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KanaunaTeT € mpeiacTaBUia IBJICH M KOPEKTHO O(GOpPMEH KOMIUIEKT JOKYMEHTH B
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yuuBepcuter ,Heobut Puncku“ - bnaroesrpan. Crnex mnpoBepka Ha TIpeacTaBeHaTa
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JOKYMEHTAIUsl KOHCTaTHpaM, Y€ BCUYKHM HOPMaTUBHU M3MCKBAHUS Cca CIIa3eHH, HIMA U IaHHU 3a
IJIaruaTcTBO.

IIpeacraBsine HA TOKTOPAaHTA:

Hsamam ynoBosictBueTo na noszHaBaM [lecucnaBa AHnoHoBa MnueBa, HO OT nojajeHaTa
OuorpaduyHa crpaBKa SCHO Ce BIIK/a, e TS He cay4aiiHo e u30paia J1a HallpaBu JOKTOpaHTyparta
CU B KaTezapa ,,[eJIeBU3MOHHO, TeaTpaJiHO U KHHOM3KYCTBO“ Ha FO3Y, ThH KaTo € Bb3MUTAHUK HA
BVY3-a ome ot maructparypara cu mo (UIMOBO U TEIEBU3HOHHO OMEPATOPCKO MAaHCTOPCTBO.
ToBa sCHO mOKa3Ba HE camMO JIOBEpUE€ B HHCTUTYLUATA, HO M IOCJIEIOBATEIIHOCT B
npoecroHaIHOTO M Pa3BUTHE, KAKTO U SICHO OCh3HAT M300p Ha akaJeMUYHa Cpefia, B KOSTO Ja
HaArpakJa TEOPETUYHUTE U MPAKTUYECKUTE CH 3HAHUSA B 00JACTTa HA KUHOTO U BU3YaTHHTE
u3kyctBa. Ot 2022 r. [lecucnaBa MnueBa e XOHOpyBaH IHpernojaaBatel B AMEpUKaHCKUS
yHUBepcUTET B bbarapus, Kb1eTo BOU KypCOBE, CBbP3aHU € JIOKYMEHTAJTHOTO KUHO, BU3yaJTHUTE
KOMYHHKAI[MHM, COLMAIHO aHTaKHUPAHOTO ayJuOBH3yallHO TBOpYECTBO M mp. B mepuoma nHa
JIOKTOpaHTypara cu, MiueBa e yuyacTBajia B peiulia KyJITypHH, TBOPYECKH, OOpa3oBaTEIHU H
HAYYHH MTPOEKTH. 3a LEIUTE Ha 3allUTaTa uMa MmyOJIrKyBaHU JBE CTATHU — PE3YJITAaT OT y4acTHe

B aKaJIEMUYHH KOH(EPEHIIHNH:

1. CbpBpeMeHHH MPEIU3BUKATENICTBA KbM HE3aBUCUMU TBOPIIM U apTHCTU B cdepara
Ha COIMAITHO aHTAXUPaHO U3KYCTBO. — B: Kynmypa, meouu u xynmypen mypusvm — 5, 1. 2. 2025,
cberaButenu: JIpuezap AuponoB, Cunsus IlerpoBa, c. 38-47, YHUBEPCUTETCKO H3AaTEIICTBO

,2Heodput Puncku*, biaaroesrpan.

2. 3a HSAKOU JIMIICBAIY JOOPH MPaKTUKH 3a MOANIOMaraHe Ha yCHiIHsTa 3a €peKTHBHO
npuobimanamo obpa3zoBanue B boviarapus. — B: loouwmnux na xamedpa ,, Qunocogcku u

nonumuuecku nayku ““, opoit X111/2023 r., c. 80-99, Brnaroesrpaza 2025.

IIpencraBsine HA AMCEPTAUMOHHUAT TPYA:

KYJUTYPHUTE U OBPA3OBATE/HU ®YHKIUU HA CBBPEMEHHOTO
JOKYMEHTAJIHO KMHO B KOHTEKCTA HA COIIMAJIHO AHT'A’XKUPAHOTO

MN3KYCTBO e nocBereH Ha W3KIIOUUTEIHO aKTyajlHa U OOIECTBEHO 3HaYMMa MpoOlsemMaTuka,



CBbp3aHa C pOJsTAa Ha CHBPEMEHHOTO JOKYMEHTAJIHO KHHO B YCIOBHMATAa Ha YCKOPEHO
TEXHOJIOTUYHO Pa3BUTHE, MEIMEH CBPBXIIPOM3BOJICTBEH KOHTEKCT U TpaHcHopMupanu GopmMH Ha
nyOnuYHa KOMYHUKAITHSL.

3acuieHata OOIIECTBEHA YYBCTBHTEIHOCT KbM TJIOOQIHM M JIOKAJIHU MOpOOIeMH —
€KOJIOTUYHU KpHU3H, YOBEIIKH IpaBa, UKOHOMUYECKH, NOJUTUYECKH U BIACTOBH 3J0YyHOTpeOH,
COLIMAJIHU HEPABEHCTBA 0 BCAKAKBM MPU3HAIM (MKOHOMUYECKH, PAcOB, €ETHUYECKHU, CEKCYyaJIeH,
KaCTOB) M BBIIPOCH, CBBP3aHU ChC 3APABETO, OJIaroJJeHCTBUETO M KAueCTBO Ha HUBOT, IOCOYBA
MHOTO SICHO 3HaYMMOCTTa Ha CHBPEMEHHOTO KMHOM3KYCTBO (2 M HE caMO) B poJisiTa My Ja
obroBaps M Ja npomeHsa. B porsra na 3aema Oe3cTpallHM MO3MLMH, J1a € Ijac Ha cbOylIeHH,
OHENpaBJaHM, HU3BEeprHaTH. Jla ThpcHU MCTHMHUTE W Jla TOMara Ha 4OBEYECTBO Jia MPEOA0JIABA
HECIIUPHOTO KOJIEJIO Ha Kpu3uTe cu (CBoeoOpa3Ha JWHAMHUHA ,,Kallayakpa Ha COILMyMHTE",
HE3aBUCHMO OT UCTOPUYECKOTO BpeMe). I103BosiBaM cu TOBa €CEUCTHUYHO OTKJIOHEHHE, 3aI0TO
HecucnaBa WnueBa apryMeHTHpa yoeIUTETHO HE00X0AUMOCTTa JOKYMEHTAIHOTO KUHO J1a ObJe
MHUCIICHO He CAMO Kamo Xy00odicecmeena Npakmuxa, a Kamo KOMNJIeKCeH COYyudaneH, Kyamyper u
obpazoseamenen genomen ¢ peaino obujecmeeno ev3oelicmaue, Py TOBA B HOBA ayAMOBH3yaJIHA
U pa3NpOCTpaHUTENICKa cUTyalus. TpeBOKeH eKpaHeH KaMEepTOH: MUCIIS, Ue Taka Hail-1o0pe Oux
MOTJIa J1a OTIpeieNs BU3usATa ¥ noaxo/a Ha Jlecucnasa MnureBa KbM IOKyMeHTaJIMCTHKaTa. PeaiHo
HeifHata paOoTa u3cneaBa BUOpAlMUTE U NMPEHACTPOMKaTa — OT3BYK OT OOIIeCTBEHAaTa peakius,
MIPOBOKMpaHa Mpean/Io BpeMe/ciies] U3JIM3aHeTo Ha punma.

JlucepTaliuoOHHUAT TPy € C 06wy 0b6em 236 CTpaHUIM U BKJIIOYBA YBOJ, TPU TJIaBH,
3aKJIIOYEHHE, CTIpaBKa 3a MPUHOCUTE, CIUCHK HAa HayyHHUTE MyOnukanuu, oudnauorpadus ¢ 239
OIMCaHM M3TOYHMKA, puiamorpadus ¢ 237 3arnaBus (HaucTuHa orpomeH Opoit!) u 146 Genexku
nox 1uHusl. Moske Ou TpsiOBa 1a BMETHA TYK, Y€ U Oubauorpadusita Moxe Ja ce JOMbIHH C Ol
W3TOYHHUIIM Ha OBITApCKH €3WK, KOETO MPErnophuBaM B IIOCIE/ABAIIO HM3JaBaHE; a M camara
¢unmorpadus moxe ome ga HaObOHe. ToBa camMo MOKa3Ba HEJBYCMHUCIIEHO aKTyaJlHOCTTa Ha
JcepTaLusTa.

CwmsTam, 4e 3aeIHO ¢ Hay4dyHUs pbkoBomuten moi. a-p Mpuna KutoBa mHOro modpe ca
(dopMynupann 3ariaBHETO Ha H3CIEABAHETO M KaTO IBUIO € pPabOTeHO C NPENH3HOCT U
BCEMOIIIbINAIIA JKaX[a 3a MpocielsBaHe Ha ropem@ara (QUIMOBAa JOKYMEHTAJIHCTUKA OT
nocnennute 20-25 roauHM, cBbp3aHa ¢ oOmiecTBeHHTE Npobiemu. OmpeneneHo 3agadaTta e

aM6I/IHI/I03Ha, OILI€ IMTOBEYC, 4€ € 00EMBT OT 3arjiaBus, ¢ KOUTO Wnuesa ornepupa € OT CBETOBHATAa



nanurpa. PajgBamoro 3a MeH M 4Ye, 4e MMa aHAIU3UpPaHU TBOPOU CBBpP3aHU C A3US — H
MpUHAJICKAIIM Ha M3TOYHUTE HAIMOHAIHM KUHemarorpaduu, HO M Ha aBTOPH, AKTHBHO
paborenm B aumacnopure. MHOTro yMmeno B LisjlaTa €KpaHHAa XETEpOrjiocusi € BIUIETEHAa H
Obparapckara KuHemarorpagus ¢ HeMHUTE AOKyMeHTanHu obOpasmu. Camo mo cebe cu camo 3a
POIHOTO KHWHO MOXE Ja C€ Hamuile JucepTaius [0 Temara, CBbp3aHa C KyJITypHO-
oOpa3zoBaTtenHuTEe PYHKIMH U OOLIeCTBeHATa aHTaKupaHocT. Jlecucnasa Mnuesa, o oTHOIIEHKE
Ha ObJIrapckara JOKyMEHTAIMCTHKA BCE MaK € 00bpHAaIa BHUMaHUE Ha HICTOpPUYECKaTa paMKa, IpH
TOBA C KPUTUYECKH aHAIM3H: OIlE OT MosiBaTa KnHemarorpada, mpe3 npoayleHTCKUTE ONUTH Ha
»MoaepeH Tearsp*, Bpb3kara Ha Taka BaxuHus [IYK ¢ MOH (ToBa cblio € TemMa 3a OTAenHa
JUcepTanusl  amnporo), MPOMEHUTE B COIUAIN3MA, MOCTTOTAIMTAPHUTE TMPAKTUKH U
ctparernyecku jurncu (c. 196 —209). Kakto ctaBa sicHO TOBa € HaKpasi Ha JUcepTanusiTa, a MOXe
OM MOJKE M TIO-HATpe B TPY/ia /1a Ce U3BEIE.

Hakpatko — wusBbpimieHa € orpoMHa paboTa MO CeNeKIUs W OpraHu3anus Ha
OUcepTalMoHHUA Tpyd ((uinmu, aBTOpH, CBBP3aHU TBOPIM, OOIIECTBA, MNpPOOJIEMH Ha
JOKYMEHTAJIMCTUKATa, TEMAaTHYHU KPBroBe W Mp.). MHOro BakKeH H3CIEIOBATEICKH KOPIIYC,
KONTO OM MOT'bJ J1a OBb/Ie OlIe MO-KaTerOpuYHO MPEIU3UpaH, HapeIeH U apryMEHTHPAH.

Ome oOT MEeTOJOJOrMYECKUsl HMHCTPYMEHTapUyM Ha JUcepTaluusaTa: ofekm Ha
W3CIIEBAHETO Ca COLMATHO aHTAKUPAHHU TOKYMEHTAITHU (QUIMH, KOUTO HATXBBPIAT pAMKHUTE Ha
YHCTO €CTETUYECKOTO BB3JIEHCTBHE M (YHKIMOHHUPAT KATO KYJITYPHH U COIMATHH (PEHOMEHH.
Ilpeomemvm Ha M3CIEIBAHETO € SICHO OYEPTAHUAT aHAJIM3 HAa MEXaHU3MUTE, Ype3 KOUTO TE3U
¢buamu mpuaoOouBaT OOLIECTBEHO BIMSHHE W CE€ MPEBpPHIIAT BHB (GakTop 3a (GopMupaHe Ha
[IEHHOCTH, HATJIACH U COIMAITHU PEaKIMH, BKIIOYUTEITHO B paMKUTEe Ha (hOpMaTHU U HeQOpMallHU
o0Opa3oBaTeHU MPOIIECH.

Ilenma na nucepTallMOHHUS TPyH € GpopMyliMpaHa MPEHU3HO — Aa ObJaT U3CIEeIBAHU U
cHUCTeMaTU3UpaHU KyITYPHUTE, COLMATHUTE U 0Opa3oBaTeNHUTE (YHKIUU Ha ChbBPEMEHHOTO
COLIMAJIHO AHTAXXMPAHO JOKYMEHTAJHO KHMHO M Jla C€ aHaJM3Upa HETOBUAT MOTEHIHAN KaTo
MHCTPYMEHT 3a collMaiiHa npomsiHa. [locraBeHnTe n3cneaoBaTeICKu 3aJaul — KiiacuuKamnus Ha
TEeMAaTUYHU U MPOOJIIEMHH 00JIaCTH, aHAJIM3 Ha OOIIECTBEHOTO BB3ICUCTBHUE (Umnakm gaxkmop —
KaKTO I'0 OIpezeNnsi JUCepTaHTKaTa) U OIIeHKa Ha 00pa3oBaTeIHMs MOTEHIMAN Ha QUIMUTE — ca
aJIeKBaTHU Ha IIE€JITa U MOCJE0BATEeIHO PAa3BUTU B CTPYKTypaTa Ha Tpyaa. ChbBCeM JIOTHYHO €

pabOTeHO B HWHTEP- W MYITHIUCHUIUIMHAPHOTO mojie. DUHATHHAT MOoa00p Ha JECET



JOKYMEHTaJIHU (UiIMa C BUCOK (PAKTOp Ha BB3ACHCTBHE € apryMEHTHUPAH 4ype3 KOMILJIEKCHU
KPUTEpUM, KOETO TMpHAaBa AaHAIUTUYHA IIIJBTHOCT M BBTPEIIHA MOCIEIOBATEIHOCT HA
U3CIEBAHETO.

Bennara e cu 1o3Bosis 1a OTIpaBsi KOHKPETHA 3a0€IeKKa UIMEHHO B IIOHSTUETO UMNAKM
¢akmop, KOETO € MPUBHECEHO OT HayKOMETPUATAa U HaMHUpa CBOETO IbJIHO pa3rpbIlaHE €Ba B
TpeTa IJlaBa Ha Tpy/Jia, a BChLIHOCT TPsI0Ba J1a € ChBCEM B HA4aJO0TO Ha AucepranusaTa. ToecT - uMa
r0, HO MO-TIPELU3HO U3CIIEJ0BATEICKH O OUIIO IUTBTHOTO My €KCIIOHHPAHE B HAYAJIOTO HA TPYa.

[loxBanHO €, ue ce mpeyIara MHOTOM3MEPEH MOJEN, KOWTO HAAXBBPIS YHCTO
KOJINYECTBEHUTE MTOKA3aTeIN U BKJIIOUBA UHIyCTPHAIHH, KYJITYpPHU U 00pa30BaTEIHU KPUTEPHUH.
Beopeku ToBa, ymoTpebaTta Ha TEpMUHA uUMnAKm @Gakmop OCTaBa METOJIOJOTHYHO
npobieMaTuyHa, Thid KaTO TOW 3ama3Ba BHYLICHHETO 332 U3MEPUM M CPaBHHM HHJEKC, 0e3 1a e
SICHO KaK Ce M3BBPIIBA PeaTHOTO My u3MepBane. [IpemnoxxenuTte Kpurepun GyHKIHOHHPAT TO-
CKOpPO KaTO aHAJUTUYHA PaMKa 3a Bb3AECHCTBUE, OTKOJKOTO KaToO SICHO JeduHHUpaH (akrop B
CTpOTrHsl HayyeH CMUCHJI. JIUICcBa pasrpaHudYeHue MEXy KOJUUYECTBEHH UHIUMKATOPH (Harpaiu,
TJIeIaeMOCT) U KadecTBeHU e(ekTH (00IecTBeH 1edar, akTUBU3bM, KyJITypHA TTaMET), KOUTO HE
Morar jga ObIaT NpHUBEAEHHU MoJ o0l 3HaMeHaren Oe3 MONBIHMWTENHAa aprymeHTaunus. Tosa
Cb3/1aBa M3BECTHO TEPMHHOJIOIMYHO HANpPEXKEHHE MEXIYy 3aeMKUTE OT HAyKOMETpHUsSTa U
cneun(puKaTta Ha XyJOKECTBEHHUTE W KYIATYpHHM THpouecu, U Obarapckus e3uk. [lo-romsima
METO/I0JIOTHYHA SICHOTA O ce TIOCTUTHANA Ype3 U3PUYHO YTOUHSIBAHE AU UMNAKM (hakmopa ce
U3I0J13Ba KaTo MeTa(opudHO MOHATHE WIN Ype3 IMPEOCMUCIITHE Ha TEPMHUHA B IOCOKA HA MOJIEIN
3a KyJITYPHO U COLIMAIIHO Bb3AeHCTBUE. A Hall-1o0pe Ou OUiI0 TO3U umnaxm Ja ce CMEHHM C IpyTa,
no-noaxoasna gryma/u. Koeto ce u ciyuBa Ha Kpast: pakmop na ev3oelicmsue.

ITbpBa rnaBa OcHoénu acnekmu Ha Oebama 3a COUHOCMIMA HA COUUATHO
QHZAICUPAHOMO U3KYCINEO U 6PB3KUME MY ¢ OOKYMEHMAIHOMO KUHO WV3TPaxJa CTaOWiIHA
TEOPETUKO-MCTOPUYECKAa paMKa Ype3 Mpocie/iBaHe Ha IeHe3uca Ha COLMAIHO aHTaKUPAHOTO
U3KYCTBO M HeroBute TpaHcpopmauuu oT XIX Bek, mpe3 aBaHrapjaa 10 ChBPEMEHHOCTTA.
ABTOpKaTa IeMOHCTpUpa 100pO MMO3HABaHE HA KIFOYOBU KOHIICTIIINH, IBIKCHHUS W aBTOPH, KaTo
YCIIENITHO CBBP3Ba OOIIUTE XYA0KECTBEHH MPOIECH ChC crienn(rKaTa Ha JOKYMEHTAITHOTO KHHO.
Oco0eHO TOJIOKUTETHO cie/lBa J1a ce OTOENEeKM KPUTHYHOTO OCMHUCIISIHE Ha HAIpEKEHHsTa
MEX]y XyJI0’)KECTBEHaTa aBTOHOMHsI, OYaKBaHHUATA KbM M3KYyCTBOTO/€pro ¢uiMa M colUaHaTa

AHTAXUPAHOCT, KAKTO H IIOCICAOBATCIIHOTO BKIIIOYBAHEC Ha 61)J1rap01<1/151 KOHTEKCT, KOCTO



JIeJIMKaTHO OTBaps aHajIKn3a U KbM IOJIeTaTa Ha JJOKaJlHaTa KyJATypHa Tpaaulud. YyaeceH npumep
— €IMH OT MHOTOTO - 32 TOBa (BWX Ha ¢.18) e oMHMOYCHT ,,/[aney om Buemnam® (1967), koiiTo 6u
MOT'BJI Ja OBJI€ CHIIOCTaBEH C ,,Buemnam e o61u30* Ha BnagucnaB Mkonomos (1968), kakto u ¢
Apyrd, HE MaJKo Ha Opoil 3ariaBHs OT TO3M TEMAaTH4YEH KPBI Ha JAPYTHTE EBPONCHCKH H
BKJIFOUMTEIHO COLUAIMCTUYECKH CTpaHU. BueTHamckaTa BoiHa € rio0ajHa, CBETOBHA TeMa.
ITocnenpamara, Ha c. 80 or Tpyma ekcno3unus Ha ,,Pamurus Buem, cobcmeeno ume
Hawm® (Surname Viet Given Name Nam, 1989) e BchiHOCT pe3ynrar U QyHKIHUS OT PEAKIIHHUTE
U TOCJIEIUIUTE OT BUETHAMCKATa BoHA. [IpuMepsbT € yjaueH, 3al10T0O MMEHHO B TOBA € CUJIaTa
Ha COLIMATHO aHTAKUPAHOTO KMHO - 1a 00EAMHU Pa3HOPOIHU MyOIMKHU OKOJIO ONpesesieHa Kays3a.
BerbiHocT ToBa € BaMMIHO U 32 BCUYKU (POPMH Ha U3KYCTBaTa, KOUTO ca 100pe MpeICTaBEeH! OT
JOKTOpaHTKaTa B Ta3H IIbpBa IJaBa.

Hsikonko mManku 3a0enexku B 1e(pMHIPAHETO HA TEPMUHUTE M U3MTUCBAHETO HA U3TOYHHUTE
uMeHata. He mucis, 4e omnubyc TpssbBa 1a ce yTouHsBa, OTJaBHA € BIIsI3710 B 00pbineHue. Ho ako
e ce MpaBu MO-yAayHO Ou OWIIO J1a ce TOBOPHU 3a noaug)oHuueH, a He 3a hpacmeHmapusupaH
HapaTHB, KOETO HACOYBA CHM JPYT THII apXUTEKTOHHKA Ha KWHOTBOpOaTa.

B Obarapckara (Ha caMo KHHOBEJICKATa M M3TOKOBE/ICKA) JIUTEpaTypa KATErOPHYHO TPIOBa
J1a ce U3MOI3BAT U OPUIIHATHATE TPAHCKPUTIIIMU/TPAHCIUTEPAIIMH HA OBJITAPCKH €3UK ITPH MTPEHOC
Ha uMmeHa: [loramxut Pait — ne Catasypxkut Peit; Scymxkupo On3y (dpamunus), a e O3y; Uun
(bamumus) Txu Mun Xa - a He Tpun T. Mun-xa; Cnyuaar ¢ Ham J[xyn Ilaiik e mo-ocoben —
3apaJy CBPBHX MOMYJSPHOCTTA MY, HETOBOTO MME € CIISINO MPEHECEHO OT OyKBaJlHaTa ocTapsiia
pomaHu3anus Ha kopeiickute umeHa. C eHa Oenexxka Mo JTUHUS MOKe Jla ce MOSICHU, Y€ UMETO
BCBHIIHOCT €: HammkyH (auuHo ume, cisito), [lex (pamunus). Kazyc ¢ Aii Beit Beit - npuBHeceH
pycu3bM, KOUTO MOXKe Jie ObJie KOpUTrupaH B npaBwiiHOTO Al (pamunus) Yeityeil. U Tyk cbino
Taka MOXE Ja c€ yTO4YHHM MojapendaTa Ha a3MATCKUTE MMEHa — Xy0aBO J1a € YEJHAKBEHO
M3MHCBAHETO U JIa CE MTOCOYH MOCIEI0BATETHOCTTA HA MATKOTO UME U (haMIIIHAL.

Bropa rnaBa Cwépemennomo 00OKymeHmanino KUHO KAmo COUUOKYIMYPEH (heHomeH
MIPE/ICTaBIsABA CHIIECTBEH aHAIMTUYEH IPUHOC Ype3 CUCTEMaTU3alluATa Ha BOACLIUTE TEMaTHUHU
1 po0JIeMHU 00JIaCTH B COLMAIHO aHTaKUPAHOTO TIOKyMEHTalIHO KnHO. Hamupawm, ye ToBa e Haii-
CWJIHATA, IIEHTpaIHa YacT OT aucepranusrta. [IpeanosxkeHara kmacupuKaus € MeTOI0JIOTHUECKU
KOPEKTHa, 'bBKaBa U MPUIOKMMA KaTO aHATUTHYEH HHCTPYMEHT. AHAIU3BT HA XYA0KECTBECHUTE

CTpateruud — OajaHChT MEXKIY (DAKT M aBTOPCTBO, XUOpHAHHUTE (OPMHU M aBTOPCKH paszka3 OT



II'BPBO JIMLE — € YOeauTeNeH U MOJKPENeH ¢ aJleKBaTHU MEKIYHAPOIHU U OBITapCKu MPUMEPH.
I'maBata ycnemHo apryMeHTupa J0KyMEHTAIMCTUKATa KaTo KYJATYPEH MEXaHU3bM, TPOU3BEXKIAII]
COLIMAJIHU U OOpa3oBaTeNHU e(eKTH, a He CaMO €CTEeTHYEeCKO Bb3AeHcTBHE. bu morio nga ce
pasmIMpy TEOPETHYHHS TUCKYpC 3a Tpemomo KuHO, YUSATO KOHLEIIHUS Bie3e B OBITapCKOTO
aKaJeMH4HO obpbiieHue ¢ ,,Mepoenugvm na kunomo™ (A. Maprornosa, 2007). BerpocsT e 10
KOJIKO U JJaJId Ta3W KOHIITIHSI THEC € MPHIIOKHUMA.

3a MEH JIMYHO MHOT'O MHTEPECHH 0siXa aHaIM3WTE KbM €IUH OT Guiamure Ha J[xormrya
OnenxaiimMep 3a reHouuasT B Mumonesus (,,Axkm na youticmseo™ / The Act of Killing, 2012) c
pedepeHny KbM HIKOM OBIATapcku oopasuu: ,,Omeno®, 2008, na Misan MuaneHos, ,,/Ipucvoama
— eunama‘* u ,Ilpucvoama — obeunenuemo*, 1999, na Anna IletkoBa. Kato KOHTpanmyHKT KbM
TAX MOXe W Ja ce no0aBu ,.Kamun u ombopvm na 3ameopa’, 2018, ma Iletko I'tomdes.
Bropata rnaBa meMoHCTpHpa MHOTO 100pa OpHEHTAlMs B KIACHYECKUS W CHBPEMEHHHS
MHCTPYMEHTapUyM Ha JOKYMEHTAJIHOTO KHHO. JIOKTOpaHTKaTa KOPEKTHO CHUCTEMaTH3Upa
KIIFOUOBUTE €JIIEMEHTH Ha XyJ0KeCTBEHaTa MHTepHperanus (HapaTuB, omneparopcka paboTa,
MOHTaX, 3BYK, HHTEPBIOTA, PEKOHCTPYKIMH), KAKTO M OCHOBHHTE PEKUCHOPCKH TOAXOIU 32
CTPYKTypHUpaHE Ha IMOBECTBOBaHMETO. [IpencTaBeHara THIOJOTHA € aKaJeMHYHO H3IbpKaHa,
JIOTMYHA U ChbBMECTUMA C YTBBPACHU TEOPETUYHH MOJIENH B IOKYMEHTAJIMCTUKATA. AHAIN3UTE Ha
Wnuesa He ce orpaHn4aBar J10 (opMaliHO U30posiBaHe, a 0OBBP3BAT apTedaKkTa U peKUChOPCKUTE
pereHust ¢ eeKTa BbpXy 3pUTeNs (aBTEHTHYHOCT, EMOLIMOHATHO BB3/ICHCTBHE, aHTAXKUPAHOCT).

JlokTopaHTKaTa 1MoKa3Ba pa3doHupaHe 3a JMHAMHYHHS XapaKTep Ha JOKYMEHTAIHOTO KHHO
U 32 HEroBaTa €BOJIOIMS OTBBJ CTPOTUTE XXAHPOBMU TPAHULM, KATO SICHO OTHENs Pa3IMYHU
PEKUCBOPCKHU CTpaTeruu, 0e3 Ja rm abcoNoTH3Mpa KaTo B3aMMHO H3KIoYBamy ce. OTianueH
npuUMep B TOBa OTHOIIEHHE € paboTaTa ¢ JTOKyMEHTalHaTa aHuMmanus: ,,Barc ¢ Bawup® (Waltz
with Bashir, 2008) na Apu ®@onman. KbM Hes ob6ade Moxke a ce npudasu u ,,/3zepseanemo Ha
Aspopa* (Aurora's Sunrise, 2022) Ha Muua CaaksiH, KOSATO CBUIO MMa CEPHO3HA COLMAITHA
aHTaXUPAHOCT, MOBAMIalKN BBIIPOCA 32 apMEHCKHs TeHOUuA. B TO3M KOHTEKCT MM ce CTpyBa
CTpaHHO, Y€ € TMpolycHaTa kHurara Ha npod. Hanexna Mapunuescka ,,Anumayuonnume
Xubpuou* B MOArOTOBKATa Ha JOKTOpPaHTa U ChOTBETHO OMOIIMorpadusra.

3anpa00oueHn ca M aHamu3uTe 1o ,,Yepsenusm napaxauc” (The Red Chapel, 2009) na
Mapc bprorep, ocobeHo 1Mo TuHaMH4YHATa OC Ha pa3felieHHETO Ha KOPEHCKHS IMOJyOCTPOB H

nmpobOieMa ChC carhpara, JABETe JIMIa Ha TporaraHaara, KoHuemnmusTa ,,Tpera Kopes*,



YyXACHIIUTE, OCTHJILUTE U TIXHOTO HEEAHO3HAYHO TpeTupaHe. Tyk TpsOBa a mpeuusupam, ue e
xy0aBo ja ce moj3BaT NmbiIHUTE odunmannu HazBaHus — PenyOmmka Kopes m KHJIP. Kato
KOHTPAITYHKT Ha TO3U (pUJIM HE MaJlOBaXeH ¢ ,,/{a npeceuew aunuama™ (Crossing the Line, 2006,
bu bu Cu) na Jlanuen I'opapn u Huxkbnwsce bonep. Kakro u ,,/Jensm na ceobooama - Jlaiivax 6
IIxensn (Liberation Day, 2016, pexx. Mopren Tpaasuk, Yruc Onre); u ,,43 com Con My* (I am
Sun Mu, 2015, pexx. Agam [Is00wpr). Te3u n3d6poeHu 3ariaBusi Mo-HaATaAM MOKE OH I1I€ TPUBJIEKAT
BHUMaHMETO Ha JlecucnaBa Mnuesa 3a mocneasaimy pa3paboTku. Tyk MpOCTO 1aBaM MPENOPHKH.

B nucepranmonnus Tpya ca 000COOCHM cleIHUTE BOAEIIM TeMATHYHH M NMPOOJIeMHHU
00/1aCTH Ha COIHAJIHO AHTA)KMPAHOTO AOKYMEHTAJIHO KHUHO: ,,Céam u oxoaHa cpeda“,
YHcmopuuecku cvbumus u npoyecu, ,,Bracm u npecmonnenus‘, ,,Mkonomuka u Kopnopamuero
eruanue™, ,,Coyuannu epynu u emuudecku oownocmu*, ,,Cyoxyimypu u npogecuonantu epynu’,
KaKTO W ,,buoepaguunu nopmpemu u auunu ucmopuu®. Knacuduxamusara e u3rpagcHa BbpXy
JOMHUHHUpAI TEMAaTUYeH MPHUHIIUI U CH3HATEIIHO JOIMYCKa MPUIOKPUBAHUS MEXY KaTerOpUHTE,
KOETO OTpassiBa XMOpHUIHATA MPHUPOJa HAa ChBPEMEHHATa JOKyMeHTalucTuka. Oco0eHo LeHHa €
CIOCOOHOCTTA Ha JIOKTOPAHTKATa Jla MUCIH JOKYMEHTAIHUS (HIM HE CaMO KaTo XyJI0’KECTBEH
MIPOJYKT, a KATO HOCUTEJI Ha MMAMET, €TUKA U IPAXKIAHCKa MO3ULIUSL.

CbBceM JIOTHYHO C€ pa3BUBa U TpeTara riaBa JJOKYMEHTAJHOTO KMHO B MOJIETO Ha
ChbBpeMeHHAaTa KYJITypa u o0pa3oBaHMe € C HAYYHO-TIPUJIIOKEH XapakTep, [EHTPUpPaHa OKOJIO
cenekuusTa Ha 10 JOKyMeHTaJlHU (UiIMa C MPUIOKEH MOTEHLMaN B COLMANHATA, KyJITypHaTa U
oOpasoBarenHaTa chepa. B Hes Jlecucnasa nuesa pasmupsiBa pa3dupaHeTo 3a JOKYMEHTAIHOTO
KHHO KaTO aKTHUBEH KYyITYpeH, COIMalieH U oOpa3oBaTelieH pecypc B ChBPEMEHHHS MEIUEH U
oOmiecTBeH KOHTEKCT. POKYChT € MOCTaBeH BBbPXY aHaIN3a Ha JOKYMEHTAIHUs (UM HE caMo
KaTo XYJOKECTBEH IMPOIYKT, a Karo (opma ¢ peasiHO OOLIECTBEHO BH3ACHCTBUE M MPUIIOKUM
MOTEHIIMAT U3BBH TPAIUIMOHHUTE PAMKH Ha KWHOpPa3mpocTpaHeHrnero. ETo Tyk OoTHOBO ujiBa
npoONeMbT 3a ¢pakmop Ha 6v3oeticmeue — MHOTO TMO-100pe 3ByYalllo OT uMnakm ¢hakmop, Ha
COLIMAJTHO aHTKUPAHHW JOKYMEHTATHU (HIMHU, Ype3 KOATO CE MPaBU OMHT 32 CHCTEMATHYHO
u3cle/iBaHE Ha TAXHOTO BIMsAHUME B IyOnuyHata cdepa. ABTOpKaTa CBbBCEM IMPABUIHO
apryMeHTHpa HeoOXOAMMOCTTa OT mojo0eH moaxon. [IpennoskeHusT MoJen BKIIOYBA YETHPU
OCHOBHU TPYNMH KPUTEPUU: BB3JICHCTBUE BBPXY KHHOMHAYCTpUsTa ((PECTHBAIHO MPU3HAHUE,
KPUTHUYECKH OT3BYK, BIUSHUE BHPXY €CTETUUYECKH M TPOM3BOACTBEHU IMPAKTUKH), ayJIUTOPHO

BB3/CHCTBUE (TJIenaeMocT, O0kc oduc, peUTUHTH, OHJIAH METPUKH W KJIACAIMH), KYJITYPHO U



COIIMAJHO BB3/eHCTBHE (00IIeCTBEH Ae0aT, rpaX/JaHCKa aKTUBHOCT, HHCTUTYIMOHATHH PEaKIHH,
IBITOCPOYCH EKPAaHEH JKMBOT, NPHHOC KBbM KYyJITypHaTa IaMeT), KaKTO W 0Opa3oBaTeNeH U
HAy4YHO-M3CIICJIOBATEIICKU MOTCHIMAN (M3M0JI3BaHe BHB (hOpMaIHO U HeGopMaHO 0Opa3oBaHUeE,
MHTEPAUCIUIUIMHAPHI HAYYHH U3CJIEeIBaHMs ). BakeH aKkIIEHT € NOCTaBeH BbpXY KOMOMHHPAHOTO
JeHCTBHE, CHHEPTUATA Ha TE3H MOKA3aTeIH.

HampaBeHO € W KOpPEKTHO YTOYHEHHWE OTHOCHO JIOMHUHHPAIIOTO NPUCHCTBHE Ha
EKOJIOTUYHU TeMH B nojnOpanute puiamu. Moxe Ou Tyk TpsOBa CHIIO J1a OTMPABs JABE MalKu
320€NeKKH:

- pu pasriekaaHero Ha ,,/100 kynoaa™ (Under the Dome, 2015) na Yaii J[3un
(c.180), mucins ye TpsOBa /a ce B3eMe MPEIABH/ U TOKYMEHTAJIHaTa MOI] Ha KUTalCKOTO IIECTO
KHHOTOKOJIeHHe U punmurte Ha J[3s1 [DKbHKB, MaNKo MoOBeYe Ja ce 0ObpHE BHUMAHKE HA TOCT-
TssHaHMBH TOKYMEHTaIHCTHKATA 32 KOHTEKCT.

- [To-mpeunsno OopaBeHe ¢ TepMmuHONOTUS (OT €. 165): MancKOTO NHUCMEHO
MOCJIaHKe, 32 KOETO CTaBa JyMa Ce Hapu4a eHUUKIUKA, N KaTETOPUYHO TpsiOBa Ja ce Moi3Ba
TepMrHa. EHIIMKIIMKATa € ChC COIMAIIHO 3HAUYMM U aHTQKUPAH XapaKTep, IUTF0C IMPOrpaMHa JIMHUS,
C Jpyra JOKyMEHTaJlHa W JIOKTPHHAIHA TexecT. [locimanuss MHOTO, EHIIMKIMKHATE ca HEIlo I0-
pa3nuyHo. B To3u koHTekcT — punambT Ha Bennepc ,./lana @panyuck: Yosex na oymama cu‘

(Pope Francis: A Man of His Word, 2018) nukak He e 3a npeHeOperBaHe.

O0o00menue:

ITpencraBenusatr nucepraunoned Tpyn KYJITYPHUTE U OBPA3OBATEJIHU
®YHKIIMUU HA CBbBPEMEHHOTO JOKYMEHTAJIHO KHNHO B KOHTEKCTA HA
COIIMAJTIHO AHTA’KKUPAHOTO MH3KYCTBO e 1SUIOCTHO,  KOHUENTYaJaHO
MOCJIeI0BATETHO U METOA0JIOIMYECKH 0O0CHOBAHO U3CIIEBAHE.

JecucnaBa MnueBa AeMOHCTpHpa aHAIWTUYHA YyBCTBUTEIHOCT KbM JMHAMMKATa Ha
CbBPEMEHHUTE KYJITYPHM M COLMAIHU TPOLECH U yMEHHE Ja apryMEHTHpa Te3uTre cu. Ts
npenctaBsd yOeqUTEeNHO cujlaTa Ha aHTaKUPAHOTO JIOKYMEHTAJTHO KHHO HE CaMO KaTo
XyZ0KeCTBEHa MIPAKTHUKA, HO U KAaTO 3HA4YUM (pakTop Ha OOIIECTBEHO, KYJITYpHO U 00pa30BaTEIHO
BB3/IeCTBUE, YNUTO €(EeKTH Ce pas3rpbllaT B pa3liupeHa MeluitHa U myoaudHa cpeaa. HambiaHo

CC ChrjraciaBaM C MOCOYCHUTC IMMPHUHOCH B Tpyda. Ho Bce mak — HeKka OTIHWYa HETOBHSAT 3aCHIICH
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UHTEPIUCUUIUIMHAPDEH IIOAXOJ, KOWTO ChYeTaBa WHCTPYMEHTApUyMH Ha KHHO3HAHUETO,
KYJITypOJIOTHSATA, COLMOIOIUATA, MEAUMHNTE U 00pa30BaTEIHUTE U3CIICIBAHMS.

Brrpexku MankuTe MU 3a0€TI€KKH U IPEIIOKEHHS 3a OMTbJIBAHE, KOUTO CE MIPABST C OTJIe]
Ha MPEU3HOCTTa U ObJema myoauKamys Ha MoHorpadus (KOeTo mpernopbr4BaM), KaTETOPUIHO
CMsATaM, 4€ T€ HE HaKbpHABAT CTOMHOCTTA Ha aucepraunuara. M3ciensaHeTo uma sipKoO 3asBEH
MOTEHIMAJ 32 MPUIOKEHHE KAaKTO B aKaJeMUYEH, Taka U B MO-IIMPOK KyJITYpHO-00pa3oBaTeiicH
KOHTEKCT.

B 3akmoueHue cuurtam, ye aucepTalMOHHMAT Tpyl Ha JlecucnaBa AnpoHoBa MnueBa
IIPEJCTaBIsIBA HAYYHO apTyMEHTHPAHO U KOPEKTHO pa3paboTeHO U3ciIeBaHe, KOETO OTroBaps Ha
M3MCKBAaHUATA Ha 3aKOHA 3a pa3BUTHE HA aKaJeMU4HUs cbcTaB B PemyOiuka Bbiarapus 3a

IpUCHXKAaHe Ha oOpa3oBaTeaHaTa U HayyHa CTEIEH ,,JJOKTOP®.

Ha toBa ocHoBaHmMe (e3 cbMHeHHMe MpeNJaramM Ha YBa:kKaeMOTO HAYYHO KypHU Aa
npuchau Ha JlecuciiaBa AnioHoBa MiineBa o0pa3oBaTeiHATA M HAYYHA CTENEH ,,JJOKTOP 10
HayyHa cneuuagHoct KuHo3HaHMe, KHMHOU3KYCTBO M TeJIeBU3UsS, MNPO(ecHOHATHO

HanpasJienne 8.4. Tearpanno u ¢puiamMoBo U3KycTBO.

ANDRONIKA MARTONOVA

25.01.2026 T. ANDRONIKA Review of 2 doctora
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Presentation of the doctoral student:

I do not have the pleasure of knowing Desislava Andonova llieva, but it is clear from the
biographical information submitted that it is no coincidence that she chose to do her doctoral
studies at the "Television, Theater, and Film Arts" at SWU, as she is a graduate of the university,
having completed her master's degree in film and television cinematography. This clearly
demonstrates not only her trust in the institution, but also consistency in her professional
development, as well as a clear choice of academic environment in which to build on her
theoretical and practical knowledge in the field of cinema and visual arts. Since 2022, Desislava
Ilieva has been an adjunct professor at the American University in Bulgaria, where she teaches
courses related to documentary film, visual communications, socially engaged audiovisual
creativity, etc. During her doctoral studies, llieva participated in a number of cultural, creative,
educational, and scientific projects. For the purposes of her dissertation, she has published two

articles resulting from her participation in academic conferences:

1. Contemporary Challenges to Independent Creators and Artists in the Field of
Socially Engaged Art. — In: Culture, Media, and Cultural Tourism — 5, vol. 2. 2025, editors:
Lachezar Andonov, Silvia Petrova, pp. 38-47, Neofit Rilski University Press, Blagoevgrad.

2. 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 X111/2023, pp. 80-99, Blagoevgrad 2025

Presentation of the dissertation:

THE CULTURAL AND EDUCATIONAL FUNCTIONS OF CONTEMPORARY
DOCUMENTARY CINEMA IN THE CONTEXT OF SOCIALLY ENGAGED ART is
dedicated to an extremely topical and socially significant issue, related to the role of contemporary
documentary cinema in the context of accelerated technological development, media
overproduction, and transformed forms of public communication.

The heightened public sensitivity to global and local issues—environmental crises, human

rights, economic, political, and power abuses, social inequalities of all kinds (economic, racial,



ethnic, sexual, caste) and issues related to health, well-being, and quality of life clearly indicate
the importance of contemporary cinema (and not only) in its role to discuss and change. In its role
to take fearless positions, to be the voice of the awakened, the wronged, the downtrodden. To seek
the truth and help humanity overcome the endless cycle of crises (a kind of "kalachakra of
societies," regardless of the historical period). | allow myself this essayistic digression because
Desislava llieva convincingly argues that documentary cinema should be thought of not only as
an artistic practice, but as a complex social, cultural, and educational phenomenon with real
social impact, especially in a new audiovisual and distribution situation. An alarming screen tuning
fork: I think this is the best way to describe Desislava Ilieva's vision and approach to documentary
filmmaking. In reality, her work explores vibrations and readjustments — the echo of public
reaction provoked before/during/after the film's release.

The dissertation has a total volume of 236 pages and includes an introduction, three
chapters, a conclusion, a list of contributions, a list of scientific publications, a bibliography with
239 sources, a filmography with 237 titles (a truly enormous number!), and 146 footnotes. Perhaps
I should mention here that the bibliography could be supplemented with additional sources in
Bulgarian, which I recommend in a subsequent edition; and the filmography itself could also be
expanded. This only serves to underscore the relevance of the dissertation.

I believe that, together with her supervisor, Assoc. Prof. Irina Kitova, they have formulated
the title of the study very well and, overall, the work has been carried out with precision and an
all-consuming desire to trace the hot documentary filmmaking of the last 20-25 years related to
social issues. The task is certainly ambitious, especially since the volume of titles that Ilieva
operates with is from the global palette. | am also pleased that there are analyzed works related to
Asia — belonging to Eastern national cinematographies, but also to authors actively working in the
diasporas. Bulgarian cinema, with its documentary examples, is very skilfully woven into the
whole screen heteroglossia. A dissertation could be written on the subject of Bulgarian cinema
alone, related to its cultural and educational functions and social engagement. Desislava llieva,
however, has turned her attention to the historical framework of Bulgarian documentary
filmmaking, offering critical analyses: from the emergence of cinema, through the production
experiments of Modern Theater, the connection between the important DUK and the Ministry of

Education and Science (which is also a topic for a separate dissertation, by the way), the changes



in socialism, post-totalitarian practices, and strategic gaps (pp. 196-209). As becomes clear, this
is at the end of the dissertation, but perhaps it could be brought forward in the work.

In short, a tremendous amount of work has been done on the selection and organization of
the dissertation (films, authors, related artists, societies, issues in documentary filmmaking,
thematic circles, etc.). This is a very important body of research, which could be even more
precisely defined, refined, and argued.

From the methodological tools of the dissertation: the subject of the study is socially
engaged documentary films that go beyond the purely aesthetic impact and function as cultural
and social phenomena. The subject of the study is a clearly defined analysis of the mechanisms
through which these films gain public influence and become a factor in the formation of values,
attitudes, and social reactions, including within the framework of formal and informal educational
processes.

The aim of the dissertation is precisely formulated: to study and systematize the cultural,
social, and educational functions of contemporary socially engaged documentary cinema and to
analyze its potential as an instrument for social change. The research tasks set — classification of
thematic and problem areas, analysis of public impact (impact factor — as defined by the author)
and assessment of the educational potential of the films — are adequate to the aim and consistently
developed in the structure of the thesis. It is quite logical that the work is carried out in an inter-
and multidisciplinary field. The final selection of ten documentaries with a high impact factor is
justified by complex criteria, which gives the study analytical density and internal consistency.

I will immediately take the liberty of making a specific comment on the concept of impact
factor, which has been borrowed from scientometrics and is only fully developed in the third
chapter of the work, when in fact it should be at the very beginning of the dissertation. In other
words, it is there, but it would be more precise from a research perspective to present it in detail at
the beginning of the work.

It is commendable that a multidimensional model is proposed that goes beyond purely
quantitative indicators and includes industrial, cultural, and educational criteria. However, the use
of the term "impact factor” remains methodologically problematic, as it retains the suggestion of
a measurable and comparable index without it being clear how it is actually measured. The
proposed criteria function more as an analytical framework for impact than as a clearly defined

factor in the strict scientific sense. There is no distinction between quantitative indicators (awards,



viewership) and qualitative effects (public debate, activism, cultural memory), which cannot be
brought under a common denominator without further argumentation. This creates some
terminological tension between borrowings from scientometrics and the specifics of artistic and
cultural processes and the Bulgarian language. Greater methodological clarity would be achieved
by explicitly specifying whether the impact factor is used as a metaphorical concept or by
rethinking the term in the direction of a model for cultural and social impact. And it would be best
to replace this impact with another, more appropriate word or words. Which is what happens at
the end: impact factor.

Chapter One, ""Key Aspects of the Debate on the Nature of Socially Engaged Art and Its
Links to Documentary Cinema,"* builds a solid theoretical and historical framework by tracing
the genesis of socially engaged art and its transformations from the 19th century, through the avant-
garde, to the present day. The author demonstrates a good knowledge of key concepts, movements,
and authors, successfully linking general artistic processes with the specifics of documentary
cinema. Particularly noteworthy is the critical reflection on the tensions between artistic autonomy,
expectations of art/ergo film, and social engagement, as well as the consistent inclusion of the
Bulgarian context, which delicately opens up the analysis to the fields of local cultural tradition.
A wonderful example of this (see p. 18) is the omnibus Far from Vietnam (1967), which could be
compared to Vladislav Ikonomov's "Vietnam is Close™ (1968), as well as to numerous other titles
on this theme from other European and socialist countries. The Vietnam War is a global,
worldwide issue. The subsequent exposition on p. 80 of the work, "Surname Viet, Given Name
Nam" (Surname Viet Given Name Nam, 1989), is in fact a result and function of the reactions
and consequences of the Vietnam War. The example is apt because this is precisely the power of
socially engaged cinema—to unite diverse audiences around a particular cause. In fact, this is true
for all forms of art, which are well represented by the doctoral student in this first chapter.

A few minor comments on the definition of terms and the spelling of Eastern names. | don't
think omnibus needs to be clarified, as it has long been in use. But if we are to be more precise, it
would be better to talk about a polyphonic rather than a fragmented narrative, which points to a
different type of architecture of the film.

In Bulgarian literature (not only film studies and Oriental studies), the official
transcriptions/transliterations into Bulgarian must be used when translating names: Shotadjit Rai

—not Satayadjit Ray; Yasujiro Ozu (surname), not Ozu; Chin (surname) Thih Minh Ha —not Trinh



T. Minh-ha; The case of Nam June Paik is more peculiar — due to his extreme popularity, his name
has been blindly transferred from the literal outdated romanization of Korean names. A footnote
could explain that the name is actually: Namjoon (first name, hyphenated), Paik (surname). The
case of Ai Weiwei - a borrowed Russianism, which can be corrected to the correct Ai (surname)
Weiwei. Here, too, | would like to mention the order of Asian names — it is good to standardize
the spelling and indicate the sequence of the first name and surname.

Chapter Two Contemporary documentary cinema as a sociocultural phenomenon
represents a significant analytical contribution through the systematization of the leading thematic
and problem areas in socially engaged documentary cinema. | find this to be the strongest, central
part of the dissertation. The proposed classification is methodologically correct, flexible, and
applicable as an analytical tool. The analysis of artistic strategies—the balance between fact and
authorship, hybrid forms, and first-person narrative—is convincing and supported by adequate
international and Bulgarian examples. The chapter successfully argues that documentary
filmmaking is a cultural mechanism that produces social and educational effects, not just aesthetic
impact. The chapter successfully argues that documentary filmmaking is a cultural mechanism that
produces social and educational effects, not just aesthetic impact. The theoretical discourse on
Third Cinema, whose concept entered Bulgarian academic circulation with "The Hieroglyph of
Cinema" (A. Martonova, 2007), could be expanded. The question is to what extent and whether
this concept is applicable today.

Personally, I found the analyses of one of Joshua Oppenheimer’s films about the genocide
in Indonesia (The Act of Killing, 2012) with references to some Bulgarian examples very
interesting: Othello, 2008, by Ivan Mladenov, Anna Petkova's The Verdict — Guilt and The
Verdict — Accusation (1999). As a counterpoint to these, Petko Gyulchev's Kalin and the Prison
Team (2018) could also be added.

The second chapter demonstrates a very good orientation in the classical and contemporary tools
of documentary cinema. The doctoral student correctly systematizes the key elements of artistic
interpretation (narrative, cinematography, editing, sound, interviews, reconstructions), as well as
the main directorial approaches to structuring the narrative. The typology presented is
academically sound, logical, and compatible with established theoretical models in documentary
filmmaking. llieva's analyses are not limited to a formal enumeration, but link the artifact and the

director's decisions to the effect on the viewer (authenticity, emotional impact, engagement).



The doctoral student demonstrates an understanding of the dynamic nature of documentary
cinema and its evolution beyond strict genre boundaries, clearly distinguishing between different
directorial strategies without treating them as mutually exclusive. An excellent example in this
regard is the work with documentary animation: Waltz with Bashir (2008) by Ari Folman.
However, Inna Saakyan's Aurora's Sunrise (2022) can also be added to this list, as it also has a
serious social commitment, raising the issue of the Armenian genocide. In this context, I find it
strange that Prof. Nadezhda Marinchevska's book "Animation Hybrids" was omitted from the
doctoral student's preparation and, accordingly, from the bibliography. The analyses of "The Red
Chapel™ are also in-depth.

The analyses of Mads Bruger's The Red Chapel (2009) by Mads Brugger are also in-depth,
especially on the dynamic axis of the division of the Korean peninsula and the problem of satire,
the two faces of propaganda, the concept of "third Korea," foreigners, refugees, and their
ambiguous treatment. Here | should point out that it is best to use the full official names — Republic
of Korea and DPRK. An important counterpoint to this film is Crossing the Line (2006, BBC) by
Daniel Gordon and Nicholas Bonner. As well as Liberation Day (2016, dir. Morten Traavik, Ugis
Olte); and I Am Sun Mu (2015, dir. Adam Schober). These titles may attract the attention of
Desislava llieva for further development. | am simply making recommendations here.

The dissertation identifies the following leading thematic and problem areas of socially
engaged documentary cinema: "World and Environment," "Historical Events and Processes,"
"Power and Crime,” "Economy and Corporate Influence,” "Social Groups and Ethnic
Communities," "Subcultures and Professional Groups,” and "Biographical Portraits and Personal
Stories.” The classification is based on a dominant thematic principle and deliberately allows for
overlap between categories, reflecting the hybrid nature of contemporary documentary
filmmaking. Particularly valuable is the doctoral student’s ability to think of documentary film not
only as an artistic product, but also as a carrier of memory, ethics, and civic position.

The third chapter, Documentary Cinema in the Field of Contemporary Culture and
Education, is quite logical in its development. It is scientific and applied in nature, centred around
a selection of 10 documentary films with applied potential in the social, cultural and educational
spheres. In it, Desislava llieva broadens the understanding of documentary cinema as an active
cultural, social, and educational resource in the contemporary media and social context. The focus

is on analyzing documentary film not only as an artistic product, but as a form with real social



impact and applicable potential beyond the traditional framework of film distribution. Here again
comes the problem of the impact factor —which sounds much better than impact factor — of socially
engaged documentary films, through which an attempt is made to systematically study their
influence in the public sphere. The author quite rightly argues for the need for such an approach.
The proposed model includes four main groups of criteria: impact on the film industry (festival
recognition, critical response, influence on aesthetic and production practices), audience impact
(viewership, box office, ratings, online metrics and rankings), cultural and social impact (public
debate, civic engagement, institutional responses, long-term screen life, contribution to cultural
memory), as well as educational and research potential (use in formal and informal education,
interdisciplinary research). An important emphasis is placed on the combined action, the synergy
of these indicators.

A correct clarification has been made regarding the dominant presence of environmental
themes in the selected films. Perhaps I should also make two small comments here:

- when discussing Under the Dome (2015) by Chi Jin (p. 180), I think that the
documentary power of the Chinese sixth cinema generation and the films of Jia Zhangke should
also be taken into account, and a little more attention should be paid to post-Tiananmen
documentary filmmaking for context.

- More precise use of terminology (from p. 165): the papal written message in
question is called an encyclical, and this term should definitely be used. An encyclical is socially
significant and committed in nature, plus it has a programmatic line, with a different documentary
and doctrinal weight. There are many messages, but encyclicals are something different. In this

context, Wenders' film Pope Francis: A Man of His Word (2018) should not be overlooked.

Summary:

The presented dissertation CULTURAL AND EDUCATIONAL FUNCTIONS OF
CONTEMPORARY DOCUMENTARY CINEMA IN THE CONTEXT OF SOCIALLY
ENGAGED ART is a comprehensive, conceptually consistent, and methodologically sound.

Desislava Ilieva demonstrates analytical sensitivity to the dynamics of contemporary
cultural and social processes and the ability to argue her theses. She convincingly presents the

power of socially engaged documentary cinema not only as an artistic practice, but also as a



significant factor of social, cultural, and educational influence, whose effects unfold in an
expanded media and public environment. | fully agree with the contributions mentioned in the
work. However, | would like to highlight its strong interdisciplinary approach, which combines
the tools of film studies, cultural studies, sociology, media studies, and educational research.

Despite my minor comments and suggestions for additions, which are made with a view to
accuracy and future publication of a monograph (which I recommend), | firmly believe that they
do not detract from the value of the dissertation. The research has a clearly stated potential for
application in both academic and broader cultural and educational contexts.

In conclusion, | believe that Desislava Andonova llieva's dissertation is a scientifically
sound and well-developed study that meets the requirements of the Law on the Development of
Academic Staff in the Republic of Bulgaria for the award of the educational and scientific degree

of "doctor."

On this basis, | unreservedly propose that the distinguished scientific jury award
Desislava Andonova llieva the educational and scientific degree of **Doctor™ in the scientific
field of Film Studies, Cinema Arts, and Television, professional field 8.4. Theater and Film
Arts.

January 25, 2026
Sofia

Prof. Dr. Andronika Martonova



