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Abstract. After the perestroika, the fall of the Berlin Wall and the collapse of the USSR and the socialist
bloc, Bulgarian post-totalitarian cinema stands on a new path and contexts, in the milieu of wide East
European or Balkan cinema. The film artifact offers a unique opportunity not only to interpret
the foreign world, but also to rearrange its own cultural values. The issue of dialogue between
identities in the global and contemporary cinema process is definitely extremely interesting,
complex and multifaceted.

The present study focuses its attention on an internationally recognized co-production —
Aga full-length movie (2018, dir. Milko Lazarov, Bulgaria-Germany-France, 9°), shot in the Republic
of Sakha (Yakutia). Definitely, this is something new for the national cinema - to realize original
themes and stories on the Bulgarian-Asian axis, to introduce the total unused, attractive even
personages, often even in a non-Bulgarian cultural environment. The film is among the best
of Bulgarians cinema produced since 1989.A very important aspect in Aga is not only the topic
of Otherness, but also the strong environmental engagement.

The analysis shows that Lazarov's film is not purely or only ecological, but universal as onscreen
suggestions. Aga affects fundamental and universal human categories. Through the language
of the closed Inuit community, a kind of microcosm, speaks to the world community — the macro
level.
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Introduction

he subject of the Stranger is definitely
wide-scale to the humanities.
The Inconnu/The Other/The Newcomer
may have in fact be external or domestic,
traditionally presented in this country
through the figures of the well-known
to us ethnic or religious communities.
Realistically, this subject in the context
of Bulgarian filmmaking is far irom being
of negligible importance.

The dichotomic constructs Us/Them,
[/the Other, the Bulgarian/the Stranger
as shown onscreen, were also inherited
by the development of the ethno-
culturological specifics of our mentality.
At an early stage, at the turn of the twentieth
century, the impulse of our national
culture and arts was associated with
the accumulation of foreign models
in its new European development.

The image of the Stranger has
transformed under socialism. The cinema
was dominated by the ideological
dogmatism of the socialist construct.

The screen sought to make the spectators
identify themselves as Theircomrade
communist, while the Alien was
uncompromisingly defined as the capitalist
foe. Exceptions were found mainly

in the propagandic documentarism,

where that distant inconnu came from

the fraternal “people’s democracies.”

In the contemporary Bulgarian
cinema of the post-totalitarian period,
the configurations in articulating
the Otherness unfold in radically different
dimensions: some of them are related
to catching up, (re)discovery,
reinterpretation and a new viewpoint
on interpretation. These communication
regimes are of paramount importance
in the context of Bulgarian film culture
as the screen images are incorporated
into new cultural models. The cinematic
artefact affords a unique opportunity
not only to interpret the foreign world,
but also to rearrange the own cultural

values. Articulating the image of the Stranger,
Bulgarian cinema builds up new areas
dealing with various problems of the remote
and the recent past.
The fall of the Berlin Wall and
the dissolution of the Eastern Bloc
categorically redrew the cinematic map
of Europe. The physiognomy of the discussion
fields in film studies and film criticism also
have been changed. The studies redefined
terms, new theoretical visions appeared
of rethinking, analysing, understanding,
generalising problems, movements, styles
and subjects coming from the new post-
totalitarian film industries.
The European silver screen as well
as the media are increasingly actively
showing the European socio-cultural
domain as an arena of clashes between
characters having different experiences
as a result of crossing borders, nomadism,
diasporas, displacement, exile, migration.
Cinema also shows that a host society
is more often unfriendly and marginalising
than hospitable. On the other hand,
foreigners are surrounded by an aura
of idealisation or exoticisation of their
difference. The same holds especially true
for the New Bulgarian Cinema.
The concentric circles, within which
the Bulgarian films associated with the vast
social subject matter of the Other lay,
are as follows:
+ Presence of other ethnic groups
and foreigners in the periods prior
to and under the totalitarianism;
+ The migrating Bulgarian under
socialism or after 1989;
*+ The Bulgarian, who comes home after
a long sojourn abroad;
+ The Bulgarian, who is a foreigner
somewhere;
Rural depopulation, but also arrival
of migrants into the villages;
+ Multiculturalism of the young
and journeying as a modus vivendi;
Ethnic confrontations and rehabilitation
of the ethnic image (Romanies,
Muslims, etc.);



+ Urban culture and its relations
with the foreign;

+ Peaceful coexistence of ethnic
communities, traditionally living
in this country, such as the Armenian,
Jewish, etc.

+ Migratory flows and refugee crisis
from Africa and the Near East, giving
rise to cinematic themes.

+ The Eastern Asian identities; presence
of atypical of Bulgarian cinema new
characters relating to the cultures
of Asia.

This paper is concentrated in the last
point with very special case studies.
Globally in Bulgarian contemporary
cinema several works were made recently
introducing in the frame space very
different and even unused until now
identities along with their clichéd
representations. The contrasts are built
by comparing the Bulgarian and the Asian
identities of the Chinese, Koreans, Japanese,
Yakuts, Nepalese, Vietnamese, Burmese,
Cambodians, etc. This is definitely
something novel. Moreover, outlandish,
de-Bulgarianised, and even attractive
characters appeared, functioning
in a totally unknown, atypical cultural
environment, that of the Far East.
Inevitably the aesthetical paradigm

1 The others version is: a clash between the Bulgarian

and the Asian in the context of our native, Bulgarian reality;
intersection between the Bulgarian character and exotic
Otherness in the little known or completely unknown
cultures of Asia and Oceania (Martonova 121).

2 This is his second feature film. In the moment of writing
of this paper, the director Milko Lazarov is in pre-production
on his next film, with working title The herd (co-production
Bulgaria-Germany-Luxemburg). The project development
is supported of the Creative Europe Programme - MEDIA
of the European Union. Logline: On the Bulgarian border
with Greece, daughter and father, Tariga (17) and Ali (60)
live in a hut near a mountain village. They're shunned

by the people because of rumours that there’s a strange
illness in their family. A border fence is being erected

to stop immigrants who the villagers believe carry foreign
diseases. When the villagers find all of their animals dead,
they blame Ali and Tariga whose goats are still alive. Being
angry and afraid, the villagers slaughter their herd, lynch
and kill father and daughter. The next morning, Tariga’s
only goat left alive awakens the village with her sorrowful
bleating (www.redcarfilms.com/developing. Accessed

11 August 2022).

of the Asian cinema left its mark

on the latest Bulgarian films.

One of most interesting lines' were

developed: the cinema artifact (scenario,

cinematography, casting, general idea

and so on) realise an unprecedented

immersion in remote lands, subject

to different aesthetical conventions,

mindsets, behaviours, and, of course,

cumulatively spawning other, supranational
and definitely universal, meanings

and messages.

The new Bulgarians films who deal with
this category are:

+ Outlying (2014, dir. Radoslav
Sharapanov, Bulgaria, 11°, shot
in Hong Kong),

+ All short’s Bulgarians films by Yana
Lekarska, shot in South Korea: Bridge
(2016, 18), November will be May
(2017, 18’), Here and Now (2018, 18’).

+ Another short film shot in Malaysia:
Cheat — A Grandmother Story
in 3 Acts (2018, dir. Boris Kalaidjiev
and Joon Han Yeo, coproduction
Bulgaria-Malaysia, 20°)

* And the full-length Aga (2018,
dir. Milko Lazarov, Bulgaria-Germany-
France, 96’), shot in The Republic
of Sakha (Yakutia).

Paper aims and methods

Without a doubt, the most masterful title
from the feature-length spectrum is Aga
(winner of Golden Rose 2018 — Bulgarian
National Feature Film Festival), directed
by Milko Lazarov®. The film's show debut
was at the Berlinale, where it was selected
and actually the film closed the festival.

It was through Aga that Bulgarian cinema
returned to the official program

of the prestigious film forum aiter a 29-year
hiatus. Milko Lazarov carry us to Yakutia,
northeastern Siberia, to tell the story

of quiet life of an elderly Eskimo Inuit
couple — Nanook, a reindeer herder and
hunter (Mikhail Aprosimov) and Sedna
(Feodosia Ivanova). Their daughter Aga
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(Galina Tikhonova) and son Chaga (Sergei
Egorov) have long since left the icy
wasteland and work in the city. After Sedna
falls ill, Nanook decides to fulfill his last
wish — to find Aga. And the girl
is somewhere out there, standing next
to the senseless abyss of progress —
the giant black crater of the diamond mine.
The film was shot, moreover, in very
harsh climatic conditions, entirely with
Yakut actors and is in the local language.
[t is also very different from the director’s
previous film Alienation (2013, Bulgaria,
77’), in which the image of the Forejgner
is also present, but not in the guise
of the Exotic Other.
[t would not be an exaggeration to say
that Milko Lazarov’s film is among
the best of Bulgarians new national cinema
produced since 1989. It is distinguished
by the exquisite poetics of the image
(DOP Kaloyan Bozhilov) and the finely
crafted message readable to global
audience. Its power is comparable only
to that of The Goat Horn (1972, dir. Metodi
Andronov). And in the history of world
cinema, it pays tribute to Nanook of the
North (1922, USA, dir. Robert J. Flaherty),
and aesthetically — to the great masters
of Asian cinema. He has absorbed so much
of this worldview.
A very important aspect in focusing
on Aga is the environmental theme
that is woven into the fabric of the film.
[t is brought out as a meta visual,
semiotic text, in the construction
of meaning onscreen fields. In reality,
the film is not purely or only ecological,
but universal because it affects fundamental
human categories. Through the closed
[nuit community’s language, a kind
of microcosm, speaks to the world
community — macro level. That is why
it is placed in the center of this article.
The methodology of its analysis strongly
suggests an interdisciplinary approach.
[t is related to the combination of various
humanities disciplines: cinema studies,
ethnography, religious studies, semiotics,

philosophy, sociology. The theoretical-
methodological base is mainly related

to the works of authors working

in European cinema, to which Bulgarian
cinema also belongs. An important
contribution is the development of Renate
Hansen-Kokorus, Sunnie T. Rucker-
Chang, Krunoslav Luci¢ who analyze

the Asian theme in Eastern European
(Balkan) cinema as a new direction.

The works of the Bulgarian researchers
(Ingeborg Bratoeva-Daraktchieva, Vera
Naydenova, Alexander Staykov, Boril
Mechkov), who know well national cinema
in the broad context of history, modernity,
identity problems, cinema poetics, new
author’s plots, European co-productions,
are also essential. The concept of eco-
cinema in the world film culture is seen
as an important ideological, engaging,
educative and educational tool for a social
change (Adrian J. Ivakhiv, Anil Narine).
Through the messages, suggested
by the screen, the attitude towards nature
and the environment can be rethought
and corrected. Arjun Appadurai’s
theoretical observations related
to the global media and the screen
culture also benefit this article.

Discussion

According to Renate Hansen-Kokoru$
(142), the collapse of the socialist bloc
and the entry of so-called democratic
changes, forced a rethinking of all
categories related to the concepts

of the East and the West: models

of the new and the traditional, of the urban
and the rural, of the individual

and the collective, the national

and the foreign. The understanding

of cultural differences is also the focus

of change because they are related

to the phenomena of Balkanism

and self-Balkanization. And, of course,
with somehow in a new way, in this
transforming post-socialist environment,
the Foreigner will be portrayed — most



often as a Westerner, and very rarely
coming from the East. As a researcher

on the problems of identities in literature
and cinema, concentrating her analysis

in the perimeter of post-Yugoslav cinema,
Hansen-Kokoru$ also makes the following
observation?®: in screen narratives, Western
foreigners are often criticized for their
emotional coldness and inability

to empathize with suffering people.

That is why the connections between

this type of character and the Balkans

are complex, disturbing and formulaic.
While the usages of the East Asian
foreigner are a tool to bring out

the prejudices of the Eastern European,

to criticize racist tendencies and fear

of the other in contexts of growing
nationalism. “Far East represent a culture
radically alien to that of the Balkans.

Due to this disparity, they are used

as characters to examine foreignness.
/.../ The foreigner is used as a mirror

of stereotype images in both directions.”
(Hansen-Kokorus 148—149)

Sunnie T. Rucker-Chang’s observations
are very similar. Her in-depth analysis
focuses entirely on the portrayal
of Asians (specifically Chinese) in Bosnian,
Slovenian, Croatian and Serbian cinema.
According to her, this type of film
is perfectly situated in the realistic style
that distinguishes Balkan and Eastern
European films. The cinema works
interpreting the narrative of the character
from the Far East are a platform
for a more serious and future dialogue,
because our post-socialist societies
are clearly aware and see the cultural
significance of the East, as well as its own
problems: dehumanization, consumerism,
crime, migrant labor abuses, xenophobia,

3 In his text, Hansen- Kokoru$ dwells on Croatian films:
‘Sorry for Kung Fu’ (2004, Oprosti za Kung fu, directed

by Ognjen Svili¢i¢); and ‘Melon Route’ (2006, ‘Put lubenice,
directed by Branko Schmidt. These titles are also articulated
in a broader overview of the image of migrants in Croatian
cinema - see Lucic 231-260.

ecological issues. That is, they provide
another reflection of themselves thanks
to the Far Eastern Other, also taking into
account the phenomenon of the Asian
or Chinese migration wave in a global plan.
Bulgarian feature cinema still does
not discuss this topic (Asian or Chinese
migration wave in Balkans), neither
sporadically nor in a full scale. Milko
Lazarovimmersed us in the life of Yakutia
with Aga (2018) — also situated in a very
distant and unknown Asian environment
for the mass audience. The director’s
migrant theme is in the framework
of a internal migrant wave — from
the village, from the countryside
to the city. It is unlikely that we will soon
have a feature film like this, immersing
the narrative entirely in the Asian
environment, and from an auteur who
works in his country, but you never know.
We can hope that a plot will appear
in our cinema that articulates ‘Asianness’
in Bulgarian conditions, and in which
we will meet main characters from
the Far Eastern diasporas, as authors
from the former Yugoslavia do.
In any case, this type of interpretation
on the life of migrants in the contexts
of Bulgarian society would also be something
original and different in our national
cinematography. The contribution
of such a plot would also be noticeable
in the framework of European
cinematography, especially if it is done
qualitatively. And again, something very
important — the films “as a rule do not
offer solutions [but] invite the European
audience to ‘look’ very carefully
at themselves and to take a critical,
analytical and insightiul look at themselves
again” (Mechkov 186).

Results

Agais a parable about the eternal history
of human roots. About the severance

and restoration of relationship between
children and parents. The film studies
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scholar Alexander Staykov defines

it as a conceptually new phenomenon with
a biblical scale, radically de-Bulgarianized
in terms of content. “The occurrence

of Aga carries several key conclusions

for contemporary Bulgarian cinema.

First of all, it speaks of the presence

of the necessary maturity and accumulations
to allow leaping over the local cultural
substrate, it speaks of creative potential
beyond the crutches of one's own cultural
code, and last but not least, it speaks

of the emergence of artists who carry in
their mental matrix a sensitivity

of universally human” (Staykov 12).

The film work is silent, cathartic,
transcendental, oneiric even... In a very
delicate way, he plays with the documentary
and the real, creating his own mythopoetic
vision of the disintegration of the traditional
worlds we inhabit. “The image of time
encodes in the director's subjective
preferences, which are manifested
in the techniques chosen to represent
reality, comes to the fore-front”
(Bozheyeva 149).

The chronotope is allegorical. It is no
coincidence that it begins with the Yakut
shaman playing the murchunga (vargan,
mouth harp) — through this metaphorical
act, the author transports us not only
to the endless whiteness of the North,
but also lays the parable’s beginning.

To end unexpectedly with Gustav Mahler’s
famous adagio from his epic Symphony
no. 5, the musical-philosophical
expressiveness transmits and elevates

the viewer to completely different fields

of consciousness, contrasting with

the autochthonous beginning.

A second phonogram is a metaphor

for the irreversible global transformation

of the world inhabited by Nanook and Sedna.

In fact, the cultural identity of the Yakut
Inuit is very delicately shown, without
being obsessively exploited in the narrative
and without any claim to ethnographic
credibility. The point that is the visible
and invisible world of small traditional

community’s fades. The intimate
universe of their attractive primitiveness
is gradually being mercilessly eaten
away by the advancing urbanization.
The migrating man is again in focus —
this time through the painful story of being
torn from the roots, which brings nothing
but emptiness to the soul. In the contrast
of endlessly long general plans and expressive
details, Milko Lazarov and Kaloyan
Bozhilov create such an aesthetic vision
of Aga that is not found in Bulgarian cinema.
Avisual spectacle is definitely
for the big screen. We cannot fail to note
the cinematography, which brings
out from the whiteness of the North such
filigree picturesque and light-sensitive
nuances that are characteristic
and specific only for this geographical
region. The attitude towards the image
is highly cinematic and semiotic, just
as it should be. Far from the chatty
literalism and popular customs in a shot
that ruins even the best idea because
it condemns films to a lack of cinema.
[f we look at it from another angle,
we will see that Aga fits very delicately
into the Asian trend of eco cinema,
because in addition to the parable
of traditional family, the line for harmonious
coexistence with nature is drawn.
The cold-blooded nature that dominates
the film is both hostile and domesticated
by man. But there is also an opposite
reading: the environment itself invisibly
tames the man and all the creatures
that inhabit it, to function as a unified
breath. When this balance is disturbed —
everyone suffers. And they die.
“Eco-trauma cinema represents
the harm we, as humans, inflict upon
our natural surroundings, or the injuries
we sustain from nature in its unforgiving
iterations. The term encompasses both
circumstances because these seemingly
distinct instances of ecological harm
are often related and even symbiotic:
The traumas we perpetuate in an ecosystem
through pollution and unsustainable



resource management inevitably return
to harm us. Eco-trauma cinema takes
three general forms: (1) accounts of people
who are traumatized by the natural world,
(2) narratives that represent people

or social processes which traumatize

the environment or its species, and

(3) stories that depict the aitermath of
ecological catastrophe, often focusing on
human trauma and survival endeavors
without necessarily dramatizing the initial
‘event.” Of course, for millennia Western
and Eastern, South American and African
cultural forms have examined the fragile
balance between people and ecosystems”
(Narine 9).

Environmental problems affect every
inhabitant of the planet, regardless
of their cultural affiliation, race, religion
and geographical location. The destruction
of nature, the rapid pace of urbanization,
the abrupt socio-cultural transformations,
the commercialization of society,
the displacement of values, the destruction
of ecosystems, ecological catastrophes,
the endangerment of human life and destiny
due to breathless and in some places even
reckless globalization and modernization,
are leading and important topics in Asian
cinema, literature and arts from the 1990s
to the present day. At first, the eco cinema
is somewhat nostalgic, looking longingly
at a lost beauty.

To the Western viewer, these natural
paintings in the frames of Aga may sound
like visual exoticism. Lazarov’s film,
in the context of the international successes
of our Bulgarian cinema, the entry
of new authors who sharpen their social
commitment in the scripts, successfully
flows into a newly emerging trend —
to create a transnational bridge-
conversation through the screen.

Milko Lazarov, in his interview
with Vera Naydenova (14), says that
he was worried that the film would falter
on clichéd environmental issues.

That is why its reading through
the eco-cinema tools is even more cruel:

the ecology of the human soul

is threatened when it is deprived

of its right to exist in the beauty

and natural habitat. “My film — says
director — looks at humanity. It observes
man in his existential instability.

With a sense of destiny and an irrevocable
end. With the feeling of God.”
(Naydenova 14).

Conclusion

Film and television as mass media
are free zone of contact between different
arts (still, film is syncretic), of a dialogue
between cultures, artists and phenomena.
The screen art easily decentralizes cultural
identity by opening it boldly out.
Co-productions provide a great opportunity
for the diffusion of different cultural strata
and specifics. Film also has the unique
chance of going beyond its own national
and regional markets, festivals and well-
known (autochthonous) viewing territories
and of crossing borders, reaching beyond
and over the national fields of screen
communication to get across to new global
spectators appropriately defined by Arjun
Appadurai with the term “de-territorialized
viewers” (Apadurai 15).

As can be clearly seen, Aga functions
in completely different semantic
and aesthetic models, which are not
inherent in traditional Bulgarian cinema.
But the power of the message would not
have been developed at all, if it had been
filmed, say, somewhere in the Rhodope
Mountains. Then it would become another
cliché and sink, because it would tell
us nothing new, nothing unseen.
The film moves along the iceberg edge
of anthropological and ethnographic cinema.
(Here we should mention that famous
Bulgarian ethnographer and anthropological
film director Asen Baliksi is among
the inspirations of the work.)

In the artistic and original play
of minimalism and contemplativeness,
Lazarov elevates the drama to another
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subtle sensibility, absolutely contrasting
with the mental foundations of our national
identity. It boldly leaps into the universal
and common to all mankind. The totally
different Exotic, Ultra-Remote Other
has become more than Self. This is not
dialogue building, but substance building.
That is why it is also a model for world
cinema. Which, by the way, causes
ambiguous reactions from the professional
critical community in Bulgaria: “What kind
of Bulgarian film is this? It has nothing
Bulgarian in it” — opinions are also heard.
The matrix has been surpassed
and it is definitely a very successful attempt
to raise our cinema to another rank,
appropriating a foreign fictional and aesthetic
paradigm. It is she who actively works
for the idea of Aga. Centrifugal forces
are through the transformation of the exotic
in the bosom of Milko Lazarov’s creative
visions for high art cinema. An outstanding
example of supra-material, spiritual
cinema, which is an undisputed achievement
for our Bulgarian national cinema.

Finally yet importantly, we would like
to clarify that Agais the winner of the Best
Director Award at the Eurasia International
Film Festival (2018)*. During a conversation
with the film director, as well as with fellow
critics from Kazakhstan who watched
it within the forum, we got the impression
that the work of Milko Lazarov is much
better understood, felt, deciphered
as messages and aesthetic parameters
precisely in the bosom of nomadic culture.
In the spring of 2022, we screened Aga
to cinema students in Nur-Sultan (at Kazakh
National University of Arts) and Almaty
(T. K. Zhurgenov Kazakh National Academy
of Arts) in the context of my two master
classes for contemporary Bulgarian cinema.
Without a doubt, this film caused the most
discussions and comments. On the other
hand — in general, the achievements
of Bulgarian cinema in general are not
particularly known in Kazakhstan (as well
as the opposite — Kazakh cinema is hardly
shown in Bulgaria, unfortunately),

but this is the problem of distribution

and the lack of will for a stronger cultural
dialogue between the parties.

Agais definitely a bridge-builder,

and I'm sure that researchers of the Central
Asian region and Cinema of Turkic
languages nations can reach even the deeper
readings of messages and make more
adequate connections with their ethnosphere,
visual culture and value system, if they
watch it. The film is definitely much closer
to the nomadic worldview than

to the Bulgarian, Balkan settled mentality,
without neglecting the all-universal levels.
[t also perhaps gives feedback on how

a foreign, distant film culture — in this case
the Bulgarian one — shortens the perceptual
and aesthetic distances. If we reverse

the perspective, we will see that Aga is also
significant because it gives an unexpected
outside view of a cultural region that is
more easily intersected with Central Asia.

Fig. 1. Mikhail Aprosimov as Nanook — a frame from

“Aga” (2018, dir. Milko Lazarov, Bulgaria-Germany-

France, 96 min), kindly provided by the “Red Carpet
Films” and producer Veselka Kiryakova.

Fig. 2. The traditional Inuit family Sedna (Feodosia
Ivanova) and Nanook (Mikhail Aprosimov) — a frame
from “Aga” kindly provided by the “Red Carpet Films”

and producer Veselka Kiryakova.

4 List of all awards and nominations see:
https://www.imdb.com/title/tt7909444/awards/.




FROM IDENTITY TO ECOLOGY IN THE NEW BULGARIAN CINEMA: THE UNIQUE CASE OF AGA (2018) AND THE POETICS

OF THE ICY WASTELAND

References

Appadurai, Arjun. Modernity At Large: Cultural Dimensions of Globalization. Minneapolis,
University of Minnesota Press, 1996.

Bozheyeva, Aibarsha. “Post-Totalitarian Documentary Film: the Period as Viewed
by Directors.” Post-totalitarian Cinema in Eastern European Countries - Models and Identities
by Nadezhda Marinchevska. Sofia, Institute of Art Studies, 2019, p. 135-152.

Bratoeva-Darakchieva, Ingeborg. Balgarsko igralno kino: ot “Kalin Orelat” do Missiya

‘London” [Bulgarian Feature Cinema: from “Kalin the Eagle” to Mission “London’]. Sofia,
Institute of Art Studies, 2013. (In Bulgarian)

Eco-Trauma Cinema, edited by Anil Narine. New York, Routledge, 2015.

Hansen-Kokorus, Renate. “The Image of the Stranger in Post-Yugoslav Films.”
Contemporary Southeastern Europe, vol. 4,no. 2,2017, pp. 141-151.
DOI: 10.25364/02.4:2017.2.9.

Ivakhiv, Adrian J. Ecologies of the Moving Image: Cinema, Affect, Nature. Kitchener-Waterloo
(ON), Wilfred Laurier University Press, 2013.

Luci¢, Krunoslav. “The Representation of Minorities in Contemporary Croatian Film.”
Umjetnost rijeci - Casopis za znanost o knjizevnosti, izvedbenoj umjetnosti i filmu
[The Art of Words. Journal of Literary, Theatre and Film Studies], no. 3-4, 2016, pp. 231-260.

Martonova, Andronika. Mezhdu migratsiya i usednalost: yekzotichniyat drug i novoto
balgarsko kino [Between Migration and Sedentariness: the Exotic Otherness and New
Bulgarian Cinema]. Sofia, Institute of Art Studies, 2021. (In Bulgarian)

Mechkov, Boril. “Migratsiyata i ksenofobiyata vav fokusa na yekrannite izkustva”
[“Migration and Xenophobia in the Focus of the Screen arts.”] Godishnik na departament
‘Masovi komunikatsii” [Yearbook of the Department of ‘Mass Communications]. Sofia,

New Bulgarian university, 2015, pp. 169-201. (In Bulgarian)

Naydenova, Vera. “V tarsene na Aga. Razgovor mezhdu Vera Naydenova i Milko Lazarov.”
[“In search of Aga. Conversation between Vera Naydenova and Milko Lazarov.”] Kino
[Cinema], no. 3-4, 2018, pp. 11-16. (In Bulgarian)

Rucker-Chang, Sunnie T. “Filmic Representations of the Chinese Presence in Serbia,
Croatia, Bosnia and Slovenia.” Chinese Migrants in Russia, Central Asia and Eastern Europe,
edited by Felix B. Chang, Sunnie T. Rucker-Chang. London/ New York, Routledge, 2012,
pp. 199-220.

Staykov, Aleksander. “Dinamikata na globalnoto i lokalnoto v novoto balgarsko igralno
kino. Ot ‘Vazvisheniye’ do ‘Aga’.” [‘The Dynamics of the Global and the Local in the New
Bulgarian Feature Cinema. From Heights to Aga.”] Problemi na izkustvoto, no. 4, 2018,
pp. 9-12. (In Bulgarian)

ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART i CAJAS Volume 7. Issue 3.2022



ENVIRONMENTAL ISSUES AND THE THEME OF NATURE IN WORKS OF ART ! CAJAS Volume 7. Issue 3.2022

FROM IDENTITY TO ECOLOGY IN THE NEW BULGARIAN CINEMA: THE UNIQUE CASE OF AGA (2018) AND THE POETICS

OF THE ICY WASTELAND

AunapoHuka MapToHoBa

Boarapus reibiv akanemusicbinblH, OHeprany MHCTUTYTHI ( Cocust, Bosrapust)

BOJITAPUSAHBIH, )XAHA KWHOCbIHAAFbI COMKECTIIIKTEH 3KOJIOTUAFA BENIH:
BIPETEM «ATA» (2018) OKMFACHI )XOHE M¥3 bl W/ AANIAHbIH MO3TUKACHI

Anparna. Kaiita Kypy Ke3eHiHeH, bepnvH kabblpFacbiHbIH KynaybiHaH xaHe KCPO mMeH coumanucTik
6I0KTbIH, blablpayblHAH KeWiH Bonrap NoCTToTanuTapablk, KuHeMatorpadumscel ke, LbiFbic Eypona
Hemece bankaH KMHeMaTorpa@usCbiHbIH OPTACcbiHAA XaHA )XO MeH KOHTeKcTTepae Typ. OuibMm
apTedakTi 66TEH aneMAi TYCiHYAi FaHa eMeC, COHbIMEH KaTap 63 M3EHM KYHAbIIbIKTApbIH KAalTa KypyFa
Gipereit MyMKiHAIK 6epegi. XahaHablk aHe 3aMaHaym KuHemMatorpadus yaepiciHaeri COMKeCTikTep
apacblHAAFbl AMANOT MCeNeci, Ce3Ci3, 8Te KbI3bIKTbl, KYPLENi )X3HE Kemn Kbip/ibl.

byn 3epTTeyne xanbikapanbik AeHreine MoibiHAanFaH bipneckeH TybiHabl — Caxa PecnybivkacbiHaa
(SkyTuns) TycipinreH TonbikMeTpaxapbl «Ara» (2018, pexx. Munko Jlasapos, bonrapus-fepmanus-
®paHuus, 96°) dunbmiHe Hazap ayaapbinanbl. OpuHe, 6onrap-asusnblk 0CbTe epekLie TakbipbinTap MeH
OKUFanapapl Xxy3ere acblpy, kebiHece Mynaem 6onrap eMec MaLEHW OPTaAa Kannbl NaiaanaHbIIMaraH,
TapTbIMAbl KeMinkepnepai eHrisy yATTbiK KMHO YLWWiH MyNLeM XaHa Hapce. byn dpunbm 1989 xbingaH
6epi TycipinreH 6oarap KMHOCbIHbIH, €H Y34iKTepiHiH 6ipi. «Ara» GunbMiHAeri eTe MaHbI3Abl ACNeKT —
6yn «6ackanbik» TakpIpblObl FaHa EMEC, COHbIMEH KaTap KOpLUaFaH opTaFa KyLUTi acep.

Tanpay kepcetkeHaew, JTazapoBTbiH GUIbMi Ta3a HEMECe TeK 3KOOTUS/bIK eMecC, SKPaHAbIK,
YCbIHbICTAp CUSKTbI aMbebHan. «Ara» HEri3ri XaHe annbl afaM3aTTblk KaTeropusnapabl KO3fanapl.
JKabbIK MHYMT KAaybIMAACTbIFbIHBIH, Tifli, ©3iHAIK MMKPOKOCMA apKbl/bl 9N1eMAIK KaybIMAACTbIKMEH —
MaKpoaeHreriMeH b6ainaHbicagpl.

Tipek ce30ep: 6onrap KMHOCbI, MOCTCOLMANU3M, CAMKECTINIK, MUIPaLMS, XXaHa pexuccepnep, e3refik,
a3uanblK Kerinkepaep, 3KoN0rus, CUMBONM3M, XahaHAaHy, A3CTYPAi KYHAbIbIKTAP.

Aaiiekce3 ywiH: MapToHOBa, AHAPOHMKA. «bONrapusiHbIH, XKaHa KUHOCbIHAAFbI COMKECTINIKTEH
aKonorusra aeniH: bipere «Arax» (2018) okurachbl XaHe My3Apl LW6N AanaHblH no3Tukackl». Central Asian
Journal of Art Studies, 1.7,N2 3,2022,15-25 6.DOI: 10.47940/cajas.v7i3.595.

Asmop KommazbaHbiH COHFbI HYCKACbIH OKbIN Kynmaodsl iaHe Myddenep KaKmblFbiCbl #OK eKeHdi2iH
Manimoelioi.
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OT UAEHTUYHOCTHU K 3KOJIOTMN B HOBOM BOJITAPCKOM KHUHO:
YHUKAJIbHbIW CNYYAW «ATA» (2018) U MO3TUKA NEAAHOMN NYCTOLLMU

AHHoTauums. [Mocne nepecTpoiiku, naaeHns bepanHckoi creHbl, paseana CCCP v coumanucTmyeckoro
610ka 6onrapckoe NOCTTOTaIMTAPHOE KMHO CTOMUT Ha HOBOM MYTWU U KOHTEKCTaX B CPeAe LUMPOKOro
BOCTOYHOEBPOMNENCKOro Mnu 6ankaHckoro kKMHo. KuHoaptedakT npeanaraeT yHUKaNAbHYH BO3MOXHOCTb
He TOJIbKO MHTEPMNPETUPOBATb YYXXOM MUP, HO U NEPEOCMbICIUTL COBCTBEHHbIE KY/bTYPHbIE LEEHHOCTU.
Bonpoc ananora naeHTMYHOCTEN B MMPOBOM M COBPEMEHHOM KMHOMpoLecce, 6e3yCcIoBHO, Ype3BblYaHO
WHTEPECEH, CJIOXKEH M MHOTOrpaHeH.

B HacTosweM nccnefoBaHUM aKLEHTUPYETCS BHUMAaHME Ha BCEMMUPHO NMPU3HAHHOM MpoekTe
KOMPOAYKLMU — MONHOMETPaXXHOM dunbMe «Ara» (2018, pexxuccep Munko Jlazapos, bonrapus —
[epmaHug - ®paHuumsg, 1996), cHatom B Pecnybnuke Caxa (kyTus). OnpeneneHHo, 3T0 YTO-TO abCONOTHO
HOBOE A1 OTeYeCTBEHHOr0 KMHeMaTorpada — peann3oBbiBaTb OPUTMHAMbHbIE TEMbI U CHOXKETbI
Ha 6onrapo-asnaTckoi 0Cu, BBOAWUTb COBEPLUEHHO HEUCMOb30BaHHbIX, MPUBIEKATENbHbIX MEPCOHAXEMN,
YacTo Aaxe B COBEPLIEHHO HeGONrapCKon KynbTypHOM cpene. 3TOT GUAbM SBASETCS OAHUM U3 NYYLLIUX
6onrapckux puabMoB, CHATbIX € 1989 roaa. OueHb BaXHbIM aCNEKTOM B «Are» IBNSIETCS He TOMbKO Tema
MHAKOBOCTM, HO U CMJIbHOE BO3AENCTBME HA OKPYXXAIOLLYH Ccpeay.

AHanu3 nokasblBaeT, 4To GunbM J1a3apoBa He ABNSETCS YUCTO MK TONbKO 3KOMOTMYECKUM,

a YHMBEpPCANEH Kak 3KpaHHble NpeasiokeHus. «Ara» 3aTparuBaeT GyHAaMeHTalbHble
1 obLieyenoBeyeckme Kateropuu. Yepes a3bik 3aKpbITOro MHYMTCKOro CoobLLecTBa, CBOEro poaa
MWKPOKOCMa, FOBOPUT C MUPOBbLIM COOOLLECTBOM — MaKPOYPOBHEM.

Knrouessie cnoea: 6onrapckoe KMHO, MOCTCOLMANU3M, UAEHTUYHOCTb, MUFPaLMs, HOBbIE PEXMUCCEPSI,
MHAKOBOCTb, a3MATCKME NMEePCOHAXM, 3KONOrUS, CUMBOM3M, rMobanu3aums, TPaAULUOHHbIE LLEHHOCTU.

Ana yumuposarnus: MapToHOBa, AHAPOHMKA. «OT MAEHTUYHOCTM K 3KOOTMKU B HOBOM HonrapckoM
KWMHO: YHUKaNbHbIA ciydai “Ara” (2018) u noatuka negaHoin nycrowms. Central Asian Journal of Art Studies,
T.7,N2 3,2022,c. 15-25.DO0I: 10.47940/cajas.v7i3.595.
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