ColMaIHaTa cepa He
npeTeHaupa jJa ObJie MaKCHMAJTHO W3YepIiaTelHa W Ja 00XBalla BCHYKH BB3MOXKHH BHIOBE U
JKaHPOBE TOKYMEHTAITHU (PUIIMHU, Ch3/IaJIeHH TIpe3 MocieTHuTe 25 ToanHu (a u mpeau ToBa). Tasu
kinacupuKanus Tpejara aHadUTHUYeH HWHCTPYMEHT 3a 0a3oBa OpHEHTAlUS B 3HAYUTEITHOTO
CBETOBHO MPOM3BOJCTBO Ha TIOKyMEHTaNHA (DUIMOBA MPOAYKIIHS, KOUTO MOXKE J1a OBbJI€ TMPUTIOKEH
KaKTO 3a HaIlMOHAJTHM KMHeMarorpaduu, Taka U 3a KOHKPETHU UCTOPHUYECKHU MEPUOAM WM MPHU
W3CIIEIBAHETO HA HAIIPABJICHUS U TEHJICHIIMH, )KaHpoBU (hopmu U hopmaty.

Pa36upa ce, uma qoKyMeHTATHN (GUIMH, KOUTO HA TIPBB TOTJIE MOXKE OH MOIaiaT B OBEYE
OT eAHa 00JacT, HO MpPH TE3U CIIy4au CJIe[Ba J1a Ce MpEeIEeHH KOe € BOJICIIOTO HAECWHO Hayalo,
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XapaKTepHOCT WM JOMHHHUpAIIa IpaMaTypru4yHa JIMHUS M TOraBa IO-JIECHO O Moryio na Obae
OTIpeNieNIeHo Tpe3 crenu(puyHUTE aCIeKTH Ha KOS KaTeropusi WM IOJKATEropuss MOXKE Ja ce
MOJXO/IM B aHANTM3a Ha KOHKPETHUS QM. M3mon3BaneTo Ha Ta3u Kiacu(uKanus (KosTo 01 MOTIIo
Jla ce JOMBJIBA U Pa3lIMpsABa) KATO aHAJTUTUYCH HHCTPYMEHT Ou TpsOBasio 1a yJaecHu pa3OupaHeTo,
a He Jla orpaHM4aBa Mamaba Ha WaeuTe 3aierHany B eauH ¢uiM. Hemo mosewe, chliecTByBa
BEPOSTHOCT BB BPEMETO HA CBOETO Ch3/IaBaHE €IUH JIOKyMEHTaleH (GuiM aa Obae pa3deTeH Io
€IMH OIpEeeICH HAUYMH OT 3PUTEJIUTE WM HATOBApEH C JIOMBJIHUTEIHU 3HAYEHHS, MOPOJACHU OT
KOHTEKCTa, a OT JAUCTAHIMATA Ha BPEMETO BB3NPHUATHETO 32 HEro Ja MpeThpIH IpoMsHa. B To3m
CMHUCBJI, CTBIIBAHETO HAa OTHOCUTEIHO 3/paBa OCHOBA, KAaKBAaTO KJIACH(UKALUATA MpEaIara ChbC
CUTypHOCT OM OHMJI0O KOHCTPYKTHBHO H I0JIe3HO. Brieyarienue npasu, ye mpoOIeMHU 00JIaCTH KaTo
YOBEIIKH TpaBa, €KOJIOTHs, MPABOCHIUE U T.H. MPUA0OMUBAT M TOAYEPTAHO COIMATHO-OOIIECTBEH
OT3BYK M TPpak[aHCKa MOJAKpeENa, T.€. IPe3 OCh3HABAaHETO Ha CBBP3aHOCTTA HA CBETA ONTHKAaTa Ha
COIIMAJIHOTO I0JIE Ha NMPAKTHUKa pa3IupsBa CBOs 0OXBaT.

Tpera rnaBa: JJokyMeHTATHOTO KMHO B M0JIETO HA CbBPeMeHHATA KYJITYpa H 00pa3oBaHue

1. Cneyuanu3upana cenekyus Ha cb8pemMeHHU OOKYMEHMANHU Yuamu ¢ BUCOK UMNAKM (hakmop
U NPU0ICEeH NOMEHYUAN 6 KYImypHama u oopazosamennama cepa

[TppBaTa moAraaBa Ha Ta3u 4acT OT JUCEPTALIMOHHUSA TPY] ce (poKycHupa BbpXy H3CIIEABaHE HA
(deHoMeHa Ha pa3IIMpsiBaHE HA TIOJIETO Ha BIUSHHUE U BB3JCHCTBHE HA JJOKYMEHTATHOTO KUHO KaTo
¢wiMu 1 GopmH, TeMH U NpoOIeMH, U aBTOpU. 3a Ta3u Lea € (GopMylTupaHa KOHLENUIHUs 3a
yCcTaHOBsIBAaHE Ha (akTop Ha BBb3JeHCcTBHE (MMIAKT (akTOp) Ha JOKYMEHTAJIHHM (UIMH,
NpeCTaBALIM TEMH U NMPOOJIEeMH B KOHTEKCTa Ha COLMAIHO aHTaKUPAaHOTO MU3KYycTBO. M Ha BTOpO
MSCTO, € HalpaBeHa CrelMaIu3ipaHa CeeKIUs OT JOKYMEHTAIHU (PUIMH ¢ BUCOK UMMAKT (hakTop,
KOMTO HWMaT TO-IIMPOKO TIOJ€ Ha peanu3anmus (M BIWSHUWE) B KylITypHa W oOpa3oBareiHa
MEPCICKTHBA.

OunmuTe B CHEIIIN3NpaHaTa CENEKIUs, UCTOPHHUTE OKOJIO TSAX, aKTUBHOCTTA U OT3BYKBT,
KOHMTO T€ MPEAN3BUKBAT MOTAT Ja MU3rPaaiT aJiekBaTHa (Makap M HEIbIIHA) TMpeACTaBa HE CaMo 3a
CBbCTOSIHUETO HA CHBPEMEHHHUS CBAT B IOCIEAHUTE 25 TOJUHM, HO U Jla OYepTasT CMHUCIEHH
nepcrekTHBM 3a Obaemero. He Ha mocienHo MsICTO, jKaHPOBOTO pPa3HOOOpaszue, pa3IMuyHUTE
TBOPYECKHU TOIXOIM M M3Pa3HU CPENICTBA Ch3AABAT ITBIHOLIEHHA IPEJICTaBa 3a pPa3BUTHETO Ha
XyJOXKECTBEHaTa JOKYMEHTAIUCTHKA TIpe3 IIOCAeAHUTE JBE M TIOBEYE JECEeTHWIETHS U 3a
BB3MOKHOCTUTE, KOUTO JOKYMEHTAITHOTO KHHO MPEIOCTaBs 3a pa3lupsiBaHe Ha oOmiara KyirTypa,
3a oOpa3oBaHue W O0y4YEHHUE, U 3a CTUMYJIMpAaHE Ha JIMYHOCTHATA M TPaXKJAHCKATa OCH3HATOCT U
aktuBHOCT. CamuTe PUIMH ca IOJOpaHH Taka, ue J1a ce pa3KpUBaT KaKTO MIMPOKHUTE BH3MOKHOCTH
Ha JIOKyMEHTAJHOTO KHHO Ja Tpech3ZaBa JEHCTBUTEIHOCTTA OT HEWHOTO OOEKTHBHO U
HEMOANpPaBeHO HAOIOICHHE 10 U3Pa3sIBaHETO Ha JIMYHA MO3UIMS ChC CPEACTBATa Ha U3KYyCTBOTO. B
cilydasi He CTaBa BBIIPOC 3a OIIEHKA Ha TBOPYECKUTE MOAXOJIM Ha aBTOPUTE, a 32 OuepTaBaHEe Ha
BBH3MOKHOCTUTE, KOUTO €IHO M3KYCTBO MPEAOCTaBs 3a M3pa3siBaHE HE CAMO HA UJEH U TBOPUYECKH
KOHIIETIIIUH, HO ¥ HA MTO3UIINH.

Konuenmusta 3a Qaxktop Ha Bb3AeHcTBUE (WIM MMMAKT (aKTOp) MO OTHOLIEHHE Ha
JOKyMEHTAJTHUTE (QHIMH BBBEXK/Ja KaUeCTBEHH M KOJMYECTBEHH ITOKA3aTeNH, Ype3 KOUTO MOXKE Ja
ce M3MEepH BIMSIHUETO Ha eWH (riM B myOnndHaTa chepa u OeHH MPOMSHATA, KOSATO MPEAN3BHUKBA.
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B cnygas uHTepec mpeAcTaBiisiBa KaKTO M3MTBIHEHHETO HA MOKA3aTeNUTe, Taka U KOMOWHAIUATA
MEXy TAX. A ThH KaTo BCE IIaK CTaBa BBIIPOC 3a U3KYCTBO € 100pe J1a ce MOAX0/11 C NO-KOMITJIEKCEH
Y T'bBKaB OLIEHBYEH MOJIET U METO/ 32 OLIEHKA, KOMTO MOKeE J1a BKJIFOYBA CJICTHUTE TPYITU KPUTEPUU
Y TIOKa3aTelun:

» Bw3oeiicmeue 6bpxXy KUHOUHOYCMPUAMA — HATPAIU HA IPECTHKHUA (ECTUBAIN H/UIH Opoi
Harpaau oT (GuIMOBHU (pecTUBANM; BUCOKA OLIEHKAa OT KpUTHKaTa /M npodecuoHaaHaTa
OoOLIHOCT; MpeAu3BUKBaHE Ha MpoMsHA (pa3BUTHE, HAATPAKIAHE) HAa YCTAaHOBEHHUTE
MPUHIIMIIY, TPABUJIA, HAUMHU U TOJIXO0H (TIOHSKOTa U CTEPEOTUIIN, CXEMH) 3a MIpaBeHe W/UIU
pasnpocTpaHeHrne Ha GUIMH; Ha4aJlo HA HOBU TEXHUKH, CTHJIOBE WJIA HATIPABIICHUS; HATHIUE
Ha pUMEHKOBE W/WiH (PHIMOBY MUTATH (PEKOHCTPYKIIUY HA MIO3HATU KaJpH OT €IHU QUIMH B
JPYTH, CIIOMCHABaHE HAa (DMIMU B PETUIMKH MITU HA PETUIMKH OT eHHU (QriMU B ApyTH QHUiIMHu,
W3I0JI3BaHE HA MY3UKAITHU JIJAUTMOTHBH OT €THU (UJIMH B IPYTH U T.H.);

» bokc oguc pesynmamu, nuiinvamempusn u Kiacayuu — 60xc opuc npuxou (KOJIHMYECTBEH
MOKa3aTen 3a MOCTHIUICHUSITa OT OMJIETH OT MPOXKEKIMH B KUHOCAJIOHHU); MUUMIBIMETPHUATA
OOMKHOBEHO C€ OTHAcs A0 PEHTHHTUTE Ha TeJIEBU3MOHHU KaHAJIU, ChOTBETHO Ha pa3inyHaTa
ayJIM0-BU3yallHA MPOAYKIIHS, KOATO T€ MPEJCTaBAT Ha CBOUTE 3PUTEIN M MEPHU 3PUTEICKHS
UHTEpEeC B OpOil 3pUTENN, HO TOBA MOXKE /1a CE IPUIIOKHU U 32 OHJIAMH TTIeIaHUs Thid KaTO 4eCTO
B OHJIAH W CTUHMUHT TUIATGOPMHUTE MMa METPHKA B PEATHO BpPEME; MO OTHOIICHHE HA
KJIACalMUTE € BYKHO J]a C€ OTOECIEKH, Y€ MOUYTH BCIKO M3JIaHUE MIIH KYITYpHA MEAHS, KOETO
€ CIeIMaTN3uPaHo 32 KHHO WM UMa (POKYC KyJITypa U H3KyCTBa Mpejiara CBOM Kiiacanuu (Ha
ceMuIlaTa, MECEUYHH, TOJIUIITHU, HA OpOW TOIWHH, CIIOPE] aHpa U T.H.), BKIIOUUTEIHO U
CHelMalu3upaHuTe caiiToBe 3a KMHO U ¢unmu (kato IMDb, Hanpumep) U CHOTBETHO MO TO3U
MOKa3aTesl MOKE Jla C€ OTYMTA BKJIFOUBAHE B Kiacallus, MsICTO, OpOil Kilacalluu U T.H.; CBHIIO
TyK TOMaja W MOAABPKAHETO Ha MPOIBIDKUTENIEH HHTEepeC KbM (uiaMa OT CTpaHa Ha
3pUTENNTe, KOETO JIECHO MOXKE Ja Ce HM3MEpH upe3 MeTpUKaTa KbM OHJIAH caiiToBe U
m1atopmu, HapuMep U T.H.;

» Kynmypho év30eiicmeue — ce OTHACS 110 BIUSHHUETO, KOSTO €IUH (DUIIM MPEIU3BUKBA BHPXY
nyOnukaTa wWid OOILIECTBOTO (peakuuu Ha myOnMkara, OOLIECTBEH OT3BYK M T.H.),
MpEeN3BUKBAaHE OOIIECTBEHH Je0aTH /WM COIMATHA MPOMSHA, IBIBI €KpaHEH XKUBOT Ha
dbuaMa u/MiM BKIIOYBAHETO MY B MIPOYYBAHUS U MyOIUKALUK, B 00pa30BaTeIHU U KyJITYPHH
porpaMu, B Pa3NUYHU BHJIOBE MOTHBAIIMOHHU CECHHM WJIM TEpaluH; CHIIO Taka MO TO3H
MOKa3aTesl MOXKe Jla Ce OTYMTA U MPOMSHATA, KOSTO €UH (UM MPEeIM3BUKBA KaTO MPOSIBU HA
AKTUBU3BM M TPAKIAaHCKA MTO3UIUS, TPOMEHH B 3aKOHOJATEIICTBO, B CTPYKTYPH U MHCTUTYIIUH,
[0 OTHOIIEHHE Ha KOPIOpaluu U OU3HEC, IPOMEHU CBBbP3aHU C OMa3BaHE Ha OOIIECTBEHOTO
3/IpaBe, ¢ €KOJIOTHSI WM IPYTO; TYK CE€ BKIFOUBA M YHCTO JOKYMEHTATHA WM JOKYMEHTAIIHO-
KOMEHTapHa CTOMHOCT Ha €AMH JOKyMEHTaJleH (UM ¢ orjea Ha ona3BaHe Ha KyJITypHa U
UCTOpHUYECKA ITaMeT, KyJITYpHOTO pa3HOOOpa3ue U KyJITypHOTO HAacleACTBO, U T.H.

» Oopazoeamenen u HAYUHO-U3CE006AMENCKU NOMEHUUA] — OIICHKa Ha BBH3MOXKHOCTTA
¢unmuTe na ObOAT BKIIOYEHHW KaTo oO0pa3oBaTeleH WHCTPYMEHT BBHB (OpPMATCH WU
HedopMarieH oOpa3oBaresieH Mmporec Wiu Aa ObAaT OOEKT Ha HAYYHH pa3pabOOTKH, KOUTO
u3CIeBaT W Tpolecu H3BBH cdepata Ha (PUIMOBOTO H3KYCTBO, T.€. KOTaTo eAHH
TOKYMEHTaJeH (UIM MOXE Ja ce MpUeMe KaKTO 3a HAACKIEH W3TOYHUK Ha JaHHH U
nHpopmaIus, Ho MOKe U Ja ObJe 0OBBP3aH C KOHTEKCTH M MPOIIECH, KOUTO MPEICTABISBAT
MHTEPEC 3a yUEHU OT PA3IMYHU HAYyYHU c(hepH U HAIIPaBIICHUS.
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To3um KOMIUIGKCEH Ha0Op OT TMOKa3aTeld B UYETHUPUTE TPYyNU Ime ObhJe NPUIOKEH 3a
cenektupaneTo Ha 10 MOKyMeHTamHH (uiiMa B TIEPCIEKTHBATa HAa COIUAIHO AHTAXKHPAHOTO
M3KYCTBO U C BUCOK (paKTOp Ha BB3JCHCTBUE, CH3/IJICHH MPE3 MOCICTHUTE 25 TOJIUHU, KOUTO UMaT
Y CEpHO3EH MPHUJIOKEH IMOTEHIIUAJ B COIlMaHATa, KyJITypHaTa u/uiu oopasoBareiHara cdepa. Mnun
Ka3aHo 110 JAPYT HaYWH, (PUIMU KOUTO Ca IOCTUTHAIN YHUKAJIHU PE3YJITaTH 110 Pa3IndHH ITOKa3aTe)In
OT YETHPUTE IPyIHu (C YrOBOpPKaTa, 4y€ HE € 3abJDKUTEITHO MAaKCUMAITHO U IISUIOCTHO TIOKPUBAHE Ha
BCUYKH KPUTEPHHM M IIOKA3aTEIM) M KOWTO Ca CTaHAIM KaTaJlu3aTOpPH Ha IPOIECH WIH ca Ce
MPEBbPHAIM B HEpPa3pHBHA YacT OT JIPYTH MPOIECH OT COLMATICH WM KYJITypeH XapakTep. Takupa
¢bunmu 6e3crmopHO MOTar jJa ObIaT M3MOJ3BaHM 3a (opMajeH Wiau HedopmalieH oOpa3oBaTelcH
mporec.

Camara celleKIusl € 3aMHCJICHAa KaTO KOMIUIEKCEH HHCTPYMEHT 3a KYJTYpPHO U 00pa30oBaTeIIHO
B3aMMOJICICTBHE U MOXe Aa ObJe M3M0JI3BaHa B IIMPOK CHEKTHP OT UHUIIMATUBH KAaTO KYJITYpPHU U
o0Opa3oBaTesHu MporpaMu ¢ POKyC eKOJIOT s, YOBEIIKHU MIpaBa U CUTYPHOCT, 3[paBe U KaueCTBO Ha
JKUBOT, COLMAITHA B3aUMOJICHCTBUS U MYJITHKYJITYpalIu3bM, CbBpEMEHHA KYJITypa U U3KYCTBO, U
T.H.; IPU OpraHUu3UpaHe Ha TEMATUYHU MPOKEKIUU U JTUCKYCUHU CPEJ PA3IMYHU ayJUTOPHH;, KaTo
WHTEPAaKTUBHYU TaHENW Ha KYJITYPHH M HayyHH (OpyMH; IpHU MPOSBU CBBHP3aHU C Tpa)aaHCKa
AKTUBHOCT Y TPaKJIAHCKU aKI[UU U T.H. B CbBpeMEHHUS CBIT HA HHTEH3UBHA KOMYHHKAIIHS 1 OOMEH
Ha WHQOPMAIIMOHHO U HEHMH(POPMAIIMOHHO KYITYPHO CHABPIKAHUE CICIHATU3NPAHATA CCIICKIIHS
MOJKe Ja ObJIe U3IMOI3BaHa U MPe3 OHJIAHH MIaTGOPMHU C MOTUBAIIMOHHH U 00pa30BaTEIIHU IICIIH.

Tyk TpsiOBa 1a ce HANPaBU YTOYHCHHUETO, Y€ B Ta3H CIICIUATN3UPAHA CEJICKITUS NMa U3BECTHA
JOMHUHAIIUSA Ha TEMHUTE, CBBP3aHH C €KOJIOTHS U MO-CHEeIHaIHO KIMMAT, OKOJTHA Cpefia, 3acTpalleHu
BUJIOBE M T.H., KOETO UMa CBOETO YHCTO (haKTUUECKO OOsicHEHHe. B mocTuHaycTpHanHus eran, B
KONTO ce HamMHpa ChbBpEeMEHHaTa [UBIIM3AIMS U TIPU U3KITIOYUTETHOTO Pa3BUTHE HA MKOHOMUKATA,
WHAYCTPUSTA, WHTEH3U(UIIMPAHETO HA CBETOBHATAa THPrOBUS, ABI)KEHHETO HAa XOpa U CTOKH,
YBEIMYABAHETO HA HACEICHUETO Ha 3eMsATa, TJI00ATHOTO 3aMbpCABaHE W T.H. CKOJOTUYHHTE
poOJeMHU ChBCEM JIOTUYHO M3JIM3aT HA MHOTO MPEIHU MO3UIIUU B TyOIuYHUTE Ae0atu B TII00aJIeH
TUTaH B 0COOEHO JIBETE MOCOYCHH IMOATEMH — U3MCHECHHS B KJIMMATa M 3aIlIaXy 3a )KUBaTa MpUpoja
¥ Y0BeKa. BeposTHO 3a MOMyJISIpU3HpaHEeTO Ha €KOJIOTHIHATA TTPOOIEeMaTHKA Hape ] C IEHHOCTTa Ha
HENPABUTEIICTBEHN OpPraHM3all M aKTUBUCTH NPUHOC UMAT M (QUIMHTE CBH3JaJCHH Ha Ta3u
TeMaTHKa W OOIIeCTBEHATa peaklus, KOSITO T€ Mpeau3BHKBAT. A OposAT Ha TakuBa (pUIMHU U B
JOKYMEHTAJIHOTO, U B UTPAITHOTO KMHO B TIOCJEIHUTE TOJAMHU 3HAYUTEIIHO HapacTBa.

Cneyuanuszupanama cenexkyus 10 0okymenmannu puama c npunodxcen NOMeHUUAN 6
coyuannama, Kyaimypnama u oopazoeamennama cghepa:

wHeyooonama ucmuna" (An Inconvenient Truth, CAILl, 2006) na pexwucropa [leliBuc
['yrenxaiim e puam, KOMTO peICTaBIsIBa €IHO OT HA-BIUSATEIIHUTE TPOU3BEICHHUS B CbBPEMEHHOTO
JOKYMEHTaJTHO KMHO Ha €KOJIOTMYHa TeMaThka. DUIMBT MpeIn3BUKBAa HU3KIIOYUTETHOTO CHIIHA
oOmiecTBeHa peakius 1 OyKBaTHO TOKpail HEropaTa MomyJaspHOCT TEMUTE 32 IPOMEHHUTE B KIIUMaTa
¥ T100aJTHOTO 3aTOIUIsSIHE M3MM3aT OT cepara HA HayKaTa U CTaBaT OOCKT Ha MyOnmueH nedar mo
151 cBAT. Pazbupa ce, Te3u TeMu U NMPOoOIeMH MMAT KaKTO MOJAPHKHUIM U 3aIIUTHUIM, TaKa U
KPUTHIIM, HO C TOIWHHUTE HaydyHUTE (AaKTH TOTBBPKIABAT CEPUO3HOCTTa Ha EKOJOTWYHATA
npoOJemMaTKa 3a ChBPEMEHHUS CBSIT.
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Upe3 nuuHOCTTa HA BHLIENIpe3ueHTa Al ['op BBB (hrjIMa 1MocTaBs akIEHT BbPXY MOpalHaTa
OTIOBOPHOCT Ha YOBEYECTBOTO KBM IMpHUpOJAaTa U HEOOXOAMMOCTTA OT CIEIIHM JCHCTBUSA 3a
OrpaHMYaBaHE Ha Pa3pyLIUTEIHUTE TOCIEAULIN OT TJI00aTHOTO 3aTOIUIsIHE. BHHMAaTenHO
U3rpajicHaTa CTPYKTypa, chueTaBalla HayyHa uWHQOpManMs, JHWYEH pa3ka3 M BH3YaIHH
J0Ka3aTeJICTBa, MpUJaBa Ha MOCIAHUETO My YOEAUTETHOCT U CUjla, KOSTO HAAXBBHPJISA PaMKHUTE Ha
JIOKYMEHTaJIHOTO KHHO.

Bo3paeiictBuero Ha ,,HeynoOHaTa ncTiHA®™ M3M3a U3BBH XYJ0KECTBCHUTE My U3MEPCHHUSI —
GbuIMBT ce mpeBpblla B KaTaau3aTop Ha oOIIeCTBEH JebaT, MHCTPYMEHT 3a 00pa3oBaHue U NpUMep
3a TOBA KaK ayJMOBU3YAJIHUTE M3KYCTBAa U MEAMM MOTraT Ja HachbpyaBaT COLUAIHA MpoMsHa. Toi
JIOKa3Ba, Y€ aHTAXHPAHOTO M3KYCTBO MOXE Ja MMa peajieH MPUHOC 3a (OpMUpaHE HA €KOJIOTUYHO
Ch3HAHUE U IpaKAaHCKa aKTUBHOCT. He3aBUCMMO OT KPUTHUKHUTE KbM MOJUTUYECKUTE ACIEKTH U
BBH3MOKHUTE NPEYBEIMYCHHS B HAYYHUTE TBBPACHUS, 3HAUEHUETO Ha (priIMa ocTaBa O€3CIIOPHO: TOH
ycrsiBa Jla TIOCTaBU TemaTa 3a KIMMaTHYHUTE MPOMEHH B LIEHTHhpPa Ha IIOOATHOTO OOIIECTBEHO
BHUMaHue. [Ipoabkenuero ,,Heynobnara uctuna 2: Mictunara kbM BiIacTTa’™ 10pa3BuBa HIEUTE Ha
nbpBHs (UM, KaTO MPEeMHHaBa OT allapMHpaHe KbM BIBXHOBSBAaHE 3a JIEHCTBUE. 3a€THO IBETE
MPOAYKIMK OYepTaBaT MbTS OT OCh3HABAHETO HA MPOoOJIeMa 0 ThPCEHETO Ha KOHKPETHU PelIeHUs,
KOETO OTpa3siBa U MPOMSHATA B OOIIECTBEHUTE HATJIacH Mpe3 MOCIEAHUTE IBE AECETUIICTHS.

Ounmet ,,HeynobHaTa nCTHHA™ MOXKeE Ja c€ OIpeIeNd KaTo CBOe0Opa3eH MOBpaTeH MOMEHT B
NOMyJIsIpHAaTa KyJlTypa, KOMTO NMPOMEHsS HAayuMHA, IO KOMTO OOILIECTBOTO TI'OBOPHM 3a KJIMMATa,
NOJUTAKATa M OTTOBOPHOCTTAa KBbM OBJCIIUTEe MOKOJeHUs. HeroBoTo 3HaueHWE HaJAXBBPIIS
IrPaHULIUTE HA JTOKYMEHTAJIHOTO KMHO U C€ MPEBPHIIA B IPUMEpP 3a TOBA KaK U3KYCTBOTO MOXE /1a
ObJie IBUTATEI Ha 3HAHUE, ChIPUYACTHOCT U NpoMsiHa. PUIMBT MoJly4yaBa JiBe Harpaau ,,Ockap® 3a
Haii-100bp JOKyMeHTaleH (UM 1 33 OPUTUHAIIHA HeceH,  omle 34 Harpaau u 11 Homunamuu®, ITox
HoMep 20 € B CBETOBHATA KIIacalsl HA Haii-KacOBH JOKYMEHTAIHH (DMIMH Ha BCHUKM BpemeHa’. Al
Top momyuaBa HoGenoa Harpama 3a mup'® 3a Herosata akTHUBHCTKa AeiiHOCT B Gopbara c
KJIMMaTHYHUTE IPOMEHH, KOETO € KaKTO Pe3yJITaT ¥ OT MOIyJIIpHOCTTa Ha ,,HeynobHa uctuna", Taka
U JIOI'BJIHUTEINICH aKTUB 32 3aCUJIBAHE HA MOCJIaHuATa Ha punma. Bernpeku HIKOU HelOCTaThIH, TON
IpeJICTaB/IsIBa BakKHA OTIPAaBHA TOYKA 32 AaHTAKUPAHETO HA OOILIECTBEHOTO MHEHUE M CBETOBHUTE
JUEepH ¢ rpolreMa Ha TJ100aTHOTO 3aTOIUISIHE.

JlokyMeHTanHUIT QuiM ,,brazodapum 3a 0vxucoa” (Thank You for the Rain, Hopserus/
Benuko6puranus, 2017) Ha pexxucsopa Jxynus lap e omiinden ¢ ae Harpaau Social Impact Media
Awards nipe3 2018 ronuna u omte Haja 20 MPECTHKHU HArpaJu U HOMUHAIIMK OT KHHO(ECTUBAIIN 110
nenust cBat. Hocuren e Ha Doc Impact Award 3a 2019 roguHa 1 3a HETO € U3TOTBEH CIICIMAJICH
JIOKJIaJ] 32 COIMAIHO U KyNTypHO Bh3zielicTue!' .

OunmbT ,,biarogapum 3a IbK1a° € H3KIIOYUTEITHO BB3ICUCTBAII TOKYMEHTAJICH (PUIIM, KOHTO
npeCcTaBs KIMMATHYHATE MPOMEHH Tpe3 JIMYHATa UCTOPHS HA €IUH YOBEK — KEHUHCKUS Qepmep
Kucuny Mycs. BmecTo na roBopu abCTpakTHO 3a TIJIOOATHOTO 3aTOIUIAHE, (MIMBT IOKa3Ba
KOHKPETHHUTE MY IMOCIEIUIU BbPXY KUBOTA Ha OT/AEIHU XOpa U OOLIHOCTH, MPEBPBINARKN TeMaTa

8 TloBeue 3a HarpaauTe Tyk: hitps://www.imdb.com/title/tt0497116/awards/?ref =tt_awd

® ®unmbT € Ha 20-To MsacTo criope “The Numbers”, kiiacanus 3a JOKyMEHTaIHH (UIMH Ha BCHYKU BPEMEHA B CBETOBEH
Mamia6: https://www.the-numbers.com/box-office-records/worldwide/all-movies/genres/documentary

10 Hopeexkust HobGenos komureT My npuchxkaa Hobenosara narpasa 3a mup 3a 2007 roguna (www.dw.com/bg)

! JoknagsT Moke Ja ObJe mpodeTeH Tyk: https://docimpacthi5.org/files/thankyoufortherain.pdf
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OT Hay4Ha B IBJIOOKO 4YOBEHIKa. B TOBa ce Kpue HeroBara cujia — KamepaTa CTaBa CBUAETEN U
MOCPEIHUK Ha PEaTHOCT, KOSITO YECTO OCTaBa HEBUIMMA 32 CBETOBHUTE MEJUU U MOJUTHUIIH.

[TpoexTsT Ha [Dxymus Hap u Mycs AeMOHCTpHpa Kak KHHOTO MOXE Aa ObJie HE MPOCTO
CPEICTBO 3a HAOIOJIEHUE, a MHCTPYMEHT 3a MPOMSHA — M3TOYHUK HA 3HAHHE, BIHLXHOBEHUE U
MoOunu3anus. JlnunusaTt nornen Ha Mycs, chUYeTaH ¢ peXUChOpcKaTta 4yBCTBHTENHOCT Ha Jlap,
npeBphIIaT GuiIMa B IpUMEp 32 paBHOIIPABHO ChTPYIHUYECTBO. B pe3ynTar ce ch3/iaBa aBTeHTUYEH
rJ1ac Ha OOIIHOCTUTE, KOUTO OOMKHOBEHO Ca MPEACTAaBIHU €IMHCTBEHO KaTo KEepPTBHU, a TYK — KaTo
aKTUBHHU y4aCTHUIM B OopOaTa 3a KIIMMaTHYHA CIIPaBEAJIUBOCT.

Omie ¢ npemuepara Ha ¢uima ripe3 2017 rogrHa ce opraHu3upa MEKIyHApPOIHA KaMIIaHUS 32
MOJIKperna 3a Ch3JaBaHE HA YCTOWYMBU HA KIMMATHYHUTE TpOMeHU oOmHocTH. OOXBaThT Ha
KaMITaHWATA HAWCTUHA € BIIEYATIsABall — OT oOydenwe Ha Qepmepu B Kenus m Tanzanus 1o
pa3paboTBaHe Ha CICIHAIHU 00Pa30BATEIIHH PECYPCH KBM MPOKEKIMUTE HA (QUIMA B YUWIHIIA U
yHUBepcuTeTu 3a peauna abpkaBu — Kanama, CAIl, BenukoOputanus, Hopserus, ['epmanus,
Hanus, CrnoBakusi. Ta3u JEHHOCT ce OCBHILECTBABA ChC CHACHCTBUETO HA PA3IUYHU MEIUU U
opranm3aiun karo Doc Academy, Docubox, People in Need, Slovakia (Global Education
department) u ap., U mpoAbKaBa na ce pa3BuBa. KbM TO3M MOMEHT (QMIMBT UMa CTOTHUIU
MPOXKEKIUU B KHHOCAJIOHU MO ISUT CBAT U Ha Pa3IMYHU aITePHATHBHU MecTa Mpeld YYCHHUIIH,
CTYJICHTH W PA3JIMYHU TPAXKTAHCKUA U COLUAIHU TPyNH, (pepMepu OT 3acTpallieHd 30HU U JAPYTH
MOTEHIIMAITHO 3aCerHaTH OOLTHOCTH U T.H. BrieuarnsBamusar mamad Ha IpoIbJbKaBaliaTa KaMIaHus,
pou3Jszia oT (puiaMa € MpsiKo J10Ka3aTescTBo, Ye ,,biarogapuM 3a aAbxaa“ HAIXBbPIsS paMKUTE Ha
KHHOTO M C€ MPEBPHINA B COIMATHO JBIKEeHHE. ToBa € mpumep 3a JTOKYMEHTaJIHO KHHO C PEaIHO
BB3JICHCTBUE, KOETO MOCTUTa MPOMsIHA KAKTO B HArjacuTe, Taka U B KOHKPETHUTE JEUCTBUS Ha
XopaTa U UHCTUTYLIUUTE.

B 3akmtouenne, GUIMBT € CBUIETENICTBO 3a CUJIaTa Ha JMYHUS pa3ka3 U 3a MOTEHIMajIa Ha
JOKYMEHTaJHOTO KWHO M (WIMH Ja Ch3[JaBaT CHIPUYACTHOCT M aHTaxXUpaHocT. DUaMbT
,bIlarogapuM 3a IbXkAa‘ MoKas3Ba, 4e€ JOPH B YCIOBHUS Ha HEPABEHCTBO M KIMMaTH4YHA KpH3a,
WHIUBUIyaTHATa OTTOBOPHOCT M KOJEKTUBHOTO JIEWCTBHE MOTaT Jia C€ MPEeBbpPHAT B U3TOYHUK HA
HaJeX/1a U IPOMSTHA.

B noxymenrtanuus dunm ,,Haonpesapa c uzuezsanemo* (Racing Extinction, CAIL, 2015) na
pexxucbopa Jlyu Ilcuxoiioc ce pasriexjga KpUTHUHHS MPOOJIEM C HM34€3BAaHETO Ha >KMBOTUHCKHU
BUJIOBE B pE3yJNTaT OT 4YOBENIKaTa NEHHOCT M T0 TMOCTaBs B KOHTEKCTAa Ha KOHIICTIHATA 3a
,»AHTPOTIOIIEH — HOBA €Mo0Xa, B KOATO YOBEKHT MMa PEIIaBallo Bb3ACHCTBHE BHPXY MPHPOIATA.
OwIMBT OOeAWHSBA YCWIHATA HA YYCHH, JKYPHAIWCTH, AKTHBUCTH W TPEICTAaBUTCIIA Ha
WHIYCTPHSITA, KOUTO Pa3KpUBAT Pa3IMIHH aCTICKTH Ha YOBEIIKaTa Hameca — OT HE3aKOHEH YJIOB U
TBPrOBUS C JKUBOTHH JIO WHIYCTPHAIHO TIPOU3BOJCTBO, BOJCIIO JO paspyliaBaHe Ha
MECTOOOUTaHHUSITA.

[ToBecTBOBaHMETO U3TPAKIA CUIIEH KOHTPACT MEXKY Pa3pyIICHHETO U Ha/IeXkKAaTa, amIHOCTTa
U OTZIaJICHOCTTa, KaTO BBIIPEKH CKENTUIIM3MA KbM €KOJIOTUYHATAa TEMaTHKa yCIsIBa Ja BHYIIU BApa
B YOBEIIKaTa CIOCOOHOCT 3a MpoMsHa. Upe3 BrevaTnsBaiiy BU3yaaHu o0pa3u — OT AbJIOMHUTE Ha
OKeaHa 10 (pacaguTe Ha TPAJICKU CTPAIH, BBPXY KOUTO C€ MPOKEKTUPAT U300pakeHHs Ha N34e3BaIIl
BUJOBE — (UIMBT OTMpPaBsS YHUBEPCATHO IMOCIAHHWE 33 OTTOBOPHOCTTa HAa YOBEYECTBOTO KBHM
TUTaHeTaTa.

OunmbT ,,Hanmnpesapa ¢ n34e3BaHETO™ TOCTUTA 3HAYUTEIICH OOIIECTBEH U MEJUEH OT3BYK —
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[oJlyyaBa peaulia Harpagid MU HOMMHALMKM M Joctura 1o Haj 20 MWIMOHA 3pUTENHM IO CBETA,
MPEBPBIIANKKA C€ B €HO OT HAaW-BIUATEIHUTE JTOKYMEHTAJHU IMPOU3BEICHUS, HACOUCHH KbM
EKOIIOTUYHO Ch3HAHUE M aKTHBH3bM. [loTyuaBa HOMHHAIMSA 32 Harpaza ,,Ockap!? 3a opuruHamHa
necen npe3 2016 roauHa U HOMMHAIMS 3a Hail-moOBp AokymeHrtaneH ¢mwiM Ha Sundance Film
Festival (2015), narpaga ,,Emmy* 3a M3KIIOUMTETHH 3aCIyTH B JOKYMEHTAIHOTO KHHO, CBIIO
International Green Film Award na Cinema for Peace Award, 2016 u Hanm aecer Harpaau u
HOMHUHAIMU. A ciej mpemuepara My Ha ¢uiamoBus dectuBan ,,ChHIAHC” TOW € 3aKymneH 3a
pa3npoCcTpaHeHue OT TENEBU3MOHHUS rurant ,Discovery Channel®, kpaeTo Ha npemMHepHUTE
U3TbYBAHMS yCIsiBa Ja npusiede obmo 11,5 mMuimona 3puTenu KaTo TOBa € Hail-rienaHara
npeMuepa Ha JOKyMeHTajeH (uiaM 3a mepuon oT moBeye oT Tpu roguau. (Pedersen 2015, 6e3
ctpanuna) Ha moBropenusta npe3 yukenaa GuimbT npusinda 6,6 munmuona 3purenu B CALLL u 6
MIIMOHA 3pUTENIM Ha MEXKIYHApOJIHHUS Ma3ap IMpe3 CBOSTa Mpeka OT CATEJMTHH M KaOeTHH
teneBu3uu B Hax 220 crpanu. (Pedersen 2015, 6e3 cTpanuina) ToBa € HauCTHHA OTPOMHA TJI00aTHA
ayJIMTOPUS U 3PUTEIICKUS UHTEPEC € KPAaCHOPEUHB.

OunMsT ,,IIpedu nomona* (Before the Flood, CAILL, 2016) e pexxucupan oT @uirsp CTUBBHC
u npoxyuupad ot Jleonapmo au Kampuo, mpenctaBs 3aabia004eH MOTIEA BbPXY TIIOOATHUTE
MOCJECTUIH OT KIMMAaTHYHUTE TIPOMEHH, MPUYMHEHN OT YoBemKara aeiHoct. [lu Kamnpuo, B ponsita
cu Ha nocianuk Ha OOH mo BBIpocHTe HA KIMMaTa, IbTyBa IO CBETA, 32 J1a TIOKaXe KOHKPETHU
NPUMEPH 32 EKOJIOTUYHU KaTacTpOo(pH — TOIIEHETO Ha JISAHULIUTE, 00E3JIeCIBAHETO HAa TPOITMIECKUTE
TOPH, UHIyCTPHATHOTO 3aMbPCSIBAHE U TTOKAYBAHETO HA MOPCKOTO PaBHHMIIIE.

To3u ¢unm uma cuneH oOpas3oBaTeneH eQeKT, Thi KaTo MpeJcTaBs HaydyHO OOOCHOBaHA
uHpopMals 1o pa3dupaeM 1 BU3yallHO Bb3zelcTBall HaulH. Toil 00sCHSBa CII0KHU MPOLIECH KAaTO
HNapHUKOBHS €(eKT, BbIIEPOJHUTE EMUCHH U BIMSHUETO HA UHIyCTpHATIM3alMATa BbPXY KIMMATa,
KaTo TH CBBP3Ba C pealHU YOBEIIKH UCTOPUHU U MOCIEACTBUA. Taka 3pUTeNsIT HE caMO HayuyaBa 3a
KpHu3aTa, HO W pa3Oupa JIMYHATA CH OTTOBOPHOCT B HEHHOTO 3aqblI00YaBaHE WIIM peIIaBaHe.
ConmanHOTO BB3/CHCTBHE HA (QUIMA € 3HAYUTEIICHO — CIIe/] M3ITU3aHEeTO MY MPEAN3BUKBA IIHUPOK
oOmrecTBeH nebaT 3a YCTOWYMBO DPAa3BUTHE M BBH30OHOBSieMa €HEPTHs, 3a HEOOXOJUMOCTTa OT
MOJUTUYECKHU AeUCTBUA. ,,IIpeau nmorona™ ce U3non3Ba B yUWIMIIA, YHUBEPCUTETH U €KOJIOTHYHHU
KaMIaHUM IO LEJHs CBAT KaTo MHCTPYMEHT 3a 0Opa3oBaHME M IOBMIIABaHE HA E€KOJOTHYHATA
ocBesioMeHocT. HeroBata ocThbIHOCT (GMIMBT € pa3npocTpaHeH Oe3miatHO oHyaiiH oT National
Geographic) nornpuHacs 3a U3KIIOYUTENHO IIUPOKaTa My ayAUTOPHUS M IO MpeBpblla B IiIodaieH
arern 3a JIelcTBHE Cpelly KIMMaTHYHaTa KpHU3a.

KbM anemrna nata GuiMbT ce pasnpocTpansaBa Ha 45 e3uka B 171 app:kaBu U € ,,Ipe10CTaBeH
6e3mnatHo Ha oBede oT 50 000 cryaentu ¢ npoxeknun B kKamiycu B CALLL, a man 1500 3asBku oT
KOJIC)KH, PEIMTHO3HN MHCTUTYIIUHU U JPYTH OPTaHU3aIlNH 33 YACTHU MPOXKEKIIUH TI0 TSI CBAT ca
owmm m3nweHeHn  (Calvario, 2016, 6e3 cTpanuIia), pa3snpocTpaHsiBa ce€ U OHJIANH.

Ounwmset ,,I[Ipenu nmotona® Hocu Ha cBouTe ch3narenu Harpaga Hollywood Film Awards 3a
JOKyMEHTaJeH (uiaM Ha roguHata M kato 1suio 10 mpecTHkHM Harpagd ¥ HoMUHauuu. Ho
JOCTUTAaHEeTO Ha (huiaMa 70 OrpoMeH Opoif 3puTenu M BKIIIOYBAHETO MYy B IPOrpaMH 3a 00ydeHHe
BEPOSTHO € Jlajied MO-TrojiiMaTa U BakHaTa 1€, KbM KOSITO Ch3JIaTeNIUTe Ha (UiiMa ca ce CTPEeMUIIH

12 PesxucropbT Jlym Icuxoifoc nonmyyasa Harpaaara ,,Ockap® 3a IpeIUIIHUS CU TOKyMeHTasteH Guim ,,3anuBbr (The
Cove, 2009).
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" pCaJIHO Ca IMOCTHUTHAJIN.

Joxymentanaust dunm ,,@apenxaiim 9/11" (Fahrenheit 9/11, CAILL, 2004) Ha pexucbopa
Maiixssn Myp B €1HO OT Hail-IIPOBOKATUBHUTE IPOU3BEICHUS B CbBPEMEHHOTO IOKYMEHTAJIHO KHHO.
Tol mpencraBsi ocTpa KpUTHKA KbM aAMUHHCTpanusaTa Ha Jxopmxk Y. By u HauMHa, Mo KOWTO
MPaBUTEJICTBOTO pearupa Ha areHtatute ot 11 cenremBpu 2001 r., kakTo 1 Ha BoiiHata B Upak. Myp
IIOCTaBs IIOJ CbMHEHME MOTHMBHUTE 3aJl BOCHHATA MHTEPBEHLUSA, KAaTO M3THKBAa IPEANOIaracMu
MKOHOMHUYECKU UHTEPECH, BPB3KH C METPOJIHATA UHIyCTPUs U MAaHUITYJIUPAHETO Ha OOIIECTBEHOTO
MHEHHE 4pe3 CTpax M MeAWiiHa mpomaranjga. To3u ¢unM He Ou TpsiOBano Aa ce pasriexaa Karo
NOJUTUYECKH MaHU(ECT Ha aBTOpa, a KaTO MPOsiBa HA TPAXKAAHCKA TTO3UIIHUSA U aKTHBU3bM.

OuUIMBT NpeU3BUKBA OCTPA COLMAIIHA PEAKIH U 00IIeCTBEHH Ae0aTH, Thil KaTo Mpe3 spKara
aBTOPCKA MO3UIIMS HA MPAKTHKA CE€ HAChPUYABAT 3PUTEIUTE Ja MUCIAT KPUTUYHO, 1A TOCTABST MO
BBIPOC OPULHATHUTE NOTUTUYECKH HApPaTUBH U J1a OCH3HAAT POJIATa HA MEIUHUTE B 0(OPMIHETO HA
oOmiecTBeHUTe Harnacu. Toil e u3Mmoia3BaH B KypcOBE IO IOJMTOJIOTHS, COLIMOJIOTUS U
JKYPHAJIMCTHKA KaToO MPUMED 3a JOKYMEHTAJIEH aKTUBU3bM U 3a TOBA KaK KNHOTO MOJKE J1a BJIMSIE Ha
oOmiecTBeHUTE B3auMOieHCTBHsL. COLUMATHUAT My €PeKT € U3KIIOUUTENIHO CHIIEH U I'O IPEBpbIIa B
Hail-riefanus JOKyMeHTaleH (WIM B HCTOPHSTA, KaTO OKa3Ba OCE3aeMO BIIMSHHUE BBPXY
nosutuueckus kaumaTt B CALLl mo Bpeme Ha npe3ujieHTckata kamnanus npe3 2004 r. 3a MHO3MHA
¢uIMBT ce IpeBpbhIa B IJ1ac HA HEJOBOJCTBOTO CpELly BOHHATa, HEPABEHCTBOTO M JIMIICaTa Ha
PO3pavyHOCT BBB BiacTTa. Bbmpeku ToBa, ,,DapenxaidT 9/11° mpenu3BUKBa M OCTPH KPHUTUKU.
[IpotuBHunuTe Ha Myp Tro O0OBHHSIBAT B TEHACHLMO3HOCT, MAaHUIYJIaTUBEH MOHTAX U
€IHOCTPaHYUBOCT, KaTo TBBPJAT, Yye (PUIMBT MpeacTaBs U30HUpaTeaHo (pakTy U MpoIrycKa riieaHara
TOYKa Ha 3acCerHaTHTe CTpaHM. Hskou KypHanIMCTH U OOIIECTBEHH KOMEHTAaTOpU cMsTat, ye Myp
U3I10J13Ba MOMYJIUCTKU MOJIXO/, 3a 2 3aCUIIM €MOLMOHAIHUS e(EeKT, KOETO CIIOpe TSAX MOJKONaBa
JIOKyYMEHTaJHaTa JOCTOBEPHOCT Ha mpousBeaeHueto. llogapbxHunure My obade 3amiuTaBar
No3UIMATa, Y€ (PUIMBT € AaKTUBHCTKH AaKT, YMATO L€l € He OOEKTHUBHOCT, a MpoOykKJIaHE Ha
OOLIECTBEHO Ch3HAHME M JM4YHaTa oTroBopHocT. CamusaT Maiikba Myp, a 1 MHOTO Apyru Xopa,
CBBbP3aHMU 10 €IUH WM Jpyr HauuH ¢ (QuiMa noiydaBaT pa3iMuyHU (OpPMH Ha 3aIulaxd U ca
HEChpPa3MEpPHO KPUTUKYBaHH, BKIIOYUTEIHO U WIEHOBETE Ha >KypuTo B KaH, KOUTO ro oTiiMyaBaT
(nanpumep Kyentun Tapantuno). B CAIL He nuncear onutu GuiIMbT J1a ObAe JUCKPEAUTUPAH OT
NpeCTaBUTENIN HA AbpKaBHATA aIMUHUCTPALMS WK 1a My ObJie U3KYCTBEHO IOHMKEH PeUTHHTA U
BB3IPENATCTBAHO PAa3NpPOCTPAHEHUETO CpeX MO-IIKpoka ayautopus. Ho Bcuuku Te3m omuth Ha
NpaKkTHUKa caMo MOBHUINIABAT MHTEpeca KbM (priMa.

,Dapenxaiir 9/11° e mbpBUAT TOKyMeHTaTeH GuaM oT 61au3o 50 rogunu'®, koiiTo moyyana
»37aTHa nmanma‘““ u Harpagata Ha FIPRESCI na Mexnaynaponnusar ¢puiamos ¢ectupan B Kan (2004),
kakto U Hollywood Film Awards 3a ¢unm Ha ronunara (2004), Homunaius 3a European Film
Awards (2004) u César Awards (2005) u ome Haxg 40 Harpag ¥ HOMUHAIIMU OT TPECTHIKHHU
cBeToBHU (punmoBu Gopymu. He e HomuHupan 3a Harpana ,,Ockap®. O0mure npuxoau ot ¢puimMa
BB3IM3aT Ha 222, 446, 882 nonapa, KaTo IPUXOAUTE OT Pa3pOCTPAHEHNETO B AMEpHKa, HAIXBBPIIAT
T€3W OT OCTAaHAIUS CBAT ¢ Onn30 16 MHIMOHA Jl0Japa, KOETO € M3KIIOYUTENIHO MOKa3aTeTHo 3a
edexTa Ha pHiIMa BbPXY aMEPUKAHCKUTE 3PUTEIIH.

3 TIpemu ToBa e punmbT Ha XKak Kycro u Jlym Man ,, Tuxusar cear (1956).
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OuMsT , I pancoanun yvemupu* (Citizenfour, CAILl/T epmanusi, 2014) na pexxucbopa Jlaypa
[TodiTpec e HamperHar W peaJMCTUYEH pa3Ka3 3a pa300JMYaBaHETO HA MAacOBOTO CIIEJCHE Ha
rpaXkJIaH! OT CTpaHa Ha aMEPUKAHCKHUTE CIYOU 3a curypHoct. uIMBT IpoCiiesBa CpeInuTe Ha
pexxucbopkata u xxypHanucta [ nen ['puitnyonn ¢ Enyapn CHOyabH, OUBII CITY)KUTEN HA ATCHIHSTA
3a HanoHanHa curypHocT (NSA), KoiiTo u3Hacs A0Ka3aTesCTBA 32 HE3aKOHHOTO MOCIYIIBAHE U
clie/lecHe Ha MWJIMOHU XOpa MO CBeTa. 3aCHET B pEaJiHO Bpeme, (PWIMBT yJaBs KaKTO JMYHOTO
HaIpeXeHUe OKoJIo peueHusiTa Ha CHOyAbH, Taka U TNI00aTHUTE MOCIEIUIH OT Pa3KPUTUITA MY.

O06pazoBareTHUAT ePeKT Ha PriiMa € OrpOMeH — TOH CIIyKH KaTo [IEHEH pecypc 3a U3ydyaBaHe
Ha TEMHM Karo IpaBa Ha JIMYHOCTTA, MEIMMHA €TUKA, JKYyPHAJIMCTUYECKU pa3Cie/IBaHus,
KHOEPCUTYPHOCT U TPaXIaHCKU cBOOOIM. B yHUBEpCHTETH IO CBETa ce M3MOI3Ba KaTo MpUMeEp 3a
JIOKYMEHTAJIHO CBHJIETEJICTBO U KYPHAIMCTUYECKA CMEJIOCT, KAKTO U 3a TOBAa KaK KHHOTO MOXeE Ja
pa3zobimyaBa BIACTOBH 3JI0yMOTpeOn. COIMATHOTO My BB3JACHCTBHE CHINO € MalladHO: (UIMBT
criomara 3a 3acHJIBaHE Ha OOIlecTBEHHUs ae0aT 3a rpaHHIMTE Ha IbP>KaBHUS KOHTPOJ, JIMYHATA
HENPUKOCHOBEHOCT M cBoOoaara Ha uH@opmanusaTa. B cbuioro Bpeme GUIMBT UMa U CBOUTE
npotuBHuIU. Kputuiure My o6BuHsBat [loiiTpec B € JTHOCTpaHUMBOCT U repousupane Ha CHOYAbH,
Karo TBBPIAT, Y€ JIMIICBA JOCTATHYHO KPUTHUEH IMOTJIE] BBPXY MNOTEHIUATHUTE PUCKOBE OT
HEroBuTe aAeicTBus. Hsakou ro pasriexaar Karo MOJUTHYECKO 3asBIEHHE, a HE KaTo CTPOro
KypHaIucTU4ecka padota. [lognpexaunuTe 00avye BIKIAT B HETO aKTyallHO MPEAyIpeKIeHIE 32
OIIACHOCTUTE OT IbP>KAaBEH HA/A30p U MPUMED 3a FpaxJaaHcKa 100JeCT U MOpajHa OTTOBOPHOCT.

OwIMBT nedenu Harpaaa ,,Ockap® 3a Hail-100bp MBTHOMETPAKEH JOKYMEHTAICH (DUIIM H OIS
Haja 80 Harpaau ¥ HOMHHAIWHU OT (PUIMOBH (hpecTHBaIM MO IS CBAT, cpea kouto BAFTA, yetnpu
HOMUHAIMM U €/IHa Harpaja ,,Emmy* 3a U3KIIOUUTENHU 3aCiIyTu B JOKYMEHTAIHOTO KuHO, Film
Independent Spirit Awards, Critics Choice Awards u T.H. Hocuten e Ha Doc Impact Award 3a 2016
rojliHa, KOATO Ce JaBa 3a ,,3HAUMTE]HO M H3MEPUMO COLMAIHO Bb3aekcteue ', 3a ¢uama e
M3rOTBeH crienuanes goknaz (Impact Report)!® ot 80 cTpanuuy 3a Heropus UMankT GakTop, KOHUTO
pociesiBa paslpoCTpaHEHUETO Ha (WiIMa, NPEICTaBAT C€ MNPOYYBAHUS Ha ayJUTOpUATa U
oOpaTHaTa Bpb3Ka, BKIIIOUBAHE B WHULMATUBHU, KAMIIAHUU M CHEIHAIHU CHOUTHS ChC COILMAJIEH,
KyJITypeH Wi oOpa3oBaTeieH XapaKTep, OLEHsIBA Ce BIMSHUETO Ha (uUiaMa U IMpoMsiHaTa, KOSITO €
npenu3BuKan. Hskon oT mpoMeHHUTE OTpa3eHU B JOKJIAJa, 32 KOUTO ce Mpuema, 4e GpuiIMbT uma
crnienuaneH npuHoc ca: npuemanero oT Konrpeca na CAILl nHa The USA FREEDOM Act npe3 2015
TOJIMHA C OTPOMHO MHO3MHCTBO, KOETO OTOENsI3a IbPBUS BT OT HAJ TPUIECET FOJUHM, B KOMTO U
nBete kamapu Ha KoHrpeca omoOpsiBaT 3aKOHOIPOEKT, KOWTO MOCTaBsl pealHd OTPaHUYEHUS U
Ha/130p BBPXY MIPABOMOLIMATA 32 HAOII0IeHHE HAa ATEHIIMATA 32 HALIMOHAIHA CUTYPHOCT; B AHIIINS
rpyIa OT HEMPAaBUTEJIICTBEHU OPTaHU3alMK Ch3/1aBa KoanmuuusTa ,,.Don’t Spy On Us®, BKIIFOUNTETHO
Privacy International, kouTo 3amouBat cepus Jieia B OpuTaHCKUTE ChIMINIIA, B EBponeiickus b1 1
B EBpormelickus cbJl 10 mpaBaTa Ha 4YOBEKa 3a 3alllMTa Ha MPABOTO HAa JMYEH >KUBOT M JIMYHA
HENPUKOCHOBEHOCT U T.H.

Joxymentanaust ¢unm ,,Eouncmeena 3ema' (No Other Land, [Tanectuna/Hopserus, 2024)
Ha pexucbopute bazen Anpa, FOBan Abpaxam, Pamen C3op u Xamaan banan e cuiaHo eMoLMOHAIHO
U TOJMTUYECKH 3ape/IeHO CBUJETEICTBO 3a PEATHOCTTa B OKyNUpaHus 3amageH Opsar. OuiMbT

14 TMoseue unopmanus tyk: https://docimpacthiS.org/films/citizenfour
15 JloknagsT Moke Ja ce mpodeTe Tyk: https://docimpacthi5.org/files/citizenfour.pdf
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npociieisiBa pa3pylIaBaHeTO Ha MAJECTHHCKOTO ceno Macadwp fIta oT M3paenckuTe BIACTH H
O6opOaTa Ha MECTHUTE JKUTEIH Jla 3aIIUTAT JOMOBETE CH. B IeHTbpa Ha pa3kas3a CTOM MPUATEIICTBOTO
U CHTPYIHHYECTBOTO MEXKIY HasecTuHena bazen Anpa u uzpaenckus xypHamuct FOBan AGpaxam
— HEOYaKBaHO MapTHBOPCTBO, KOETO MpHUaBa Ha (hUiIMa IHIOOKO YOBEIIKO U3MEPEHUE U TTOKa3Ba
BB3MOKHOCTTA 32 ChIIPUYACTHOCT OTBB/I PA3ACTUTEIHUTE JIMHUU.

ConuamHuar My edekT e 3adenexuresieH — (GUIMBT MPEAU3BUKBA TIi100ajieH OOIIeCTBEH
OT3BYK, KaTo MOJTHKBA KbM J1€0aT 3a OKyIalusiTa, pACOBOTO HEPABEHCTBO U YOBEUIKOTO CTPaJaHUE.
Cpmo Taka ,,EquHcTBEeHa 3eMA” mopaxkga M NPOTUBOIOJIONKHM MHEHMs. Hsakou 3purtenu u
KOMEHTATOPU T'0 OMpPEAEsAT KAaTO €IHOCTPAHYMB W TOJUTUYECKH MPUCTPACTEH, TBHPACHUKHU, ue
NpPEICTaBs H3PACICKO-TMAIECTHHCKHUS KOH(MIMKT IMPEKaJeHO EMOLMOHATHO M 0e3 J0CTaThYHO
KOHTEKCT 3a JEHCTBUSTA Ha M3paeiicKkaTa abpkaBa. [[pyru, HampoTUB, BHKAAT B HEro MOIIEH
MOpaJICH IOKYMEHT, KOMTO M3UCKBA JIa CE UyST IJIACOBETE HAa MOTHUCHATUTE U KOUTO J1aBa YOBEIIKO
JUIIe Ha €/IHa Tpareaus U 3a JABETe CTPaHU, YeCTO MpuemMaHa (OpMaTHO U JAOpH aOCTPAKTHO IMpe3
MOJIUTUYECKUTE Ul KOHTEKCTH.

B Hauanoro Ha ronu 2025 roguna bazen Aapa u FOBan AGpaxam opraHu3upar MmopeaHara
akuus B paiioHa Ha Macadep SIta kato KaHAT rpymna CBETOBHH XKYpPHAIHMCTHU J1a TIOCETAT pailoHa U
noMa Ha Anpa, KbAETO € CHUMaH (huiMa, 3a Ja 0Tpa3aT TOTAIHOTO YHUIO)KAaBaHE HA Te3U MECTa.
Penoprepute u TexHUTE IPEcaBTOMOOUIIN Ca CIIPEHH OT MAaCKMPaHU BOWHUIIM Ha U3PAEJICKAaTa apMUS
U NIPUHYACHU J1a ce BbpHAT. CiyyasT € OTpa3eH B MHOTO CBETOBHU MEIHUH B ChUYETAHHE C OCTPHU
00I11IECTBEHH PEAKIIMU ¥ KPUTHUKU KbM apMHUSTA U MIPABUTEICTBOTO Ha U3paer.

To3u UM € KOJIKOTO YUCTO JOKYMEHTATHO KMHO, TPAXIAHCKU U YOBEIIKH MTPOTECT, TOJIKOBA
Y aBTEHTUYEH JIOKYMEHT 32 CbCTOSIHUETO Ha €UH HapoJ B ycioBusTa Ha okynanus B XXI Bek. B
ChbBPEMEHHHUS CBST TOBAa HE € JIOKAJICH HAIMOHAJeH, €THHYECKH WJIM COLHUaleH mpodieM, a
MEXIyHApOACH MOJUTHUECKHA M XyMaHUTapeH mpodiem, Thid KaTo B MBHIaTa ['a3a Beue ce roBopu
3a TeHOI/I Ha IsJIa eTHUYecka OOIIHOCT. PaHo M KbCHO 1ie Ob/e JaieHa 0OEKTHUBHA OIIEHKa He
caMO Ha CIIy4BallOTO C€ TaM, HO W Ha JIEHCTBUATA WM Oe3lelCTBUATA Ha MEXKIyHapoJaHaTa
OOIIIHOCT, Ha OTJEITHHU IbP>KaBH, TMOJUTUIIM, BOEHHU W JAPYTH OTTOBOPHHU JHIA. A JOKAaTo TO3MU
MOMEHT HACTBITH, JaJTH JHEC WK OT IUCTAHIIUATA HA BPEMETO PEATHO 3aCHETUTE Ka/IpU U apXUBHUTE
JIOMAIITHU BHJI€a, BKJIIOYEHHU (UJIM HE) B TO3U (DUIIM OCTaBaT B apXMBUTE Ha KYJITypHaTa MmameT Ha
YOBEUYECTBOTO, ITIe 0BT U3KIIOYUTETHO CTOWHOCTEH aBTEHTHUYEH MaTepHall 3a U3CIIeJOBaTeIN OT
pa3IMYHU HAYYHU HAINPABIEHUS M YacT OT KyJATYpHHU MPOrpaMu, pa3lIMpsBaIlH 3HAHUATA HU €IHU
3a IPYTH U 32 TOBA, KOETO CU MpUUKMHsIBaMe. ToBa ca lIeHHU KauecTBa U 0€3CTIOpPEeH KYJITYpPeH MPUHOC
Ha TO3U QUIM.

Omre B mbpBaTa roJIMHA HA CBOS €KpaHEH MbT GUIMBT MOKBHA OTPOMEH (PEeCTHBATICH yCHEX.
[Tomyun Harpana ,,Ockap® 3a Hal-700OBp AoKyMmMeHTaneH ¢unam mpe3 2025 roawHa, Harpaga Ha
nmyonukaTa Ha International Documentary Film Festival Amsterdam (IDFA) 3a 2024 ronuna, npe3
chIllaTa TOJAWHA TeuYeTu JBe Harpaau Ha bepmmnane - Panorama Audience Award u Berlinale
Documentary Award, HomuHanus 3a BAFTA, EBponeiika ¢uiamoBa Harpajga 3a JOKyMEHTaJIeH
¢buIM 1 HOMHUHAIMA 3a eBponeiicku ¢unmM, u omie Hag 90 Harpaay ¥ HOMHHAIIMKM OT CBETOBHH
¢unmoBu (ectuBanu. dunmbr ¢ HopBekko-manecTUHCKAa MPOAYKIMS W KbM MOMEHTa Ce
pasnpocTpaHsBa BbB 24 Ibp>KaBU 10 CBETA.

OunmbT ,Il00 Kynona* (Under the Dome, Kutaii 2015) nmon pexucypara na Yait [[3un

pasriiexaa nmpobyieMa ¢ eKOJIOTUYHOTO 3aMbpCsBaHE U KA4eCTBOTO Ha Bb3Ayxa B Kutail. ®unMbT
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IIPEACTaBs JINYHUA DPA3Ka3 Ha pEeXUCbOpKaTa M KypHanuctka Yai JI3uH, KOSATO ce 3aeMa C
pascie/iBaHe Ha MHAYCTPUAIHOTO 3aMbPCSIBAHE CJIE]] YCTAHOBSIBAHE HA CEPHUO3EH 3/IPAaBOCIOBEH
npo0JieM Ha 4YIeH Ha HEHHOTO CEMEWCTBO, 32 KOUTO TS OOBHHSBA CHIIHO 3aMBPCEHUST BB3AYyX B
rpajckara cpena. BeB uiiMa ce M3moi3BaT JaHHH, Tpa@UKd W WHTEPBIOTA C SKCIEPTH, 3a Ja
JEMOHCTPHpPAa TOKCHYHUTE e(PEeKTH Ha BBIJMIIHUTE EJICKTPOICHTPAIN, WHIYCTPHAITHHUTE
MPEANPUITHS U 3aMbPCEHUTE PEKU BBPXY 37PAaBETO HA HACEIEHUETO M OKOJIHATA cpefa. OuiamMbT
JlaBa Bb3MOYKHOCT Ha 0OIIIECTBOTO J1a pa3depe MamaduTe Ha eKoJoruuHus mpobiem B Kuraii.

Bonpekn ycniexa cu, GuiIMbT UMa U MPOTUBOIOJIOKHN MHEHHUs. HSIKOM KPUTHUITH TBBPASAT, Ue
AKIEHTHT BHPXY UHAYCTPUHUTE MOXKE Ja ObJe MOJUTUICCKU YYBCTBUTEIICH, @ U3HECEHUTE JaHHU U
OOBUHEHHUS Cpelly ONpeeiIeHd KOMIIAaHMM W BJIaCTU OMXa MOIVIM Ja C€ Bb3IpHUeMaT Karo
€IHOCTPAaHYMBY WM HenwbJIHUA. CBINO Taka, MOpaad YyBCTBHTEITHOCTTAa HAa TeMara, (QWIMBT €
[IEH3ypUpaH WIH OTPAaHWYCH B pasNpocTpaHeHWETO cu B Kural, KoeTo mpeaw3BukBa jacbOatT 3a
cB0o0OOaTa Ha CIOBOTO U POJIATAa HA JOKYMEHTATHOTO KMHO KaTO OOIIECTBEH KOPEeKTHB. B kpaiiHa
CMeTKa, ,,[lox Kymoma“ ce cMsTa 3a KIIOYOB €KOJIOTMYEH JOKyMEHTajeH (UM, KOHNTO chyeTaBa
JUYEH pa3Ka3 ¢ MallaOHW JaHHHW, CTUMYJUpa Ae0aTu 3a YCTOMYMBO pa3BUTHE U OKa3Ba PEATHO
BIIUSTHUE BbPXY OOLIECTBEHOTO MHEHHUE IO BBIIPOCUTE HAa OKOJIHATA cpea B KuTtaii.

EdexTsT Ha TO3U (punm BepXy KUTalickaTa myoiauka e 3adenexuteneH. ,,OuiIMbT MOTydd OHE
200 MUIMOHA TJE€1aHUs B UHTEPHET, Ja HE TOBOPUM 3a pa3lpOCTPAHEHUETO MY YpE3 PELUUIIPOYHO
npenyoOyiMKyBaHe U OT ycra Ha ycra. 200 MUJIMOHA IJIeJaHUS 3a TOBAa BPEME € TPYAHO Ja CHU
MIPECTaBUM, 0OCOOCHO KOTaTo OCh3HaeM, ue KbM oHU 2014 r. 632 MuiIroHa KUTANIM ca OHJIANH.
ToBa o3Ha4aBa, 4e 3a MaJKo moseye oT 48 yaca, Ha BCEKH TpUMa MOTPEOUTENN Ha MHTEPHET, SIHH €
rnenan Yait J3un!“ (Henochowicz, 2015, 6e3 ctpanunia) OT3BYKbT OT OHJIAMH M3TBUBAHETO HA
¢bunma BB BCHUKHM OHJaKH miatdopmu B Kurtaii e HauctiuHa Brieyatiissail. ,,COIMATHUTE MEIUU
Osixa 3aJsITH 3a €/lHa HOII C HOBUHU 3a ,,pa3cieqBaHeTo Ha cmora Ha Yait [[3un“. B Weibo,
kutaiickus Twitter, cpijata Tema uma Hag 740 000 komentapa u 330 munuona ranenanud.” (Heng,
2015, 6e3 crpanuna).

Ounmst L JJlopyua ,Tuzanm”* (Super-Size Me, CAIIl, 2004) na pexucbopa Mopran
Crobpok mocTaBsi TeMara 3a ,,0bp3ara XxpaHa““ U € IPOBOKHPAH OT ChACOHOTO /€0, 3aBEJIEHO OT
HACTOMHMIIUTE Ha JIB€ HEI'BJIHOJIETHU MOMHUYETA C HAAHOPMEHO Terio - Auu [lenman u Jxaznun
bpamnu cpemy McDonald's Corporation, kouTo 0OBUHsIBAT Bepura 3a Obp30 XpaHeHe, 4e TEXHUTE
IPOM3BOJICTBEHH W THPrOBCKM MPAKTUKU Ca TMOJBEXKJIAIIM W ca NMPUUMHWIN 3aTICTABAHE Ha
HEMbJIHOJIETHUTE MOMHUYETa, KOHCYMHpanu TsaxHata xpaHa (Pelman v. McDonald's Corp., 237 F.
Supp. 2d 512 (S.D.N.Y. 2003))!6. JlenoTo HsAMa ycremieH Kpail 3a JBeTe MOMHYETAa U TEXHHUTE
poautenu. Berpeku, ye To3M Cirydail TIOBIWra OCHOBATEITHU BBIIPOCH OTHOCHO T'paHUIATa MEXKIY
JMYHATa OTTOBOPHOCT HAa MHIWBHUIA Ja ce WH(GOPMHpA U TPIKHU 3a cede CH U OT JIpyrara CTpaHa,
aQHT2)XMMEHTHTE Ha KOPITOPAIIMHUTE KbM OOIIECTBEHOTO 3/IpaBe, ChABT 3aKIF0YaBa, Y€ OTTOBOPHOCTTA
€ MHIMBHJIyaJHa ¥ CBBp3aHa C MHPOPMHPAHOCTTA, 0Opa30BAHOCTTA 3a COOCTBEHOTO HM 3/paBe,
NOBEJICHUE W 3JpaBHAa KyiaTypa. JlenoTo BiIM3a B HOBHHHUTE W NPEAM3BUKBA MOTYEPTAHO
MOJUTPaBaTEIHO OTHOIIEHHE KbM MOMMYETaTa U ceMeiicTBara UM. FIMEHHO TOBa OTHOIIEHUE KbM
Anumn Ilenman u [[xasnue Bpammm e ropuBoTro Ha HjesTa Ja ce HampaBH €IUH (UIMOB
eKCIEpPUMEHT OT CTpaHa Ha pexkucbopa Mopran Crrbpiiok (KOWTO € ¥ MPOTaroHUCT) U MaTbK (PHIMOB

16 TToseue 3a menoto Tyk: https:/law.justia.com/cases/federal/district-courts/FSupp2/237/512/2462869/
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exun. Te ce 3aemar ga u3cieABaT BAMSHUETO HA OBP30TO XpaHEHE BHPXY 37PaBETO Ha XopaTa upes3
JMYEH SKCIEPUMEHT Ha PEeKUChOpa, KOWTO B poabbkeHne Ha 30 JHU KOHCYMHUpa caMO XpaHa OT
Bepurara McDonald’s. @unmMbT geMoHCTpHpa OBP30TO HAAJAaBaHE HA TEIJIO, MOBHIIABAaHE Ha
XOJIECTEpOJIa, IPOMEHU B ICUXMYECKOTO CHCTOSHUE M (DU3WYECKHUsS KAlalUTeT, KaTo MOKa3Ba
KOHKPETHH METUIIMHCKHU Pe3yITaTy U U3CJIE/IBaHUsA, CBBP3aHH C XPAHUTEIIHUTE HABUIIH.

OWIMBT NPeAU3BUKBA OCTPH J1€0aTH U MPOTUBOIIOJIIOKHUTE MHEHHUSI, BKIIFOUTETHO U KPUTHKH,
Yye eKCIIEPUMEHTBHT € IMPEKaJIeHO KPAeH U He IIPEICTaBs PEAIMCTUYHO CPeIHOCTAaTUCTUYECKaTa AUeTa
Ha ,,0bp3a XpaHa*, KaKTO U Y€ aBTOPUTE CEH3AlMOHHO MOIYepTaBaT OMACHOCTUTE, KOETO MOXE Jia
JOBEJZIC 10 U3KPUBEHO BB3MPUATHE HA pucKa. [pyru anammzatopu oTOemns3Bar, ye GOKyChbT BEPXY
McDonald’s mMoxe 5a mpeHeOperHe Mmo-IIMPOKUTE COIMAIHA U MKOHOMUYECKU (aKTOpH, KOUTO
BIIMSISIT HA XpAaHUTEJIHUTE HaBuuu. Taka wim wHade ,Jllopuus ,,I'mrant™ ocraBa KiIHO4YOB
JOKYMEHTaJeH (WIM 3a MyOJIMYHOTO MOBJHWTaHE Ha BBIPOCUTE 32 3APABOCIOBHOTO XPAHCHE H
OTTOBOPHOCTTA Ha KOPHOpAIMKTE, 32 BIUSHUETO HAa XpaHUTEIHATAa MHAYCTPUS BBPXY 3ApaBeTo,
CTUMYJUpPA NUCKYCHUHU 3a XpaHUTENIHA KyITypa W MPEBpbIIA JUYHUS EKCHEPUMEHT B Tio0ajeH
AKTUBHUCTKH UHCTPYMEHT 32 MPOMsHA Ha OOIIECTBEHH HATJIACH.

[Ipes 2006 romuna B yHuBepcurera B JlunkponuHr (University of Linkdping) mnoa
pbKoBOACTBOTO Ha Mpod. Openpuk Hroctprom (Fredrik Nystrom), mpenonaBaren U npakTUKYBaII]
JIeKap W ¢ ydactuero Ha 18 3mpaBu cyOeKkTH Ha BB3pacT okojio 20 TOAWHH c€ MPOBEKIA HaydeH

(1113

eKCIIEpUMEHT, BIIbXHOBEH OT ,, [ loprus ,,[ urant**“, B koifTo ce ciensa pesxxumbT Ha CIbpIiok, HO 0e3
OTpaHHYCHUE 32 XPAHECHE CaMO B €/IHA BepUTa WU C eIUH BUJ Obp3a XpaHa. Pezynratute ca mocta
JTFOOOIMUTHU KaTO PEATHO HUTO MOTBBPIKIABAT, HUTO OTXBBPIIST BUASHOTO BBB (PHIMa, a TI0-CKOPO
3a1p1009aBaT U CEPUO3HO paslIupsBaT HaydHaTta WH(OpManus 10 MOMEHTa IO Temara 3a
3apaBocnoBHOTO xpaHeHe (Kechagias, Ernersson, Dahlqvist, Lundberg, Lindstrom, Nystrom, 2008).

OuIMBT MoJdy4yaBa HOMUHAIMS 3a Harpaga ,,Ockap® 3a Hall-7O0OBp MBJIHOMETPAXKEH (QUIM
npe3 2005 roanHa, KakTo U Harpaja 3a pexwucypa Ha Edinburgh International Film Festival, 2004,
JIB€ HOMUHAIIMK 1 Harpaza 3a pexxucypa Ha Sundance Film Festival, 2004 u ome nag 10 nHarpanu u
HomuHanuu. bokcoducst My e Hanm 20,5 munuona jgosnapa npu Oromker oT 65 000 momapa u e

pa3npOCTpaHEH Ha BCUYKH KOHTUHEHTH.

[TocnenquusT noKyMeHTaleH (UM BKIIOYEH BbB CIIEIMaU3UpaHaTa ceiekuus e ,,Conma na
3emama” (The Salt of the Earth, ®panuus/bpazunus/Urtanus, 2014) va pexxucropute Bum Benaepc,
Kymuano Pubeiipo Canrago. ®uiaMbT mpociensBa >KUBOTa M TBOPYECTBOTO Ha OpasmiCKus
¢dororpad Cebactnao Canrano, yuuto Gororpaduu T0KyMEHTHPAT YOBEUIKATA Ch/10a, COLUATHUTE
HEpaBEHCTBA, OCJHOCTTa M TMPHPOIHUTE KatacTpodu TO menus cBAT. OUIMBT MOKa3Ba KakKToO
3HauyumuTe (otorpadcku npoektn Ha Canrano, Taka W HETOBUTE JMYHU M TPO(EecHOHATHU
MIPEKUBSBAHMS, BKIIOUMTEITHO BH3CTAHOBSBAHETO Ha o0e3lieceHHM pailoHn B bpasuims, KoeTo ro

Y933

MPEBPBIIA B AKTUBEH €KOJIOTUYEH U COLTUAJICH areHT. B peannus »xuBoT ,,THCTUTYT ,,3eMs*“““, KOUTO
Cebactuao Canraso cbh3/1aBa 3amo4Ba Jia pa3BUBa cepruo3Ha oOpa3oBaTeiHa AeHHOCT B 00JIacTTa Ha
Bb3CTaHOBUTENHATa exoJiorust. Ch3aieH e ¥ creluaiu3upal UeHThp 32 00y4eHUs, KOWTO paboTu B
CBHTPYJHHUYECTBO C Pa3IMYHH ,,MEKAYHAPOIHU MPUPOJO3ALIUTHU OpPraHU3aLUHU, ¢ (HOHIAIMU H
YHHMBEPCHUTETH, a 110 ,,kpast Ha 2012 r. Toii e pa3padbormi 700 o6pa3oBaTeTHH IPOEKTA, JOCTUTHAIN
10 65 000 nymm B marure Munac XKepauc, Ecnuputy Canrty, bana nu Puo ne Xaneiipo — 1o
(depMmepu, KMETOBE, MOJIUTUYECKH JIUAEPH, YIUTEIN B TMMHA3UU C JIECCOTEXHUYECKU U 3€MENIENICKH
npodun‘ (JAumutposa, 2015, 6e3 crpanuma). PunMbT caMm Mo cede CH CHITO € YacT OT IENHS TO3U
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ObT HA MPOMSIHA W MPOIEC Ha OCh3HABAHE W TMPUHOC KHM OINA3BAHETO M BH3CTAHOBSBAHETO HA
MPHUPOJIATa, HO M Ch3/IaBAHETO HA ETUYHU HATJIACH, CBhP3aHU C [ICHHOCTTA HA YOBEIIKUS )KUBOT.

OWIMBT € MHOTOIIACTOB, KaTO MO3BOJISIBA HA 3PUTEIIHTE J]a CE 3aMI03HAAT C IOKyMECHTATHATA
XyJoxkecTBeHa (oTorpadusi KaTo MHCTPYMEHT 3a COIMAIIHO BB3JCHCTBUE, pa3BHBa KPUTHUECKO
MHCJIEHE OTHOCHO TIIOOATHUTE MPOOJIEMH KaTo OCIHOCT, MUTPAIMSA M €KOJOTHYHU KaTtacTpohu U
BJIbXHOBSIBA KbM JIMYHA M KOJIEKTHBHA OTTOBOPHOCT 3a OINa3BaHe Ha oOmus HU CBAT. COLMAIHUST
e(eKT ce m3passiBa B MOBHINABAHE HA CH3HAHWETO 3a COIMA]IHA CIPABEUIMBOCT M OIa3BaHE Ha
MpUpOJaTa, ChUETABAMKKW M3KYCTBa, €KOJIOTHS W COLMAHA aHTaXupaHocT. DUIMBT Hajckada
OWTHETO CH Ha BU3YATHOTO CBHJIETEJIICTBO 32 JKMBOTAa HA €AWH HM3KIIOYUTENICH TBOPEIl KaTo ce
MPEBPBIIA B MOIIICH MHCTPYMEHT 3a OCh3HABAHE U aKTUBU3BM, 2 BUCOKATAa MYy €CTETHKA CE MPETUTUTA
C MEKaTa TOIUTMHA Ha YHCTO YOBCIIKUTE OTHOIICHHUS, JTF000BTA U JI0OpOTaTa.

JokymenTanausIT QM ,,ConTa Ha 3eMsATa* 1evesid OCBEH HOMHHAIMATA 32 Harpaaa ,,Ockap®,
TPH Harpajau U eqHa HomuHauus Ha MexayHapoanus ¢pectuBan B Kan, 2014 (Un Certain Regard -
Special Jury Prize, Prize of the Ecumenical Jury - Special Mention, Francois Chalais Award - Special
Mention u Nominee Un Certain Regard Award), narpaga César, 2015 3a Haii-100bp JOKyMEHTaJIEH
¢dbuam u omre Hax 20 Harpaau 1 HoMuHAIMK. PaznpocTpansBa ce B Hax 20 nbpikaBu 1 ©Ma O0Kcoduc
oT 61u30 6 MunmoHa nonapal’, kaTo Mmo-ronsMaTa 4yacT OT NPUXOAUTE €A OT MEKIyHAPOIHO
pasnpocTpaHCHHE.

OunMuTe OT CeNUANIN3UPaHaTa CeJISKIUs MOMaaaT B YeTHPU OT TEMATUYHHUTE U TPOOIEMHU
obmactn Ha kinacudukanusara (CBAT U OKonHA cpena, Biact m mpectberuienusi, koHOMuKa u
KOPIIOPAaTUBHOTO BiIMAHUE, bruorpaguuHu nopTpeTu U IMYHU UCTOPUM) KaTO MPEACTaBAT KaKTo MO-
rJ100aJTHU TPOLIECH, TaKa U MO-CHEM(PUYHM TTIeIHU TOUKU U aCTIEKTH KbM OIpeesieH! 00IIeCTBEHO
3HaYMMHU BbIpocH. Pa30Oupa ce, Ta3u crierpanHara celeKLus MOXKe /1a C€ Pa3LIUpU WIN JOMbIHU U
C Jpyru GuUIMH WIH ClIeNU(PHUYHU MOATEMH HE CaMO B UETHpUTE OOXBAHATH TEMATUYHU H
npoOaeMHU 00J1aCTH, HO B ciTyvast (POKYCHT Ha aHAIM3UTE O€ HACOUYEH KbM M30paHuTe JeceT prima
C OrJie/l Bpb3KaTa UM C BOJICIIH TEMH U TIPOoOJIeMHU B ChBpEMEHHATa KyJITypa H 00IIECTBO.

2. Cneuyuguxa na 0oKymenmainume uimu u popmu Kkamo oopazoeamenen UHCMPYMeEHM
[Tocnennara yacT OT TO3M JUCEPTALIMOHEH TPYJl C€ MOCTABAT OCHOBHHU BBIIPOCH, CBBP3aHU C
BB3MOKHOCTTa Jla C€ MpujaraT MHQOPMATUBHU M XYJOKECTBEHU (UTPajHH, JOKYMEHTAJHH,
eKCIepPUMEHTAIHHU U JIp.) PUIMH B paMKHUTE Ha popMasieH uiu HedopMalieH oOpa3oBaTesieH poliec.
[TonoGHa mpakTHKa € MOo3HaTa Olle OT paHHUTE OJMHU Ha Pa3BUTHE HA (UIMOBOTO HU3KYCTBO B
bwarapus v uma xapakTepucTUKUTE Ha oOpa3oBaTenHa nHoBauus. J[Hec, mosede ot 100 ronuuu mo-
KBCHO JOOpUTE WICH W TPO3PEHUS HA MPEAIpUeMadl, YIPAaBHUIM W TPAKIAHW Ca OCTAHAIH B
MHUHAJIOTO U B MOMEHTa HE C€ IOJIaraT HUKAKBHU IIEJICHACOYCHHM, TOCIICOBATEIIHU W yYCTOMUUBU
IbpYKaBHU YCWIIMS B Ta3M MOCOKa, MoHe He U B bbarapus. BaxkHo e na ce or0enexu, ye € KpailtHO
HEOOXOIMMO Jla 3alloYyHe Ja Cce Cbh3/AaBa CIELHATU3UPaHO ayAHO-BU3YaJTHO ChIbpXKaHHUE
(TOKYMEHTAJIHU U HAYYHO-TIONYJISIpHU GHIMHU U (popMu) 3a 00pa3oBaTeIHH LENH, KOETO Ja Obie
U3II0JI3BaHO a/IeKBaTHO B yueOHMs mporec He camo B STEM mneHTpoBeTe KbM y4YWIMIIA U
YHMBEPCUTETH, HO U TpoIleca Ha JOMBJIHUTENHH CIEUaTU3alii WIM TeMaTHYHU OOy4YeHMs Ha

17 [oapobun JIaHHU 3a 6okcoduca Ha ¢buma MoraT Ja ce BUJAT TyK:

https://www.boxofficemojo.com/title/tt3674140/?ref =bo_r1l _ti
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pa3IMYHM COLMAIHU U npodecuoHanHu rpynu. B enun oOpas3oBareneH mporec morar aa Obaar
U3II0JI3BaHU JIBA OCHOBHHU BHU/a JOKYMEHTAIHH (QWIMH — OOpa3oBaTeHH M HAyYHO-TOIMYJISIPHU
¢wiMu u dopmH, Ch3gameHH 3a O0pa3oBaTENHHM IIETH, KaKTO W TEMaTHYHH XYI0KECTBEHH
JOKYMEHTaTHU (DriiMH, YMSITO 1eJT HE € crnenuuyHo oOpa3oBareiHa, HO MMaT oOpaszoBaTesieH
MOTEHIIHAI.

[To oTHOmIeHKME Ha crielUpUKaTa Ha TBPBUS BHI (DUIMH € MHOT'O Ba)KHO Jia CE€ OTOCJICIKHU
HeoOXxouMocTTa Jja ObJie pa3paboTeHa a/ieKBaTHA Ha ChbBPEMUETO CIELUANIN3UpaHa METOANYEeCKa
paMKa, KOSITO Jla C€ M3IOJ3Ba MPU CTPYKTYPUPAHETO Ha y4eOHOTO ChIbpKAHUE, KOETO Ie ObJe
WIIOCTPUPAHO WM HAATPAXJIAHO upe3 (UM B paMKHTE HA YPOK, JISKIUsS WK €Tal OT 00y4eHue.
MHoOro € BaXHO Ta3W cCHelu(HuYHA ayAHO-BH3YyalHa NPOAYKIHUS Jaa ObJe WHUIUHpaHA W
NpoayIMpaHa OT AbP’KaBHU WHCTHTYIHWU WM OPTaHU3alUHU ¢ 0€3CIIOpeH aBTOPUTET M KallaluTerT,
THI KaTo 00pa3oBaTEITHUTE MOJUTHKH Ca IPUOPUTET Ha JIbpKaBaTa U UMEHHO Taka OM MOTJIO Ja ce
rapaHTHpa BUCOKO Ka4eCTBO U aJIcKBAaTHOCT B ChIIBPKATEJICH M €CTETHUECKU CMUCHI. Hemlo nmoseue,
TaKWBa pecypcH TpsOBa Ja ce Ch3JaBaT ¢ TOJSIMO BHUMaHUE M OTTOBOPHOCT, a HE B CIIOPaIHYHU
aKIMU U OT cllyyaiiHu Xopa. TakuBa (UIMHU clelBa Jia ce Ch3AaBaT B CHTPYJAHUYECTBO MEXKIY
KMHEMaTOrpauCTH, CIICIUAINCTU B CbOTBETHATA 00JIACT, MEJaro3u U ICHXO0JI03H.

Konnenuuute 3a ch3naBaHero Ha oOpa3oBaresHu (WIMH O cienBano jaa ce pa3paboTsr
MHOT'0 BHUMATEJHO U J1a C€ IJIAaHUPAT JBITOCPOYHO, 3a Ja MOKE KaKTO IMOCTENEHHO /1a Ce TIOKPHBA
yueOHHsI MaTepHaj 3a ChbOTBETHHS €Tall Ha OOy4YeHHe, Taka M Ja Ce OCHTYpsiBa BB3MOXKHOCT 3a
Ch3/laBaHEe Ha 0OpPa30BATEIHO ChIbpKaHHUE, GUIAMU U GOPMH U MO AKTyaJIHU TEMH U TPOOJIEMH.
ChIIIeCTBEHO BaXKHO € J1a ce OaaHcupa U Mpenu3upa U y4eOHOTO ChIIbpXKaHHE, BKIFOYCHO B €THUH
¢buiaM, U BHCOKO KadecTBO Ha ayJauO-BH3yajTHaTa HMHTEpHpEeTalus KaTo KuHemartorpadhuyHu |
€CTeTHYECKU MapaMeTpu. 3alloTo OcBeH MH(popMamusaTa (HayuyHH (aKTH, €KCIEPUMEHTH U T.H.),
KOSITO 11Ie OBJIe MPEACTaBeHa Ype3 TO3M 00pa30BaTelicH MHCTPYMEHT, BCEKH (DMIJIM JTOTIPUHACS 3a
pa3BUTHETO Ha O0IIaTa ¥ BU3yaiHAaTa KyJITypa Ha ydamuTe ce. Xy0aBo € B TO3H IpoI1iec Ha 00yueHue
Jla c€ CTUMYJIHpAT BHOOPAKEHUETO W TBOPUECKHUS IMOAXO0] KbM MHTEPIPETHPAHETO HA HAYYCHOTO,
KaKTO U JIa C€ pa3BUBa €CTETHYCCKUSAT BKYC.

Ha crnexBamo MsiCTO € BaXHO Ja CE MMAaT NMPEIBUI HSIKOM OCHOBHH, HO M CIEIU(PUYHU
byHKIMN Ha (UIMU U ayAHO-BU3YaTHH (POPMH B KOHTEKCTA HA BPEMETO, B KOETO )KHBEEM HE CaMO
OT MIOPBUYUTENIUTE U OT EKUIIUTE CBHP3aHU C TAXHOTO Ch3AaBAHE, HO U OT YUUTENH, CIICIUATHCTU U
pomutenu. TakuBa OCHOBHU (DYHKIIMH MOTraT na OBAAT: UHDOPMUPAHOCH U OCBEOOMEHOCM;
00yueHue u no020MoBKa, passumue Ha CUCMEeMAMUYHO, KPUMUYHO, UHOBAMUBHO U MBOPYECKO
MUCTEHe, CNOOeNeHO NPeXCUsssane, COYUAIU3ayus U UHmezpayus, OCMUCISIHe HA JUYHOCMHA U
2PaAACOAHCKA UOEHMUYHOCT U PA3BUBAHE HA CNOCOOHOCMU 34 A8MOPEPIEKCUsL, AHSANCUPAHOCT U
COYUANHA NPOMSHA, Cb30ABAHe HA A0eK8AMHA NPeOCmasd 34 Kyimypa, KyImypeH npoyec u
KYJIMYPHO HACIEOCMBO.

[Io oTHOmIEHWE HAa XYJOKECTBEHUTE JOKYMEHTATHH (GuiaMu  (IIBIHOMETPAXKHH,
CPEIHOMETPaXKHH M KBCOMETPaKHH), KOUTO MOraT Ja ce H3MOI3BaT Karo oOpazoBaTelieH
MHCTPYMEHT TpsOBa Ja c€ 3alo4YHe C YTOYHEHHETO, Y€ Te He ca CBH3/aJCHU CIICIUATHO 3a
o0pa3zoBaTeNHu IIeNH, HO € H3KIIOYUTETHO BAXKHO J1a OBbJaT BKJIIOYBAHM BBHB (HOPMAIHOTO
obpasoBanue (niau BB GopMajeH ydeOeH mporec). ToBa OM oka3ajao MOJIOKHUTENCH e()EeKT Haii-
MAJIKO B TPU MMOCOKH - JIOCTBII 0 U3KYCTBO U BH3IUTAHUE HA BKyca (BKJIFOYUTEIIHO U Upe3 Gpuimu
MPEJCTaBAIIN JPYTH HM3KyCTBAa WM TBOPIM); pa3lIMpsSBaHE HA XOPU3OHTUTE, MPEACTaBUTE U

[O3HaHuATa 3a CBCTA, CTUMYJHUpPAHC Ha COLUAIHOTO M KYJITYPHO BKJIIOYBAHC M Y4YaCTUC, Ha
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TBOpPYECKA U/WIIN TPAKIAHCKA aKTUBHOCT.

XyI0’)KECTBEHUTE IOKYMEHTAITHU (PUIMH MOTAT J1a Ce MOJI3BaT U B HehopMasieH oOpazoBaTeieH
npolec B MOJKpena Ha KyJITypHOTO MHOrooOpasue, rpakJaHcKaTa U COIMajHaTa aKTHBHOCT, Ha
pasNMYHM Kay3d, KyJITYpHH M COLMAIHM HHUIHATUBU. OCOOEHO COIMAIHO aHTaXHPAHOTO
JOKYMEHTAJIHO KUHO, IPEICTABSINKH PA3JIMYHU NEPCIEKTUBU U TJIEIHU TOYKH 10 aKTYaJIHU TEMH U
po0JieMu € crocoOHO Jia MOATUKHE 3pUTeNuTe (B ciydasi yYeHHUIIH, CTYICHTH U Ap.) KbM KPUTUYHO
MUCJIEHE M OTHOLIEHUE WK Jja HAChbpYM KbM JeiicTBue. Hemo nosede, HapacTBanaTa nomyasipHOCT
Ha (UIMH, B KOUTO Ce 3acAraT OOLIECTBEHH U MOJUTHYECKU BBIIPOCH MOTAT J1a OKaXXaT Bb3/ICHCTBUE
BBPXY (hOpMUPAHETO HA TPAKJAHCKA KYJITYpa Cpel MIIAJIeKH OT Pa3IMYHH Bb3PACTOBHU I'PYIIH, KOUTO
KaTo ISUI0 ca TMO-HE3aMHTEPECOBaH OT OOIIECTBEHH B3aWMOJICHCTBUSA, OIUTUKA, (PYHKIMOHUPAHE
Ha UHCTUTYLIUH U Ap. HOJOOHU TEMH.

B ceBpemenHoTO HMH(OPMAIMOHHO OOIIECTBO, KBIAETO BU3yalHaTa KyJITypa JIOMHUHHpA,
JTOKYMEHTaJIHUTE (PUIMHU MPUTEk)aBaT MOTEHIMANA a ObIaT HE MPOCcTO (popma HA M3KYCTBO WIU
KypHAIHUCTUKA (ITyONUIIMCTHKA), a aKTMBEH areHT Ha COLMajHa W/WIW KyJITypHAa HpOMSHA WIH
Tpancopmanus. VMeHHO 3aroBa KHHOTO Karo ISUI0 JIECHO C€ MpeBpblla B ePEKTUBHO
00pa3oBaTeNHO CPEJCTBO, KOETO YPE3 aHTAKUPAILIO U EMOLIMOHAIHO IPEICTaBsSHE HA PA3IMYHU TEMU
U Npo0JIeMH, TJIeTHU TOUKH U MMO3UIUH CIIOMara 3a o-3a1bJ10049eHOTO pa30upaHe U ChIIPEKUBSIBAHE
Ha KUTEHCKUTE PEATHOCTU YpE3 UCTOPUUTE HA XOpa U OOLIHOCTH, Pa3IMUHU OT €XKEIHEBHUS OIMUT
Ha YYCHUIIUTE.

JlokymeHnTanauTe GuiamMu 1 GOpMHU OCBEH XyJOXKECTBEHATa U KyJTypHAa CTOWHOCT M LIEHHOCT,
KOSITO MPHUTEXABAT KaToO MPOU3BEICHUS Ha U3KYCTBOTO Ipe3 00pa30BaTeIHUTE CH (PYHKIIUU MOTAT
Jla Ch3JaaT KOHTEKCT 3a pa3OupaHe Ha CIIOKHU COLMAIHHM BBIPOCH U J1a MPEIOCTABAT Pa3INuHU
NEPCHEeKTHBH IO OTHOLICHHE Ha TakuBa TeMH U mpoOiemu. lllo ce oTHacs 10 M3MOI3BaHETO
COLIMAJIHO AHTAKUPAHO JOKYMEHTAJIHO KMHO ¢ 00pa30BaTeNIHU IIeNu TpsAOBa Ja ce mojueprae, ye
TakuBa (GUIMHU NPEAOCTABIT BU3YAIHU U €MOLMOHAIHU NMPEXUBIBAHUSA, KOUTO MOTaT J1a 3aCHIISAT
MHTEpeca, aHTAKUPAHOCTTa U BKIIOUEHOCTTA B y4eOHUS MPOLIeC, Ja CIOMOTHAT 3a OBHILIABaHE Ha
OCBE/IOMEHOCTTAa M pa3BUBAHE HA TPAKIAHCKU M COIMAIHU KOMIIETEHTHOCTH, 1@ MPEAOCTaBAT
BB3MOKHOCTH 3a 1€0aT, aHalu3 U pediiekcrs BbpXy COLMAIIHUTE BBIIPOCH U MPOOJIEMH, 1a HAChpyaT
AQHTAKUPAHOCT M AKTUBHOTO y4acTHE Ha MJIQJUTE XOpa B OOIIECTBEHH, COLMAIHU U KYyITYpHU
B3aMMOJEHCTBHS.

3akiIoueHue

OcHOBHUAT (OKYC HaA TO3M JTUCEPTAIMOHEH TPyA € HacOoueH KbM H3CIe[BaHE Ha
pa3IIMPSBAHETO HA TPAHUIIUTE HA KYJITYPHOTO U MPHIIOKHOTO T0JIe Ha (PUIMOBOTO U3KYCTBO U TIO-
CHEIHaIHO Ha JOKYMEHTaJHUTE QMIMU U GOpMH, KOUTO MoMajgaT o0XBaTa Ha KOHLEMUIUUTE 3a
COLIMATHO AaHTaXupaHu u3KycTtBa. QOuepraxa ce acmekTUTe Ha TpaHchopMmanuara Ha
JIOKYMEHTAJTHOTO KMHO U (PMJIMU KaTO MHCTPYMEHT 3a COI[MAIIHA MPOMSIHA, BIIHsIEIa Ha 0OIECTBEHH
MPOIIECH U HarJlacH, KaKTO Ha MOTEHIIMala UM Ja ObJaT U3MOI3BaHu B 00pa3oBaTelieH mpoIiec.

B choTBeTcTBHE ¢ OCHOBHHS M3CIEI0BATEICKH MPoOsieM Osixa M3BEIeHW OCHOBHH KYJITYpPHH,
oOpa3oBaTemHd M COIMAIHM (YHKIUHM HAa JOKYMEHTAJIHOTO KHHO 4Ype3 odepTaBaHEe Ha
B3aMMOBPB3KUTE MEXAY JOKYMEHTaTHUTE PUIMU U (GOPMH M Pa3TUYHU COIIMAIIHO OPUEHTHPAHU
HalpaBJIeHUsT B M3KYCTBOTO OT BTOopaTa mosioBuHa Ha XX W Havyanoto Ha XXI Bek, koeto e
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JOIIBJIHEHO € Je(UHUPAHETO HAa OCHOBHHM TEMAaTH4YHH TOJeTa M moAOpaHu (UIMOBU IpUMEPH,
NpOYyYBaHE, CHIIOCTABSHE M AHAIU3W HA TIAXHOTO KYJITYpPHO BIHMSHHME, CTOMHOCT W (akTop Ha
BB3/IeHicTBUE HE caMO B cdeparta Ha GUIMOBOTO M3KycTBO. OCHOBHATA M3CIIEOBATEIICKA XUIIOTE3a
€ MOTBBpPJICHA N0 AHAIUTUYEH U EMIIMPUYCH BT Ype3 KOHUENTYyaJIM3WpaHe HAa CUCTEMEH MOJeN
(xmacudukanys) Ha BOJCHIUTE TEMAaTUYHU M IPOOJIIEMHU 00JIaCTH B ChbBPEMEHHOTO JTOKYMEHTAIIHO
KMHO B KOHTEKCTa Ha COLIMATHO aHTaXHUpPaHO U3KYCTBO W Ha CIELUAIM3UpaHa CEJeKUUs Ha
CHbBPEMEHHU JIOKyMEHTATHH (PUIIMH C BUCOK UMITAKT ()aKTOp U MPUJIOKEH MOTEHIIMAJ B COI[AIHATA,
KyJlITypHaTa U obOpaszoBarenHara cdepa. M3cienBanero Ha mpolecuTe Ha MPEBpPBIIAHE HA €IUH
JOKyMeHTaJeH (uiaM B couuaseH (EHOMEH U OTKpPOSIBAHETO Ha COLMOKYITYPHHUTE U
oOpa3zoBaTenHUTe (QYHKIMM HAa COLMAIHO AHTQXHUPAHOTO JOKYMEHTAJIHOTO KHHO Ch3AaBar
NPEINOCTaBKH U BB3MOXKHOCTH 32 Pa3BUTHE HAa MHTEPAUCHUILUIMHAPHU MPOCKTH W W3CIIeIBaHUS,
KOHMTO CBBP3BaT pa3IMYHH TBOPUYECKHU T0JIeTa U chepr Ha KUBOTA.

Bb3xoabT Ha HOBUTE TEXHOJOTHH, MOsIBATA HAa HOBM HAYMHUM Ha pa3NpoOCTpaHEHHUE Ha
MH(OPMALIMOHHO U HEMH(POPMAIIMOHHO (KYJATYPHO) ChIBbPKAHUE U IPOMEHUTE B TOTPEOUTEIICKUTE
Harjlacl OKa3BaT 3HAYUTEIHO BIMSHHE BbPXY ayAHO-BU3yanHaTa uHAycTpus. M camoTo duiamoBo
M3KYCTBO JTHEC € B CHCTOSHUE Ha TOCTOSIHHA M JIMHAMUYHA B3aMMOBPbB3Ka C ajlTepHATHUBHUTE
BUPTYaJIHHU CBETOBE U JUTUTAIHUTE KaHAIH 32 Pa3lPOCTPaHEHHE, ChUeTAaBAWKH UJCUTE U Kay3UTe C
KOMYHHUKAI[MOHHATa JMHAMHUKA ¥ MKOHOMHYECKUTE HYXIU, W H3IMOJI3BAWKH HOBUTE MEIUU U
TEXHOJIOTUH 32 IOCTUTHE JI0 TI00anHa ayautopus. OT cBOs CTpaHa, HOBUTE 3PUTEIH, KOUTO Ch3/1aBa
HOBaTa KyJITypHAa CHUTyallUsl CE MO3UIMOHUPAT KAaTO aKTUBHHU IOTPEOUTENM Ha ayAHO-BH3YaTHO
CHIbPXKAHUE C TIEPCOHAM3UPAHO OTHOIIICHHE ¥ )KEJIAHHE 32 JIECEH JJOCTHII. A TEXHUTE HOBU HABUIIH
Ha riienaHe u (OpMU Ha aHTAXKUPAHOCT, OMOCPEACTBAHU OT MEAMMHUTE M CTPUUMHUHT MIaTHOpMU
HEeM30€KHO OKa3BaT BIUSHHE BPXY IPOU3BOICTBOTO U PA3MPOCTPAHEHUETO U HA JTIOKYMEHTAIHUTE
buimu u hopmu.

JlururanuzanusaTta, JOCTHIIHOCTTA HA BHCOKOKAYECTBEHUM KaMepH, TEXHHUKa U codryep 3a
MOCTIPOAYKIUS U CIICIIUATHU e(DeKTH, IMosiBaTa Ha M3KYCTBEHHS UHTEJICKT U PAa3BUTHETO HA OHJIAH
U CTPUUMHHT TUIATPOPMH M KaHAJIM 32 BUJACOCIIONEISTHE OTBApAT HOBU IOJIETa 3a W3sBa Ha
HE3aBUCHUMUTE TBOPIIH, U B 4acTHOCT Ha qokymeHTanuctute. Netflix, Hulu, Peacock, Disney+ u 1.H.
MIOCTETICHHO U3MECTBAT TPAIUIIMOHHHUTE TEJICBU3HMOHHH KaHAIIM, 0COOEHO 3a Mo-MJjiaiaTa myOomKa.
Te3u mnardpopmMu Bedye mpeiaraT Ha CBOUTE 3pUTEIH BB3MOXKHOCTH Ja M30MpaT cpell OrPOMHO
KOJIMUECTBO M pa3HOoOpa3ue OT (GUIMH OT BCAKAKBU KaHPOBE W (HOpMH, KaKTO M Ja IiienaT ,.Ha
nouckBaHe“ u 0e3 nmpekbeBanus u pekinamu. A Instagram u TikTok nmpuyunxa Miaiara myoauka KbM
KpaTKuTe GOpPMH U MUHU-CEPUHU, C €MU30/U C MO-KpaTKa MPOABIHKUTETHOCT. Ta3u HOBa CUTyalus
Ch3/1aBa BH3MOXKHOCTH 32 HE3aBHUCHMHUTE aBTOPH M TPOIYIEHTH Ja Pa3IIUpsBaT IMOJETaTa CH Ha
peanm3anys ¥ Ja UrpastT Bce MO-BaKHA POJIS B ayJHO-BU3yalHaTa MHIYCTpUs (HE caMO KHHO U
TEJIEBU3HSA), IMEHHO OJIaroJlapeHre Ha TEXHOJOTHYHATA MPoMsiHa. Te mpuao0MBaT Bb3MOXKHOCT J1a
Ch3/1aBaT CBOM aBTOPCKH MPOCKTH 0€3 HEOOXOTUMOCT OT TOJIEMH MPOMYIEHTCKA KOMIAHHU HITH
IPOM3BOJICTBEHU CTYMsl. MHOTO CbBPEMEHHU HE3aBHCHMHU aBTOPH U MPOJYLIEHTH Beue Ch3JaBaT
TBOPYECKHU KOJIA0OpallMd M MEXIYHAPOJHH MpPEXKH, 3a Ja yBeJIW4YaT BB3MOKHOCTUTE CH 32
¢uHaHCHpaHe, MPOU3BOACTBO M PA3NpPOCTpaHEHHE Ha cBouTe ¢GmiIMu. Te3n Mpexu MOo3BOJSABAT
0OMEH Ha MJIeH ¥ PeCYPCH, KOETO 1o100psiBa Ka4eCTBOTO Ha MPOIYKIMATA U Ch3/1aBa HOB OTEHIIMAT
3a pa3BUTHE HAa TBOPYECKH MPOeKTU. Helllo nmoseye, 0T roJJMHM CHIIECTBYBAT Bb3MOKHOCTH U CAMHUTE
sputenu aa noakpensart (crowd funding, fundraising) He3aBuCMMHU aBTOPH M (PUIMOBHM MPOEKTH,
KOUTO TpeajiaraT yHUKaJeH IOrJie[ BbPXY aKTyallHU TEMU W NpoOJieMH, KaHPOBH (UIMH WU
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xuOpugHu  (HOPMH, pPA3TUYHU OT NOMYJISPHUTE KOMEPCHATHH NpPOAYKIUH. EnHM 0T Haii-
HOMYJIIPHATE TUIATHOPMHU 32 ThpceHE Ha (MHAHCHpaHE HAa HE3aBUCUMH (DUIMOBHU IMPOEKTH ca
WhyDonate, Seed&Spark, Indiegogo, Kickstarter, GoGetFunding u ap.

OTtueTnuBa TEHAEHIMS OT MOCIEIHUTE TOJUHH €, Ye BCE IMOBEYE aBTOPU U MPOAYLEHTU Ce
AHTaKUPAT ChC COLMAITHO OTTOBOPHH MO3UIMH B CE CTPEMSIT J1a Ch3AaBaT (GUIMH U ayHO-BU3YaITHO
ChIbPKaHHE, KOCTO MOJUepTaBa BaXHU COLMAIHH, KYJITYPHHU, €KOJIOTHYHHU H T.H. mpodiemu. Te
U3M0JI3BAT CBOUTE (PUIIMHU U KaTo IIaT(GopMHu, 3a 1a OBHUIIABAT OCBEIOMEHOCTTA U Ja ITPEU3BUKBAT
o0IIecTBEeHa peaknys, a He PsIIKO U MpoMsiHa. M TOKyMEHTaIIHOTO KHHO € MHOTO I00pe MpeICTaBEeHO
B Ta3W IOCOKAa, ThH KaTo camMaTa My HpUpOAa TO MpeBpbila B €(EeKTUBEH HHCTPYMEHT 3a
npeau3BUKBaHe Ha oOmiecTBeH nebar. Taka B mocienHUTE NECETUIIETUS JTOKYMEHTAIHOTO KHHO
IpeMUHA JJ0CTa OTBB]] TPAIUIIMOHHATA CH POJISL U C€ TIPEBbPHA B aKTUBEH YYACTHHUK B OOIIIECTBEHUS
JMAJIOT ¢ MHOTO PA3JIMYHU (PYHKIIMU HApEJl C €CTETHYECKUTE U KYJITYPHUTE.

HacrosimoTo n3cieqBane ouepraBa 3HAYMMOCTTA Ha JIOKYMEHTAJHUTE (PUIMU HE caMO Karo
¢dopmMa Ha H3KYCTBO OTpa3sBallO JCHCTBUTEIHOCTTA IIPE3 UCTOPUH, CHOUTHUS U IMYHOCTH, HO ¥ KaTO
(axTop Ha Bb3JECTBUE, KOWTO MOKe J1a (hopMHpa OOIIECTBEHH HArIacH, 1a KaTalu3upa ImyOoaInyHn
nebaTtu U JA0pU 3aKOHOJATEIHM WHHUIMATUBH. Upe3 YHHKaJTHUTE BB3MOKHOCTH Jla C€ NMPEICTaBSAT
peanHu Xopa, SBICHHA M OOCTOSATENCTBA, JIMYHU WCTOPHM M MpoOJIeMH, ChBPEMEHHATa
JOKYMEHTAJIHCTUKA HE caMO HH(OPMHUPA, HO ¥ IPOBOKHPA 3PUTEIUTE KbM Pa3MUCHI U OTHOIICHHUE,
KBbM M300pH U peIIeHHsI U HE Ha MTOCIIEIHO MSCTO, KbM IIPEOCMHUCIISTHE MITM IPOMSIHA HA BB3MPHSTHS,
NpeCTaBy M pa30MpaHus 3a CBETa U XOpaTa.
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CnpaBKa 34 HAYYHUTE, HAYYHO-IPUJIOKHUTE U MMPUJIOKHUTE IIPUHOCHU

Hayunu npunocu:

1.

CpaBHUTEIIHO OuYepTaBaHE Ha Pa3BUTHUETO HA JOKYMEHTAJIHOTO KHHO B KOHTEKCTa Ha
COLIMAJIHO OPUEHTUPAHWUTE W AHTAKUPAHU KYJITYPHU W TBOPUYECKU HANPABJICHHS CIEJ]
BTOpaTa nojioBuHa Ha XX BEK U BIMCBAHETO MYy B CbBPEMEHHUTE KOHIENIMH U TEHACHIIUU
3a COLHMAITHO aHTAKUPAHO U3KYCTBO;

KoHncTpyupane Ha omepaTuBEeH MOJEN 3a OICHKa Ha (DakTop Ha BB3JACHCTBUE (MMIIAKT
dakTop) Ha JTOKYMEHTATHOTO KHMHO M (UIMH B KOHTEKCTa Ha COLMOKYJITYpPHUTE U
00pa3oBaTeTHUTE B3aUMOICHCTBUS;

dopmynrpaHe Ha OCHOBHHM XapaKTEPUCTUKUA M (YHKIMHM HAa AOKYMEHTAIHUTE U HAay4dHO-
nomynsipaute Guiamu U GopMu KaTo 00pazoBaTENCH WHCTPYMEHT C OTJIeA Ha TAXHOTO

e(eKTUBHOTO MpHIarane BbB (hopmaineH uin HedopMaseH yueOeH mpoiiec.

Hayuno — npunosicHu u npunodicuu npuHocu:

4.

Cop3naBane Ha KiaacHuUKaIMs Ha BOJCHIMTE TEMAaTUYHW U MPOOJIEeMHH 00JacTd B
ChBPEMEHHOTO JIOKYMEHTAJIHO KHHO B KOHTEKCTA HAa COLIMAJIHO aHTaKUPAHO U3KYCTBO, KOSITO
mpejiara aHaaTUTHYeH HHCTPYMEHT 3a 0a3oBa OpUEHTAIMsI B 3HAYUTETHOTO CBETOBHO
MIPOU3BOJICTBO HA JOKYMEHTAJIHA (PHIIMOBA MIPOIYKIIMsI, KOWUTO MOXKE J1a ObJie U3MOI3BaH U
MPWIOXKEH W 32 TeMAaTHYHMU M3CJIeIBaHUS B IJIaHA HA HAllMOHATHU KWHeMarorpaduu, 3a
KOHKPETHH MCTOPUYECKU TIEPUOAN WM MPHU H3CIEIBAHETO HA HANPABICHUS M TCHICHIINH,
»aHpoBU (opMH U hopMmaTy;

Cpb31aBaHe Ha CrHielUaIu3upaHa CeNeKIUs Ha ChBPEMEHHH JTOKYMEHTATHU (UIMHU C BUCOK
UMITaKT (aKTOp W MPUIIOKEH MOTECHIMAT B COIlMaiHaTa, KyJTypHaTa W oOpa3oBareiHaTa
cdepa, KosITo MOXKe Ja ObJIe U3MOA3BaHa B IIMPOK CIIEKTHP OT KYJITYPHHU HIIK 00pa30BaTEITHU

HWHUIIUATUBYU U IIPOTrpaMu.
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Yuacmue 6 nayunu gpopymu:

1. Yuacrue B Hattmonanua kondepennus ,,Kpurnaaoct u HoBatopctro”, O3V, biiaroesrpan, 2023
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B pamkute Ha X VI Hanmonanen crynentcku ¢ectuBan Ha uskycrara FO3Y, briaroesrpan, 2023

Yuacmue 6 nayunu, obpazosamennu u xyoodxcecmeeno-meopuecku npoeKmu.

1. Yuactue B npoekt ,,Tearbp B juan™ no Ilporpama ,MoGunnoct - Go&See* ¢ nen yuyeHe u
npenojaBatne, puHancupan ot EC - nposeneH ybpkinon Ha ctyaeHTH oT CBoO6oaHMS bprokcencku
YHusepcurer, TeMa: OCHOBHM ITO3HaHUS IIPU BUI€0 3acHeMaHeTo, Mcropus Ha bearapckoTo kuHo;
2. Yyacrtue npoekTt ,,Hamara ciena, puHancupan no nporpama ,,Epazem+ u EC; 3a peanuzanus
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Introduction

In an era of accelerated technological development, the arts, like all spheres of life, are forced
to adapt to the new cultural and informational situation. In the context of hyper-competition in the
production of images and content for social media and video sharing channels, cinema faces a number
of challenges —to close itself off in its own sphere or to expand its fields of influence and application.
Since change itself is an integral part of the nature of cinema, films (combining visual, audio, and
textual aspects; aesthetic, ethical, educational, informational, and other functions) offer unparalleled
potential for cultural and social communication, for impact and influence on public issues and groups
at the local and global levels.

It is precisely this aspect of the public manifestation of documentary cinema—specifically
engaged with contemporary themes and issues, and reflecting upon social interactions—that
constitutes the subject of the present study. It is precisely through this realization that documentary
cinema represents a powerful tool through which not only real stories about people and events can
be told, but also various forms of impact on a very broad and diverse audience and interactions,
including within the framework of formal or informal educational processes. It is therefore logical
that the subject of the study should cover documentary cinema as a social phenomenon and the
mechanisms through which films acquire social influence beyond their purely artistic impact.
Respectively, films that have become a social phenomenon and cultural marker for problems or
changes in individual or group representations and models that influence public attitudes, values,
social movements, and transformations.

Contemporary cultural, social, and educational practices for using cinema and films in the
perspective of socially engaged art for educational purposes will also be presented. This specific
focus positions as the object of inquiry contemporary documentary films produced over the past 25
years, which address themes, narratives, and issues characterized by a high degree of social
sensitivity and contemporaneity, and which exert a sustained impact on groups and communities at
both local and global levels. Various dominant thematic areas can be identified, such as
environmental protection (climate change, the state of ecosystems, etc.), power and crime (political
influence and corruption, crime, human rights, military conflicts, etc.), economy and corporate
influence (business impact on the environment and communities, corporate scandals, labor rights and
exploitation, etc.), social groups and ethnic communities (understanding others, discrimination,
inequalities, etc.), quality of life (access to resources, health and food, etc.) and others.

The state of natural resources, pollution and endangered ecosystems, climate change,
environmental disasters, and human impact on nature are the main subtopics related to environmental
protection issues. Over the past 25 years, documentary production with similar thematic content has
grown significantly, thanks in part to numerous popular science television and broadcast companies
and channels. A significant portion of the films created related to our planet, its flora and fauna, and
the changes and problems affecting it, concern specific areas, regions, and communities and,
accordingly, have significant social importance and such films can be employed in a wide range of
instructional and educational activities. It may be stated that this is a particularly pertinent area of
inquiry, which has gained increasing prominence over the past 25-30 years.

Topics related to the abuse of power, especially when such abuse constitutes a violation of
human rights, also remain highly relevant. Special focus will be placed on crimes and manipulations
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committed by official authorities, rulers, and high-ranking individuals, including revelations related
to events that have affected human destinies for generations. In this regard, documentary films
depicting individual and group struggles for justice and truth, for human rights, the right to vote, the
right to information, the role of the media, and the fight against corporations and the actions they
take to protect their interests will also be examined. Similar topics and issues also refer to the
corporate world and the influence of large corporations on the lives of different groups of people,
which are also being addressed more and more often, especially in recent years, and the
documentaries created are causing a strong public response.

Another dominant problem area that will be presented in a thematic documentary production,
which has gained exceptional popularity especially in recent years, is related to quality of life and
health care, and especially to the culture of nutrition, concepts of healthy eating, clean foods, and the
policies of large corporations involved in food production and business operators in this field. This
topic has become particularly relevant in recent years among the younger generation, as issues such
as eating disorders and health problems among children and young people have gained visibility.

From everything said so far, the undoubted relevance of the topic and the objectives of the
study can be deduced. The study will propose a classification of the leading thematic and problem
areas in documentary cinema, according to the most visible trends of the last 25 years, which show
a growing popularity and weight in the thematic content of television and broadcast companies and
channels, streaming platforms, digital media, and networks. These themes and areas also focus the
interests of production and distribution companies involved in documentary cinema and films, as
well as authors of independent projects.

That is why this dissertation will examine the impact of a specific group of documentary
works (films and short films) whose genesis and creative motivation of the authors and producers is
to draw attention to important topics, provide access to facts and information, or make issues
affecting large groups of people or their rights accessible to a wide audience, which in turn
presupposes social impact and reactions, as well as possible change.

“Thus, the central research problem is focused on how documentary cinema and film are
transformed from an art form into an instrument of social change—one that influences public
attitudes, representations, values, and perceptions, and has the potential to provoke collective action
or change. The public impact (or impact factor) of cinematic art will be examined by tracing the
processes and patterns through which documentary films acquire the status of a social phenomenon
that extends far beyond the aesthetic boundaries of film art.

This research problem outlines the parameters of the possible cultural and educational
functions of documentary cinema with a focus on public and social issues through selected film
examples and the study of effective models of impact in the field of public interactions. Various
aspects of these processes will be examined, including film expression and creative interpretation of
authentic situations, human destinies, events, or phenomena that provoke strong reactions, emotions,
and reflection in viewers, but also public and even institutional reactions.

With this in mind, a specialized selection of ten films will be made in the course of the study,
representing different aspects of key thematic and problem areas, whose high impact factor will be
carefully analyzed. The selection will be made on the basis of complex criteria, including statistical
data on ratings and box office results, prestigious festival selections and awards, scope of screening
and distribution, response in the specialized press and publications, access to different audiences,
reactions, and changes brought about. In practice, this also delineates the principal methodological
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approach of the study, which may be defined as interdisciplinary—combining investigations and
analyses of scholarly literature, specialized film criticism, statistical data, films, and other sources;
as well as the summarizing, classifying, selecting, and substantiating of theoretical concepts, among
other procedures.

The study will cover documentary films from different genres and periods produced in the last
25 years that have gone beyond aesthetic evaluation and provoked strong public reactions, i.e., have
become social phenomena. In terms of content, these films represent different cultural contexts,
social systems, and problems. An important point is that the selection of these films also took into
account the potential educational effect they could have on different groups of viewers. It should be
emphasized that in this case we are not talking about documentaries and forms that have been created
specifically for educational purposes, but rather those that, thanks to their themes, the issues,
characters, artistic and/or informational qualities, can be used as an educational tool and presented
or studied in an academic environment and examined in terms of their value, cultural and social
impact. The same applies to their use in informal or self-directed learning processes, creating new
opportunities to expand the knowledge and capacity of different target groups and individuals.

Of course, due attention will also be paid to the "response” of the opposing side, or rather the
reactions and actions that follow the release of the films by industries, administrations, companies,
and entrepreneurs who are the subject of investigations and revelations in these films. These
responses are often extremely powerful in an attempt to cover up the truth or protect private corporate
interests. Last but not least, attention will be paid to processes of increasing the engagement of
different groups of people with significant social issues and problems through other films outside the
special selection. This will allow for a more comprehensive overview of the processes of influencing
social, cultural, or other groups and an attempt will be made to assess the potential of such films to
support the educational process in both formal and informal settings. This potential and opportunity
for interaction through the mediation of a cultural product or work of art can lead to a break with
conformist and/or consumerist attitudes in the name of public awareness and engagement.

The research hypothesis assumes that documentary cinema and films which successfully
portray significant social themes and issues possess a greater potential to attain the status of a social
phenomenon and to influence society by eliciting changes in the attitudes, representations,
expectations, and dispositions of large groups of people. This, in turn, may lead to possible
solutions—or at least attempts at solutions—to the problems presented in the films. It should also be
noted that even the broad public response that a documentary film on a specific social issue (problem
documentary film) can provoke is sufficient reason for it to be used in the educational process. In
this perspective, various aspects of the educational potential of such films will be examined,
including through an analysis of the expressive and pictorial approach of the authors, which in itself
also has an educational effect in terms of general culture and taste education through the impact of
audio-visual means of expression. The aspects related to the social awakening of people and the
stimulation of their engagement with the world around them and their sense of public duty and
belonging should not be overlooked. It is in this context that socially engaged art is defined as a
historical condition and contemporary trend.

Thus, the positioning of documentary cinema and problematic documentary films in the field
of socially engaged art in the present study is not accidental, because by becoming a social and
cultural phenomenon, these films qualitatively expand their field of influence and their functions,
which are no longer only aesthetic and cultural.



The primary objective of the study is to highlight the cultural, social, and educational
functions of socially engaged (issue-driven) documentary cinema, as well as the influence of this
type of film within various spheres of society.

Documentary films created with the aim of telling real stories about serious topics, problems,
and human destinies often reveal complex social, political, and cultural interrelationships. They are
objective testimonies of real people and/or events that confront us with challenges, moral dilemmas,
and questions about the world we live in and our place in it, prompting us to care for and take
responsibility for nature and humanity. Also, when it comes to social interactions, such films can
support the exploration of cultural diversity and help us appreciate and understand different cultures,
religions, and communities. This again corresponds to the potential educational functions of such
films for a wide range of disciplines in formal or informal educational processes.

The specific sub-objectives of the study include examining the processes and patterns
through which cinema acquires influence beyond its aesthetic context and impacts social processes,
thereby generating social phenomena around particular films, creating social phenomena around
certain films and triggering the "butterfly effect"! (Lorenz 1993, 181-184). How these films become
a specific phenomenon in which, in addition to the artistic achievements of their authors, various
influences of varying strength and character that go beyond the boundaries of art and culture can be
studied.

Also, analyzing certain films and their social significance in the context of real events and
their current interpretation. As well as outlining the lasting change that has been caused or aided by
the films themselves, what has been achieved at the time of the events and how relevant it is to the
current moment.

The main research tasks encompass analyzing the social, cultural, and educational contexts
in which thematically problem-focused documentary films are created and/or acquire significance
beyond the realm of cinema, thereby becoming catalysts for social change. They also include the
development of an effective model for assessing the impact factor of such films, as well as evaluating
the educational potential of films with a high impact factor through an examination of the social
effects and changes they generate. In this way, an attempt will be made to expand the scope of
contemporary socially engaged art and the potential for connecting cinema with other spheres and
fields through social engagement and activism.

With their growing popularity, socially engaged documentaries also give rise to a number of
controversies. These include questions about the policies of production companies and distribution
channels, or about the objectivity, commitment, or bias of the authors and the characters in the stories
presented, the ethical aspects of working with vulnerable groups, or the possibility of manipulating
public opinion. Furthermore, although they provoke social change, these films sometimes encounter
resistance from institutions and interests that feel threatened by their impact and influence.

The historical aspects, opportunities for development, and potential for expanding the influence
of both socially engaged art and documentary cinema in the contemporary cultural situation are
directly linked to the development of technology and communications. It is precisely in recent
decades that documentary cinema, and especially television documentary forms, have significantly
expanded their media and cultural presence, influence, and the boundaries of traditional viewer

! The butterfly effect was described by Edward Lorenz in his 1972 speech entitled Predictability: Does the Flap of a
Butterfly’s Wings in Brazil Set Off a Tornado in Texas?
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interest, becoming a means of social impact and informal education.

Documentary cinema has proven to have serious potential to be not only a cultural but also a
social and educational phenomenon, as well as a powerful tool for raising awareness and rethinking
current issues—from human rights to environmental problems and economic inequalities. Through
their authenticity and emotional power, documentary films have serious potential to inform, educate,
excite, inspire, and mobilize society to action. And in today's world, where remote but extremely
active communication creates unprecedented connectivity between people, socially engaged
documentaries can have a significant impact on the cultural environment by provoking debate and
stimulating active citizenship. From an educational perspective, this type of cinema and films can be
used effectively as a tool in curricula aimed at developing critical thinking and social sensitivity in
pupils and students.

Chapter One: Fundamental issues in debating the nature of socially engaged art
and its connections to documentary film

1. Tracing the genesis of the concept of socially engaged art

The first chapter of the dissertation examines the fundamental aspects of socially engaged art
and its first steps through historical tracing and development. Socially engaged art is a concept that
describes forms of artistic practice aimed at actively engaging with society by addressing social,
political, and cultural themes, issues, and questions. This primarily creative attitude and trend should
not be arbitrarily equated with the sociological aspects and interpretations of art. This trend gained
momentum in the mid-20th century and underwent a qualitative transformation at the beginning of
the 21st century. It mainly reflects changes in the understanding of the role of art in society and ideas
for stimulating active interaction between artists, works, audiences, and communities.

Historically, art has always been linked to the reflection of social realities and has often served
as a means of expressing social and political ideas. For this reason, the emergence of socially engaged
art as an independent trend is often overlooked, based on previous cultural contexts of different
historical periods, directions, and movements. Socially engaged art is an artistic practice aimed at
actively interacting with society by addressing social, political, and cultural issues. It reflects a
change in the understanding of the role of art—from aesthetic expression to a means of public
dialogue and participation. However, a quick historical look at the past can outline the logic behind
the emergence of socially engaged art as an awareness of a creative position, an independent and
visible cultural trend, especially in the 20th century and beyond.

In the 19th century, with the development of the industrial revolution and growing social
inequalities, an affinity for social themes was once again observed in the various arts. Artists began
to depict the lives of ordinary people, working conditions, and social conflicts. Socially realistic
works depicting the lives of ordinary people became established as an artistic trend, and there was
an increase in stylistic diversity as a counter-reaction to academicism in art and other dominant styles.
The political, civic, or social engagement of artists at the end of the 19th century can also be
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highlighted as a visible trend. Critical realism as a trend in Western European science and art brought
to the fore the artists' inclination to explore the world in which they lived in terms of events,
personalities, and phenomena, seeking the real reasons for the state of things and objectivity in the
interpretation of reality. Art meets the social concept of truth.

The beginning of the 20th century was marked by revolutions and military conflicts,
accompanied by global political and social crises and changes that stimulated the development of
socially engaged art, creative attitudes, and artistic trends. Political and social crises gave impetus to
modernism and avant-garde movements of this period. Cubism, futurism, constructivism, and
Dadaism laid the foundations for the idea of art as a catalyst for social change. Russian
constructivism, for example, aimed to use art to transform society, partly under the influence of the
ideas of the October Revolution.

After the October Revolution in 1917, art in the Soviet Union took on a new social role, with
its main focus being the promotion of communist ideas. Socialist realism became the main style in
the Soviet Union, depicting the "new man" in communist society. The same process was observed
with the emergence of National Socialism in Germany and Fascism in Italy, where, alongside
propaganda art, a counter-reaction emerged - so-called anti-fascist art, socially and politically
engaged in its essence and genesis, which played an important role in the struggle and resistance
against totalitarian regimes . In Germany, Italy, and Spain, many artists and writers opposed Nazi
and fascist ideology through their works.

During the Second World War, socially engaged creators began to focus on themes such as
civil rights, feminism, ecology, and anti-colonial struggles. Visual arts, cinema, and literature became
platforms for active social critique and protest against inequalities and injustices, as well as for the
presentation of new cultural concepts or countercultures. At the same time, abstract expressionism
established itself as the leading artistic aesthetic direction and movement in America. Artists such as
Jackson Pollock and Willem de Kooning sought to express personal emotions and spontaneity
through abstract forms and colors.

After World War 11, avant-garde trends and movements in art underwent a significant
transformation, reflecting social, political, and technological changes in the world. Avant-garde
attitudes and concepts continue to be an important force, inspiring new ideas and forms of expression
that challenge traditional artistic boundaries.

1.1. The influence of mid-twentieth-century Avant-garde movements on the formation of
socially engaged art

After the mid-20th century, the world witnessed significant social, political, and cultural
changes that were also reflected in the development of art as a form of reflection on the state of the
world. The avant-garde trends of the pre-war period abstracted the artist, the creative act, and the
object of the creative process from the world. Avant-garde culture was born out of a new attitude
towards the world, a new social or historical critique that "confronts our current society not with
some timeless utopias, but soberly examines, from a historical perspective, the cause-and-effect
relationships, precursors, justifications, and functions of the forms that underlie every society"
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(Greenberg 2016, no page number).

With regard to cinema, it can be said that the change from one trend to another does not have
a clear boundary, but initially manifests itself through subjective creative interpretation, develops
through creative circles, transfers to other circles in different national cinematographies, and becomes
increasingly visible in the field of culture and the arts. And even though it is such a young art form,
cinema reflects in one way or another the time in which it is immersed. A number of documentary
filmmakers such as John Grierson, Henry Storch, Joris Ivens, Edgar Anstey, Humphrey Jennings,
Alberto Cavalcanti, Len Lye, and others are working hard to expand the boundaries of documentary
cinema, establishing it as a significant art form. The creative circle of documentary filmmakers
around John Grierson, known as the , has been described as the authentic "British avant-garde
movement of its time" (Rees 1999, 52).

At the same time, creative associations proclaiming the ideas of surrealism, Dadaism,
constructivism, etc., with their diverse subdivisions, such as Dada-Futurism, etc., were formed in
various national cinematographies. An example of the latter is the work of Stefan and Franziska
Temerson, whose 1937 film The Adventures of a Good Citizen inspired Polanski's 1957 surrealist
film The last two films were made in London during the war - Call Mr. Smith (1944) and The Eye
and the Ear (1945). Two specific lines can be outlined within the field of various modernist
movements and avant-garde culture itself - one of detachment from the world, with a focus on the
inner world, and the other of engagement with the world, with a focus on the external world.

They outline two specific lines within the field of various modernist trends and avant-garde
culture itself—one of detachment from the world, focused on the idea of pure art, and the other of
challenging traditional concepts of art with an emphasis on experimentation, a subjective view of the
world, personal and/or social engagement, political contexts, ideological constructs, the liberation of
form from conventional frameworks, the means and object of the creative act, stimulating interaction
between the different arts and the search for new avenues for artistic expression. This was a time of
extremes in all possible aspects — of transition and collisions between the major mainstream currents
of modernism and postmodernism, with the latter evolving into a wide variety of postmodern trends
and styles at the end of the 20th century and beyond.

In the years after World War 11, anti-war movements became particularly prominent, finding
reflection in art after the political and social changes and in the conditions of the so-called Cold War
and civil movements related to the struggle for civil rights, which inspired artists, representatives of
various arts, movements, and schools to become actively involved in public debate. This trend
continued in subsequent periods. However, even then, art began to become a global platform for
expressing protest against racism, military conflicts, social injustice, and other issues. But even then,
art began to become a global platform for expressing protest against racism, military conflicts, social
injustice, and other pressing issues.

Documentary cinema from this period reflects both current artistic trends and the ideas of the
time. For example, in the short documentary Night and Fog (1956), screenwriter Jean Cayrol? and
director Alain Resnais connect the past and the present in a non-linear narrative, using contrast and
counterpoint® , which significantly enhances the film's impact. This film is still part of cultural and

2 He himself survived the Mauthausen and Gusen concentration camps.
3 For example, at the beginning of the documentary footage shot at the sites of the Auschwitz and Majdanek concentration
camps, a voiceover describes the rise of the Nazis and the atrocities to which the prisoners were subjected.
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educational programs related to understanding the difficult legacy of World War 1.

Another notable example from this period is Far from Vietnam (1967), directed by Jean-Luc
Godard, Joris Ivens, William Klein, Claude Lelouch, Chris Marker, Alain Resnais, and Agnés Varda.
The film is composed of different segments from various visual materials that present different
aspects of the theme.

Contemporary film theory often refers to this type of film with a fragmented narrative as
omnibus films. This approach is very characteristic of the postmodern period in art, and more
specifically of cinema in the 1990s and early 21st century, when linear narrative gave way to ideas
and concepts for creating a different meta-narrative in film.

Among the aesthetic trends of the mid-20th century, there are others that managed to transcend
or strongly influence artists of subsequent periods. Minimalism had such a fate, and in the new era it
transformed into a variety of thematic sub-styles. From its very inception, this aesthetic trend offered
a radical counterpoint to the complexity and emotionality of previous artistic directions and creative
movements. In contemporary documentary cinema, a good example of these trends are three
documentaries by Iranian director Abbas Kiarostami — Ten (2002), 10 on Ten (2004), and Five
Dedicated to Ozu (2003). In these films, the authors’ creative explorations are intricately intertwined
with aspects of experimental cinema and ideas characteristic of minimalism and conceptual art,
which will also be examined in the study.

In contemporary documentary cinema, and especially in its television forms, one of the most
persistent trends is the presentation of events and cultural situations, creative trends and movements,
artists and works of different styles and directions in documentary series or films. For example, in
recent years, several interesting documentaries have been presented in relation to the aforementioned
minimalism, such as You Never Had It: An Evening with Bukowski (2016) by director Mateo
Borgard, based on unbroadcast archive footage and an interview with Bukowski conducted by
journalist Sylvia Bizio in 1981; Arvo Péart: Robert Wilson — Paradise Lost (2017), directed by Gunter
Atten and others.

Another similar trace in time is left by conceptual art, which became particularly visible in the
1960s and can also be traced to the present day. The undeniable strength of this movement lies in
foregrounding intellectual engagement in art and provoking critical reflection—without, of course,
compromising intuition, aesthetic experience, emotion, or taste. It is precisely during this period, and
in the years that follow, that a number of unconventional documentary (documentary-experimental)
films are created, a striking example of which is the film “Koyaanisqatsi” * directed by Godfrey
Reggio. Filming began in 1975, and it premiered at the Telluride Film Festival and the New York
Film Festival in 1982.

In the following years, environmental issues became visible as artists and creators began to
address environmental problems by creating installations and projects aimed at raising awareness of
ecological crises. Feminist art movements also gained momentum, giving public expression to issues
of gender, identity, and social roles. And with the popularization of the issue of cultural identity in
the context of globalization, the theme finds expression in various arts, including cinema and
television film production, from creative research and artistic interpretations of marginalized cultures
and communities to personal stories. The involvement of local artists, groups, or communities in the

4 The film is part of a trilogy (Qatsi trilogy) that includes Koyaanisgatsi (1982), Powagqgatsi (1988), and Nagoyqatsi
(2002).
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creation and promotion of art or artistic works is increasingly being associated with a specific social,
political, or cultural issues or contexts. And as the world and people become more visible thanks to
the development of technology and communications, so do their problems, which relatively quickly
find resonance not only in the virtual world, but also in contemporary art.

All this cultural and creative dynamism is key to the formation of new understandings of the
role and place of art in new social, cultural, and informational contexts. The creative trends and
tendencies established in the 20th century are convincingly entering the digital age, transforming the
acquired experience into new spaces, new media, through new opportunities and expanding public
and social functions. Contemporary artists often use their works to comment on social and political
issues, including inequalities, environmental crises, and migration problems. Socially engaged art
uses every opportunity for criticism, to expose power structures and restrictive cultural and other
norms.

Avant-garde trends and movements since the mid-20th century demonstrate how art can be not
only a reflection of the state of the world, but also a catalyst for public, cultural, and social change.
Through new ideas, concepts, themes, platforms, techniques, and tools, contemporary artists and
creators continue to explore the boundaries of expression and challenge traditional notions of art and
established cultural norms. As a result, art remains a dynamic and influential factor in contemporary
culture, alongside information and communication.

1.2. Conceptualizing the contemporary understanding of socially engaged art

This part of the dissertation examines the contemporary understanding of socially engaged art,
emphasizing its role as a means of social transformation and activism. Emphasis is placed on the
ongoing debate about whether this form of art represents a separate movement or reflects the creative
concepts of individual artists. The term "socially engaged art" itself is not tied to specific artistic
circles, but has gradually emerged as part of broader processes in contemporary art, social
interactions, the development of communications, and ideas of representation, inclusion, and
participation, which became much more visible at the end of the 20th century and the beginning of
the 21st century.

Susan Lacy® has played a key role in the development and promotion of this concept through
her work on the so-called ‘new genre public art’ (Lacy, 1995, 19), which encompasses social
engagement, activism, and collaborative work with communities, among other aspects. This form of
art aims to provoke social dialogue, raise public awareness, and encourage concrete social change by
prioritizing engagement with real social, political, and cultural issues over purely aesthetic ones.
Socially engaged art often transcends traditional artistic boundaries, incorporating performances,
installations, collective actions, and long-term collaboration with communities. Before the 1990s,
artists in this niche were not linked by a unified critical discourse, and their work was viewed more
within the framework of their own artistic disciplines—such as performance, video art, installation,
etc., or accepted and studied as independent artists or cultural phenomena.

5 She is the editor and compiler of the collection "Mapping the Terrain: New Genre Public Art" (1995), which includes
texts by Mary Jane Jacob, Patricia K. Phillips, Guillermo Gomez-Pena, Judith F. Baca, and others.
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One of the main debates surrounding the idea of socially engaged art is whether we can talk
about an independent movement or direction at all, or rather about a certain orientation in the thinking
and creativity of individual artists or groups of like-minded people, as opposed to the artistic
movements of the 20th century. Therefore, the understanding of socially engaged art often goes
beyond traditional forms of presentation or work in a single style or genre. It can include
performances, installations in public spaces, collective actions, educational projects, workshops, or
even long-term collaboration with specific communities in successive creative events. In this context,
the artist acts more as a mediator, moderator, or active citizen than as an isolated creator.

There is a view that socially engaged art should not be a direct political tool, but rather a means
of reflecting social reality. Of course, there is also a danger that social aspects may limit creative
freedom or encourage hypocrisy, bias, propaganda, and the exploitation of certain themes and issues,
as well as vulnerable groups for opportunistic purposes.

The reverse process should also be noted—how criticism of society enters the various arts
through the concepts of socially engaged art. Many examples can be cited, but in this case we will
mention the series of graphic and print exhibitions organised on the initiative of artist and curator
Josh MacPhee with the participation of over 200 artists and creators — "Paper Politics".

In Bulgaria, these trends are also finding resonance among creators, artists, curatorial groups,
cultural organizations, audiences, and institutions. A good example of this is the National Culture
Fund's special target program® , launched in recent years to finance cultural and creative projects
aimed at disadvantaged groups, social issues or causes, ecology, etc., in two main areas: addressing
social issues and working with communities and groups. The existence of this program provides an
opportunity for independent creators and artists to express themselves, but it has also become an
opportunity to finance small film projects (mainly documentaries) and short audio-visual forms.
Another good example of socially engaged art in the Bulgarian context is the exhibition "Art for
Change 1985-2015," organized by the Sofia City Art Gallery.

The contemporary cultural situation reinforces the need to stimulate manifestations of social
awareness both on the part of creators and artists working in this specific cultural segment and in
relation to potential audiences, but also to as many parties as possible involved in social interactions
or relationships. It is precisely the expansion of the constellation that is the change brought about by
the specific characteristics of the information age, of virtual/digital alternative worlds. While in
previous periods the creative act, art, or works of art themselves offered alternatives to reality and
could exist at a distance from public and social interactions, contemporary technologies, media, and
communications no longer allow for such detachment of creators and their works.

Thus, the main challenges facing freelance creators and artists in the field of socially engaged
art can be summarized as follows:

» Creating communities — socially engaged art is based on the idea of communities and collective
strength, and the messages it conveys are aimed at a wide and diverse audience, with the aim
of uniting more people around a particular idea;

» Stimulating activity - both on the part of creators and audiences as participants in the creative
process;

» Creativity and access to culture - creating opportunities for artists and creators to express

6 Socially Engaged Arts Program, currently until 2023 - https://ncf.bg/bg/novini/otvorena-za-kandidatstvane-program-
socialno-angajirani-izkustva-2023/372
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themselves and develop, as well as access to culture for vulnerable or excluded groups;

» Impact and Change — it is existentially important that socially engaged art is capable of
influencing potential audiences, of being a motivating force to bring about a change in views
and attitudes, which in turn creates the conditions for overcoming social, environmental, or
other public problems.

Socially engaged art is most often realized and presented through:

» Theatre and performances - theatrical productions, happenings, improvisational formats and
forms can generate serious interest by presenting specific topics in an unconventional way;

» Photography, video art, and short audio-visual forms—photo and video installations,
experimental cinema, and films can be both thematically created and presented in
unconventional environments and conditions;

» Visual and plastic arts — exhibitions, installations, mapping, etc. can enliven different spaces
and create a new context, draw attention, and provoke;

» Music and dance — music shows and dance performances can convey social messages and raise
issues that affect society;

» Literature - readings, literary events, unconventional thematic formats presenting texts, etc.
can attract and expand audiences;

» Street art - graffiti and other visualisations that draw attention to various social or other issues
or spark discussion.

In terms of genres or artistic disciplines, the diversity is truly vast, as it combines classical
(exhibitions, concerts, film screenings, performances, etc.) and new (installations, performances, free
presentations, actions, etc.) forms, as well as all possible hybrid forms or working and educational
formats (workshops, studios, laboratories, etc.). Interdisciplinary activities or events are also often
practiced, providing an opportunity to share the experience of different arts and works, but also to
participate in various forms of free creativity and cultural interaction. Art projects often focus on
specific social or environmental issues. One of the contemporary interpretations is the emphasis on
the participation of viewers and communities in the process of creating art. Thus, one of the basic
principles of socially engaged art emphasizes the artist's responsibility to society. Creators and artists
often see their role as activists who use art to reflect and comment on social issues and challenges. It
becomes a medium, a means of expression, communication, and change that reflects social identities
and issues, inspires action, and promotes social justice.

For the development of this direction in Bulgaria, it is essential to have sustainable and flexible
state policies and adequate legislation related to the support and financial assistance of independent
creators and freelance artists, activities and projects with a social orientation, social significance and
social impact in the direction of creating funds, platforms, and measures for assistance and support
or for access to resources and equipment. Also, the creation of packages of measures for
sustainability and development, including support and advice for project development and seeking
opportunities to apply for various programs; activities to encourage the activity and promotion of
artists, projects, and works; ensuring access to formal and informal education and training for artists,
managers, and audiences in order to stimulate meaningful interactions; creating shared cultural
spaces for independent artists and performers to showcase their work, etc.

Some of the major questions in the contemporary cultural landscape stem from how to ensure
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and maintain the vitality of this specific cultural niche and of independent creators, without
compromising the quality of their work or the cultural value and significance of their creations.

The second important perspective for reflection is related to the search for a balance between
the artistic value and social impact of an author or work. In the era of communications and the digital
world, the use of new technologies to expand the reach and impact of socially engaged art (and all
art) is essential. Contemporary socially engaged art often uses technologies such as the internet,
social media, and virtual reality to reach a global audience. Art on the internet allows for mass
communication and the participation of people from different parts of the world. Many contemporary
artists use socially engaged art to critique consumerism and globalization.

In the contemporary context, the social engagement of art continues to evolve, reflecting the
complex relationships between culture, politics, technology, communications, and communities.
Artists and theorists offer diverse interpretations of the role of art in social life, emphasizing
engagement, innovation, and influence on society. Contemporary socially engaged art is seen as a
platform for overcoming social injustices and cultural barriers, because it is art that can provoke
public awareness, inspire change, and mobilize people to action.

2. Documentary cinema and films in the context of socially engaged art

From the point of view of creative approach and genre specificity, the roots of this type of
cinema can be traced back to the first filmmakers, but the work of Robert Flaherty, and in particular
Nanook of the North (*Nanook of the North™ or simply "Nanook", 1922). The public screening
brought worldwide success to its author. The creation of this film also brought professional
recognition to Flaherty, who is often referred to as the "father of documentary film"’ . Although there
is some debate as to how authentic the film is as a documentary, it is important to note that the
director remained true to his original concept and attempted to recreate on screen (using documentary
and artistic means of expression) a world life, and people that are completely different from his own
culture and civilization. In practice, the parameters and principles of this type of film narrative, which
Flaherty constructed on the fly while working on his film, still have followers today. Contemporary
film theory is much more accepting of subgenres or hybrid genres such as docudrama, docufiction,
and research-experimental (e.g., the episodes on igloo construction or walrus hunting) and their free
mixing.

Regarding Flaherty's films, John Grierson writes in his essay "The First Principles of
Documentary Film" that he "illustrates better than anyone else the first principles of documentary
film™ as the need to "master his material on the spot and delve deeply into its arrangement™ (first
principle) and following "his distinction between description and drama™ (second principle)
(Grierson 1947, 102-3).

Grierson himself professes the understanding that documentary cinema must: have a social
function — to inform, educate and inspire social change; show the lives of workers, peasants and
social groups that are rarely seen in feature films; use real footage, but with an artistic approach — he
believed that documentary film was not simply a record of events, but a form of art; be a tool for

" Encyclopzdia Britannica, source: https://www.britannica.com/biography/Robert-Flaherty#ref261260
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governments and public institutions to communicate with citizens. (Grierson 1947) And "realistic
documentary film," as he defines it, "has set itself the task of creating poetry where no poet has gone
before and where no goals sufficient for the purposes of art are easily observed. This requires not
only taste, but also inspiration, which is indeed a very laborious, deeply insightful, deeply
sympathetic creative effort.” (Grierson 1947, 106) Grierson conceptually divides documentary forms
into lower (news, reports, chronicles, etc.) and higher, such as documentary films. (Grierson 1947,
99) But he pays special attention to the so-called "lecture film," usually thematic and rather
descriptive short films about sports, nature, travelogues, etc., although this form also falls outside the
scope of his understanding of art. (Grierson 1947, 100)

It is important to emphasize here that the trends of linking documentary cinema and films to
the lives of different people and social groups and the aestheticization of everyday life or shared
worlds through impressive visual sequences or interpretations developed in parallel and in different
countries, including before and during World War I1. It can be summarized that the period between
the two world wars was characterized by the better positioning of documentary cinema and the
expansion of the scope of the creative pursuits of authors, shifting the focus to social themes and
issues, the informational, educational, ideological, and motivational functions of documentary film,
which also led to an expansion of audiences or specialized segmentation of potential audiences. A
good example of the latter is Frank Capra's seven-part documentary series/film Why We Fight (1942-
1945). Researchers accept that this was his response to Leni Riefenstahl's film Triumph of the Will.
(Grabias 2013). To conclude the topic of World War 11 through the eyes of documentary filmmakers
of the period and in the context of the historical logic of these events, and as a transition to the next
period, we will add Alain Resnais' short film Night and Fog (Original title: Nuit et brouillard, 1956,
32 min.), which reveals the atrocities of the Nazi concentration camps in an associative and
experimental way.

The search for new foundations for existence, but also for art as the highest form of hope and
understanding of humanity, requires time, effort, sensitivity, energy, and faith that the world is still
full of possibilities. These are times of great social change, of rethinking the state of our common
world and class antagonisms. In this context, quite vivid trends emerge in art and cinema.

Between the boundaries of reality and trauma, contradictions and oppositions, in search of and
representation of different points of view and freedom of expression beyond established canons and
boundaries, as well as cultural balance in the early 1950s, another important documentary group
emerged as a counterpoint to social and cultural realities - "Free Cinema". The leading filmmakers
of this movement were Lindsay Anderson, Karel Reisz, Tony Richardson, Lorenza Mazzetti, Gavin
Lambert, Peter Erickson, Walter Lassally, John Fletcher, and others. Although they had certain points
of contact with the legacy of the Grierson circle, they were more in line with Humphrey Jennings
and his more poetic styles and creative approaches, as opposed to the journalistic manner.

The official start was marked by a group screening and a manifesto. Between 1956 and 1959,
a series of public screenings were organized, with British films being shown at three of the events
and international selections, including films by Francois Truffaut, Norman McLaren, Claude
Chabrol, Roman Polanski, and others, being shown at the other three.

It was during the 20th century that authorship in the collective arts became a leading theme in
the spheres of culture and the arts, especially in the context of the emerging and expanding influence
of mass culture. The documentary realistic approach, for example, influenced movements such as
the British New Wave of the 1960s and feature film directors such as Bill Douglas, Ken Loach, and
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Mike Leigh; while the documentary film movement has influenced television cinema, current affairs,
and politics. These new trends, including the films of "Free Cinema,” became part of a qualitative
rethinking of the interrelationships between creative ideas and traditions, innovation and norm, form
and content, authorship and authorial style, originality and mass appeal, etc. This was a time when
young filmmakers, with their ideas for renewing cinema in terms of themes and means of expression,
left the studios, worked with young and unknown actors, improvising freely throughout the creative
process, sometimes leaving it to chance to guide the process. This was the time of the New Waves
and "Cinéma Vérité."

"Cinéma Vérité is a creative movement that reconstructs, transforms, and creatively interprets
Dziga Vertov's ideas about the authenticity of intention and work in cinema, about its "embedding,
not only thematically (instrumentally), but also expressively (linguistically) in the present moment™
(Georgieva 2015, 2).

One of the iconic examples of this creative direction is "Me, a Black” ("Moi, un noir", 1958)
director Jean Rouch (who is also an anthropologist) spent some time with his heroes/characters,
filming them in different situations and giving his heroes time to reveal themselves in front of the
camera.

It can be summarized that most of the authors in this genre "use cinema as a tool for socio-
psychological analysis, turn their backs on pre-structured narratives, and try to explore topical
processes and phenomena happening at that very moment, in their present.” (Ivanova 2023, no page
number)

The ideas and concepts of the authors and films of the "cinema verité" movement have had a
broad cultural influence in all directions. The echo in America came in the form of so-called direct
cinema. There is some uncertainty as to whether "cinema verité" and "direct cinema" are two cultural
trends that are similar in their origins and aesthetic concepts and emerged simultaneously, or whether
there was an active cultural transfer from Europe to America and Canada. However, it is also valid
to argue that placing the diverse work of Rouch, Marker, Rouspoli, Perrot, Bro, Koenig, Croitor,
Jersey, Leycock, and all the others under one banner means obscuring the great diversity of views
and methods that separates American cinéma Vvérité from its French or Canadian variants, and even
more so overlooking the differences in creative work within a particular country or even within a
single director" (Mamber 1974, 1). In this case, it is important to note that all these theoretical
formulations such as "cinéma vérité," "cinéma direct" (or "direct cinema," as it is more popularly
known in America) point to a specific creative concept that has become possible thanks to the
improvement of filming and sound recording technology. This terminological debate does not really
concern the basic idea of immediate and maximally objective reflection of real events or actions at
the moment of their occurrence (happening) and real people who are part of the same chain of events.
"The director acts as an observer, trying not to change the situations he witnesses more than
necessary” (Mamber 1974, 1), and the same applies to all members of the crew and all stages of
production.

A notable example of this approach is the film Salesman (1969), directed by Albert and David
Maysles and Charlotte Zwerin. The film features four traveling salesmen (Paul "The Badger"
Brennan, Charles "The Rabbit" McDevitt, James "Rabbit" Baker, and Raymond "Bull" Martos), who
sell Bibles, and follows in detail their specific occupation, preparation, trips between Massachusetts
and Florida, communication with customers, anxieties, and concerns. The action revolves mainly
around Paul Brennan as the film crew "spends a lot of time with him in his car and records his
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insightful conversations about his work and colleagues - and it is precisely his detachment, his ability
to appreciate what he does, makes him less successful and more disappointed in his unsatisfying,
predatory work" (Brody 2014, no page).

Another trend that is important to mention and outline as a basic creative concept is the so-
called third cinema. In practice, "third cinema" is more of a unifying term than a clearly defined
cultural movement, and it encompasses a number of individual, national, and regional cultural facts
and phenomena covering Latin America, Asia, and Africa. In different countries and regions,
different formulations can be found within this creative platform, such as revolutionary cinema,
solidarity cinema, colonial cinema, etc.

The main characteristics of films in this trend are a high degree of social engagement and
intentions for social change, conceptuality and counter-reaction against authority, class conflicts and
oppression, themes linking solidarity and collective action, often shot in a documentary style, in real
locations with real people, with non-professional actors and low budgets. In the African cultural
context, there is also a strong anti-colonialist criticality, a presentation of local traditions and cultures,
and a focus on themes related to poverty, social justice, identity, and feminism. Asian cinema also
features anti-imperialism and ethnic and social conflicts, with directors often working under fear of
censorship and threats of all kinds. Although this trend has no clear time limits or national boundaries
in the regions mentioned, the cultural mark left by authors who, in one way or another, incorporate
social and/or political themes and issues more vividly into their work through realism, the pursuit of
truth and authenticity, and freer and more unconventional visual solutions. Such are, for example:
Fernando Solanas, Octavio Getino, Glauber Rocha, Tomas Gutiérrez Alea, Santiago Alvarez, Nelson
Pereira dos Santos in Latin America, and for Africa, artists such as Ousmane Sembeéne, Souleymane
Cissé, Sarah Maldoror, Moustapha Alamine, and in Asia, Minal Sen, Ritvik Ghatak, Lino Brocka,
Osamu Hideo, Chen Kaige, Teguh Karyo, and Bahram Beizal.

After the 1980s, large-scale and influential artistic movements in documentary cinema became
rare; rather, there was a diversity of trends and different creative collectives or achievements by
individual artists. Development is noticeable primarily in terms of authorial creative styles and
projects. Nevertheless, dominant or persistent themes, the emergence or popularization of various
subgenres, or the use of mixed forms and techniques can be identified. Sustained popularity is
observed in films on military themes or anti-war films, as well as films that criticise or comment on
political events or authorities, criminal or judicial themes, anti-racist or feminist themes, violence or
marginalised social groups. Ecological themes and health issues are becoming established, as well
as reflective and poetic documentary cinema as a counterpoint to the sometimes excessive focus on
topical issues and problems. Thanks to television, documentary series have gained popularity and are
becoming a sustainable documentary format.

Bulgarian cinema is also the subject of in-depth study in this chapter, with numerous examples
from different periods and trends in the work of prominent filmmakers such as Yuliy Stoyanov,
Eduard Zahariev, Nevena Tosheva, Malina Petrova, Eldora Traykova, and others. Overall, all the
film examples from different decades of the second half of the 20th century illustrate the commitment
of Bulgarian documentary filmmakers to socially significant themes and issues, their attitude towards
the reliability and authenticity of facts and events, and their critical view of the state of the world at
the time of the films' production. At the beginning of the new millennium, Bulgarian documentary
cinema marked its development and new serious achievements, with new filmmakers with vivid
authorial styles and ideas beginning to emerge alongside established authors.
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This chapter attempts to outline the interconnections between dominant trends in modern and
postmodern art after the mid-20th century and during the transition to the new millennium by
presenting landmark artistic movements, creative collectives, and individual authors. It examines
socially engaged art as an authorial stance, aesthetic concept, and idea, reconceptualized and
redefined at the turn of the millennium, alongside documentary cinema, which during this period
develops its specificity and multilayered nature as an art form. Documentary cinema surpasses the
mere presentation of traditional culture and chronicles, transforming into an art form tasked with
preserving an authentic representation of the state of the world at particular moments, while also
possessing the power to challenge established perceptions and attitudes and to broaden cultural and
intellectual horizons.

Chapter Two: Contemporary documentary cinema as a sociocultural phenomenon

1. Features of the artistic interpretation of social themes in contemporary documentary
cinema

This section examines contemporary documentary cinema as a sociocultural phenomenon,
focusing on the unique aspects of the artistic interpretation of social themes. Through film examples
and analyses, various creative approaches are traced through which contemporary documentary
cinema reflects the authors' views on reality, covering historical, political, social, and artistic aspects.

Today, documentary cinema is often seen as a powerful tool for opening public debate on
virtually any topic or issue, as it combines artistic expression with realistic portrayals of phenomena,
events, and/or individuals. In this way, films can not only inform, but also prompt viewers to reflect
or take action. The specificity of the artistic interpretation of socially and publicly significant topics
in documentary cinema includes several key aspects, such as the basis of real events, people, and
situations, but also the artistic interpretation from the author's point of view. Such a construction
presupposes a balance between objective presentation and subjective interpretation, and artistic
techniques such as the choice of film narrative structure, visual style, selection of documentary and/or
archival material, the creation or not of additional texts and captions, the use of effects or different
media, the musical arrangement, etc. can only enhance the impact on the viewer.

Emphasis is placed on the persistent contemporary trend of presenting dramatic personal stories
intertwined with real events in mixed genres, thereby creating a new convention in the context of
socially engaged documentary cinema—a hybrid artistic interpretation of a personal story from the
first person. A convention that brings together different artistic approaches and practices aimed at
provoking social, political, and cultural change through expression and participation. This approach
is distinguished by its ability to engage the audience, provoke public debate, and civic atavism. In
this way, opportunities are created to transcend the traditional aesthetic norms of film art and bring
the social function to the forefront.

Special attention is paid to the evolution from traditional documentary forms, which represent
objective reality, to contemporary creative documentaries, which combine authorial concepts of
artistic vision and open social messages. Trends towards interaction between directors, characters
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and viewers are explored, and the subjective aspects of documentary storytelling are explained. In
contemporary documentary filmmaking, there is a sustained trend for the representation of reality to
be directly shaped by the artistic choices of directors and the complex interaction between objective
truth and creative concepts for its representation.

Examples are given of specific authorial decisions or genre blending, such as Ari Folman's
Waltz with Bashir (2008) by Ari Folman, The Act of Killing (2012) by Joshua Oppenheimer, Othello
(2008) by Ivan Mladenov, Uncle Tony, the Three Fools and the DS (2013) by Mina Mileva and
Vesela Kazakova, and others.

Of course, even today, socially engaged cinema can be subject to censorship or attempts to
"correctly format" its content, not only by political authorities but also by representatives of the film
industry (e.g., agents or distributors, media groups, etc.). Fortunately, at both ends of the distribution
chain are film festivals and social networks, as well as video-sharing networks. These alone guarantee
the existence of films in the public sphere and enable independent authors and creators to present
their films and provoke public debate on socially significant topics and issues.

Today, documentary cinema is finding new cultural niches, allowing it to highlight social
problems, encourage public debate, and stimulate social change. Thus, in the contemporary cultural
situation, documentary films can become platforms for social, cultural, and intellectual exchange,
provoking the audience to think critically and engage with empathy towards social realities that may
not directly affect them.

In order for documentary cinema to fully fulfill its cultural and social function, it is necessary
to work in at least three directions: providing opportunities for expression, creating diverse
documentary production, and striving for sustainable distribution. This does not mean reproducing
popular schemes and models at the expense of vivid authorial ideas and concepts, but rather efforts
to expand access to creative and professional opportunities and to documentary films, so that this
type of cinema can reach a wider audience and overcome the limitations associated with its
underestimated position in film production and distribution, which is particularly acute in Bulgaria.

2. Leading problem areas and current topics in the focus of documentary filmmakers

This subchapter attempts to systematise and summarise the leading thematic and problem areas
in contemporary documentary cinema, outlining a course from the global to the local to the private
— from the world to the individual. It is important to note that the purity of thematic and genre
definitions, as well as the categorical boundaries of each area, and the placement of a specific
documentary film or series in a specific area, cannot always be with the utmost certainty, but will
follow the logic of the dominant theme, idea, or leading aspect, which will determine the proposed
classification and the supporting film examples in each case.

The first prominent thematic and problem-focused area is “World and Environment”, which
encompasses documentary films concentrating on the cosmos, climate and the natural world of Earth,
ecological issues, and related topics. Well-known channels such as National Geographic, Discovery
Channel, and Animal Planet, as well as platforms like HBO Max, Apple TV, and Netflix, produce
and distribute a substantial and sustained volume of audiovisual content in this thematic domain.
Special attention is given to the work and role of Sir David Attenborough, noting his contribution to
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documentary films that emphasize the importance of preserving our planet. Among the films
proposed are: Life on Earth (1979), The Private Life of Plants (1995), The Life of Birds (1998), State
of the Planet (2000), and others. Other films analyzed that present the problem area are All That
Breathes (2022) by director Shaukn Sen, My Octopus Teacher (2020) by directors Pippa Elrich and
James Reed, Science of the Sea (2022) by Stoil Dimitrov and Borasav Kamilov, and others.

This thematic and problem area includes not only documentary and popular science films
presenting space, natural phenomena, and life on our planet, but also those focused on specific
environmental topics and issues, films about climate change and the consequences of these problems
or those related to human impact on nature and species, as well as films about disasters and
cataclysms, etc. Such films create a body of knowledge that can be used and applied in a variety of
ways and for a variety of purposes for the benefit of research, formal or informal education, to
stimulate curiosity or for hobbies, etc.

The next leading thematic and problem area can be defined as "Historical Events and
Processes." Here we must immediately clarify that this group of films does not include only or mainly
popular science visualizations of strictly historical research or reconstructions of the past through the
lens of historical science, but has a broader cultural scope, given that over time, films (or
documentary material, footage) filmed at the time of an event acquire the value of a document of the
time (archive) and can be restored, included in other productions as archival material, etc. Another
important point is that certain social (and other) processes can develop over longer historical periods
and it is not necessary (and sometimes impossible) to chronologically trace them in real time from
the very beginning of the chain of cause-and-effect relationships and events. Finally, not all topics
and objective films fall within the scope of historical science, but may be perceived as subjects of
other scientific fields and disciplines.

This category includes the films Summer of Soul... Or, When the Revolution Could Not Be
Televised (2021) by director Ahmyr Thompson, How to Survive a Plague (2012) by director David
France, Babi Yar. Context (2021), and Breaking News (2019).

These films build bridges between times and people, professional, scientific, and creative fields
in the name of remembering the past so that we can build on it rather than tread water.

The third leading thematic and problem area is "Power and Crime." The reason for this
formulation is the active line of contact and intersection between the two aspects of human activity.
Power and, in addition, politics often give rise to concern, outrage, and strong civic reactions.
However, criminal offenses are emphasized here not because politicians commit the most crimes,
but because at the very core of the idea of delegated authority, as well as the exercise of power, lies
the presumption that it ensures order, security, tranquility, justice, and the well-being of a state’s
citizens or members of a community. In this case, the main focus is on films that expose political or
crimes against humanity and military conflicts, violations of human rights, or on specific individuals,
corruption, political hypocrisy, dishonesty and lack of morality, establishing guilt and the
effectiveness of justice or reciprocity of punishment, etc. This group includes several important
documentaries: Michael Moore's Bowling for Columbine (2002), The Edge of Democracy (2019) by
Petra Costa, The Dissident (2020) by Bryan Fogel, 20 Days in Mariupol (2023) by Mstislav Chernov,
and others.

An important group of films that fall into this category are documentary investigations into
political, military, social, or other conflicts, crises, disasters, and crimes. Investigative documentary
filmmaking as a whole is not limited mainly to the corrupt or unlawful exercise of power by
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authorized individuals, institutions, or legal entities. Of course, exposing corruption scandals, causes
of disasters and crises, crimes committed by authorities or responsible persons, mismanagement,
violations of rights, etc. are of particular public importance and for this reason probably dominate as
themes and cases in investigative documentaries. Similarly, various investigations can start from
entirely private cases (even accidents) and develop into economic, corruption, political scandals,
conflicts, or institutional crises.

Another leading thematic and problem area is "Economy and Corporate Influence.” This
category may include films that trace positive examples of interactions between companies, nature,
local communities, and the like; however, it is predominantly composed of films that expose
unregulated interactions between economic actors, the concealment of abuses or unfair practices, the
truth about problems and crises, exploitation, and the violation of workers’ rights, among other
issues. However, socially engaged documentary cinema has taken on both the risk and the role of
raising public awareness and protecting the interests of people and nature, which is precisely why
there are fewer positive examples than negative ones for the creation of such documentaries. In this
case, the independent documentary Union (2024) by Steven Meing and Brett Story is examined as a
positive example of workers' struggle for social change against a huge corporation. The negative
aspects of the issue are analyzed in The Great Hack (2019) by directors Karim Ameer and Jehane
Noujaim, Inside Job (2010) by director Charles Ferguson, and Before the End (2020) with
screenwriter Asen Vladimirov and director Eldora Traykova.

"Social groups and ethnic communities” is the next leading thematic and problem area. This
category includes films that highlight the problems of ethnic or marginalised groups, migrants,
refugees and asylum seekers, poor or disadvantaged sections of the population, oppressed or
threatened groups of people, etc. “This category analyzes films that, in one way or another,
demonstrate the global interconnectedness of problems from different parts of the world, based on
the idea that the ability to perceive a broader picture of the state of the contemporary world can foster
a higher degree of engagement—not only in addressing local issues, but also in seeking the
sustainability of effective solutions before more severe crises occur.

The films analyzed in this category are Fuocoammare (2016) by director Gianfranco Rosi, Flee
(2021) by Danish director Jonas Pohl Rasmussen, School of Hope (2024) — the directorial debut of
Yana Alexieva, and Everything Must Fall (2019) by Rhad Desai.

It is important to emphasize here that contemporary documentary filmmakers still manage to
maintain sensitivity and keen awareness of the state of our shared world, and to show the courage to
act through their own art, to give visibility and voice to the problems of smaller or less visible groups
of people, through their own criteria of morality, responsibility, and duty. This is important not only
for our collective memory, but also for a deeper assessment and understanding of current facts,
actions, or events. Unlike news broadcasts and reports immersed in the acceleration of contemporary
information flows, documentary cinema has the power to draw attention, provoke debate, and leave
a valuable mark for future generations, because forgetting may sometimes bring comfort, but it also
contributes to the repetition of the same mistakes, and sometimes tragedies.

The sixth leading thematic and problem area is ""Subcultures and Professional Groups.” It
includes films that trace the development of contemporary cultural trends and their representatives,
but also those that reconstruct forgotten cultural practices or seek connections between the past,
present, and future, assessing cultural heritage and its guardians, or those who transform what has
been inherited or create qualitatively new styles, projects, and trends. This layer also includes films
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that present the activities of groups of people with specific occupations or different professions and
their place in the overall picture of contemporary life. The films analyzed here include the Danish
documentary-experimental film The Red Chapel (2009) by director Mads Bruegger, Twenty Feet
from Stardom (2013) by director Morgan Neville, Restrepo (2010) by Tim Hetherington and
Sebastian Junger, Sofia's Last Ambulance (2012) by director Ilian Metev, and others.

The documentaries that fall within the scope of this thematic and problem area have serious
cultural and educational potential. On the one hand, the study of cultural and creative processes,
cultural models and cultural heritage, creative influence, transformations and interpretations of
cultural patterns and styles, and cultural interactions brings undeniable added value to a particular
society and on a more global scale. On the other hand, cultural models and practices can be used to
analyze and interpret broader social phenomena. Last but not least, learning about, studying, or
promoting different professions and professional activities or occupations, as well as the ways in
which they are practiced or performed, would help broaden the horizons of the potential audience
and their understanding of the world of others through their goals, aspirations, actions, and
achievements.

The last leading thematic and problem area can be defined as: "Biographical portraits and
personal stories.” The largest group of documentaries that fall into this category present the lives
and achievements of various personalities from the past and present. These are scientists, researchers,
explorers, artists, athletes, rulers, etc. Such films offer an opportunity to learn about their life paths,
vicissitudes and successes, their intimate spaces and the traces they leave behind, as well as the
changes they bring about. This category also includes biographical films or films based on real
events, incidents, or stories of ordinary people who, in one way or another, manage to contribute to
revealing cause-and-effect relationships in relation to other events or phenomena, to preserve or
protect traditions or cultural and historical heritage, create innovations or present the diversity and
colourfulness of the human world in intriguing social, public and other interactions, or reveal the
extraordinary abilities, heroism, dedication, etc. of people, and ultimately the miracle of life. Among
the films analyzed in this category are Searching for Sugar Man (2012) by Swedish director Malik
Bendjelloul, Morality Is Good (2022) by screenwriter and director Veselin Dimanov, Tamara
Kotevska and Lyubomir Stefanov's Honeyland (2019), Quiet Inheritance (2021) by director Petya
Nakova, and others.

The range of possible themes, characters, and stories is exceptionally broad and diverse. The
films in this category constitute a tribute to humanity in all its forms and manifestations, which is
precisely why they are so important. Moreover, directing the viewer’s attention toward the life of
another—sometimes so different from their own—and opening a path to the intimate layers of that
person’s life and thoughts represents a genuine act of revelation, sharing, and virtue, and ultimately,
a demonstration of courage and profound respect toward all parties involved in this interaction.

The proposed classification of basic thematic and problem areas in contemporary documentary
cinema, which is specifically oriented towards the social sphere, does not claim to be exhaustive and
to cover all possible types and genres of documentary films created in the last 25 years (and before
that). This classification offers an analytical tool for basic orientation in the significant global
production of documentary films, which can be applied both to national cinematographies and to
specific historical periods or in the study of trends and tendencies, genre forms, and formats.

Of course, there are documentaries that at first glance may fall into more than one category,
but in such cases, one should assess which is the leading ideological principle, characteristic, or
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dominant dramatic line, and then it would be easier to determine, through specific aspects, which
category or subcategory can be approached in the analysis of the particular film. The use of this
system (which could be supplemented and expanded) as an analytical tool should facilitate
understanding rather than limit the scope of the ideas underlying a film. Moreover, it is possible that
at the time of its creation, a documentary film may be interpreted in a certain way by viewers or
loaded with additional meanings arising from the context, and that with the passage of time, the
perception of it may change. In this sense, establishing a relatively solid foundation, as the
classification certainly offers, would be constructive and useful. It is striking that problematic areas
such as human rights, ecology, justice, etc. are also gaining significant social and public resonance
and civic support, i.e., through the awareness of the interconnectedness of the world, the perspective
of the social field is in practice expanding its scope.

Chapter Three: Documentary cinema in the field of contemporary culture and education

1. A specialized selection of contemporary documentary films with a high impact factor and
applied potential in the cultural and educational sphere

The first subchapter of this part of the dissertation focuses on researching the phenomenon of
expanding the field of influence and impact of documentary cinema as films and forms, themes and
issues, and authors. To this end, a concept has been formulated for establishing the impact factor of
documentary films presenting themes and issues in the context of socially engaged art. Secondly, a
specialized selection of documentary films with a high impact factor has been made, which have a
wider field of realization (and influence) in a cultural and educational perspective.

The films in the specialized selection, the stories around them, the activity and response they
provoke can build an adequate (albeit incomplete) picture not only of the state of the contemporary
world over the last 25 years, but also outline meaningful perspectives for the future. Last but not
least, the genre diversity, different creative approaches, and means of expression create a complete
picture of the development of artistic documentary filmmaking over the last two decades and more,
and of the opportunities that documentary cinema offers for expanding general culture, education
and training, and for stimulating personal and civic awareness and activity. The films themselves
have been selected to reveal both the broad possibilities of documentary cinema to recreate reality,
from its objective and unadulterated observation to the expression of a personal position through the
means of art. In this case, it is not a question of evaluating the creative approaches of the authors, but
of outlining the possibilities that an art form offers for expressing not only ideas and creative
concepts, but also positions.

The concept of impact factor in relation to documentary films introduces qualitative and
quantitative indicators that can be used to measure the influence of a film in the public sphere and
assess the change it brings about. In this case, both the performance of the indicators and the
combination between them are of interest, since we are talking about art and it is advisable to use a
more complex and flexible assessment model and method, which may include the following groups
of criteria and indicators:

» Impact on the film industry — awards at prestigious festivals and/or number of awards from
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film festivals; high ratings from critics and/or the professional community; bringing about
change (development, improvement) in established principles, rules, methods, and approaches
(sometimes stereotypes and patterns) for making and/or distributing films; the emergence of
new techniques, styles, or trends; presence of remakes and/or film references (reconstructions
of familiar scenes from one film in another, mentions of films in dialogue or dialogue from one
film in another, use of musical themes from one film in another, etc.);

Box office results, peoplemetrics, and rankings — box office revenue (a quantitative indicator
of ticket sales from cinema screenings); Peoplemetrics usually refers to the ratings of television
channels, respectively to the various audio-visual productions they present to their viewers,
and measures viewer interest in terms of number of viewers, but this can also be applied to
online viewing as online platforms often have real-time metrics; With regard to rankings, it is
important to note that almost every publication or cultural media outlet that specializes in
cinema or focuses on culture and the arts offers its own rankings (weekly, monthly, yearly, by
number of years, by genre, etc.), including specialized cinema and film websites (such as
IMDb, for example), and accordingly, this indicator can be used to report inclusion in a ranking,
place, number of rankings, etc.; This also includes maintaining sustained interest in the film on
the part of viewers, which can be easily measured using metrics from online sites and platforms,
for example, etc.

Cultural impact — refers to the influence a film has on the audience or society (audience
reactions, public response, etc.), provoking public debate and/or social change, the film's long
screen life and/or its inclusion in studies and publications, in educational and cultural programs,
in various types of motivational sessions or therapies; this indicator can also take into account
the change that a film provokes in terms of activism and civic engagement, changes in
legislation, structures and institutions, in relation to corporations and business, changes related
to the protection of public health and the environment; This also includes the purely
documentary or documentary-commentary value of a documentary film in terms of preserving
cultural and historical memory, cultural diversity, and cultural heritage, etc.

Educational and research potential — assessment of the possibility of films being included as
an educational tool in formal or informal educational processes or being the subject of scientific
research that explores processes outside the sphere of film art, i.e. when a documentary film
can be accepted as a reliable source of data and information, but can also be linked to contexts
and processes that are of interest to scholars from various scientific fields and disciplines.

This complex set of indicators in the four groups will be applied to the selection of 10

documentaries in the perspective of socially engaged art with a high impact factor, created in the last
25 years, which also have serious applied potential in the social, cultural, and/or educational sphere.
In other words, films that have achieved unique results in various indicators from the four groups
(not necessarily in all criteria and indicators) and which have become catalysts for processes or have
become an integral part of other processes of a social or cultural nature. Such films can undoubtedly
be used for formal or informal educational processes.

The selection itself is conceived as a comprehensive tool for cultural and educational

interaction and can be used in a wide range of initiatives such as cultural and educational programs
focusing on ecology, human rights and security, health and quality of life, social interactions and
multiculturalism, contemporary culture and art, etc.; in organizing thematic screenings and
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discussions among different audiences; as interactive panels at cultural and scientific forums; in
events related to civic activism and civic actions, etc. In today's world of intense communication and
exchange of informational and non-informational cultural content, the specialized selection can also
be used on online platforms for motivational and educational purposes.

It should be noted that this specialized selection is dominated by topics related to ecology,
particularly climate, the environment, endangered species, etc., which has a purely factual
explanation. In the post-industrial stage in which modern civilization finds itself, with the
extraordinary development of the economy, industry, the intensification of world trade, the
movement of people and goods, the increase in the Earth's population, global pollution, etc., it is only
logical that environmental issues are at the forefront of public debate on a global scale, especially the
two sub-topics mentioned above: climate change and threats to wildlife and humans. In addition to
the activities of non-governmental organizations and activists, films on this topic and the public
reaction they provoke have also contributed to the popularization of environmental issues. The
number of such films, both documentaries and feature films, has grown significantly in recent years.

A special selection of 10 documentaries with potential in the social, cultural, and educational
spheres:

“An Inconvenient Truth” (USA, 2006) by director Davis Guggenheim is one of the most
influential works in contemporary documentary cinema on environmental issues. The film provoked
an exceptionally strong public reaction and, thanks to its popularity, the topics of climate change and
global warming moved beyond the realm of science and became the subject of public debate around
the world. Of course, these two issues have both supporters and defenders, as well as critics, but over
the years, scientific facts have confirmed the seriousness of environmental issues for the modern
world.

Through the personality of Vice President Al Gore, the film emphasizes humanity's moral
responsibility to nature and the need for urgent action to limit the destructive consequences of global
warming. The carefully constructed structure, combining scientific information, personal narrative,
and visual evidence, gives its message a persuasiveness and power that goes beyond the scope of
documentary cinema.

The impact of An Inconvenient Truth goes beyond its artistic dimensions—the film has become
a catalyst for public debate, an educational tool, and an example of how audiovisual arts and media
can promote social change. It proves that socially engaged art can make a real contribution to shaping
environmental awareness and civic activism. Regardless of criticism of its political aspects and
possible exaggerations in its scientific claims, the film's significance remains indisputable: it
succeeded in bringing the issue of climate change to the forefront of global public attention. The
sequel, An Inconvenient Sequel: Truth to Power, further develops the ideas of the first film, moving
from alarmism to inspiration for action. Together, the two productions outline the path from
awareness of the problem to the search for concrete solutions, reflecting the change in public attitudes
over the past two decades.

An Inconvenient Truth can be described as a turning point in popular culture, changing the way
society talks about climate, politics, and responsibility towards future generations. Its significance
goes beyond the boundaries of documentary cinema and becomes an example of how art can be a
driver of knowledge, empathy, and change. The film won two Oscars for Best Documentary Feature
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and Best Original Song, as well as 34 other awards and 11 nominations® . It ranks 20th in the global
ranking of the highest-grossing documentaries of all time® . Al Gore received the Nobel Peace Prize!?
for his activism in the fight against climate change, which is both a result of the popularity of An
Inconvenient Truth and an additional asset in reinforcing the film's messages. Despite some
shortcomings, it represents an important starting point for engaging public opinion and world leaders
with the issue of global warming.

“Thank You for the Rain” (Norway/UK, 2017) by director Julia Darr won two Social Impact
Media Awards in 2018 and over 20 other prestigious awards and nominations from film festivals
around the world. It won the Doc Impact Award for 2019 and a special report on its social and cultural
impact was prepared*! .

Thank You for the Rain is a super powerful documentary that shows climate change through
the personal story of one guy—Kenyan farmer Kessilu Musya. Instead of talking abstractly about
global warming, the film shows its concrete consequences on the lives of individuals and
communities, transforming the topic from scientific to deeply human. This is where its power lies —
the camera becomes a witness and mediator of a reality that often remains invisible to the world's
media and politicians.

Julia Dar and Musya's project demonstrates how cinema can be not just a means of observation,
but an instrument of change—a source of knowledge, inspiration, and mobilization. Musya's personal
perspective, combined with Dar's directorial sensibility, makes the film an example of equal
collaboration. The result is an authentic voice for communities that are usually portrayed only as
victims, but here as active participants in the fight for climate justice.

Since the film's premiere in 2017, an international campaign has been organized to support the
creation of climate-resilient communities. The scope of the campaign is truly impressive, ranging
from training farmers in Kenya and Tanzania to developing special educational resources for
screenings of the film in schools and universities in a number of countries, including Canada, the US,
the UK, Norway, Germany, Denmark, and Slovakia. This activity is carried out with the assistance
of various media and organizations such as Doc Academy, Docubox, People in Need, Slovakia
(Global Education department), and others, and continues to develop. To date, the film has been
screened hundreds of times around the world in cinemas, but also in various alternative venues to
schoolchildren, students, and various civic and social groups, farmers from endangered areas, and
other potentially affected communities, etc. The impressive scale of the ongoing campaign that has
emerged from the film is direct proof that "Thank You for the Rain" transcends the boundaries of
cinema and has become a social movement. It is an example of documentary cinema with a real
impact, achieving change in both the attitudes and concrete actions of people and institutions.

In conclusion, the film is a testament to the power of personal narrative and the potential of
documentary cinema and films to create empathy and engagement. The film "Thank You for the
Rain" shows that even in conditions of inequality and climate crisis, individual responsibility and
collective action can become a source of hope and change.

8 More about the awards here: https://www.imdb.com/title/tt0497116/awards/?ref =tt_awd
% The film ranks 20th according to "The Numbers,” a ranking of documentary films of all time worldwide:
https://www.the-numbers.com/box-office-records/worldwide/all-movies/genres/documentary
10 The Norwegian Nobel Committee awarded him the Nobel Peace Prize for 2007 (www.dw.com/bg )
11 The report can be read here: https://docimpacthi5.org/files/thankyoufortherain.pdf
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The documentary “Racing Extinction” (USA, 2015) by director Louis Psihoyos examines the
critical issue of animal extinction as a result of human activity and places it in the context of the
concept of the Anthropocene — a new era in which humans have a decisive impact on nature. The
film brings together the efforts of scientists, journalists, activists, and industry representatives who
reveal various aspects of human intervention, from illegal fishing and animal trade to industrial
production leading to habitat destruction.

The narrative builds a strong contrast between destruction and hope, greed and dedication, and
despite skepticism about environmental issues, it manages to inspire faith in humanity's ability to
change. Through impressive visual images — from the depths of the ocean to the facades of city
buildings onto which images of endangered species are projected — the film sends a universal
message about humanity's responsibility to the planet.

The film "Racing Extinction™ has had a significant public and media response — it has received
numerous awards and nominations and has reached over 20 million viewers worldwide, becoming
one of the most influential documentaries focused on environmental awareness and activism. It
received an Oscar nomination!? for Best Original Song in 2016 and a nomination for Best
Documentary Film at the Sundance Film Festival (2015), an Emmy Award for outstanding
achievement in documentary filmmaking, also International Green Film Award at the Cinema for
Peace Award, 2016, and over ten awards and nominations. After its premiere at the Sundance Film
Festival, it was purchased for distribution by television giant Discovery Channel, where it attracted
a total of 11.5 million viewers during its premiere broadcasts, making it the most-watched
documentary premiere in more than three years. (Pedersen 2015, no page) During weekend reruns,
the film attracted 6.6 million viewers in the US and 6 million viewers in the international market
through its network of satellite and cable television in over 220 countries. (Pedersen 2015, no page
number) This is a truly enormous global audience, and viewer interest is eloquent.

The film “Before the Flood” (USA, 2016), directed by Fisher Stevens and produced by
Leonardo DiCaprio, presents an in-depth look at the global consequences of climate change caused
by human activity. DiCaprio, in his role as UN Climate Change Envoy, travels the world to show
concrete examples of environmental disasters — melting glaciers, deforestation of tropical forests,
industrial pollution and rising sea levels.

This film has a strong educational effect, as it presents scientifically sound information in an
understandable and visually striking way. It explains complex processes such as the greenhouse
effect, carbon emissions, and the impact of industrialization on the climate, linking them to real
human stories and consequences. In this way, viewers not only learn about the crisis, but also
understand their personal responsibility in its deepening or resolution. The film has had a significant
social impact—since its release, it has sparked a broad public debate on sustainable development and
renewable energy, and on the need for political action. Before the Flood is used in schools,
universities, and environmental campaigns around the world as a tool for education and raising
environmental awareness. Its accessibility (the film is distributed free of charge online by National
Geographic) contributes to its extremely wide audience and makes it a global call to action against
the climate crisis.

12 Director Louis Psihoyos received an Oscar for his previous documentary film The Cove (2009).
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To date, the film has been distributed in 45 languages in 171 countries and has been "made
available free of charge to more than 50,000 students through screenings on campuses across the
United States, and more than 1,500 requests from colleges, religious institutions, and other
organizations for private screenings around the world have been fulfilled" (Calvario 2016, no page),
and is also available online.

The film Before the Flood earned its creators a Hollywood Film Award for Documentary of
the Year and a total of 10 prestigious awards and nominations. But reaching a huge number of
viewers and including it in educational programs is probably the much bigger and more important
goal that the filmmakers aimed for and actually achieved.

The documentary “Fahrenheit 9/11” (USA, 2004) by director Michael Moore is one of the
most provocative works in contemporary documentary cinema. It presents a sharp criticism of the
George W. Bush administration and the way the government responded to the attacks of September
11, 2001, as well as the war in Irag. Moore questions the motives behind the military intervention,
highlighting alleged economic interests, links to the oil industry, and the manipulation of public
opinion through fear and media propaganda. This film should not be regarded as the author’s political
manifesto, but rather as an expression of civic stance and activism.

The film provoked a sharp social reaction and public debate, as the director's strong position
effectively encouraged viewers to think critically, question official political narratives, and recognize
the role of the media in shaping public attitudes. It has been used in political science, sociology, and
journalism courses as an example of documentary activism and how cinema can influence social
interactions.

Its social impact is extremely powerful, making it the most watched documentary in history
and having a tangible effect on the political climate in the US during the 2004 presidential campaign.
For many, it became a voice of discontent against war, inequality, and the lack of transparency in
government. However, Fahrenheit 9/11 also provoked sharp criticism. Moore's opponents accused
him of bias, manipulative editing, and one-sidedness, claiming that the film presented selective facts
and omitted the views of the parties involved. Some journalists and public commentators believe that
Moore uses a populist approach to heighten the emotional impact, which they argue undermines the
documentary's credibility. His supporters, however, defend the position that the film is an act of
activism, whose goal is not objectivity, but to awaken public consciousness and personal
responsibility.

Michael Moore, as well as many other people associated in one way or another with the film,
have received various forms of threats and have been disproportionately criticized, including the
members of the Cannes jury who awarded it (e.g., Quentin Tarantino). In the US, there have been
attempts by government officials to discredit the film, artificially lower its rating, and prevent its
distribution to a wider audience. But all these attempts have only served to increase interest in the
film.

Fahrenheit 9/11 is the first documentary film in nearly 50 years®® to receive the Palme d'Or
and the FIPRESCI Prize at the Cannes International Film Festival (2004), as well as the Hollywood
Film Award for Film of the Year (2004), a nomination for the European Film Awards (2004) and
Ceésar Awards (2005), and over 40 other awards and nominations from prestigious international film

13 Before that, it was Jacques Cousteau and Louis Malle's film The Silent World (1956).
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forums. It was not nominated for an Oscar. The film's total revenue amounted to $222,446,882, with
revenue from distribution in America exceeding that from the rest of the world by nearly $16 million,
which is extremely indicative of the film's effect on American audiences.

The film “Citizenfour” (USA/Germany, 2014) by director Laura Poitras is a tense and realistic
account of the exposure of mass surveillance of citizens by American security services. The film
follows the meetings between the director and journalist Glenn Greenwald and Edward Snowden, a
former employee of the National Security Agency (NSA), who provides evidence of the illegal
wiretapping and surveillance of millions of people around the world. Filmed in real time, the film
captures both the personal tension surrounding Snowden's decisions and the global consequences of
his revelations.

The educational impact of the film is enormous—it serves as a valuable resource for studying
topics such as individual rights, media ethics, investigative journalism, cybersecurity, and civil
liberties. Universities around the world use it as an example of documentary evidence and journalistic
courage, as well as how cinema can expose abuses of power.

Its social impact has also been significant: the film has helped to intensify public debate on the
limits of state control, personal privacy, and freedom of information. At the same time, the film also
has its detractors. Critics accuse Poitras of bias and heroising Snowden, arguing that there is not
enough critical perspective on the potential risks of his actions. Some view it as a political statement
rather than strictly journalistic work. Supporters, however, see it as a timely warning about the
dangers of state surveillance and an example of civic courage and moral responsibility.

The film won an Oscar for Best Feature Documentary and over 80 other awards and
nominations from film festivals around the world, including BAFTA, four nominations and one
Emmy Award for outstanding achievement in documentary filmmaking, Film Independent Spirit
Awards, Critics Choice Awards, etc. It won the 2016 Doc Impact Award, which is given for
"significant and measurable social impact"%* . An 80-page Impact Report™® has been prepared for the
film, tracking its impact, presenting audience research and feedback, inclusion in initiatives,
campaigns, and special events of a social, cultural, or educational nature, and assesses the film's
influence and the change it has brought about. Some of the changes reflected in the report, to which
the film is considered to have made a special contribution, are: the US Congress passing the USA
FREEDOM Act in 2015 by a huge majority, marking the first time in over thirty years that both
houses of Congress approved a bill that places real restrictions and oversight on the surveillance
powers of the National Security Agency; in England, a group of non-governmental organizations
formed the "Don't Spy On Us" coalition, including Privacy International, which launched a series of
lawsuits in British courts, the European Court of Justice, and the European Court of Human Rights
to protect the right to privacy and personal integrity, etc.

The documentary film “No Other Land” (Palestine/Norway, 2024) by directors Basel Adra,
Yuval Abraham, Rachel Sorel, and Hamdan Balal is a highly emotional and politically charged
testimony to the reality in the occupied West Bank. The film follows the destruction of the Palestinian
village of Masafar Yatta by the Israeli authorities and the struggle of local residents to defend their

14 More information here: https://docimpacthi5.org/films/citizenfour
15 The report can be read here: https://docimpacthi5.org/files/citizenfour.pdf
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homes. At the heart of the story is the friendship and collaboration between Palestinian Basel Adra
and Israeli journalist Yuval Abraham—an unexpected partnership that gives the film a deeply human
dimension and shows the possibility of empathy across dividing lines.

Its social impact is remarkable — the film has sparked a global public response, prompting
debate about occupation, racial inequality, and human suffering. However, "The Only Land" also
provokes opposing opinions. Some viewers and commentators describe it as one-sided and politically
biased, claiming that it presents the Israeli-Palestinian conflict in an overly emotional way and
without sufficient context for the actions of the Israeli state Others, by contrast, perceive it as a
powerful moral document that demands the voices of the oppressed be heard and that gives a human
face to a tragedy affecting both sides—often treated formally or even abstractly within its political
contexts.

In early June 2025, Basel Adra and Yuval Abraham organized another action in the Masafar
Yatta area, inviting a group of international journalists to visit the area and Adra's home, where the
film was shot, to report on the total destruction of these places. The reporters and their press vehicles
were stopped by masked Israeli army soldiers and forced to turn back. The incident was reported in
many international media outlets, accompanied by sharp public reactions and criticism of the Israeli
army and government.

This film is as much a purely documentary film, a civil and human protest, as it is an authentic
document of the state of a people under occupation in the 21st century. In today's world, this is not a
local national, ethnic, or social problem, but an international political and humanitarian problem, as
there is already talk of genocide of an entire ethnic community in the Gaza Strip. Sooner or later, an
objective assessment will be made not only of what is happening there, but also of the actions or
inactions of the international community, individual states, politicians, the military, and other
responsible persons. And until that moment comes, whether today or in the distant future, the actual
footage and archival home videos included (or not) in this film will remain in the archives of
humanity's cultural memory and will be extremely valuable authentic material for researchers from
various scientific fields and part of cultural programs expanding our knowledge of each other and of
what we do to each other. These are valuable qualities and an indisputable cultural contribution of
this film.

In its first year on the big screen, the film was a huge festival success. It received an Oscar for
Best Documentary Film in 2025, the Audience Award at the International Documentary Film Festival
Amsterdam (IDFA) in 2024, two awards at the Berlinale in the same year - the Panorama Audience
Award and the Berlinale Documentary Award, a BAFTA nomination, the European Film Award for
Best Documentary, and a nomination for European Film, as well as over 90 other awards and
nominations from film festivals around the world. The film is a Norwegian-Palestinian production
and is currently being distributed in 24 countries around the world.

The film “Under the Dome” (China, 2015), directed by Chai Jing, examines the problem of
environmental pollution and air quality in China. The film presents the personal account of director
and journalist Chai Jing, who undertakes an investigation into industrial pollution following the
diagnosis of a serious health problem affecting a member of her family, which she attributes to the
heavily polluted air in the urban environment. The film uses data, graphics, and interviews with
experts to demonstrate the toxic effects of coal-fired power plants, industrial enterprises, and polluted
rivers on the health of the population and the environment. The film enables the public to understand
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the scale of the environmental problem in China.

Despite its success, the film has also received mixed reviews. Some critics argue that the focus
on industry may be politically sensitive, and that the data and accusations against certain companies
and authorities could be perceived as one-sided or incomplete. Furthermore, due to the sensitivity of
the subject matter, the film has been censored or restricted in its distribution in China, sparking a
debate about freedom of speech and the role of documentary cinema as a social corrective.

Ultimately, Under the Dome is considered a key environmental documentary that combines
personal narrative with large-scale data, stimulates debate on sustainable development, and has a real
impact on public opinion on environmental issues in China.

The effect of this film on the Chinese audience is remarkable. "The film received at least 200
million views on the internet, not to mention its dissemination through reposting and word of mouth.
200 million views in that time is hard to imagine, especially when we realize that as of June 2014,
632 million Chinese were online. This means that in just over 48 hours, one in every three internet
users watched Chai Jing!" (Henochowicz 2015, no page) The response to the online broadcast of the
film on all online platforms in China is truly impressive. "Social media was flooded overnight with
news about 'Chai Jing's smog investigation'. On Weibo, the Chinese Twitter, the same topic has over
740,000 comments and 330 million views." (Heng 2015, no page).

The film “Super-Size Me” (USA, 2004) by director Morgan Spurlock raises the issue of "fast
food" and is inspired by the lawsuit filed by the guardians of two overweight underage girls - Ashley
Pelman and Jazlyn Bradley v. McDonald's Corporation, who accuse the fast food chain of misleading
production and marketing practices that caused obesity in the underage girls who consumed their
food (Pelman v. McDonald's Corp., 237 F. Supp. 2d 512 (S.D.N.Y. 2003))*¢ . The case did not end
successfully for the two girls and their parents. Although this case raises valid questions about the
boundary between an individual's personal responsibility to inform themselves and take care of
themselves and, on the other hand, corporations' commitments to public health, the court concluded
that responsibility is individual and related to awareness, education about our own health, behavior,
and health culture. The case made headlines and provoked a markedly derisive attitude toward the
girls and their families. It is precisely this attitude towards Ashley Pellman and Jazlyn Bradley that
fuels the idea of a film experiment by director Morgan Spurlock (who is also the protagonist) and a
small film crew. They set out to explore the impact of fast food on human health through a personal
experiment by the director, who consumes only food from the McDonald's chain for 30 days. The
film demonstrates rapid weight gain, increased cholesterol, changes in mental state and physical
capacity, showing specific medical results and research related to eating habits.

The film has sparked heated debate and conflicting opinions, including criticism that the
experiment is too extreme and does not realistically represent the average fast food diet, and that the
authors sensationalize the dangers, which could lead to a distorted perception of risk. Other analysts
note that the focus on McDonald's may overlook the broader social and economic factors that
influence eating habits. Either way, Super Size Me remains a key documentary for raising public
awareness about healthy eating and corporate responsibility, the impact of the food industry on
health, stimulates discussions about food culture, and turns a personal experiment into a global
activist tool for changing public attitudes.

16 More about the case here: https://law.justia.com/cases/federal/district-courts/FSupp2/237/512/2462869/
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In 2006, at the University of Linkdping, under the guidance of Prof. Fredrik Nystrom, a lecturer
and practicing physician, and with the participation of 18 healthy subjects aged around 20, a scientific
experiment inspired by "Super Size Me" was conducted, in which the Sperlock diet was followed,
but without the restriction of eating only at one chain or one type of fast food. The results are quite
interesting, as they neither confirm nor refute what we see in the film, but rather deepen and seriously
expand the scientific information available to date on the topic of healthy eating (Kechagias,
Ernersson, Dahlgvist, Lundberg, Lindstrom, Nystrom 2008).

The film was nominated for an Oscar for Best Feature Film in 2005, as well as an award for
Best Director at the Edinburgh International Film Festival in 2004, two nominations and an award
for Best Director at the Sundance Film Festival in 2004, and over 10 other awards and nominations.
It grossed over $20.5 million on a budget of $65,000 and was distributed on all continents.

The last documentary film included in the special selection is “The Salt of the Earth”
(France/Brazil/ltaly, 2014) by directors Wim Wenders and Juliano Ribeiro Salgado. The film traces
the life and work of Brazilian photographer Sebastido Salgado, whose photographs document human
destiny, social inequalities, poverty, and natural disasters around the world. The film shows both
Salgado's significant photographic projects and his personal and professional experiences, including
the restoration of deforested areas in Brazil, which turned him into an active environmental and social
agent. In real life, the "Earth Institute” created by Sebastido Salgado has begun to develop serious
educational activities in the field of restorative ecology. A specialized training center was also
established, which works in collaboration with various "international environmental organizations,
foundations, and universities,” and by the "end of 2012, it had developed 700 educational projects,
reaching 65,000 people in the states of Minas Gerais, Espirito Santo, Bahia, and Rio de Janeiro—
including farmers, mayors, political leaders, and teachers in high schools with a forestry and
agricultural profile™ (Dimitrova 2015, no page number). The film itself is also part of this whole
journey of change and process of awareness and contribution to the protection and restoration of
nature, but also the creation of ethical attitudes related to the value of human life.

The film is multifaceted, allowing viewers to become familiar with documentary photography
as a tool for social impact, developing critical thinking about global issues such as poverty, migration,
and ecological disasters, and inspiring personal and collective responsibility for the protection of our
shared world. The social impact is expressed in raising awareness of social justice and nature
conservation, combining art, ecology, and social engagement. The film transcends its existence as a
mere visual testimony to the life of an exceptional creator, becoming a powerful instrument for
awareness and activism, while its high aesthetic quality intertwines with the gentle warmth of purely
human relationships, love, and kindness.

In addition to its Oscar nomination, the documentary film The Salt of the Earth won three
awards and one nomination at the 2014 Cannes International Film Festival (Un Certain Regard -
Special Jury Prize, Prize of the Ecumenical Jury - Special Mention, Francois Chalais Award - Special
Mention and Nominee Un Certain Regard Award), a César Award in 2015 for Best Documentary
Film, and over 20 other awards and nominations. It has been distributed in over 20 countries and has
grossed nearly $6 million at the box office!” , with most of the revenue coming from international
distribution.

17 Detailed box office data for the film can be found here: https://www.boxofficemojo.com/title/tt3674140/2ref =bo rl ti
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The films in the selection fall into four of the thematic and issue areas of the classification
(World and Environment, Power and Crime, Economy and Corporate Influence, Biographical
Portraits and Personal Stories), presenting both global processes and more specific perspectives and
aspects of certain socially significant issues.

Of course, this special selection may be expanded or changed with other films or specific sub-
themes not only in the four thematic and problem areas covered, but in this case, the focus of the
analyses will be directed towards the selected ten, with a view to focusing on socially engaged art
and the criteria and indicators mentioned above.

2. Specificity of documentary films and forms as an educational tool

The last part of this dissertation raises fundamental questions related to the possibility of using
informative and artistic films in formal or informal educational processes. Such a practice has been
known since the early years of the development of film art in Bulgaria and has the characteristics of
educational innovation. Today, more than 100 years later, the good ideas and insights of
entrepreneurs, managers, and citizens are a thing of the past, and currently there are no targeted,
consistent, and sustained government efforts in this direction, at least in Bulgaria. It is important to
note that it is imperative to start creating specialized audiovisual content (documentaries and popular
science films and formats) for educational purposes, which can be used appropriately in the learning
process not only in STEM centers at schools and universities, but also in the process of additional
specializations or thematic training for various social and professional groups. Two main types of
documentary films can be used in an educational process: educational and popular science films and
formats created for educational purposes, and thematic artistic documentary films.

With regard to the specifics of the first type of films, it is very important to note the need to
develop a specialized methodological framework that is adequate to the present day and can be used
in structuring the educational content that will be illustrated or built upon through film within the
framework of a lesson, lecture, or stage of training. It is very important that this specific audio-visual
production be initiated and produced by state institutions or organizations with undisputed authority
and capacity, as educational policies are a priority for the state and this is the only way to guarantee
high quality and adequacy in terms of content and aesthetics. Moreover, such resources must be
created with great care and responsibility, rather than in sporadic campaigns and by random people.
Such films should be created in collaboration between filmmakers, specialists in the relevant field,
educators, and psychologists.

The concepts for the creation of educational films should be developed very carefully and
planned for the long term, so that the teaching material for the relevant stage of education can be
covered gradually and the opportunity to create educational content, films, and forms on current
topics and issues can be ensured. It is essential to balance and refine both the educational content
included in a film and the high quality of the audiovisual interpretation in terms of cinematographic
and aesthetic parameters. This is because, in addition to the information (scientific facts, experiments,
etc.) that will be presented through this educational tool (film), each film contributes to the
development of students’ general and visual culture. It is valuable in this educational process to
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stimulate imagination and a creative approach to interpreting what has been learned, as well as to
cultivate aesthetic taste.

Next, it is important to consider some fundamental, as well as specific, functions of films and
audiovisual forms in the context of the time we live in—not only from the perspective of
commissioners and production teams, but also from teachers, specialists, and parents. Such
fundamental functions may include: raising awareness and informing; education and training;
development of systematic, critical, innovative, and creative thinking; shared experiences,
socialization, and integration; reflection on personal and civic identity and the cultivation of self-
reflective abilities; engagement and social change; and the formation of an adequate understanding
of culture, cultural processes, and cultural heritage.

With regard to artistic documentaries (feature-length, medium-length, and short films) that can
be used as educational tools, it should be noted that they were not created specifically for educational
purposes, but it is extremely important that they be included primarily in formal education (or in the
formal learning process). This would have a positive effect in at least three ways - access to art and
cultivation of taste (including through films presenting other arts and artists); broadening horizons,
perceptions, and knowledge of the world; stimulating social and cultural inclusion and participation,
creative and/or civic engagement.

Artistic documentaries can also be used in informal education to support cultural diversity, civic
and social engagement, and various causes and initiatives. Socially engaged documentary cinema in
particular, presenting different perspectives on current issues and problems, can encourage viewers
(schoolchildren, students, etc.) to think critically and form informed opinions or encourage them to
take action. Moreover, the growing popularity of films that address political issues can have an
impact on the formation of civic culture among young people of different age groups, who are
generally less interested in politics, the functioning of institutions, and other similar topics.

In today's information society, where visual culture dominates, documentaries have the potential
to be not just a form of art or journalism (publicism), but an active agent of social and/or cultural
change or transformation. This is precisely why cinema as a whole easily becomes an effective
educational tool, which, through engaging and emotional presentation of various topics and issues,
viewpoints, and positions, it helps to deepen understanding and empathy for the realities of life
through the stories of people and communities that are significantly different from the everyday
experiences of students.

In addition to their artistic and cultural value as works of art, documentary films and forms can,
through their educational functions, create a context for understanding complex social issues and
provide different perspectives on such topics and problems. With regard to the use of socially
engaged documentary cinema for educational purposes, it should be emphasized that such films
provide visual and emotional experiences that can enhance interest, engagement, and participation in
the learning process. They can contribute to raising awareness and developing civic and social
competencies, offer opportunities for debate, analysis, and reflection on social issues and problems,
and encourage the active involvement of young people in societal, social, and cultural interactions.
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Conclusion

The main focus of this dissertation is on exploring the expansion of the cultural and applied
field of film art, and in particular documentary films and forms that fall within the scope of the
concepts of socially engaged arts. The aspects of the transformation of documentary cinema and
films as an instrument for social change, influencing public processes and attitudes, as well as its
potential to be used in the educational process, were outlined.

In line with the main research problem, the main cultural, educational, and social functions of
documentary cinema were identified by outlining the interrelationships between documentary films
and forms and various socially oriented trends in art from the second half of the 20th century and the
beginning of the 21st century, , supplemented by the definition of main thematic areas and selected
film examples, study, comparison and analysis of their cultural influence, value and impact factor
not only in the field of film art. The main research hypothesis is confirmed analytically and
empirically through the conceptualization of a systematic model (classification) of the leading
thematic and problem areas in contemporary documentary cinema in the context of socially engaged
art and a specialized selection of contemporary documentary films with a high impact factor and
applied potential in the social, cultural, and educational spheres. The study of the processes of
transforming a documentary film into a social phenomenon and highlighting the sociocultural and
educational functions of problematic documentary cinema create prerequisites and opportunities for
the development of interdisciplinary projects and research that connect different creative fields and
spheres of life.

The rise of new technologies, the emergence of new ways of distributing informational and
non-informational (cultural) content, and changes in consumer habits have a significant impact on
the audiovisual industry. And the art of film itself is now in a state of constant and dynamic
interaction with alternative virtual worlds and digital distribution channels, combining ideas and
causes with communication dynamics and economic needs, and using new media and technologies
to reach a global audience. For their part, the new viewers created by the new cultural situation are
emerging as active consumers of audiovisual content with a personalized attitude and a desire for
easy access. And their new viewing habits and engagement with media and streaming platforms
inevitably influence the production and distribution of documentaries and other forms.

Digitization, the availability of high-quality cameras, post-production and special effects
equipment and software, the emergence of artificial intelligence, and the development of online and
streaming platforms and video-sharing channels are opening up new avenues for independent
creators, particularly documentary filmmakers. Netflix, Hulu, Peacock, Disney+, etc. are gradually
replacing traditional television channels, especially for young audiences. These platforms now offer
their viewers the opportunity to choose from a huge number and variety of films of all genres and
forms, as well as to watch "on demand™ and without interruptions and commercials. Instagram and
TikTok have accustomed young audiences to short forms and mini-series with shorter episodes.

This new situation creates opportunities for independent authors and producers to play an
increasingly important role in the audiovisual industry (not just cinema and television), precisely
because of technological change. They are gaining the opportunity to create their own projects
without the need for large production companies or studios. Many contemporary independent authors
and producers are already creating creative collaborations and international networks to increase their
opportunities for financing, producing, and distributing their films. These networks allow for the
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exchange of ideas and resources, which improves the quality of production and creates new potential
for the development of creative projects. What is more, for years there have been opportunities for
viewers themselves to support (crowd funding, fundraising) independent authors and film projects
that offer a unique perspective on current issues and problems, genre films or hybrid forms that differ
from popular commercial productions. Some of the most popular platforms for seeking funding for
independent film projects are WhyDonate, Seed&Spark, Indiegogo, Kickstarter, GoGetFunding, and
others.

A distinct trend in recent years is that more and more authors and producers are committing to
socially responsible positions and striving to create films and audiovisual content that highlight
important social, cultural, environmental, and other issues. They use their films as platforms to raise
awareness and provoke public reaction, and often change. Documentary cinema is very well
represented in this regard, as its very nature makes it an effective tool for provoking public debate.

The present study outlines the significance of documentary films not only as an art form
reflecting reality through stories, events, and individuals, but also as an agent of influence capable of
shaping public attitudes, catalyzing public debates, and even inspiring legislative initiatives. Through
their unique capacity to present real people, phenomena, and circumstances, as well as personal
stories and issues, contemporary documentaries not only inform but also provoke viewers to
reflection and engagement, to choices and decisions, and, not least, to reconsideration or
transformation of perceptions, representations, and understandings of the world and humanity.
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Reference to scientific, scientific-applied, and applied contributions

Scientific contributions:

1.

A comparative outline of the development of documentary cinema in the context of socially
oriented and engaged cultural and creative movements since the second half of the 20th
century, and its integration into contemporary concepts and trends in socially engaged art.
The construction of an operational model for assessing the impact factor of documentary
cinema and films in the context of sociocultural and educational interactions.

Formulation of the main characteristics and functions of documentary and popular-science
films and formats as educational tools, with a view to their effective application in formal or

informal learning processes.

Scientific and applied contributions:

4.

Development of a classification of the leading thematic and problem-focused areas in
contemporary documentary cinema within the context of socially engaged art, providing an
analytical tool for basic orientation within the significant global output of documentary film
production. This classification can also be applied to thematic studies within national
cinematographies, specific historical periods, or in the examination of movements, trends,
genres, and formats.

Creation of a specialized selection of contemporary documentary films with a high impact
factor and applied potential in the social, cultural, and educational spheres, which can be

utilized across a wide range of cultural or educational initiatives and programs.
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List of scientific publications

Scientific publications:

1. llieva, D. (2025). Contemporary challenges for independent creators and artists in the field of
socially engaged art, In: Collection "Culture, Media and Cultural Tourism - 5", vol. 2, pp. 38-47,
Blagoevgrad 2025

2. llieva, D. (2023). On some missing good practices for supporting efforts for effective inclusive
education in Bulgaria, In: Yearbook of the Department of Philosophy and Political Sciences, issue
XI11/2023, pp. 80-99, Blagoevgrad 2025

Participation in scientific forums:

1. Participation in the National Conference "Criticality and Innovation", SWU, Blagoevgrad, 2023
2. Participation in the Student and Doctoral Scientific Session "Culture, Media, and Cultural
Tourism™ within the framework of the XVI National Student Festival of Arts, South-West University,
Blagoevgrad, 2023

Participation in scientific, educational, and artistic-creative projects:

1. Participation in the project "Theatre in the Palm of Your Hand" under the "Mobility - Go&See"
Programme for learning and teaching, funded by the EU - workshop held for students from the Free
University of Brussels, topic: Basic knowledge of video shooting, History of Bulgarian cinema;

2. Participation in the project "Our Stage™ (funded by the Erasmus+ program and the EC) for the
implementation of the creative project "Our Stage" in three acts, in three different European cities:
Lisbon 2023, Amsterdam 2023, Graz 2024.

Author's creative projects:

1. Solo photo exhibition "Childhood Memories” on the occasion of International Children's Day,
Regional History Museum, Blagoevgrad, June 1, 2023

2. Solo photo exhibition "Endless Summer,” American University in Bulgaria, Blagoevgrad,
18.09.2023 Bibliography:
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Filmography:

10 on Ten, Iran, 2004, director Abbas Kiarostami

20 Days in Mariupol, Ukraine, 2023, director Mstislav Chernov

All That Breathes, India, 2022, director Shonak Sen

An Inconvenient Sequel: Truth To Power, USA, 2017, directors Bonnie Cohen and John Shenk
An Inconvenient Truth, USA, 2006, director Davis Guggenheim

Arvo Part: Robert Wilson — Paradise Lost, Germany, 2015, director Glinter Athlen

Babyn Yar: Context, Netherlands, Ukraine, 2021, director Sergei Loznitsa

Before the End (/Ipeou xpas), Bulgaria, 2020, director Eldora Traykova

Before the Flood, USA, 2016, director Fisher Stevens

. Bowling for Columbine, USA, 2002, director Michael Moore

. Breaking News (bpeuxune nio3), Bulgaria, 2019, director Asen Vladimirov

. Call Mr. Smith, United Kingdom, 1943, directors Stephen Temerson, Francesca Temerson

. Citizenfour, USA/Germany, 2014, director Laura Poitras

. Everything Must Fall, South Africa, 2019, director Rehlad Desai

. Fahrenheit 9/11, USA, 2004, director Michael Moore

. Far from Vietnam, France, (1967), directors Jean-Luc Godard, William Klein, Albine Resnais
. Fire at Sea (Fuocoammare), Italy, 2016, director Gianfranco Rosi

. Five Dedicated to Ozu, Iran, 2003, director Abbas Kiarostami

. Flee, Denmark/France/Sweden, 2021, director Jonas Pohl Rasmussen

. Honeyland, North Macedonia, 2019, directors Tara Kotevska, Ljubomir Stefanov

. How to Survive a Plague, 2012, USA, director David France

. Inside Job, USA, 2010, director Charles Ferguson

. Koyaanisqatsi, USA, 1982, director Godfrey Reggio

. Life on Earth (BBC) United Kingdom, 1979, directors Richard Brock, Peter Crawford, Adrian

Warren, David Attenborough

Me, a Black/Moi, un noir, France, 1958, director Jean Rouch

Morality is Good (Mopanvm e 0o6pomo), Bulgaria, 2022, director Veselin Dimanov

My Octopus Teacher, South Africa, 2020, directors Pippa Ehrlich, James Reed

Nanook of the North, USA, France, 1922, director Robert J. Flaherty

Nagoyqatsi, USA, 2002, director Godfrey Reggio

Night and Fog (Nuit et brouillard) France, 1956, director Alain Resnais

No Other Land, Palestine/Norway, 2024, directors Basel Adra, Yuval Abraham, Rachel Sor,
Hamdan Balal

Othello (Omeno), Bulgaria, 2008, director Ivan Mladenov

Powagqqatsi, USA, 1988, director Godfrey Reggio

Racing Extinction, USA, 2015, director Louis Psihoyos

Restrepo, USA, 2010, directors Tim Heddington, Sebastian Junger

Salesman, USA, 1969, directors Albert Maysles, David Maysles, Charlotte Zwerin
School for Hope (Vuuruwe 3a naoescoa), Bulgaria, 2024, director Yana Alexieva
Science of the Sea (Hayxa 3a mopemo), Bulgaria, 2022, directors Stoil Dimitrov, Borasav
Kamilov

Searching for Sugar Man, Sweden/UK, 2012, director Malik Bendjelloul

Silent Heritage (Tuxo nacreocmso), Bulgaria, 2021, director Petya Nakova
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Sofia's Last Ambulance (Tlocieonama nuneiika na Coghus), Bulgaria, Germany, Croatia, 2012,
director llian Metev

State of the Planet (BBC), UK, 2000, directors John Lynch, Neil Nightingale

Summer of Soul... Or, When the Revolution Could Not Be Televised, USA, 2021, director Ahmir
Thompson (Questlove)

Super Size Me, USA, 2004, director Morgan Spurlock

Ten, Iran, 2002, director Abbas Kiarostami

Thank You for the Rain, Norway, United Kingdom, 2017, director Julia Dar

The Act of Killing, Denmark, Indonesia, Norway, United Kingdom, 2012, director Joshua
Oppenheimer

The Cove, USA, 2009, director Louie Psihoyos

The Dissident, USA, 2020, director Bryan Fogel

The Edge of Democracy, Brazil, UK, 2019, director Petra Costa

The Eye and the Ear, UK, 1945, directors Stephen Temeron, Franceska Temeron

The Great Hack USA, UK, 2019, directors Karim Ameer, Jehane Noujaim

The Life of Birds, UK, 1998, Mike Salisbury

The Private Life of Plants (BBC), UK, 1995, directors Neil Lucas, Richard Brock, David
Attenborough

The Red Chapel, Denmark, 2009, director Mads Bruegger

The Salt of the Earth, France, Brazil, Italy, 2014, directors Wim Wenders, Juliano Ribeiro
Salgado

The Second Liberation (Bmopomo oceoboacoenue), Bulgaria, 2021, director Svetoslav Ovcharov
The Silent World , France, 1956, directors Jacques Cousteau, Louis Malle

Triumph of the Will, Germany, 1935, director Leni Riefenstahl

Twenty Feet from Stardom, USA, 2013, director Morgan Neville

Two Men and a Wardrobe (Dwaj ludzie z szafg), Poland, 1958, Roman Polanski

Uncle Tony, the Three Fools and the DS (Yuuo Tonu, mpumama enynayu u /[C), Bulgaria, 2013,
directors Mina Mileva, Vesela Kazakova

Under the Dome, China, 2015, director Cai Jing

Union, USA, 2024, directors Steven Meing and Brett Story

Waltz with Bashir, Israel, Germany, France, 2008, director Ari Folman

Why We Fight, USA, 1942-1945, director Frank Capra

You Never Had It: An Evening with Bukowski, Italy, 2016, director Matteo Borgard
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