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CinEd is dedicated to the transmission of the Seventh Art as a cultural object and material to help conceive the world. To
accomplish this, common teaching methods were developed based on a selection of films produced by the European 
partnercountries. The approach is designed to be adapted to our time, characterized by fast, major and continuous 
changein the way we see, receive, broadcast and produce images. These images are seen on multiple different screens: 
from the biggest movie screens to TVs, computers, tablets and the smallest smartphones. Cinema is an art that is still 
young, and its end has already been predicted many times. Clearly, these predictions were unfounded.

These changes are affecting cinema: therefore, its transmission must take them into account, particularly the increasing
fragmentation of film viewing on different screens. CinEd publications propose and assert a teaching approach that is
sensitive, inductive, interactive and intuitive and provide knowledge, tools for analysis and the potential for dialogue
between images and films. The works are considered on different scales, as a whole, in fragments and with different
temporalities– stills, shots, sequences.

The educational booklets invite students to freely and flexibly engage with the films; one major challenge is to compre-
hend and relate to the cinematographic images using different approaches: description, an essential step for any analyt-
ical process, and the ability to extract and select images, organize, compare, and confront them. This includes images
in the film being discussed and others, as well as images from all visual and narrative arts (photography, literature,
painting, theater, cartoons…). The objective is that images will not be fleeting but rather make sense; cinema, in this way, 
is an especially invaluable synthetic art in that it builds and bolsters the perspective of young generations.
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A bus is travelling on a road and on it is a waterpolo team. What seems like the coach talks on the phone 
and he understands that his son has not returned home after going out on Friday night. He tries to calm 
down his wife. The bus leaves him in a typical neighborhood and he walks home. He returns home to an 
empty house. His wife calls again and afterwards he tries to call his son, but with no success. Together 
with his wife they go to the police station and they report him as missing. The parents return home to find 
the son and an unknown girl in the house. The son behaves as though nothing particular has happened. 
They try to understand Rado’s behavior. The mother thinks that the girl is Rado’s new girlfriend. Unexpec-
tedly, the bell rings and a new face enters the story, namely Tenx. Rado lets him in, in front of the startled 
father who stays frozen at the doorway. 
The children all go to Rado’s room, while the mother prepares something to eat and tries to put the father’s 
mind to rest. All of them sit at the dinner table and they discuss their ideologically different views of life. 
The tension between Tenx and the father escalates. Finally, the father slaps Tenx on the face. Everybody is 
startled. Tenx reacts by smearing the blood from his nose on the tablecloth. He rushes out, but not before 
he knocks off the father’s trophies on the floor. He storms out, Courtney after him, and Rado follows them, 
after he calls off his mother and escapes the house. The parents are left in total shock. They try to talk to 
Rado’s brother for a while on Skype, at least this is what they think. Courtney earlier has set up an account 
for the mother and added what they thought was Rado’s brother Milen. But at some point in the conver-
sation they realized that this is not Milen, but some other immigrant in another country. 
Meanwhile Rado has caught up to Tenx and Courtney, they very reluctantly let him stay with them. They 
go and sit on a lost garage (supposedly Tenx’s home). They tell Rado, that their life is not for him, that he 
has a home, a family and a huge pocket knife. 
In Rado’s house the phone rings and it is the police. They have found Rado. He is in the police station. 
They rush to the police station and the police try to clear out the situation. The parents have forgotten 
to phone the police that they have found Rado. They take Rado home. They travel in silence on the bus 
home. All of a sudden the phone rings, it is Milen… 

Country: Bulgaria
Language: Bulgarian
Release Date: 20 September 2010 (San Sebastian 
Film Festival)
Production Company: Klas Film
Running time: 88 min
Color: color
Aspect Ratio: 2.35 : 1
Year: 2010

Cast: Tsvetan Daskalov, Yanina Kasheva, Kaloyan 
Siriiski, Irena Hristoskova, Silvia Gerina
Director: Drago Sholev
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Script: Razvan Radulescu, Melissa de Raaf, Drago 
Sholev
DOP: Krum Rodriguez
Art design&costumes: Vanina Geleva
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The shot illustrates one of the main conflicts in the film – the opposition between the 
outside and inside. In the frame we see Tenx, standing in front of the door of the house 
(out), the father who is in the frame of the door, leaning with a hand (on the verge), the-
reby creating a barrier at the entrance of his home and Rado, on the other side of the 
barrier (inside) at home, looking at the door, Tenx and the whole new world which opens 
to him at this moment of his life. The space inside is clearly claustrophobic throughout 
the composition of the shot. 
Immediately the child will squeeze and will go under his father's hand – a stage direction 
solution to this conflict. He's not going to move, push, and steps over or waits - he'll 
precipice below, a simple and natural gesture. Even before the father finds out what's 
going on. He will be surprised by his son’s action. Surprised by how his son is suddenly 
"put in" the adult world, the world of the punks on the street, “Indians” and "drug 
addicts” as he defines them, the father stays for a second on the doorway, trying to 
assimilate what is happening to him.

VISIBLE/HIDDEN

Visible is where each one of them is situated. The positions are allocated on a court-like. 
We can clearly see the shapes of the father and Tenx, full of power before crossing the 
border of their existential illusions, as we see consequently. Tenx is obviously a member 
of a marginalized culture, but the father of Rado's is the real marginalized character as 
we will discover later in the film. 

RADO'S POINT OF VIEW

The young boy Rado is situated between two different manners of existence, observing, 
passing between them, the Father – the guardian of the domestic order, Tenx – a symbol 
of anarchy, and the outside, the free world.   

Tenx, a punk with a high comb is ringing at the door 
of Rado’s home. The young boy Rado runs to open 
it but his father, who found him a little bit earlier at 

home, is doing it faster. The first line of Tenx is:  
"I’ve brought booze."

FOCUS - MAIN POINTS OF THE FILM

Often in the film we are participating as a spectator from his point of view – the camera 
is literally adopting his manner of seeing the context around him.

YOUNG/ADULT – THE INTERGENERATIONAL CONFLICT

Clearly seeing the shapes of the father and Tenx, the position of their bodies suggests 
open confrontation. They are both strong characters in the film. The father (the adult) is 
here as a symbol of patriarchal ethics and peace officer and Tenx (the warring youth) is 
a symbol of anarchy, rebellion, freedom. He is a threat outside the home to bring turmoil 
and destruction of the order inside. Face to face at the doorway, they interact for the first 
time.   Both metaphorically and literally – this is one of the few moments in the film in 
which the characters are looking directly in their eyes. Rado is behind them, observing, 
passive and external.
Compositionally the three figures are located in the classic pyramidal structure. Each 
one of them explicates his own space via light tonality and is characterized in a dramatic 
configuration which has the character in the middle as a main point of the conflict (both 
with Rado and Tenx). 

COLORS & APPEARANCE 

The information about the identity of the protagonists and the nature of their conflict is 
already clear by their clothing, saturated with social and cultural codes.. The father is 
also dressed in a uniform, expressing affiliation – the very famous in Bulgaria “sports 
wear”. On one hand, it is a symbol of the sport and his profession-trainer with which he 
is identified in the whole film. On the other hand, the clothing is both a sign of belonging 
to a particular (large) culture and social group. They carry an important message – the 
father is changing it frequently, but the type of clothes is always the same.  Tenx is cha-
racterized by the cold-blue color at the entrance (the outside world). The father stands in 
the cold-light yellow apartment (inside), as this color scheme is reserved until the end of 
the film. Cold range corresponds to the rainy and dreary apartment complex and to the 
punk-rock subculture and with the overall feeling of hopelessness and marginalization at 
the same time. 
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reasons, but also because of a desperate feeling of never ending transition to a decent 
environment. We can see that also in Shelter : Rado’s older brother is living abroad, in the 
United States where he works and the only relation with his family remains the telephone 
or Skype.
 
THE NON-EXISTENT MIDDLE CLASS 

For economic reasons, but also because of all this population living abroad, the middle 
class in Bulgaria is underdeveloped in comparison with the other classes (the extremely-
rich oligarchy, and the very-poor villagers). 
Rado’s parents are part of a generation, product of the socialist notion of a middle class, 
where masses of people were forced to leave their villages and work in the city factories.
Most of them were installed in the type of apartment that we can see in Shelter, in prefab 
buildings, which are generally constructed for a temporary use (around 60 years). Of 
course people continue to live in them after the collapse of the regime but many others 
decided quickly to immigrate in the big cities or abroad, led by the opportunity to choose 
a place of residence, which was forbidden during the communist epoch (there was a 
“citizenship” for the different big cities, given for work or marriage). 
Other characteristics of this pseudo-middle class are the inability to identify and fight for 
their rights and the lack of self-awareness that one has a choice, for example – to vote 
or not to vote. Or to be an anarchist as Tenx, mentioning several times his perception of 
independence and freedom of choice. 
The type of housing and the children's education (could be only “good” or “bad”) are the 
measure indicators of the middle class and we will see these values during Shelter; the 
film is transmitting something from the past and putting it in the context of the present. 
The director Dragomir Sholev is telling us: “When I hear some critics that Shelter looks 
retro, I perceive them as a compliment. I really wanted to sound retro, but with a new 
approach – something like “neoretro”. Cinema is gradually becoming an experience that 
slowly remains in the past. For me cinema has always been a medium that could express 
nostalgia. And the more we feel it – the better it is.”1  

THE CINEMA CONTEXT

After the fall of communism, during the 1990s Bulgarian cinema was forced to expe-
rience a radical change, not only in connection to the production process (a complica-
ted shift from state monopoly in film production to economic behavior in production,  
distribution and marketing), but aesthetically speaking from socialist realism to new ways 
of expressing oneself.  
There is a notion that during the 90s Bulgarian cinema was non-existent, but this a 
popular misunderstanding, the fact is that there are 80 feature and TV premieres during 
the 90s, but they were not so successful non international festivals, with some excep-
tions of course. Furthermore, the films created during this period did not gain much 
attention in Bulgaria and remained unknown, even though from today’s point of view the 

HISTORICAL AND SOCIAL CONTEXT 
OF THE POST-COMMUNIST ERA IN 
BULGARIA  
(90S AND 2000S)

On November 9, 1989 the wall of 
Berlin was destroyed and Todor Zhivkov 
(the Bulgarian Communist leader for 35 
years) resigned as general secretary of 
the Central Committee of the Communist 
Party the day after. Several days later, 
on November 18, 1989, the first free civil 
demonstration took place, convened by 
some informal organizations in the square 
in front of the temple-monument “St. 
Alexander Nevsky” in Sofia. Thousands 
of enthusiastic citizens came to protest 
the nomenclature, for democracy, for free 
elections, and for the protection of human 
rights. For the first time the Communist 
party is not the only one, some new par-
ties are formed, thus finally presenting a 
supposed alternative. 
The demonstrations continued and  
increased during that period, the pressure 
on the National Assembly by the people 
and soon the first democratic elections 
are held on June 10, 1990. The general 
feeling was euphoric, especially with the 
idea to create a new social and economic 
order.  
But at the beginning of 1997, Bulgaria is 
in chaotic state. Sofia is experiencing a 
few days blockade of its main streets and 
public transport was also suspended. The 
cause is rooted in the economic turmoil of 
the country, which left millions with starving and on the edge of total poverty.   
The government resigned and that lead to new attempts for reformation, stabilization, 
and privatization of major state enterprises, return of property confiscated during the 
Communist regime etc. In the beginning of 2000, Bulgaria starts the negotiations for its 

admission in the European Union and joins it seven years later. 
The post-totalitarian epoch is quite challenging for the Bulgarian population, as it created 
a difficult social dynamics that was rooted in a different era. The contemporary reality 
was divided, by what the past has set as rules and what the present dictated as changes. 
This led to a life that is almost schizophrenic in its core, because more than half of the 
population was brought up to believe in ideals totally different from the new ones. There 
was a rapid redistribution of the financial capital, but a huge part of the economic power 
remained in the hands of people belonging to the Communist apparatus and secret ser-
vices. Some politicians have become oligarchs, and they are remaining so today. New 
demonstrations against part of this oligarchy and corrupted power were held in 2013, 
and lasted for several months. We can clearly observe a general loss of faith in the politi-
cal power in the country and renunciation from the different models and persons. 
In Shelter it is forbidden to talk about “politics on the table” and we just hear the name 
of Boïko Borissov once. Rado’s father voted for him as many other Bulgarians. Borissov 
is indeed the hero of many - former bodyguard of Communist leader Todor Zhivkov, his 
way to the power is fast and efficient. So in Bulgaria the transition into “democracy” 
happened from the “power of the people” to the “power of the mafia”. 
 
THE ISSUE OF MIGRATION

After the collapse of the communist era and during the period of changes in Bulgaria 
(90s and 2000), we witnessed a massive migration of young and educated generations in 
search of better life abroad – in Western Europe and the United States. 

This process of migration starts in the beginning of the 90s with a first wave of immi-
grants settling in the US, Canada, France or Germany (before the admission of Bulga-
ria in the EU). Entire families immigrated just after November 1989, they have fled the 
country mostly for economic reasons, working all kinds of jobs in order to survive. In 
fact, during the Communist regime it was impossible to travel except in other “fraternal” 
countries (Russia, Cuba, East Germany…) and after its crash many people wanted to 
benefit from the free borders although it will be a long time before there actually will be 
such for the Bulgarian citizens. 

The second important wave of immigration took in the middle of the 90s and the begin-
ning of the 2000s – the immigrants are mostly middle-aged men. Many of them found 
a temporary refuge in Germany, Holland or Spain where they work and send back to 
Bulgaria part of their salaries every month in order to sustain their families. Entire little 
towns or villages are depopulating because many of the people are emigrating together 
with relatives or friends, on a regional level. Currently, according to some unofficial data, 
Bulgarians living only in Chicago are 300 000, the same in Spain, 150 000 in Germany 
and almost 3 000 000 everywhere in the world. According to some researches, Bulgaria’s 
population will decrease with almost 28% over the next 35 years, and the Roma 
population will significantly increase. 

Many young and competent people left during the last decades: mostly due to economic 

films have a very unique and interesting perspective on life during this period. But the 
tendency of anonymity began to slowly to shift and the next generation of filmmakers 
emerged with the directors such as Zornitza Sofia and the film Mila from Mars (2004) 
and those, who would make their debut in the following decade like Kamen Kalev, the 
Chouchkov Brothers, Dragomir Sholev, Kristina Grozeva and Petar Valchanov, Dimitar 
Kotsev-Shosho. They continue the legacy left in the end of the eighties by Ivan Cherkelov,  
Ljudmil Todorov, Petar Popzlatev and Krasimir Krumov. 
Although we can’t speak of a Bulgarian “new wave“ cinema in the same sense, as for 
example in Romania with directors like like Corneliu Porumboiu, Cristian Mungiu, Cristi 
Puiu, Radu Jude, but there are certain aspects and themes, that are predominant in 
Bulgarian contemporary cinema. The directors have their own individual styles and it 
is difficult to unite them in a formal aesthetic group, but we can mention some general 
topics that they have in common. For example, they explore the generational problems 
of those who grew up after, and during the collapse of Communism, films that deal with 
young people and their current problems. The films that explore issues such as the social 
and political cul-de-sack, the lack of alternatives, immigration, drug abuse... 
Good example of all of  the above is the feature Eastern plays (2009) by the director 
Kamen Kalev, which is the first film who is officially selected for Cannes Festival since 
the year 1990, this movie changed the environment in Bulgarian cinema and showed 
that films can be made without state subsidies, unlike many of his predecessors. It is a 
Bulgarian-French coproduction. It is a film about drug abuse and the inability to meet 
social expectations, it is a film about outsiders and outcast – it mixes reality with fiction 
and points to areas of social life, that would otherwise stay hidden. Unfortunately the  
shooting of the film was abruptly forced to a premature end by the death of the main  
actor playing the main role. He died of overdose and this shook Bulgarian society,  
because it pointed to an issue, that usually remains deeply hidden from the popular 
interest.
Dragomir Sholev’s Shelter (2010) is the next movie that received international acclaim 
from festivals and deals with social issues through the lenses of the everyday life of a 
typical family living in a typical neighborhood, dealing with unusual circumstances that 
symbolize the total lack of communication between generations. This is the first movie 
that was selected for the prestigious Festival San Sebastian.
Around 2010 many major examples of films, like for example Ave (2011) by Konstantin 
Bojanov came to cinemas.  With the actor Ovanes Torosyan who became a leading artist 
in Bulgarian cinema and Anjela Nedyalkova, who also became very successful and now 
is playing a leading role in Trainspotting 2 (2017) by director Danny Boyle. Ave discusses 
themes that are very similar to Eastern Plays, but with different approach. It is a movie 
about young people, who are left struggling alone against all odds in life.  
In a different genre, but more popular with Bulgarian audiences the films 
Mission London (2010), Tilt (2011), HDSP (2010) and Forecast (2008) gave a new vibe to 
Bulgarian cinema, a new life, because they are more positive and aesthetically they are 
produced with a more Hollywood type of stylistic, that manages to capture the attention 
of wider audience. 

II-THE FILM

CONTEXTS AND  
THE AUTHOR

First free demonstration on 

18 November 1989, Sofia  

Demonstration, 1990 Photo by Ivan Bakalov

Demonstration, July 2013

Demonstration, June 1997 

1Interview of Dragomir Sholev with the cinema critic Genoveva Dimitrova for the Bulgarian  

newspaper Kultura (Culture), Number 12 (2630), 1 April 2011
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More recently the film debut film 
of Kristina Grozeva and Petar Val-
chanov The Lesson (2014), which 
is not only Bulgarian, but European 
and iternational success, but also  
changed the Bulgarian film scene. The 
film deals with the life and struggle of a  
Bulgarian teacher, forced by harsh 
circumstances to take extreme 
measures. It is a movie filmed in a  
realistic style, based on a true sto-
ry. The successful creative tandem 
released this year a new feature  
Glory (2016), also received with great 
success at many festivals and dis-
tributed in more than 15 countries 
around the world.  
The most recent film debut Godless 
(2016) by Ralitza Petrova according 
to her own words: is a testimony 
of why 2 million Bulgarians have 
fled the country. It is a nonverbal  
aesthetization of the ugly and the  
adversities suffered by a vast majority 

of the people living in smaller towns. It is a dark tale of caretaker taking advantage of the 
old people she is supposed to care for. It is a rough depiction of life in the marginalized 
parts of the country and a gloomy view of the human condition in general. Furthermore, 
Godless won the prestigious Pardo d'oro of Festival del film Locarno, the Grand prize of 
the international competition in one of most in important film festival in Europe.
On a different note, there is a tradition in documentary cinema, in 2004 the film  
Georgi and the butterflies marked the beginning of a new era in this genre, the film won 
over 70 awards around the world and tells the story of psychiatrist and Director of a 
nursing home for people with intellectual disabilities located at Podgumer village. It is 
the first film of the company for documentary movies AGITPROP. Other movies by the  
company to name a few include: The Mosquito Problem and other stories (World Premiere: 
Cannes 2007), Corridor #8 (World Premiere: Berlinale 2008), The Boy Who Was a King 
(2011), Love & Engineering (2014) and many more. The company has a unique style of  
storytelling that mixes reality with the surreal, that creates a very particular visual 
character of the movies.
 

SHOLEV: A NEW GENERATION FILMMAKER
BIOGRAPHY AND FILMOGRAPHY

Dragomir Sholev was born in 1977 
in Rousse. He studied animation and 
film directing at the National Academy 
of Cinema and Theatre in Bulgaria - 
 NATFA. He works ad assistant director 
in number of feature films and director 
of more than 250 commercials, music 
videos and short movies. He directs 
commercials in Bulgaria, as well as in 
big part of Europe and Asian, Roma-
nian, Belorussian, Kazakh markets. 
His first short is called Family  
(“Semeistvo”, 2002) and it tells 
the story of two kids. His next film 
is an animation Xaeahepa (2003),  
followed by the short I have to tell 
you something (2004), about a young 
girl prompted to make an abortion by 
her older boyfriend, while lying to her 
mother she is on a mountaineering 
trip.  His next short is Before life, after 

death (2005) and is a war movie about an army officer executing the last prisoners-of-
war in front of his own troops. Posrednikat (2008) is the story of a boy living between the 
two houses of his divorced parents, but still he cannot find a place to park his bicycle.
His first feature Shelter is not autobiographical, but to a large degree is personal to the 
author. It is built on motifs from the director’s past. As a child Sholev has been strongly 
influenced by punk bands, and the authority of a particular punk figure in the town where 
he grew up.
The director has a personal connection with the music he chose for the film. A year after 
the completion of  Shelter his passion for punk-rock, lead him to make the documentary 
Now and Forever (2011) centered around the tour of the three most influential Bulgarian 
punk bands Control, Hipodil and Review. The front man of Review (a prominent figure 
on the Bulgarian alternative music scene) Vasil Gurov is the author of the original music 
in Shelter. One may say that all of his films are in some way connected to the theme of 
intergenerational dialogue. From his earlier short films to his feature film Shelter. He is 
working currently on a new project that is also connected to these issues, and it is the 
story of 13-year-old boy, subjected to daily harassment by his classmates. 

INFLUENCES

For Shelter one of his main influences is the writings of Leo Tolstoy." According to Tolstoy 
there are two general themes, worth writing for – the first is war, and the second is family. 
He wrote War and Peace for the first, and for the second Anna Karenina. Almost all of 
Sholev’s films explore family relationships, except for his short Before Life After Death 
which is set around the last days of WW2. It is possible to look at family relationships as 
a battleground - where victory and loss are possible only when they are shared. 

He acknowledges other influences for the film Shelter, like for example Elephant by the 
American director Gus Van Sant, for the viewer this is especially visible in the came-
rawork which is undetectable while it slides capturing the soul of its objects. Further-
more, Sholev is inspired by a specific trend in Bulgarian cinema, namely the cinema for 
children, which is very popular in Bulgaria. These movies usually tell serious matters in 
a very funny and interesting manner, which made them one of the most popular movies 
among viewers in the communist era and even after. Another strong influence for Sholev 
is John Cassavetes and especially the techniques he uses while working with actors. 
Sholev said that while shooting Shelter he was reading a book by Cassavetees, about 
the techniques used while working with actors and he was even trying to implore some 
of them on the set.”
Finally, according to Sholev “The best inspiration comes from real life.” This explains the 
realistic style in his movies and the fact that he chose to work with a Romanian scriptwri-
ter for his first feature as the “Romanian New Wave” aesthetic is a good example for that.

TESTIMONY & DOCUMENTS
The exterior (see p.24 – Cultural connections - Architecture) 

CHOOSING THE FILM’S LOCATIONS

The housing estates have turned into the backdrop of sad comedies, not only here in 
Bulgaria, but in all post-communist countries, where once lived the proud proletariat with 
the dreams for a better future, now it is occupied with disillusioned people with broken 
dreams and broken homes. The concrete, mass-produced apartment blocks are both 
visible and invisible, physical and psychic scars on the face of the city: visible because 
the houses are in decay, but invisible because the reason for decay is not automatically 
identified as war or ghettoization.
The idea, the story and the infrastructure of these suburbs, constructed during the socia-
lism, such as temporary homes are to give homes to the growing number of migrants 
from the villages to the towns. The idea was to industrialize and mechanize, thus living 
in the country automatically leaves you behind symbolically and in reality. The film is 
working on these ideological planes of thought – the first is the symbolic one, the second 
one is the aesthetic, and the third one is the sociological.  All of these levels of associa-

1.Teva neighborhood. The way it looks in reality.

tions are closely linked to the narrative of the film and its general ideas: the oppositions 
between old and new, the between young and old, between past and future, between 
now and then, between in and out. The movie explores these problems even through 
its spatial dimensions and the way it treats the exterior and the interior. This antinomy 
between the outside world and inside world is very well explored in the movie, through 
the decisions made by the characters and their transition from open space to a closed 
one. The open space seems very limited, because of the cinematographic decisions 
(low-angle shots, with a lack of space) and the indoor scenes seem claustrophobic. This 
all aims to create a sense of a metaphorical prison for the soul, the mind and the heart. 

THE EXTERIOR

Teva neighborhood is a working-class neighborhood in the small, mining town of Pernik, 
built during the communism on a hill, out of nothing, spread between a forest and a field. 
It lacks infrastructure and opportunities. The location was specifically chosen, for its 
direct representation of the reality of the film’s story. Pernik is a town close to Sofia, but 
at the same time in the movie it isn’t clear where the action takes place. It very well may 
be any city in Bulgaria or any of the similar neighborhoods in Sofia. This is deliberate, 
because it aims to show that this might happen everywhere and that there are so many 
people who are dealing with similar problems, living in similar conditions. That is why the 
choice in location is not a random one, but very `well-thought out decision that is directly 
linked to the film’s narrative. 
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THE INTERIOR

As you can see in the pictures below, although the apartment looks real, seems real and even feels real, it actually is not. It is a film set. The flat is made to look like any apartment 
in any city. The organization of the rooms is classical; there is nothing out of the ordinary in it. This realistic sense comes from the close attention to detail. The interior design of the 
house is defined by items which are symbolic for a previous epoch. Although we might have moved on to a new way of life in the political sense, the day-to-day basis of the ordinary 
person bears the symbolic weight of the past. A very good example for that is the stove “Rahovec” (in the kitchen) which still might be found in lots of households in Bulgaria. Rado’s 
room is also a typical room of a teenager – full of posters, a computer and two beds. Also a specific feature in the construction of the set is the wallpapers, a very characteristic ele-
ment of the Bulgarian home. 

The cinematographic techniques used for creating the specific mood in the apartment are a combination of various elements: the composition of the shot, camera movement, 
lighting, and the editing. Here it is particularly important to mention that when the film takes place inside, the shots are very confined and claustrophobic. This is partially due to the 
colors and the lighting of the scenes. Low-key lighting defined by dark corners, deep shadows that gives an overall gloomy atmosphere. 
The fact that the movie is filmed on a set facilitated the installation of special rails, so that the camera can move very smoothly following the characters around. These shots are called 
dolly shot i.e. a shot taken by a camera fixed to a wheeled support (picture 2 and 3).
 

2.  The film set of Shelter. The lighting is being arranged to give a naturalistic vibe to the scene.

3. The camera movement and organization of the shot takes place. The shooting of the scene on the dinner table. 

4 5

6

ON SET
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CHAPTERS IN THE FILM

1 – A bus is moving on the road. We see a cup. There 

are many young men on the bus. They are sleeping.  

(00:00-02 min)

4 – The father opens the garage door and gets into the 

car. He lights up a cigarette and relaxes on the seat. 

(07:40 – 08:29 min)

7 – They are in the bus again. This time they are stan-

ding ad there are quite a few people on the bus. The 

mother says she doesn’t feel well and they have to get 

off the bus.

(19:00 – 19:26 min)

5 – Now, it’s the two of them – the mother and the 

father. They’re in the buss sitting next to the window. 

Outside is raining. The camera zooms in on them while 

they talk.  

(08:30 – 08:50 min)

8 – The camera tracks the father while he walks up the 

stairs. For a moment he stops and stares out of the 

window at his wife sitting on a bench in the rain. He 

continues to go up and so does the camera.  

(20:58- 24 :21 min)

6 – The two of them enter into a police office. They 

give explanations.

(11:09 – 18:56 min)

9 – The father enters into the home to see a young 

naked girl in the bathroom talking to someone in ano-

ther room. Then he begins to interrogates and shout 

at Rado, The mother returns and she is so happy to 

see Rado. 

(24:22 – 29:59 min)

10 – The parents prepare some food in the kitchen, 

while the kids are in Rado’s room.

(30:36 – 32:59 min)

2 – A bus is travelling on the road in a gloomy rainy 

day. The father is talking on the phone.   The bus stops 

in the middle of the road. The father descends the bus. 

(02:00 – 04:02 min)

3 – The apartment. The father is talking on the phone 

passing from one room to the other.

 (02:00 – 04:02 min)

11 – Rado and Courtney are in his room. She is put-

ting some clothes and make-up. Rado is asking her 

questions.

(33:00 – 35:12 min)

14 – The father hits Tenx and his nose starts bleeding 

as a result. Then he storms out of the house, after 

smashing the winning cups on the ground. Courtney 

follows him, and Rado manages to run away too. 

(01:02:00 – 01:04:50)

17 – The parents arrive at the police station again. This 

time Rado is there with Tenx and Courtney. They take 

Rado home.  

(01:12:00 – 01:18:00)

12 – Someone rings at the door. The father goes to 

open the door. He sees a punk, but Rado quickly lets 

him in, before the father could do anything. They go 

into Rado’s room.

(35:13 - 48:02 min)

15 – Rado runs after Courtney and Tenxa. They finally 

agree to let him come with them. 

(01:04:51 - 01:07:21)

18 – The family is on the bus. Silent. Then the phone 

rings. It’s Milen. 

(01:18:01 – 01:19:59)

13 – Dinner at the table. They discuss vegetarianism 

and sports. Then they realize that Tenx lives in a ga-

rage and the tension escalates. 

(48:03 - 01:01:59)

16 – The parents talk to Milen on Skype, but finally 

they realize it’s not actually Milen.  

(01:07:22 – 01:11:35)

19 – Final credits.  

(01:20:00 – 01:22:44)
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Time code: 48:07 to 58:12 min

In movies, we often sit down at the table; we can even consider that it is a kind of a stencil. 
It is understood for dramaturgical reasons. The table can also be a place of confrontation or 
even a clash; it is also charged with a very strong Christian symbolic since it refers to the Last 
Supper of Jesus surrounded by the apostles. A long segment of Shelter - 15 minutes – takes 
place around the table. It is at first a moment of meeting between the characters who are al-
ways perceived separately – through the partitions and thresholds of the apartment, between 
the inside and the outside. This moment will surface all the tensions that were accumulated 
until this moment.  
This long segment is not uniform, on the contrary we can identify several parts, and the evolu-
tion of the mise-en-scene induces a dramatic progression cleverly orchestrated.

1 - 48:07- 49:58 min

Progressive constitution of the table and movement around it (in the kitchen); the face-to-face 
relationship between the father and Tenx provides a feeling of profound otherness and irreme-
diable conflict. The final disposition of the table is very meaningful: the parents are facing the 
two young people, the son in the center, most often seen by the back. The frame includes all 
the protagonists playing with the depth of field, the mise en scene is faithful to the film so far: 
the continuity of the sequence shot.

At the table
NOTE: As you may observe in the video supplement called “At the Table” on CinEd platform. And also Chapter: 

THREE MOVIES ON THE TABLE: IL POSTO, O SANGUE AND SHELTER

2 - 49:59 - 53:17 min

When the diner starts, the camera has approached the protagonists. A plan slides 
smoothly and finally settles on the father from the front framed by the backs of Tenx 
and Courtney. In the counterpart of this plan, we can notice that the glances do not 
converge: the father turns on the television, the mother is busy, Rado looks in the emp-
tiness towards the outside, Tenx and Courtney are busy eating; the reunion around the 
meal already seems illusory. The editing is more present even if the durations of the plans 
remain fairly stretched; it isolates the duos (Tenx-Courtney, father-mother) and Radu 
alone. This isolation of the different protagonists around the table introduces the conflict 
by the means of the set - especially here the looks and the disposition of the bodies. The 
confrontation becomes verbal when the subject of politics is approached, a way also to 
portray the generational gap: not to speak about politics at the table, as the mother re-
calls, appears as an atavism of the communist period when the law of silence prevailed. 

3 - 53:18 - 56:16 min

The setting explores the characters more closely in tighter frames, as the close-up of 
the father in the beginning of this part indicates; the montage is more present, the conti-
nuance of the shots is shorter. The dialogue (here the question of the doping in sport as 
politics discussed previously) adds up to the mise-en-scene revealing opposition and 
conflict. We also note the recurrence of Radu's point of view; his perception from the 
back expresses that his consciousness is the place of an internal conflict: he is spatially 
disposed between his friends and his parents.

4 - 56:17 to 58:12 min
(cf. Sequence analysis following in the next chapter) 

CINEMA QUESTION
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After a long day of worrying, the family is finally together (except the older brother Milen, who’s in the States) and Radostin is finally home, but everything is not quite normal yet. 
He has brought two friends with him who look strange, are dressed strange and even have strange names, Courtney and Tenx. The mother is happy her son is back and she makes 
dinner for everybody. The father on the other hand is completely stunned and cannot believe what is happening to him. When he left for the match on Friday he left a little boy 
at home and now he him wanting to become a man.  This sequence builds up the tension for the culmination of the movie, which comes in the next sequence (58:13 – 1:03:00). 
The audience has been waiting to see this clash of the “titans”, two opposite worlds on one table talking. These are two worlds that rarely have the chance to interact directly 
with each other. One is that of the upstanding citizen and the other one of the rebel. The one that believes in rules and regulation the other one that believes in anarchy. This 
opposition is represented by every aspect of the film language as it is explained down below.

ANALYSIS...OF A SEQUENCE

CONTEXT OF THE SEQUENCE: THE “PRODIGAL” SON HAS RETURNED HOME. THE DINNER TABLE. 

MISE-EN-SCENE: POSITIONS OF THE CHARACTERS AROUND THE TABLE

When the characters sit around the table it is very important to acknowledge their 
positions. The parents sit on one side and the guests on the exact opposite and Rado 
between them in the center. This is the symbolic divide of the ideas they defend and 
the worlds they belong to. Two grown ups who have decided to raise their children 
according to what they believe in i.e. according to traditional values. And Tenx 
and Courtney are teenagers who reject the world of the parents and want to fight 
for another social organization of the world. Rado is the youngest and too young 
to make up his mind about life. That is why he sits in the middle the table. These 
positions of the characters suggest multiple interpretations. One path for society is to 
choose the middle ground represented by Rado or he represents the dilemma young 
people have nowadays in the world, either to follow the rules or to create their own.

FILM LANGUAGE: CLASH OF IDEAS, TWO GENERATIONS MEET

The visual language of the film directly corresponds to the emotional ambience of the room 
and the mood of the main characters. The shots in this sequence are claustrophobic, with 
very little space to “breathe” in. The shots are only medium close-ups with dark colors 
and dim lighting. The scene is mainly comprised of static shots and a composition that 
divides the shot into two thematic wholes. One belongs the parents and the other one 
belongs to the guests, this as mentioned above is the main opposition in the sequence. 
While the conversation is progressing the parents learn that Tenx lives in a garage  
(shot 2). This fact intensifies the emotions and the camera reacts in accordance with 
this shift and zooms in on the parents (shot 3) and a reverse shot on Tenx and Courtney 
that also zoom in on them (shot 4). This is the only time the camera is not static in this 
sequence. Afterwards the conversation continues with a discussion about the fact that 
Tenx doesn’t have electricity. Rado explains that if it is paid, there might be electricity 
again (shot 7) and this is the only time we see his face. The conflict between the father 
and Tenx continues to amplify. There is a continuation of shot-reverse shot (the same 
composition as shots 5 and 8) and finally Tenx makes a straight forward attack at the 
host, by saying that he does not complain like for example him. The father is irritated and 
reacts immediately to that provocation. Tenx gets up and goes to have a smoke (shot 9) 
and Courtney follows him. In these shots we are unable to see Rado’s reactions to what is 
happening, but only his silhouette. He is in the middle again. This is interesting, because 
the silhouette is by definition a two-dimensional representation of the outline of an 
object and this in Rado’s case is an outline of his young personality that is still “empty”, 
because he is just beginning his journey of looking to fill himself up with meaning. Two 
empty chairs remain and a question arises, what he is going to do next. His mother asks 
him about the food again and he gets up and turns his back on his parents (shot 10). 
This is his symbolic rebellion against them, but in a more subtle way. He is stating that 
from now on, he is going to decide for himself, or at least fight for the right to decide.

SHOT 2

SHOT 5

SHOT 8

SHOT 3

SHOT 6

SHOT 9

SHOT 4

SHOT 7

SHOT 10
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ANALYSIS...OF A FRAME 

The bus leaves the stop, and reveals 
the two parents. We see the mother’s 
back and the father is facing the 
camera. The symbol of anarchy is 
visible on the left corner of the shot.  

This shot closes the first part of three in the 
movies. The conflict in the family is distinctly 
marked. In the static composition of the 
shot one may distinguish the relationship 
dynamic in the family. The two of them are 
looking in opposite directions. They do not 
have anything to talk about anymore. It 
seems as though the environment and the 
habit is what keeps them together. But the 
growing distance between them is visible 
in the composition. A totally closed black 
space is surrounding them, and they seem 
almost lost in this world. The lack of horizon 
is heightened by the dark line of light in 
the upper part of the shot. This creates 
a claustrophobic vibe in the space and 
is e direct reflection of the parents’ inner 
struggle and life. This is a metaphorical 
muster of the whole idea of the movie. 

In the shot we discover a very heavy burden 
of the human condition on the bus stop of 
life. The stop plays the role of a shelter 
for the family and reveals two persons 
that are experiencing a kind of spiritual 
collapse. We see the father’s face and his 
shrugged body posture and the mother’s 
back that tries to evade communication 
with the father. The tension is high, also 
because of the missing children in the shot. 
Darkness is what still holds them together, 
and the inability to find a solution of the 
problem is what keeps them together. 
The tension rises also due to the position 
of their bodies in the surrounding space. 
The shot is composed around the bus 
stop, and it resembles of a prison sell.  

Projected in the shot is the information 
that the audience already knows about 
the younger son who is missing and 
far gone older son. Half of the shot is 
lighter, the other darker and this is once 
again a symbol of the duality within the 
situation that the characters are living in. 

The social space is a prison foreshadows 
the family drama that is going to take 
place in these urban almost anti-utopian 
conditions. This is implemented in the 
anarchy sign in the central segment of the 
shot. It symbolizes the expression of free 
will and the cry of the soul for freedom. 
It’s a clear statement about society and 
also about the wish for society without 
government. But this is not the parents’ 
wish for change; this is an auspice for the 
appearance of the new characters in the 
story. The anarchy sign is a representation 
of the forthcoming events and the family 
drama. At the same time we see parts of 
an old political poster that reveals the face 
of the person that the father votes for. 
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ON THE BUNKER’S ROOFTOP

(1:06:38 - 1:07:21)

Context: This shot is in the final act of the film, after the 
lunch, where the dramatic intergenerational entangle-
ment happens. In the previous sequence Rado who has 
left the family house persuaded Tenx to follow them to his 
own shelter, which is an abandoned concrete warehouse. 
This also is the only other scene in which the teenagers 
are shown out of the apartment and experiencing some 
kind of “freedom”. The analyzed sequence is very much 
connected to the previous. 

Description: Rado, Tenx, and Courtney are already on 
the roof of the shelter. The camera is placed in a very 
low angle, so that some of the concrete block is connec-
ting the sky with the hills on the left and to the right with 
the concrete jungle of this specific neighbourhood. The 
sequence begins with half of Tenx’s body in the shot, so 
that his position may stand out, afterwards it continues 
with re-establishing movement of the camera and a tilt to 
the right, in which the young punk joins Rado and Cour-
tney. The three of them are sitting with their backs to the 
camera and they talk. The light coming from the dawning 
day puts an accent on the presence of the horizon, which 
generally is missing in the movie. Furthermore it shows 
that this very intense and in its own way very strange day 
is coming to its end.

Private space: The space where the three of them have 
decided to rest is the metaphorical representation of the 
name of the movie. The family apartment is another shel-
ter, but only for the parents. For Rado the apartment is 
more of a prison from which he wants to escape. Firm 
and serious with his heavy foot on the ground, Tenx is the 
dominating figure in this shot – the format 2, 35:1 is in a 
way a reference to the old westerns – like this small piece 
of land is the beginning of a bigger endeavour of some 
sort. We all know what this is all about, it the children’s 
rebellion to the legacy of their parents. The fragile and 
shabby shelter is playing a far greater role, it is a base 
from where the three are observing the world around 
them and projecting their own ideas and dreams onto 
it. Through the dialogue we understand that Rado has a 
family, a house, computer and his own private room, all of 
these are things that are a problem according to Tenx. He 
wants a new beginning, which requires in a way a tabula 
rasa, from where the new may be born.

Constructing the future: The light of the sunset is not ran-
dom, but a very symbolic dimension of the cinematic lan-
guage of the film: the world of the parents is fading away 
and a new world must be invented and constructed. This 
means literally to build a new world with new rules, whose 
contours are established by the dialogue between the 
characters. These rules resemble more the longings and 
dreams of the children, rather than that of nihilist youth in 
revolt. The three of them in a way re-enact a family – the 
parents and Rado their new child. Their will to build anew 
is seen in his desire to break free from his nuclear family 
and run off with his newfound one. His desire to escape is 
already present by the immigration of his bigger brother. 
Although the three of them are close to the old and the 
past, at the same time they are really far away in their 
minds and in their beliefs. In front of them is the horizon, 
but neither the sky, nor the surroundings are turning it 
into something clear and open.

A: Embezzlement of a momument from the communist's period during. The writing in Bulgarian beneath Superman says “Up-to-Date”. This led to other colorings of the monuments in the future 
and the monument into a specific tool for communicating ideas to society. 

B: “Be young and shut up“ is a French poster of May 1968.Behind the boy is the figure of the general de Gaulle, the French leader in this period.

C: From Jim Jarmush's film Mystery Train (1989). The characters are wandering, as a way of life and subversion of social conventions.

D: From Lucile Chaufour's Eastpunk Memory (2012), dialogue between 80's archives of punk movement in Hungary and testimony of the same people today. 

IV - CONNECTIONS

1

2

3

4

A B

C D

ORDER AND ANARCHYANALYSIS...OF A SHOT
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THE FATHER FIGURE 
What is the father figure?

His main function is the Law. It is introducing the social and communal symbolic order 
with the following two main functions/acts: the first is the enabling and forbidding. The 
second act is the introduction of the Name of the Father and the withholding and then 
transforming the natural aggression provoked between the human subject and its reflec-
tion (the reflection might be mirroring and social). In other words his role is to transform 
the aggression into socially beneficial behavior, through  offering in his turn ideals, which 
are going to function in the future in the absence of the Father. The main expressive 
mechanism оf the function of the Father is the punishment and the fear from it (police, 
religion). 

MEMO – THE NAME OF THE FATHER 
Explanation of the term

Psychoanalytical concept coined by Jacques Lacan that according to him is directly 
linked to psychosis. With psychosis a reference is made to the foreclosure of the Name 
of the Father as an operating mechanism distinguishing the world of madness and nor-
mality. Madness stands not for social, but individual Laws and sometimes for primal 
aggressiveness of one towards himself or society, of the mind towards himself, through 
the forms of hallucinations and delirium. Normality stands for commonly shared social/
symbolic order. The Name of the Father is that archetypical function of the Father that 
enables and grants access to commonly shared normality and symbolic order. The father 
figure has been the subject of numerous anthropological, sociological, and philosophical 
studies in the post-world-war-world. 

THE DINING TABLE 
Basic function and popular meaning

Far more than a flat surface upon which to dine, 
the dining table is the heart of the family life. It’s a 
place to gather, to talk and to reconnect. Parents 
look back on the times spent around the dining ta-
ble when they were growing up and long to recreate 
those memories with their children. Where once was 
the fire, now is the table, on which we dine, com-
municate and share our lives. It is the place where 
the family spends their time together and exchange 
ideas and where some of the educative processes 
happen. In cinema the dining table is the center of 
many scenes in films that have won international acclaim.  (Picture 1)

THE DINING TABLE IN SHELTER, O SANGUE, AND IL POSTO
Comparative analysis of the three movies

The dining table is the table for negotiations and the place where aggression is trans-
formed into ideals by the father figure. We are going to explore and compare the scenes 
on the table in the three following movie: Shelter (2010), O Sangue (1989), and Il Posto 
(1961). The movies are from three different countries Bulgaria, Portugal and Italy. They 
are produced in three different epochs in cinema history and in very different socio-eco-
nomic context. For Bulgaria it is a time of recuperation and slow transition into demo-
cratic capitalism. For Portugal it a time for supposed economic growth of the 80s, as 
Portugal joined the European Union in 1986. For Italy it is a postwar life and the miracle 
of the economic boom during the 60s. 

O SANGUE 
from 10:24 min to 11:43 min

This is the scene where the father and his older son are having dinner. The father is an-
noyed by the questions of the younger son and gets up and in the back we see the face 
of the little brother in the depth of the shot.  Then the father moves closer to the table 
and says to the older son that he is growing up too fast and leaves. The scene is filmed 
in one shot, and there is a very slight movement of the camera only when the father gets 
up. It is a very interesting decision to compose the shot this way and it is not without 
a symbolic meaning. The father and the first born son are sitting on the table and the 
younger is in the back (sick and lying on the sofa). The older son is trying to make the 
father behave as such, but the father refuses and leaves the room. This symbolizes his 
refusal and his capitulation as a father in the movie. The younger son appeals to the fa-
ther, which is always an appeal for the restoration of the law and order. But this father is 
already an outlaw. In the movie there is a reenactment of the myth of Oedipus Rex and 
the consequences, as the viewer supposes that the son has killed the father. This scene 
is a dense representation of the whole portrait of the father figure.  (Pictures 2 and 3)

IL POSTO 
from 01h11 min to 01h13 min  

The father is a traditionalist and plays his role as a father. It is the movie where the family 
life is defined by its normality. The movie is set in postwar Italy, where the father of the 
nation was overthrown and the country is rebuilding itself. The sons in the film are fit 
for society and are included in the social organization and the workforce. As others in 
society both sons are overly obedient and live a life strictly limited within the law. Exactly 
in this moment on New Year’s Eve, they decide not to comply with the father’s will. The 
father remembers the old days and the old laws, when he didn’t go out when he was 
their age. In this scene the father very delicately allows the son not to obey. The son 
goes out with the idea, that he disobeyed his father. Although the father had arranged 
this “escape” through the help of the mother as his accomplice. The mother serves as 
the mediator for the son’s disobedience. The scene is very subtle and there is no aggres-
siveness and violence. 

DIALOGUES BETWEEN FILMS THE FIGURE AROUND THE DINING (SEE ANALYSIS P 16)
THREE MOVIES ON THE TABLE: IL POSTO, O SANGUE AND SHELTER

 

1 2 3

4
6

75

SHELTER
from 48:07 min to 01h03min 

The father is inadequate in these three particular ways. First, because he is reenacting 
the role of a father from socialism – he grew up during this time and he has to function 
as a father in a very different environment. Second, because he is a coach in water polo, 
where he is in charge of a team. Thirdly, because he can’t agree with his wife, in this way 
he is unable to keep a consensus in the family life. In this strain of thought we observe 
that the father is not sitting in his proper place on the table. The central place that is 
reserved for the head of the family in Easter European traditional family is now replaced 
by the youngest son. This particular scene in the movies is a scene for negotiations 
between the old law and the new. Of two conflicted ideas about the world – conservatism 
and anarchy (Pictures 6 and 7); of what was once and what is to be – the opposition now 
and then. Finally, the father imposes the law by slapping the punk on the face, but the 
punk dethrones the father by pushing all his symbols of victory (his cups) on the floor and 
leaves the house. The three kids triumphantly go to the punk’s shelter. 

Interesting fact: Both in O Sangue and Shelter the dog’s name is Blackie. 
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The break-up of family structures, once the stronghold of the socialist patriarchy is paralleled to the decay of the city. The individual confronting social crises disturbs and affects 
family relations, especially those with a dominant father figure. The patriarch, no longer the pillar of the family, is weak brutish or mentally disturbed, or dead or absent and 
the child copes with this lack by going down the path of crime, crisis or emigration. These problems are not so sharp after the end of the nineties, but are still visible and they 
echoes in the films, as the directors have grown up during exactly this period of time. During this period a generation is growing up, without a father figure and with the sense 
of no tomorrow, the children are disillusioned and try to find their own way into life.  The impact of history on the innocent, blissfully unaware and victimized families, and the 
surfacing of hidden frustrations and fractures, is treated in cinema with customary nostalgia or through magical realism. This can both be seen in an architectural context by the 
slow destruction of the common areas in the cities and the youth’s rebellion against society through music and in this case, through PUNK music. 

CULTURAL CONNECTIONS

ARCHITECTURE / URBANISM

Reading of the cinematic city scape as decoding the traces of the socioeconomic dyna-
mics based upon the system of interdependence between space, and urban and social 
formation established by the theories of Henri Lefebvre. The French theoretician offers 
the theory of the construction of urban society as based broadly upon concepts of urba-
nism and architecture. He explains that society not only defines and structures economy 
and culture but also constructs physical space. The capitalist, or in this case democratic, 
society in transition not only defines and arranges working hours and salaries, and the 
way we dress and behave, but society and instances of power also construct parks, 
squares, markets and highways, i.e. they model physical space according to their own 
measure. The reading and decoding of the modeled space is rendered more relevant and 
important due to the revealing nature of film. The cinema’s revealing dimension has an 
important role in the way a particular film engages with its contemporaneity, the way it 
codes, constructs and represents it.
In fact, Western ideas about architecture and urban planning, particularly those derived 
from CIAM (Congrès International d'Architecture Moderne)  and  Le Corbusier, were 
widely promoted and implemented by architects and planners working in communist 
countries.
The last 20 years have been a period of reinvigoration and stabilization of these degraded 
spaces. For the most part, this has been a massive rehabilitation project, rather than the 
widespread demolition that some predicted. Thus Eastern Europe and the former Soviet 
Union have an imprint of their communist years that will not easily be erased, even as 
new building types and international architectural trends become the norm.

EXAMPLES IN CINEMA

Metropolis, one of the classics by the German director Fritz Lang, is a film that shows a 
future where the city is structured in vertical layers according to the different social stra-
ta. Something that could be recognized in the current situation of several cities today… 
Do you know about any example? Do you think this will be the actual future pattern of 
our cities? It is an interesting example, not only because it is an emblematic movie with 
themes that are still prevailing, but it’s a good example of the integrated function of archi-
tecture in cinema (picture 1 and 2) 

1. Shot from the film Metropolis,1927

2. Shot from the film Metropolis,1927

PUNK MUSIC AND ITS IMPACT 

Ideological diversion and groups with unhealthy foundations are only few of the defini-
tions that the socialist state gave to the various groups formed in Bulgaria in the 80s; 
those are the groups that defined themselves as hippies, beatniks, punks, or metalheads. 
Sometimes they were given names such as decaying elements, informal, degenerates 
and many more. Those were the young people, who didn’t want to subdue to the official 
point of view of how to act, how to behave, how to dress, and how to spend their free 
time. Of course this kind of subversive behavior is characteristic not only to Bulgarian 
youth, but it is inherent of the countercultures in Western Europe, where these trends 
existed. 

Punk emerged primarily as a radically underground music scene in New York in the late 
1970s. The first New York punk scene is often associated with avant-garde artists, pe-
rhaps second-generation hipsters drifting from Andy Warhol’s Factory into seedy East 
Village nightclubs. This scene, which dates from approximately 1974 to 1976, was cha-
racterized by underground music committed to rejecting the commercial music industry 
and erasing the difference between performer and audience member.

But what happens in the Bulgarian counterculture after the fall of communism? It is an 
era of total and absolute freedom, which resulted in moral and social decay. In the dark 
alleys of the unlit cities, the groups that were against the system, had to decide what to 
do with their lives, but this was not an easy task. The system that once they were against, 
now was faceless and amorphous, it is not easy to be a rebel against a system, where 
almost everything is allowed.  
Around 2000s, the situation in Bulgaria was improving, although there was an economic 
collapse due to the crisis of 2008, which suffocated the newly formed middle class. Still 
there is a vast majority of people living in similar conditions to that of the family in Shelter. 
And children still find refuge in some subcultural groups, where they find ideas that are 
interesting. 

3. Shot from the film A Clockwork Orange, 

1971
4. Shot from the film SLC Punk!, 1998

5. Shot from the the film about “Sex Pistols” Sid and Nancy, 1986 

6. Shot from the film A Clockwork Orange, 1971 

7. La cité de la Castellane, Marseille, France

8. The Monument 1300 Years of Bulgaria in front of Sofia's 

National Palace of Culture
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THE BULGARIAN CRITICS ABOUT THE FILM
WHEN THE CHILDREN ARE WATCHING US BY YANKO TERZIEV
JUNE 17, 2011
CAPITAL LIGHT

Life is always in a way tangible. Even the highest truths are a result of earthly experiences 
– human  interactions, everyday life in general. In his mature debut Shelter the director 
Dragomir Sholev (remember this name) shows that he knows the value of tangibility and 
concreteness. 
An odd-looking sport trophy next to the front window of the bus, that slides onto the 
rainy road, the feeling is almost as submerging into a new reality (into a film of David 
Lynch, if we let ourselves be carried away by the Saddest Song by the band Morphine). 
In this still Monday morning mood a man with a tracksuit (Cvetan Daskalov) he talks on 
the phone with his wife about their son, who has not returned home since Friday. Later 
the bus leaves him in a godforsaken neighborhood somewhere in Bulgaria. 
The film is happening now, but it might as well be 10, even 20 years in the past…

On the outside Shelter is an observation about life, but presented as a chamber play with 
enumerated prologue, main act and epilogue. It is suggested that every detail of the life 
presented is staged and each movement of the camera is of utmost importance and is 
not by chance, and everything that is entering the shot is intentional. Now this is connec-
ted to the style of new Romanian cinema (it is not by chance that Razvan Radulescu 
- The Death of Mr. Lazarescu (2005), 4 Months, 3 weeks, 2 days, this is the way Eduard 
Zahariev (Vilna Zona) worked in the past in Bulgaria. But it is more important than style, 
to have something to say, and Sholev has a lot. 

FRANCE
THE SON’S ROOM BY CAMILLE POLLAS
SEPTEMBER 25, 2012
CRITIKAT.COM
   

The first movie of the bulgarian Dragomir Sholev follows several hours of the life of a 
middle-class family and their son, who is slipping away from them. Original treatment of 
the subject matter, strong grip on the camerawork and delicate questionning: Shelter is 
a success.
A 3 bedroom flat in a big old block in Bulgaria. A 50 year‘s old couple, the housband is a 
water-polo coach. Niether rich nor poor, they follow a calm  routine, that they don’t seem 
to question. They have 2 sons – the older one lives in the USA, and a much younger one, 
Rado, about to be a teenager, with who's disappearance the film begins. The parents are 
worried sick, they go to the police trying to formulate some kind of visual description of 
Rado, whithout really agreeing, neither on the way he looks, nor on who's responsible 
about such a debacle that they can't even begin to grasp yet.
The camera takes are long, embracing  the scenes in the infinite complexity of their unfol-
ding. The camera is not fixed, neither is it carried, it slowly follows the characters, seizing 
“des-à côtés” with a beautiful fluidity before returning back to them. There is tension, not 
suspense; it is not the calm before the storm, but the force of the real.
It always rains in this town, the landscape autumn-grey, although the world doesn't have 
that Bela Tarr monochrome darkness and the greyness has a tonality.  Soon, accompa-
nied by the talented mise-en-scene of Dragomir Sholev, the son and two of his friends 
appear – teenage punks, too well dressed to be convincing enough, but real young street 
wolves nevertheless, that Rado silently follows.
Shleter is like a map or a chemical recipe. The characters represent elements with dis-
tinct proprieties and Dragomir Sholev makes them confront each other in this confined 
space, more theatrical, but without missing the outdoor shots.   
One might think of the characters of Cristian Mungiu in 4 months, 3 weeks, 2 days, 
moreover of the palpable theoretical dryness of Corneliu Porumboiu that even reaches 
the title of his film – Policeman, adjectif.  Sholev enlivens his characters with much more 
vigor and strength.
First because the film does not pretend to represent an entire society, furthermore be-
cause the formalism in the mise-en-scene and scenario, serves more the force of the 
action, than the mind. When the parents return home thinking of the worst scenario that 
could have happened, they found the punks in Rado's room and he presents them with 
a natural disarmament. 
Their son is young, doesn't wear neither leather, nor piercings, the age and style dif-
ference are obvious, the behavior as well. It's not a caricature, Rado obeys his father, 
listens to him when he talks, and then goes placidly back to his friends, who are drinking 
some beer checking out what's punk or not in this room where trash posters and child 

BEFORE THE SCREENING

1/  You may show a couple of still-shots from the movie and afterwards ask the students what they 
think the movies is going to be about. You may ask them to make a guess about the plot of the film.  
To say something about the character they see on the picture. What kind of person do they think he/
she is?  

2/ Prepare the screening by mentioning the important themes and ideas within the movies and include 
them in the discussions. 

3/ Before the screening ask the students to think of at least one image that comes to their minds, after 
reading the synopsis of the film. 

4/ Show the poster of the film and ask the students to guess what the movies is going to be about. 

6/ It is interesting to make a reference to the video bonuses “At the Table” and “The Conflict”. You 
may discuss the role of the father and his position at the dinner table. For “The Conflict” you may dis-
cuss why the conflict happened and if it could have been avoided if some of the characters behaved 
differently? What they may have done differently. 

 

PEDAGOGICAL ITINERARIES 

AFTER THE SCREENING
 
1/ Is the plot close to what they though the movies is going to be about? Compare the character 
they saw in the movie to what they though before seeing it. Compare your feelings after the scree-
ning with your expectation from the picture seen before, was it on the right track or not?
 
2/ Where would you put the finale of this story? Proposals for alternative development of the story. 

3/ Ask the students in the group to choose a preferred character. Let them find in the film typical 
episodes for the characters and use the shots in the dossier and analyze the sequence.  

4/ Ask the students to play out an episode from the movie. Let the children choose what characters 
to play in accordance to their own sensitivity. of the group of children who recognize the characters 
as close to their own emotional  sensitivity. Getting into character. 

5/ Ask the students to search for similar surroundings . They can make pictures or film them. A 
thematic exhibition may be realized. A comparison to the film Under Construction. 

6/ Point out some images that the movie evokes after seeing it. Compare them with the ones you 
had before the screening. 

7/ Observe the film poster. Ask the children if they like it and what they would like to change in the 
poster? Maybe some of them would want to make a new poster of the movie.  

8/ What cultural differences did they find in the movie? What is not so common in their own 
country?

9/ You may use the pictures in the section CONNECTIONS and discuss what they represents. The 
students may think of words they connect to the picture. In what way is the picture connected to 
the movie they have just seen?

cars coexist.
Rado's father is not as brutal, as one can imagine, he doesn't ask them to leave, he talks, 
he tries to understand before blowing up. The mother is so overflowed with emotion to 
see her son alive and intact, that she improvises immediately a meal for all of them.
 
This meal and situation of coexistence set a tone for a huis-clos.  The figures stand out 
evoking an allusion to the film Funny Games Underground, but Sholev is not an ama-
teur of massacres – something one may reproach to William Friedlink, but that's whole 
different story. Sholev prefers to internalize the confrontations. A middle class family is 
divided, a lost son who has doubts about his role models, the punks, the police is split 
between field work and bureaucracy... This small world creates a chronicle and suggests 
questions, not frankly enough, but not without beauty neither, questions about a world 
that advances blindly. (...)

The film does not give easy answers, but it does not immerse into pessimism also. The 
film is saved by its discreet humor, the ironic and at the same time forgiving framework 
that represents the two worlds. In the limelight is on one side is the rebellion on the other 
side of the ring is the status quo. The parents are frozen into a world of conformism and 
acquiescence. Their relationship is constantly deteriorating by a string of white lies and 
a performance that is given to keep face in front of society. Their future is bleak, but 
Sholev is as strict and rough in his representation of the young generation. They babble 
for an anarchy and rejection, without even understanding the whole meaning of the word. 
For them is just a reaction to the twisted world of the grown-ups, and not a platform or 
opportunity for actual action. Even the punk music they listen to is not a product of their 
anger and rejection, but of nostalgia for the lack of freedom and honesty and a romanti-
cized past. Something very important is broken and will never be healed again.

The camera “swims” in long shots across the objects and the people, the editing is 
invisible. The auteurism is visible in the composition of the shots, the mise-en-scene, 
and the soundtrack. The camera shows the open book of life as it is, and the long shots 
underline the important moments in the film. 

RECEPTION : CROSSING VIEWS



CINED.EU: DIGITAL PLATFORM DEDICATED TO
EDUCATION TO EUROPEAN CINEMA

CINED OFFERS:
• A multilingual and free platform, available in 45 European countries, 

for the organization of non-commercial public screenings 
• A collection of European films dedicated to young people aged 6 

to 19 years old
• Teaching materials to prepare and accompany the screenings: 

booklet for the films, pedagogical resources for the mediators/
teachers, teaching cards for students, educational videos for 
comparative analysis of the Cined collection.

CinEd is a European cooperation project dedicated to cinema education. 
CinEd is co-financed through European Creative Program/ MEDIA of the European Union.


