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JlvcepTalluOHHUAT TPY/ € 00CH/AEH U HACOUYEH 3a MyOJIMYHA 3aIlUTa Ha PA3LIUPEHO 3aCeaHue Ha
Karenpa mo TeneBU3HOHHO, TeaTpaiHO ¥ KHHOM3KYCTBO KbM FOro3ananen ynusepcuter ,,Heopur

Puncku®, bnaroesrpan nposeneno Ha 9 anpun 2024 ronuxa.

Hucepranmonnus tpya € ¢ odem 204 cTpaHUIM ¥ BKIIOYBA YBOA, 7 TiaBH, 31 m300paxkeHus,
3aKIIIOUYEHUE, H3BOM, CTIPaBKa C HaydHUTE IpUHOCH, punmorpadcko npunoxenue u 111 3armasust

U JPYTH U3TOYHULIN.

3amurara me ce nposeae Ha 8 roau 2024r. /monenennuk/ ot 10.30 4. B Yueben kopnyc 4 Ha
IOro3ananen ynusepcurer ,,Heodur Puncku®, bnaroesrpan, et. 5, 3ana 4504, npe HayqHO KypH
B cwctaB: Jou. a-p Knasmus KamOypoma, [ou. n-p Munena AneBa-CrowmnoBa, IIpod. n-p

Panocruna Helikosa, Jlou. a-p Ennzasera boesa, [lon. Kocranun boneB Kocranunos.

Marepuanure ca JIOCTBIIHM Npu cekpeTaps Ha Karenpa mo TeneBU3MOHHO, TeaTpajiHO U
KMHOM3KYCTBO B YuebeH kopmyc 4 Ha Irozanmagen ynuBepcuter ,Heodut Puicku®,

bnaroesrpan, et. 5, 3ana 4504.
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Ilen 1 aKTyaJTHOCT HA M3CJIeABAHETO

To3u qucepranoHeH TPy Ha TeMa: ,,MeTadhOpuIHOCT ¥ CUMBOJIMKA BbB (uiimute ,, White
Paths* u ,,The General Gramophone* Ha pexucbopa Viktor Gjika /The Symbolism in Viktor
Gjika's movies ,,White Paths* and ,,The General Gramophone* - the use of metaphors in cinema
under communism® uMa 3a HeJ Ja M3CiieBa KHHeMarorpapuyHara MPOIYKIUsA 0 BpeMe Ha
KOMYHHCTHYECKHSI PSKHM B AJiOaHMs, Kato ce (OKycHpa BbPXY IEPHOAa OT Ch3JaBAHETO Ha
Kunocrynumo ,,Shqiperia e re 10 KyIMUHaIMATa Ha TO3U TOTaJdUTapeH nepuon. OcHoBHATAa 1e
Ha TOBa M3CIIE/IBAHE € Ja Ce OICHU Janu (PHIMHUTE, Ch3IaJICHHU MIPE3 TO3H MEPHOJ, ca OWINA TPean
BCHYKO MHCTPYMEHTH 3a IMPOIIaraH/a Wil HOCAT XYyI0KECTBEHA CTOMHOCT 4pe3 M3II0JI3BaHE Ha
MeTadopu 3a ImpeaaBaHe Ha 3a0paHeHH MMOCTAHMsI, TE3U U KOHIICIIIUH.

AKTYaJIHOCTTA Ha TOBAa M3CJICJIBAHE CE OCHOBABA HA HAJIOKUTEIIHATA HEOOXOAUMOCT OT
ISJIOCTCH aHAJIM3 M OIICHKA Ha XyI0KECTBEHHS W KYITYPEH NMPHUHOC Ha QUIMHTE, TIPOU3BEIACHH
npe3 KOMyHUCTHYecKara eroxa B Ausbanums. CroenuaiHO BHUMaHME € OOBpHAaro Ha
3aKOHOJIATEJICTBO OT TO3W IMEPUOJ], KOETO IMPHBHIHO CE CTPEMH Jia OTPaHHYU ITyOJUYHOTO
MOKa3BaHE HA 3HAYMTEIICH KOPIYC OT (MJIMH OT Ta3u enoxa. HoBara KylITypHa CHTyanus CIEJ
MaJaHeTOHAa KOMYHHUCTHYECKHS pPEXKUM, TPUBHIHO OpHCHTHpaHa KbM Tpoleca Ha
JICKOMYHH3AIIHs, YCKOpsiBa BCeoOXBaTeH OOIIECTBEH Je0aT M MPOTUBOPEUUS MO OTHOUICHUE Ha
KYATYPHOTO HACJEJICTBO B OONAcTTa Ha KMHOTO. B TO3M KOHTEKCT M3HUKBAT (DyHIaMEHTATHH
BBIIPOCH OTHOCHO OIA3BaHETO HA MCTOPUYCCKUTE CBHJICTEIICTBA 33 BPEMETO W HIOAHCHPAHOTO
pa3bupaHe Ha KHHEMATOTPAPUIHOTO HACIIEACTBO, Ch3/IaJICHO TIPE3 U3CIICIBAHUS TIEPHO]I.

CwecpenorouaBaiiku ce OCHOBHO BBPXY Mpou3BeAeHHsTa Ha Bukrop [Ixuka, 3Ha4YUM
PEXHCHOP, H3BECTEH CBC CIIOCOOHOCTTa CH Ja JaBupa B 3a0paHeHHM TeMHU upe3
KHHEeMaTorpauuHUs CH €3WK, TOBA M3CJIC/IBAaHE MMa 3a IeJ JIa pa3KpHe CIIOKHATa yroTpebda Ha
MeTadopy B HETOBHTE U3KITFOUUTEITHO BOXKHUA KHHEMATOTpaUIHU TPOU3BEICHHSI, TI0-CIICIIHAITHO
,»White Paths* u ,,The General Gramophone". LlesTa e 1a ce ycTaHOBH Jaiu Te3u PUIMU ca OUIN
OTpPaHUYEHU JI0 TpoMaraHja Wid ca ChIbPXKATH MHOTOCIOWHU XyIOKECTBEHU MpPEICTaBSHUS,
KOWTO HAJIXBBPJIAT OTKPUTHUS UM IPOITATaHJICH XapaKTep.

MeTomoJiorusiTa HAa M3CJIEABAHETO BKJIIOUBA 33]IBJIONYCH aHATN3 U WHTEPIPETAIHS Ha
KHHEeMaTorpaUuHu IPOU3BEIECHUS OT pa3IIeKIaHUs IEPUOJI, C OCHOBEH (POKYC BBPXY (DUIMHUTE
Ha J»uKa, 3a ]a pa3kpue CKpUTuTe MeTaopu U TEXHUTE aJeTOpUYHH BHYIIEeHUs. Upes neraiiiexn

AHAJIN3 Ha TE3W CUMBOJIMYHU CJICMCHTHU B TOBA HU3CJICABAHC IIC CEC HAIlpaBW OIIUT Ja CC OCIOpHU



npeoOnafaBamiata mnpeacTaBa, d4e Te3u GUIMH ca OWIM E€IMHCTBEHO IIPOBOJHUIM Ha
KOMYHHCTHYECKaTa Mponaraija u He AeMOHCTpUpaT oco0eHa Xy/I0)KeCTBEeHa AbJI00UHHA.
AHanu3upaneTo Ha MeTapOpHUTE U TIXHOTO CUMBOIMYHO 3HAYCHHUE I1I€ TO3BOJH LISTIOCTHO
pa3bupane Ha KuHemarorpadu4HaTa H3pa3HOCT 1O BpeME Ha TO3U IMOJUTHYECKH HATOBApEH
nepuoa. B kpaiiHa cMeTka, CTPeMEXbT € Jla Ce XBbpPJM CBETJIMHA BbpPXY HIOAHCHpaHaTa
JIBOMCTBEHOCT Ha Te3H (UMM, KaTo Ce OLEHHU TAXHATa CTOMHOCT HE CaMO KaTo MHCTPYMEHTH 3a
Iporaras/ia, Ho ¥ KaTo U3BOpHU € JbJIOOKA Xy[A0KECTBEHA CTOMHOCT B UCTOPUUECKHSI KOHTEKCT Ha

aJI0aHCKOTO KUHO.

O0eKkTHT M MPeAMeT HA U3CJIeIBAHETO

To3u gucepTallMOHEH TPy Mpejyiara IsUIOCTHO M3CIEABAaHE W 3aJbJI0OYEH aHajau3 Ha
CIIO’)KHATa (PUIIMOBA €CTETHKA M KHHEMAaTOTpaUIHHUS €31K, U3MI0JI3BaHU OT BukTop JxuKa, KOUTO
MPEACTABISABAT ¥ OCHOBHHMST H3CJIe0BATEJICKH 00eKT. Upe3 pa3riiexxJaHeTo Ha CIICIUPUIHMS
HCTOPUYECKH KOHTEKCT C€ PEKOHCTpyHpa KyIATypHATa CUTYyallusl, XapaKTepu3upalia nepruoja Ha
TOTaIUTApHUS peKuUM B Anbanust mpe3 20-tu Bek. Taka OCHOBHHST aKIEHT CE TOCTaBsI BBPXY
CBOJIOIIMOHHUA IIBT H CLSpﬂBaHeTO Ha apTI/ICTI/I‘-IHI/Iﬂ I/1306pa31/IT€JI€H €3UK Ha I[)KI/IKB. B
KHHOU3KYCTBOTO.

ToBa u3cienBaHe ce CTpPEMH Ja JACKOHCTPpyUpa CIOXKHUTE M HIOAHCUPAHU MEXAHU3MH,
MPUCHIIY HA KHHEMATOTrpaU4HUS [TOAXO0/1 IPU U3TPAKIAHETO HA BU3YaTHUS pas3Kkas mpu Jxuka.
CTpeMe)KT)T € aa ce pa3KpI/I$IT IIJIAaCTOBETC HA HCTOBUSA anyaneH €3HK, I[I/ICCKTI/IpaI\/JIKI/I TBHKOCTHUTC
U CJIOKHOCTTA, BIPAJICHN B HETOBUTE apTUCTUYHH TBOpeHUs. OCHOBHATA 1IEJ € Ja CE MPOYyYHU KaK
KHHEMAaTorpaduIHOTO TBOPUYECTBO Ha J[PKUKa CITy>KH KaTO OTPaKeHHE W OTTOBOP HA OTPOMHHTE
Ol"paHI/IquI/ISI U HECroJu, HAJIOXCEHU OT TOTaHI/ITapHI/Iﬂ pe)KI/IM. 33}1’[7J'I60‘~I€HI/I$IT aHaJIn3 Ha
(bI/IJ'IMI/ITCHa IL)KI/IKa 1€ MMO3BOJIN a CE pastI/mT paSJ'H/ILIHI/ITe HA4YMHU Ha 1/13pa3${BaHe, BT)SHpI/IeTI/I
OT PEKUCHhOPA, KATO CE€ XBbPJIU CBETIMHA BbPXY HETOBUTE HOBATOPCKU HAPATUBHU TEXHUKHU U
CIIO)KHATa yrmoTpeda Ha CHMBOJIMYEH €3MK B KMHEMaTorpauyHaTa maHopama Ha Ta3u KOHKpeTHa
rucropudecka emnoxa. [1o To3u HaYWH 11€ c€ OCBETIIM HAYMHBT, MO KOWTO J[)KHKa ce oprueHTHpa U
auanTHpa TBOpquKH KbM COIMHAITHO-IIOJIUTUYCCKUTEC OFpaHI/I‘—IeHI/ISI Ha BpeMeTO, KOCTO C¢C
MPOSIBSIBA B HETOBOTO YHUKAITHO KHHEMATOTpauIHO TBOPUECTBO.

IIpenmeTbT Ha H3CieABaHETO ce (POKyCHpa BBPXY Pa3BUTHETO M 000COOsSBaHETO Ha

an0aHCKOTO KHHO KaTo HaluoHalHa KuHemarorpagus. Ilo Tasu mnpuumHa pamkara Ha



M3CJIEABAHETO € pa3lIMpeHa uype3 napajieiy, Ipenparki 1 aHaJIu3u Ha TBOPUYECKHUS MPUHOC U Ha
IpYyrd  BUAHM  al0aHCKM  KWHEMarorpagucTd B KOHTEKCTAa Ha  IOJMTHYECKaTa
WHCTPYMEHTAJIM3AIKUS HA KHHOTO, 0COOCHO POJIsiTa My B Pa3lpPOCTPAHEHUETO HA TMOJIUTUYECKA
MponaraHja npe3 nepuoau, XxapakTepusupauy Cc€ ¢ TOCHOACTBOTO HA TOTAIIUTAPHUTE PEKUMM.
ToBa me mo3BoM Ja ce HW3BEJAT IMO-yOSAWTEIIHO 3a0eIeKMMH U OCHOBHU XapaKTEPUCTHUKH,
NpUCHIIM Ha u30paHusi oOekT Ha wm3cnensane. llle ce ciienBa ch3HaTeNeH M IEJICHACOYCH
W3CIIEIOBATENICKA TIOAXOM, Ype3 KOHTO J1a ce Pa3KpUsAT Hal-eMOJCMATUYHHUTE M OMPEACIISIIH
arpuOyTH Ha 00EKTa Ha MU3CJIEIBAHETO, KAaTO MO TO3HM HAYMH TOU IIe Ob/Ie U3BEICH HE CaMO Karo
KOHIIEHTPUpPAHA W OTIMYHMTENIHA (DOKYCHA TOYKA, HO W TPE3 HETOBOTO KYIATYPHO BIIUSHHE H
BB3€HCTBHUE.

[To chmecTBo mnpenMeThbT HaA U3CIEIBAHETO OOXBalla SICHO O4YEepPTaHU OCHOBHHU
XapaKTePUCTUKM Ha CHCIU(PUYHA KYITYpHA CHUTyaIusi, KOUTO IIO3BOJISABAT Jla CE IOCTUTHE
ISUTOCTHO pa3OuMpaHe HAa OCHOBHHUS IMPOOJIEM M HETOBHTE HMCTOPUYECKH KOopeHHW. M3BeneHute
XapaKTepPUCTUKH ca (yHIAMEHTAIHU U 3a €CTeCTBOTO M (PYHKIIMOHAIHATA IMHAMUKA Ha 00EKTa
Ha U3CJe/IBaHe, KaTo M0 TO3M HAYMH C€ pa3KpHBa TAXHATA IbJIOOKa B3aMMOBpPH3Ka. T03H mpoliec
MpeAnoara 3a/b1004eH aHaTUTHYCH MOIX0/, 32 /Ia C€ Pa3KpHe MHOTOACIIEKTHOCTTA, TPUCHINA Ha

npeaMeTa Ha U3CJIICABAHCTO B PAMKHUTC HAa aKaACMUYIHUA TUCKYPC.

N3caenoBartesicku 1eau:

1. Uszcnedsane na nposeieHuemo u 68b30€lCmMeUemo Ha UOeol0cUYecKkama nponazanod 6

anbanckume QuimMu 8 nepuooa Ha KOMYHUCMUYECKO YnpasieHue.

Ta3zu men me mo3BONM Ja c€ pasKpUAT B MO-TOJIIMA CTENEH Pa3IUYHH AacleKTH OT
M300pa3siBAaHETO U MOCIEANIIMTE OT MICOJIOTHUSCKUTE BIUSHUS B AI0AHCKOTO KMHO O BpeMe Ha
KOMYHHCTHYECKUs pekuM. OOXBaia M3Ccie/BaHe HAa TOBA KAaK TMOJUTHYCCKHUTE HICOJIOTHH Ca
OWIM OTpa3eHU W PA3MpPOCTpaHEHU 4Ype3 (PUIMOBO ChABPIKAHME, XBBPISHKM CBETIHMHA BBHPXY
TSAXHOTO BB3JIEHCTBUE BBPXY KHHEMATOTPAQUYHOTO TIOBECTBOBAHHWE M  OOIIECTBEHHUTE

BB3IPUATHA.



2. Uszcneosane na memagpopuunume niacmosge 8 Kunemamozpaguunume npousseoeHus Ha
Buxmop /icuxa u opyeu 3naxosu kunemamozpaghucmu 8 nepuooa Ha KOMyHUCMUYECKUs.
DEdHCUM.

Ta3u nen ce pokycupa KOHKPETHO BbPXY KWHeMaTorpahuuHuTe Mpou3BeeHUs Ha BUKTOp
Jlxuka, HaOJsIraliku BhPXY aHAJIM3a Ha METaQOPHUTE U TAXHOTO 3HAYCHHUE B KOHTEKCTA Ha TIEpUoJia
Ha KOMYHHCTHYECKa TUKTaTypa B AnOanus. Bkitousa moapoOHO n3cienaHe Ha MeTa)OpUTe KaTo
CUMBOJIMYHH WHCTPYMEHTU BBB (puiMutTe Ha J[PKWKa M TAXHATA pOJiA B MPEAABAHETO Ha TIO-

I[TJJI6OKI/I COMAJIHO-TIOJIMTUYCCKHU 3HAYCHN .

3. HUscneosane Ha mexcOyKyIMYypHOMO GIUAHUE HA ANOAHCKUME NPONAAHOHU PUIMU 8bPXY
Opy2u HAYUOHANHU KUHEMAmMOo2paguu 6 KOHMeKCma Ha KOMYHU3MA.

Ta3u nen me no3Bosu Jja ce aHalu3upa u pasdepe Kak agbaHCKUTE MpOMaraHaHu GuiIMu ca
UMajJi BB3ACHCTBHE OTBBJ HALMOHAIHHUTE T'PAaHUIM, KAaTO MO-CIEHHATHO H3CIEABA TAXHOTO
BJIMSHUE BBPXY APYrd KOMYHHCTHYECKHM CTpaHH. ToBa BKIIOYBAa M3ydaBaHE Ha pELENUUATA,
aJlanTanyATa U BIMSHUAETO Ha al0aHCKaTa KMHEMaTorpaduyuHa Mporaras/ia npyu opopMsHETO Ha

KYJITYpPHU pa3ka3u U3BbH AJiOaHusl.

4, HpOG@DfC@CIH@ Ha Kpumu4iern anajiu3 Ha Kokmpacmupauju 2NeOHU MOYKU NO OMHOUIEHUE HA
xydoofcecmeeﬁama ysiocm cnpAamo nponazaH()Hume ejlemeHmu 6ve d)uﬂmume, AaAHAlu3 Ha
apzcymermunmie, l’lOdeenﬂl/b;H u npomueonocmasiawyyu ce€ Ha uoeonocuyeckume
ocparuderus.

Ta3u [EJI BKIIFOUBA KPUTUYHO aHAJIU3UPAHE HA PA3JIMYHA MHCHUA 110 OTHOILICHHUEC Ha OamaHca
MCKAY XYA0XKCCTBCHATA TUAJIOCT U IMpOonaraHiHUuTeE CJICMCHTU BB (1)I/IJ'IMI/ITC. H_Ie 6”I>I[aT IIpOYUYCHU
APTYMCHTUTC, TMOAKPCIANIM KaKTO 3ala3BaHCTO, TaKa W OrpaHUYaBaHCTO Ha TaKHBa
KI/IHCMaTOFpaq)I/I‘-IHI/I MMPOU3BCACHUA, ,HOHpHHaCHfIKH 3a IMpoAabJiKaBalmus JUCKYpPC 3a IEH3ypaTa U

CB060,I[aTa Ha XyAOKCCTBCHOTO U3PA34BaHC.

HN3caenoBartesicka xunores3a (MJid Hay4YHa XUII0Te3a)
Kunemarorpaduunure npousseacHus Ha Bukrop JIxuka, ocooeno ,,White Paths* u ,, The
General Gramophone®, cayocam kamo Owvaboku Xpawuruwa Ha Mema@opu, YMUUILIEHO

U3Nnoa36dHU Kamo gbuHu, HO MOWHU CpédCﬂ’lGd 3a l’lp€060ﬂ}1661H€ HA ocpaHudenusima, HalodiCerHu



0OmM KOMYHUCMUYECKOMO Yynpaeienue 8 arbanckomo kuno. Tean metadopu, CI0KHO BILUIETEHH BbB
(UIMOBOTO TOBECTBOBAHUE, MPEACTABISIBAT MHOTOCTPAHHU PEMPE3CHTAIIMH, KOUTO aJerOpuyHO
3acaraT 3a0paHeHU UM YyBCTBUTEIHU TEMH — KAaTO PEIUTUs, MUTPALlUs U BIUSHUETO Ha 3arafHUs
CBAT IO BpeME€ Ha KOMYHHCTHYECKOTO yrpaBieHue B Anbanus. Ha ¢ona Ha mmpoxo
pasnpoCTpaHeHUTE LIEH3YPHU MeXaHU3MU J[)KMKa U HErOBUTE ChBPEMEHHHIM H300pETaTesIHO
u3non3Bat Metadopu, 3a J1a ch3/1a7aT CUMBOJIUYHHU IJIACTOBE, YIECHIBAMKU HEJUPEKTEH IUAI0r
10 OOIIECTBEHH BBIPOCH, YECTO MOTHCKAHU MM 3a0paHABaHU OT MICOJIOTMYECKHsI KOHTPOJ Ha
BiacTTa. Upe3 IBUIOCTEH aHalIW3 HAa Te3W KUHEMATOrpaU4HU TPOHM3BEACHUS M TBOPUYECCKHS
MpoLec, OrpaHMYeH OT MEXaHU3MUTE Ha LEH3ypara B TOBAa H3CJIE€IBaHE W€ CE NOTHPCH
apryMeHTalus Ha BhIIPOca KaK Xy/I05KECTBEHOTO OOrarcTBO U KYJATYpHUTE MOCIAHUs, BIpaJeHU
BbB (punmure Ha J[KMKa, KOUTO HAAXBBPIAT oduumanHaTa mponaranna. Ypes uzsicHsasane Ha
CHLOJICHUME NAACoge Om Memagopu u CUMBOIUYHU UHMEPNpemayuu u aHaIu3upane Ha
npeou38UKameiCmeama Ha meopueckama cpeoa 8 KOHMeKCma Ha 02PAHUYeHUAMA, HALONCEHU OMm
noIUMUYecKama cumyayusi we modce 0a ce paskpue UKIOUUMETHAMA Xy0odicecmeeHd
cmotiHocm Ha guamume Ha J{ocuxa u oa ce noouepmae 6e3yenHusi NPUHOC HA PEHCUCLOPU KAMO
He20 3a Xy00XHceCmeeHama e8onoYUsl Ha ai0AHCKOMO KUHO.

[ToTBBbpKTaBaHETO HA M3CIIENOBATENICKaTa XUIIOTE3a 1€ JOIPUHECE 3a Pa3KpUBAHETO Ha
MHOTOCTpaHHUSI XapakTtep Ha QuiMute Ha Buktop Jxuka, ocoOeHO B HW3MON3BAHETO Ha
Metadopu, 3a Ja IMpenagaT MNOTHUCHATUTE OOLIECTBEHH MpoOJeMH M Ja Mpeau3BUKaT
OTpaHUYEHUSATA, HAJTOXKEHU OT KOMYHHCTHUECKOTO yrpamieHue. llle ce moTbpcu oOekTHBHA
apryMeHTalus Ha TBBpJeHUeTo, ye ¢uiamute Ha J[KuKa mpuTekaBaT 3HaYUMa XY/I0’KECTBEHA
CTOMHOCT OTBB]I CBOMTE MPOIAraH/IHU €JIEMEHTH, U3CJIeIBalK AbI0OYMHATA HA CUMBOJIUYHUTE
MIPEJICTAaBIHUSA U TAXHOTO 3HAUYEHUE B COLMAIIHO-TIOJIMTUYECKUS KOHTEKCT Ha Bpemero. OcBeH
TOBA, Taka Il Ce Ch3/aj€ MPEACTaBa 3a TBOPUECKUTE MPEAU3BUKATEICTBA, IPE] KOUTO ca OUIu
M3IPABEHU PEKUCBOPUTE B KOHTEKCTa HA TOJUTUYECKH OTrPAaHUYEHUS, MOAYEepPTaBalKU
apTUCTUYHATA U300PETATETHOCT U KyATYPHUS MPUHOC Ha J[PKUKa M HETOBUTE ChBPEMEHHUIIU TPU

0(OpMSIHETO Ha aJIOAHCKOTO KHUHO.

H3ciexoBaTe/iCKu BHIIPOCH:
1. Kak Bukrop JIxuka m3nomssa meradopu BbB puiamute cu ,,White Paths* u ,,The General

Gramophone®, 3a 1a agpecupa aJeropuyHo TadyTa Wik OrPaHUYEHUS 110 OOMICCTBEHH TEMH, KaTO



penurus, MUrpanus 1 3arajHo BIUSHHUE 10 BpEME Ha epaTta Ha KOMYHUCTUYECKOTO YIPABJICHHE B
Anbanus?

2. KakBu 0sixa KOHKpETHUTE MeTahOpHUHN HHTEPIPETAIlUH, U3MOI3BaHU OT J[)KHKa U HETOBUTE
ChbBPEMEHHUIIM, 3a Ja C€ NPOTHBOIOCTABAT HA LEH3ypaTa W HJACOJOTMYECKHS KOHTPOJI,
npeo0JiagaBaiiy B ai0aHCKOTO KUHO 10 BpeMe Ha KOMYHUCTUYECKUS PEKUM, [TO3BOJISIBAIKY TaeH
JTUAJIOT 10 MOTUCKAaHU O0IIEeCTBEHU BHIIPOCHU?

3. Kak meradopure, BrpageHu BbB punmute Ha Bukrop J[Xkuka, ciyxar KaTo CHMBOJUYHU
W3pasu, KOUTO HANXBBPJLT MPOIAraHIHUTE HAMEPEHHUS, IO3BOJISBAKH HIOAHCUPAHO U3CIIEBAHE
Ha OOILIEeCTBEHU MpoOJIeMH, KOWTO HHA4Ye ca OWIM TMOTHUCKAaHU WIM 3a0paHsBaHU OT
HJICOJIOTMYECKUTE OTPAaHUYECHUS HA KOMYHUCTHYECKUS PEXUM?

4. KakBu mpo3peHHst MOTAT JIa CE U3BJICKAT OT ISUIOCTCH aHAIM3 Ha METaQOPUTE U CHMBOJIUIHHUTE
m1acToBe BbB (puimute Ha J[KMKa, XBBPISIMKN CBETIIMHA BHPXY XYI0KECTBEHOTO OOTAaTCTBO H
KYITYpHOTO 3HAu€HHE, BIOXKEHH B Te3W KHUHEMaTorpauuHu MPOU3BENEHUS  Cpel
MpeIM3BUKATEIHUS COIIMATHO-TIOIMTUYECKH Mei3ax Ha AnOaHusl 0T KOMyHHUCTUYECKUS TIEPUOA?
5. Ilo xakBM HAUYMHU TBOPYECKUTE OTPAHUYEHUSA, NOBIUMAHM OT MEXaHM3MHTE Ha LIEH3ypaTa U
HJICOJIOTUIECKHS KOHTPOJI (POPMHUPAT XYI0KECTBEHATAa H300PETATETHOCT U KYJATYPHUS PUHOC HA
pexucropu karo Bukrtop [’kmka, mopguepraBailku KiIrO4YoBaTa MM pPOJs B €BOJIIOLMATA Ha
aI0aHCKOTO KHHO U JAEMOHCTPUPANKU U3KIIOYUTENIHATA XYAO0KECTBEHa CTOMHOCT Ha TEXHHTE

buamu?

OCHOBHH U J1ON'BJHUTEIHH H3CJIEA0BATEICKH 3a1a49H1

OCHOBHH H3CJIeI0BATEJICKH 321a4H:

1. Jlumepamypen npeecned:. W3pbpiiBaHe Ha H3UepHaTesieH M CUCTEMAaTU4YEH IMperjea Ha
peleH3upaHy Hay4yHHM MyOJUKallM{, OCHOBOIOJAramiy CTaTud, MOHOrpaduu U apXHUBHU
MaTepuaiy, OTHACAIIM ce 10 KHHeMaTorpadckoTo TBopuecTBo Ha Buktop JIkuka u mo-mmupokata
KapTHHA Ha aJI0aHCKOTO KWHO B MEpHOJia Ha KOMyHHCTHYECKOTO yrpasieHue. CuHTe3npaHe Ha
KPUTHUYHHUS TUCKYPC, HCTOPUUECKUS aHAJIU3 U TEOPETUUHUTE PAMKH, U3SICHEHU B T€3U U3TOYHUIIH,
3a J1a ce YCTaHOBH ISJIOCTHOTO pa3dupaHe Ha KOHTEKCTyaaHUs (OH U HAyYHUTE UHTEPIPETaLiH,

CBBpP3aHH C (I)I/IJ'IMI/ITC Ha I[)KI/IKa.



2. Koukpemuszupane na uscneoosamencku yenu u xunomesu. Jletaitnno dopmynupane u
U3BEXKJAHE HAa W3CIEAOBATEICKUTE IEJIM U XUIIOTE€3M, OCHOBAHM HA YCTAaHOBEHU TEOPETHUYHU
IapaJurMu 1 KOHTEKCTYaIHU MPO3PEHMsI, CbOpaHu OT Mperiie/ia Ha Hay4yHa JIUuTepaTypa u Apyru
n3rounnny. Taka mie ce odhopMu TeopeTMUHATa KOHCTENAlMs 3a W3CJIEIBAaHE Ha CIIOXKHATA
ynotpeba Ha MeTadopu U CUMBOJIM B KuHeMatorpaduyHus e3uk Ha Bukrop Jlxuka B connaaHo-

MOJINTHYECKHS KOHTEKCT Ha aJIDAaHCKOTO KMHO OT neépruoaa Ha KOMyHHU3MaA.

3. Cvbupane na oannu: llpunaraHeTo Ha WHTEPAMCUMIUIMHAPEH MOJXOJ IE MO3BOJH Ja Ce
CBBbp)KaT KauecTBeH (MIMOB aHAIMU3, HAyuyeH AHUCKYPC, MHTEPBIOTA (KBIETO € BB3MOXKHO, C
Y4aCTHETO Ha PeXUCHOPHU WIIM BUIHHU YUCHU) U 33bJIOMYEHO apXUBHO MpoyuyBaHe. [IpoyuBaneTo
Ha aBTEHTUYHU U3TOYHUIM M MATEpUAJIH 1€ MO3BOJH Ja C€ Pa3KpUSIT ThHKOCTUTE Ha TBOPUECKHS
MpoIiec, JMHAMUKATa Ha OTPAaHUYCHUATA U TEMAaTUYHUTE OCHOBH, IIpeo0IiaiaBaiiy BbB (PUIMHUTE
Ha JIKMKa, KaTo MO TO3W HAYMH Jla C€ MOCTUTHE IBUIOCTHO M HIOAHCHUPAaHO pa3OupaHe Ha

XYOOXKECTBCHUS, APTUCTUYHHNA U COONUATTHO-TIOJIMTUICCKHA KOHTCKCT Ha HCTOBUTC ITPOU3BCACHUA.

4. Ananuz Ha Oannu. OCBHIIECTBSIBAHETO HA 3abJI0OOYEH aHAJIU3 HA (PUIMOBO CHIBP)KAHUE U
UCTOPUYECKH JOKYMEHTH 4Ype3 HU3MOJ3BAaHETO HAa KAYECTBEHHM W KOJUYECTBEHW METOAM IIIe
MIOMOTHE J1a c€ Pa3MO3HasT, pa3depaT U MHTEPIIPETUPAT MHOTOCTPAHHUTE MeTapOpH U CUMBOJIH,
BrpaJieHd B KMHEMaTorpauuyHoTOo rnoBecTBoBaHue Ha Bukrop xuka. To3u ananus tps6Ba aa
paskpue JIATEHTHUTE COLMAIHO-TIONIMTHYECKH TOCHECTUIM W  XYAO0XKECTBEHH HIOAHCH,

KaICcyJaupaHy B MeTapopuyHaTa ThKaH Ha HETOBUTE (PUIMH.

5. Twakyeane na pezynmamume: HaripaBeHUTe U3BOU U ApTYMEHTUPAHU HAyYHH 3aKJIFOUEHUS 111e
ObJaT B pe3ynTaT Ha 3abJIOOYEHUS] aHAIN3, U3BBPIICH BbPXY UIEHTU(UIUpPaHUTE MeTadopH,
U3SICHSBAKM TAXHOTO KOHTEKCTYyaJHO 3HAUYEHUE M COLMAIHO-TIOJUTHYECKH KOHOTALlMM B
paMKHUTE Ha KOMYHHCTHYECKHs iepuo]l B AnOanust. M3puyHO 111e ce apTUKyIupar pa3KIOHEHHUATa
Ha LEH3YPHUTE MEXaHHU3MHM BBpPXY KHHEMATOrpaduUHMUIT HU3pa3 Ha MeTadopure U TAXHOTO
CUMBOJIMYHO 3HAa4Y€HHE, KaTo MO TO3M HAYMH IIe C€ OCBETH JAMHAMMKATa Ha Bpb3KaTa MEXIY

XYOOXKCCTBCHOTO TBOPYECTBO U UACOJIOTHYCCKUTE OTPAHUYCHUA.
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6. [lucane u npedcmassane na koncmamayuume:. METOIUUHO 1€ c€ OOBBPAKAT PE3YITATUTE OT
U3CIEBAaHETO B JIETAWIHO CTPYKTypupaH aucepranuoHeH Tpya. llle Obae mnpexacraBeH
M34YEPIATEICH U MOCIENOBATEICH aHalIu3, 0YePTaBalll COLUAIHO-IIOJIMTUYCCKUTE IOCACAULN U
KyJITypHOTO 3HaueHHe Ha Mmeradopute BbB (unmure Ha Buxrtop J[kuka, mnpemiaraiiku

IIPOHUIATEIICH IPUHOC KbM HaYYHUS JUCKYPC 3a aJI0aHCKOTO KUHO IIpe3 1epruoaa Ha KOMyHU3MaA.

JIONBJIHUTETHE U3CJIeI0BATEICKH 3224 H:

1. Paswupen ananuz wa oannu: VI3mon3BaHETO Ha Pa3HOOOpA3HU €TOJU 32 KA4eCTBEH (PHIMOB
aHaJM3, MOTCHIMAHO BKIIOYBAIIM HOBATOPCKH TEXHUKU HMIIM TECOPETUYHH PAMKH, 32 Jla CE
HaBJIE3€TE MO-IABJIOOKO B THHKOCTHTE Ha METAaQOPHUTE U CHMBOJIM3MA BbB QuiMuTe Ha J[Kuka.
W3non3BaHeTo Ha KOMIUIEKCEH TMOXO0/I 1€ TIO3BOJIH Ja J]a C€ Pa3KpHUsT MO-100pe CI0KHHU CIIOEBE

0T MeTaOPUIHH CTPYKTYPH U TEXHUTE COIIMATHO-TIOJUTHICCKH BPB3KH U Bb3JICHCTBUS.

2. Cpasnumennu uscneosanusi. 1lle ObaaT OCHIIECTBEHH 3aIbJIOOYCHU CPAaBHUTEIHU aHAIU3U
Mexay ¢wivure Ha JKMKa W TPOW3BENCHUS HA JPYTH PEKUCHOPH WIH OT Pa3IUIHU
KHHEMAaTOTpaQUYHA TEPHOTU ¥ KYATYPHH KOHTEKCTH. BHHMATETHOTO pasriiekIaHe W
CBIIOCTABSHE HA YHUKAIHUTE MeTapOpH, U3IOJI3BAHN B TBOPUYECTBOTO HA JIKUKa, C T€3H B IPYTH
(GUIMOBH TIPOM3BENEHUS IIl€ TO3BOJIU Jia Cce IMoayepTae OTIMYMTETHATa 4YepTa U COIMAIHO-
KYJITYPHOTO 3HA4YCHHME Ha HETOBHS CHMBOJICH O0pa3eH €3WK B TO-IIMPOKa KHMHEeMaTorpaduIHa

MEePCIIEKTUBA.

3. Kasycu om npaxmuxama: V34epnaTeIHOTO M3CACIBAHE HA Pa3IMYHU ACMEKTH, CBbP3aHU C
,White Paths*“ u ,, The General Gramophone” upe3 00cTOHHOTO aHATH3UpaHe Ha Te3H (HUIMH, C
(1)0Kyc BBbpPXY CHUMBOJIMKATA, TCMATHYHUTEC MPEACTABAHNA U KOHTCKCTyalHaTa pPCICBAHTHOCT Ha
MeTaopuTe B T€3U KHHEMAaTorpadUuHH MPOU3BEICHHUS I1I€ MTO3BOJIH J1a C€ M3BJICKAT HIOAHCHPAHU

npo3pCHUA B ApTUCTUYHUTC HAMCPCHUSA U COMUAIITHO-IIOJIMTUYCCKHUA KOMCHTApP Ha I[)KI/IKa.

4. Myamuoucyuniunapen nooxoo. BKIIOUBaHETO Ha pPa3HOOOpPAa3HM WHTEPIUCIHUILIMHAPHU
NEPCHEeKTUBH, OOXBallallM KYyJITYpHM H3CleABaHUsA, (uiIMoBa TeopHs, HCTOpUYECKa
KOHTEKCTyaJu3alysi ¥ COLHUATHO-TMOJUTUYECKH aHalIMU3 IIe MO3BOJU Ja Ce€ WHTEerpupa Ta3u

pazHooOpa3Ha ONTHKAa B MHOTOCTPAHHOTO NpPEJACTaBSIHE HAa KHHEMAaTorpaQuuHHs KOHTEKCT,
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APTUCTUYHUA IIOAXOA M COHUATHO-TIOJUTHYCCKUTE HUMINIMKAIIKMHA, Brpal€HU BbHB (1)I/IJ'IMI/ITG Ha
H)KI/IKa, KaTo I10 TO3W HA4YHMH 1I€ CC OAUTYPH LAJTOCTCH W HIOAHCHPAH IPECTIIC Ha U3CIICABaHaTa

po0ieMaTuKa.

5. Temamuuno-xponono2uuno npocieosasane. IlpocnensBane Ha eBodroIUATa Ha MeTadopure u
CUMBOJIUTE B KuHeMmaTorpaduunusi koprnyc Ha Buxtop JKuka mpe3 pazaudyHu NEPUOAH OT
HErOBOTO TBOPYECTBO 10 BpeMe Ha KOMYHUCTHYECKOTO yrpaBiieHue. M3cieBane Ha IPOMEHUTE
B XYJOXKECTBEHUAT CTUI M U3PA3HOCT M COIMATHO-TIOJIMTUYCCKUTE KOHOTAIIMK Ha MeTadopuTe,
KaTo ce UMar NMpeABUI U MPOMEHUTE B MOJIUTUYECKATa OOCTAaHOBKA U OOIIECTBEHUSI KOHTEKCT Ha

BpEMCETO.

6. Emuunu cvobpadsicenus: B ciydast M3cie0BaTEICKUAT IPOIIEC € CUITHO OOBBP3aH C ONpeACTICHH
e€TUYHUTE TpobseMu, 0co0eHO MpU paboTa ¢ UYBCTBUTEIHO MCTOPUYECKO ChAbp:kaHue. Toa
MOCTaBs BBIPOCU 3a rapaHTUPaHE Ha MOBEPUTEIHOCT B MHTEPBIOTA U MOJAAbpPKAHE HA €TUYHU
CTaHJApTH NPHU N300pa3sIBaHETO HA COIMAIHO W/WIIM MOJIMTHYECKU HaTOBapeHU TeMu. KopekTHO
me ce cpOiolaBaT MPUHUUIMTE HA aKaJeMHU4yHa I[OYTEHOCT, 3a4MTaHEe Ha IpaBaTa Ha
MHTEJIEKTYaIHa COOCTBEHOCT U CTPEMEX KbM OOCKTHUBHOCT, KOETO Mpe/ra3Ba OT CIEeKyJIaTHBHO

TBJIKYBAaHC UJIU IMOT'PCINTHO NPCACTABAHEC HA HCTOPUUCCKH U KYJITYPHU aCIICKTH.

MeTomoJi0rusi HAa HAYYHUTE U3CJI€IBAHUSA
Nutepaucuuniunaped moaxoa: HayyHusT moaxon B ToBa u3cieaBaHe e Obae Oa3upaH Ha
WHTEPIUCIUILUIMHAPHOCTTA, KOETO 1€ MO3BOJU Ja c€ OOBBPIKAT MPO3PEHUS M M3CIIOBATEIICKH
METOAM OT PAa3IUYHU OO0JACTH KATO KYJATYPOJOTUYHU H3CienBaHus, (UIMOBa TeopHs,
HMCTOPUYECKH M COIMATHO-TIONMTUYECKU aHalu3. Ta3u MHTEPAUCHUILTMHAPHA paMKa MO3BOJISBA
MHOTOCTpPaHHO U3cleaBaHe Ha ¢puiamuTe Ha Buktop JI>krka B COIIMATHO-TIONMUTUYECKUSI KOHTEKCT
Ha ajg0aHCKOTO KMHO OT MEpHUoa Ha KOMyHH3Ma. Upe3 HHTerpupaHe Ha MHOKECTBO TICTHU TOUKH
e ce MPEIOKH ISUTOCTHO paz0upaHe Ha KMHeMaTorpaduyHus CTHJI U U3PA3HOCT, KYJITYPHUTE

KOHTCKCTH U COLIMATTHO-TIOJIMTHYCCKATa AMHAMUKA, BrpaJACHH BLB (bI/IJ'IMI/ITe.

H3noa3BaHe Ha pa3/iIMYHA KOHUENIUA U METOAM: Mertomonorusara BKIOYBA M3MNOJI3BaHE Ha

IOAPOK CHEKTHP OT KOHLCIIWH, TCOPHU W MCTOAW 3a IAJIOCTCH aHAJIW3 W MHTCPHOpPETAUA Ha
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KHMHEMaTorpauyHO ChIbpKAHUE KAaTO KadyecTBeH (UIMOB aHAIM3, COLMUAIHO-TOJIUTHYECKH
paMKH, UCTOpUYECKa KOHTEKCTyalu3alus U MOIX0H 3a KyATypHU u3cieaBanus. M3nomn3BaneTo
Ha pa3HO0Opa3HU METOJIU YJIECHSBA HIOAHCUPAHOTO M3CIIeABaHE Ha MeTaQOpHUTe, CHMBOJIMKATA U
TEMAaTUYHUTE TIOCTPOCHUs BBB (miMuTe Ha JI)KMKa, MO3BOJIABAWKM LSUIOCTHO HM3CIICABAHE Ha

TAXHOTO COUHNAIIHO-IIOJIMTUYCCKO BL3,Z[€I>'ICTBI/I6 N XYI0KECTBCHO 3HAYCHUC.

IIpoyuyBane Ha pa3JM4YHM U3TOYHHUIM: METOA0I0TUATa HA U3CIIEIBAHETO BKIIFOUBA 33, [BJI0O0YEHO
IIPOYyYBaHE Ha PA3IMYHU II'BPBUYHU U BTOPUYHM M3TOYHHUIM. ToBa BKJIIOUBA HAyYHU CTaTHH,
apXUBHU Marepuaiu, (WIMHU, UCTOPUUECKH TOKYMEHTH, MHTEpBIOTA (KOraro MMa TakKhBa) U
KPUTHYEH JTUCKYpPC, CBbpP3aH C KuHeMarorpaduyHuTe MpousBeneHuss Ha Bukrop JIxuka.
[IpoyuBaHeTo Ha Te€3u pa3HOOOpPa3HM M3TOUYHULM LIE MO3BOJIM 33ABJIOOYEHO M3CIIEBAHE Ha
TBOPYECKUS NPOLEC, TEMAaTUUYHUTE €JIEMEHTH U COLUATHO-IOJUTHYECKUS KOHTEKCT OKOJIO

(1)I/IJ'IMI/ITC, HpeﬂOCTaBHﬁKH Oorara oCHOBA 3a aHAJIU3 U HHTCPIIPCTALIUA.

AHAJIUTHYHM TeXHMKH: V3II0JI3BAaHETO HA M3CIIEIOBATEICKUM METOAM W AHAJIUTUYHU TEXHHUKHU
KaTO Kaue€CTBEH aHaJM3, aHaJIU3 Ha ChIAbPKAHUETO U KPUTUYEH aHAJIU3 Ha JUCKypca 1ie Obaar
HepasJiellHa yacT OT oOlara METONOJOrMs Ha TOBa HAay4yHO H3cieABaHe. Te3n aHATUTUYHU
MHCTPYMEHTH YJECHSBAT UICHTU(UIIMPAHETO, THJIKYBAHETO U CUHTE3a Ha MeTapOpH, CUMBOJIMKA
U TEMaTMYHU OOpa3HM CTPYKTYpH, BrpazeHu BbB ¢uamute Ha Jxuka. CuCTEMaTHYHOTO
IIPWJIAraHe Ha AHAJIIMTUYHY METOAM MMa 3a LIeJl 1a Pa3KpHe 3aBOAJIMPaHU COLUATHO-TIOTUTHYECKH
KOHOTAllUM, XYIOXKECTBEHM HIOAHCU U KOHTEKCTyaJlHa pEJICBAaHTHOCT B pPAMKUTE Ha

KI/IHeMaTOI‘paCI)I/I‘lHOTO IIOBE€CTBHMBAHUC BbHB (1)I/IJ'IMI/ITC Ha Z[)KI/IKa.

HNurepnperanuss m cuure3: HM3cienosareickara METONOJOTHS IIPEANONAara CHCTEMaTHYHO
TBJIKYBaHe, CHHTE3UpaHe M 0000IlaBaHe Ha KOHCTaTallMUTe, HM3BJICUEHH OT aHainu3a. losa
BKJIIOUBA THJIKYBaHE Ha UICHTU(PHUIMPAHUTE METapOPH U CUMBOJIMTE BbB PUIMHUTE HA J[)KHKa BbB
Bpb3Ka CbHC COLMATHO-TIOJUTHUECKHS] KOHTEKCT Ha AJi0aHUS OT MepHoAa Ha KOMYHH3Ma.
CuHTe3upaHeTO Ha Te3M MHTEPIPETAlUU 1€ MOANOMOTrHe (OpPMYIUPAHETO Ha HU3UYEPIATEIHU
MIPO3PEHUS U HAy4YHM 3aKJIIOUYEHHs, KOMTO Ja JOIPHUHECAT 3a MO-IIUPOKUS JUCKYpC OTHOCHO

cneunpuyHaTa KUHeMarorpaduyHa u3paszHoct npu JKuka u KyITypHUTE i penpe3eHTalHH.
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ETnunu csoﬁpameﬂml: Cna3BaHeTo Ha CTHYHHTE CTaHJapTH oOcCTaBa OT I'BPBOCTCIICHHO
3HAQUCHUEC IPE3 NCIHA H3CICAOBATCIICKH ITPOILEC. Toa BKIIFOYBa OoCUrypssiBaH€ Ha CTHYHO
TPETHUPAHC HA IBbPBUYHUTEC U3TOYHUIIHN, 3aIl1a3BAHC HA ITIOBCPUTCIIHOCTTA B UHTCPBIOTATA, 3a4YUTAHC
Ha IpaBaTa Ha HWHTCJIICKTyaJIHA COOCTBEHOCT H noaabpIKaHe Ha CTUYCH HHTCIPUTCT IIpPHU

I/I306pa35[BaHeT0 Ha UCTOPUYECKO U YYBCTBUTCIHO CHABPKAHNEC B paAMKUTC Ha U3CIICABAHETO.

BbBenenne

B T0O31 aucepTanyoneH Tpyx 1ie ce Ipocield pa3BUTHETO HA KUHOM3KYCTBOTO U SIPKHUTE
PEXKHUCHOPCKU CTUIIOBE B MEPHOJa Ha KOMYHHCTHUYECKaTa AUKTaTypa B AJI0aHUS OT BPEMETO Ha
OCHOBaBaHETO Ha ANTOAHCKOTO HAIMOHAIHO (PUIMOBO CTYIHO ,,Shqipéria e Re®, koeTo mpoayupa
227 xynoxectBeHn ¢uima, 122 anmManuonHu ¢unma, 1145 ngoxkymenrtannu ¢unma m 1600
TEJICBU3MOHHH PEeopTaXka 10 Kpasi Ha KoMyHH3Ma ripe3 MapT 1992 r. M3cnenBanu ca TBOPUECKUTE
MOCTHKEHUSI Ha HaW-M3SBEHUTE PEXHUCHOpPH OT To3u nepuon, Bukrop [Ixuka u JuMutsp
AHarHocTH, KOUTO OCTaBaT M €HU OT HAW-BIUATCIHUTE QUTYPH B Pa3BUTHUETO HA aJIOAHCKOTO
kuHO. TexHuTe TBOPOM ca aHAIM3UPAHW KOMIUICKCHO, BKIIOYHTETHO W B KOHTEKCTa Ha
MOJIMTUYECKU CHOUTHS U JPYTU KYATYpHH nepcrnekTuBu. CrenuaneH akieHT € MOCTaBeH BbPXY
Hal-3HauMMUTEe UM QUIMHU 32 aabaHCKOTO KMHO Kato ,,Rruge te bardha®, ,,Gjeneral Gramafoni®,
,Nentori 1 dyte”“ u ,Komisari 1 Drites®, xouto ca ch3IageHU TOA CTPOTHUs KOHTPOJ Ha
KOMYHHCTHYECKATA BJIACT U HAIOKEHU PaMKH, KOUTO TPYIHO C€ MPEOI0JISIBAT.

B mepuonu Ha MACONOTUYECKH M WHCTUTYIIMOHAJIEH KOHTPOI TBOPIMTE YCHsIBAT Aa ce
M3passT KaTo U3MON3BaT (PUIMOB €3UK, HACUTEH ¢ MeTadOopu U CUMBOIIH, 32 J1a MOTaT J1a TOCTaBsT
Ha oO0ImIecTBeH jae0ar 3a0paHeHN TEMHU KaTo PEUTHs, CBOOOAA, MUTPAILIMS WU 3amaiHUs CBSIT.
NmMenHo TO3M cnierupuveH HaYrH Ha U3pa3siBaHe upe3 MeTaQopyu U TEXHUTE JIBOMHU 3HAYCHUS 1S
ce u3cleNBa B AbIOOYMHA Ype3 KOMIUIEKCHUTE aHAIM3U Ha HIKOJIKO 3HAKOBH al0aHCKU MTPaHU
¢unma. [Ipe3 pasmiexxgaHus mepuoj 3HAYUTENHA YacT OT JOKYMEHTATHUTE (UIMH ca YUCTO
MIPOTIaraH/IH!, Ch3/IaJICHH, 3a JIa JIACKAsIT PHKOBOAUTENS HA MapTHiITa U cucTemara. CrenuanHo
BHHMaHUE € 00BbPHATO Ha TOJIIMOTO BIUSHUE Ha aI0aHCKOTO KMHO B KuTaii, KbJIeTO ce mpoaasar
MUJIMOHU OUJIETH M UMa CTPaXOTHA MyOJIMKa JOPU B HAIIIK JTHH.

B nombiHeHue, € OTENEHO BHUMaHWE Ha MPOABIDKABAIIUAT 1edar B AnbaHus 3a ToBa

nanyd (puiaMu, HampaBeHU B MepHoAa Ha KOMYHHU3Ma, TpsOBa Ja Obaar 3abpaHeHH 3a MyOJINYHO
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MOKa3BaHe, TbM Karo Te Morar Jaa chOyOsST oMpa3a U Ja JIONpUHEcaT 3a Bb3XOAa Ha
KOMYHHCTHYECKATa UJIC0JIOTUS CpeJl O-MJIaIUuTe OKOJICHUSI.

B 3axnrouenue, To3u MEPHOA OT PAa3BUTHETO HA aTOAHCKOTO KUHO € HAW-yCIEUTHUST 10
OTHOIIICHWE HA Pa3BUTHE HA MHAYCTPUSITA U TIPOU3BOJCTBOTOHA (DUIIMU, BBHIIPEKH MPOTIAraHIHUTE
€JIEMEHTH, HaJlaTaHU KaTo Xy[A0XKeCTBeHa JOKTpuHa. Hail-uHTeH3uBHO (hUIMOIIPOU3BOJCTBOTO C€
paszBuBa npe3 70-te u 80-te ronunm, ¢ okono 13-14 ¢unma rogumHo. /[Hec asbaHCKOTO KUHO
MIPEKUBS PA3BK YIATIBK, 0COOCHO Ha crieln()UYHU )KaHPOBE KAaTO JIETCKOTO KMHO, KOETO MOYTH TO

HsMa.

I'nasa 1: Heayaouanu Biaagennsi: U3ciieqBane Ha BJIUAAHHETO HA KHHOTO BbPXY
00IIIeCTBOTO M MOJUTHKATA

Ta3u rmaBa OT aucepranuATa pasriexia HCTOPUYECKOTO PA3BUTHME HA KUHOTO KAaTo
KyITypeH (heHOMEH, KaTo U3sICHsIBa ObP30TO My pa3npocTpanenue B EBpomna cres npemuepara Ha
kuHemaTtorpada Ha Opars Jlromuep B [lapmxk mpe3 1895 r. [IpocnensBar ce oOCTosITeNICTBaTA,
KOUTO IIO3BOJISIBAT CTPATETMYECKOTO pas3rpblllaHe M HapacTBalmlaTa IMOMYJSIPHOCT Ha
n3o0perenuero Ha Oparst Jlromuep, KoeTo IoBekAa A0 OBP30TO My pPa3mpOCTpaHEHUE B
MHO’KECTBO €BPONEHCKHU TPaJIOBE M JIbPKABH, KAKTO M MPEOJIOISIBAHETO HA KOHTUHEHTAJIHUTE
TpaHUIU B TTI00AJEH TIJIaH.

[Ipe3 HroaHcUTE Ha UCTOpPUYECKATa ONTHUKA CE Pa3KpuBa KYIATYPHHUSAT IUIACT, B KOWTO
KHUHOTO KaToO I/I306p€T€HI/Ie Hpe)II/ISBI/IKBa CMCCCHH peaKIII/II/I B paSJ'H/ILIHI/ITe KYJ'ITypHI/I KOHTCKCTH.
B Xxopma Ha M3II0KEHHUETO MPEUHU3HO C€ MPEACTABIAT KOHTPACTHUPAILUATE MHEHUSA 3a KUHOTO B
Hayanoto Ha 20-TM BeK, MBbPBOHAYATHO BB3MPHETO KATO KOMYHUKAIMOHEH MOCPEAHHMK CpEJ
rpaJICKOTO HACEJICHUE W CBHIIEBPEMEHHO IUCKPEAUTHUPAHO OT MHO3MHA KaTO MOBBPXHOCTHA U
JIUIIEHA OT apTUCTUYHOCT (popma Ha 3abaBiieHue. To3M MIaH € BaKEH, 3al[0TO KOHTEKCTYaIu3upa
MOSIBABALIOTO C€ WrpalHO KHHO, MeTamopdo3ata Ha (QUIMOBUTE IKAHPOBE, TEXHUTE
TpaHcopMmanuu U MmosiBaTa Ha (UIMOBHUTE 3BE3/H, KOETO JaBAOCHOBAHUS Ja 3aloyHe Ja ce
TOBOpHY 3a €BOJIIOIMS Ha KUHOTO. Hemio momede, B Ta3u rijaBa € oObpHATO BHMUMaHUE U Ha
OOIIECTBEHUTE OMACEHUS OTHOCHO MOPAJIHUTE U (PU3UYECKH acleKTH Ha KUHOTO, KYJIMUHHUpANKu
B HAJIaraHeTo Ha (pUIMOBA LIEH3Ypa B PA3IMYHU AbpKaBU. M3ACHABAT ce pa3TUYHU TTICAHH TOUKH

OTHOCHO IIOTEHIIMAJIHOTO BB3JACHCTBHE HA KHMHOTO BBpPXY O6IJ_ICCTBOTO, KaTo I10 TO3M HAa4YWH CC
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pasKpHBa pa3IIUpPSIBAHETO Ha INIOOAJHOTO BIMSHHE Ha KMHOTO M HapacTBallara My poJisi BbB
(dbopMHpaHeTO Ha OOIIECTBEHUTE B3aUMOCHCTBUS.

JleTalinHO ce aHanu3Mpa pa3BHUBALLATA CE CUTyallMs Ha 3apaKiallara ce Ipolaraniua Io
BpeMe Ha OypHuTe mnepuonu Ha I[IppBata um Bropara CcBeTOBHHM BOWHH, pa3KpHBAWKH
ChIVIACYBAHUTE YCWJIMS Ha IPaBUTENCTBaTa Ja BIpPErHar Iulata (UIMOBA HMHIYCTpUS 32
IIPOINAraH/IHu Lelu. AKIEHT € MOCTaBEeH BBPXY CHBIAACHUETO MEXIY PA3JIMYHU NOJUTHYECKH
UJCOJIOTUH IO OTHOIICHUE Ha HEHAJIMHUHATOTO BIMSHUE HA KHHOTO BHPXY OOIIECTBEHOTO MHEHHE.
CpaBHUTENHUAT aHAIM3 HA (uiIMoBata npomnarasaa B CeBercka Pycus, HauucTtka ['epmanus u
¢bamucTka Mranus pasriaexjga KpUTUYHO PaA3IMYHUTE CTENEHU Ha JIbP’KaBEH KOHTPOJI BBPXY
¢wiMoBata uHAYCTpUs Ipu Te3u pexumu. Cpllo Taka, € o0ObpHATO BHUMAHUE Ha
3aKOHOJATEITHUTE YCWJIHMS Ha OpPUTAHCKOTO NMPABHTEICTBO, HACOUCHH KBM 3alllUTa HAa HErOBaTa
¢uIMOBa MHAYCTPHSI OT MOCETATEIICTBOTO Ha XOJIUBY/, AEMOHCTPUPANKN OCTPO OCHh3HABaHE HA
IIOTEHIIAAJa Ha KHHOTO KaTO MOILIEH MHCTPYMEHT 3a Npolaraiaa. 3acerHaTo € U BIMSHUETO Ha
UTAJIMAHCKOTO HEOPEAIMCTUYHO KUHO ciell BTropara cBeToBHA BOIHA, KaTO €€ aKLIEHTUPA BbPXY

MOJIMTHYCCKUTC MOTUBH B IPOTHUBOBCC HA NJACOJIOTMUCCKOTO HACICACTBO HA (1)8,IHI/I3M8,.

I'naBa 2: [IpoyuyBaHe Ha IMHAMHUKATA B Pa3BUTHETO HA aJ10aHCKOTO KHHO M PEeKUCHOPH B
MepUoIa HA KOMYHH3MAa

Ta3zu miaBa mpencraBs 3aAbI0OYEH aHANIM3 HA CIIOKHATA JUHAMUKA B Pa3BUTHETO HA
aI0aHCKOTO KMHO B PaMKHUTE Ha TPOMSHATA, HACTBIMJIA C KOMYHHCTHYECKOTO YIIpaBIICHHE,
3anouHara or EnBep Xomxka npe3 1944 r. BaxxeH MOMeHT HacTbIBa Ipe3 1952 I. cbe Ch31aBaHETO
Ha (UIMOBOTO CTYIHO ,,Shqipéria e Re*, koeTo Oenexu BakHa TOUKA B Pa3BUTHUETO HA KHHOTO B
AnGaHws, KaTo MFPBOHAYAITHO CE€ TOJTydaBa nmoakperna u or ChBeTCKHs Chio3. Bbrpeku numcara
Ha YCTaHOBEHO KMHEMarorpa(uyHO HACIEACTBO B AJI0aHMS, Ta3u MHUIIMATHBA CE YIECHSBA ChC
Ch3/IaBaHETO Ha 3a0enexuTeneH Habop OT GUIMHU CaMo 3a JIBE JI€CeTHIICTHS.

dunmute, NPOU3BEIEHH Ipe3 TO3M MNEpUoJ MNPHUTEKaBaT OCOOEHU XapaKTEPHCTHUKHU,
HarpuMep B N300pa3siBAHETO HA OIPEeNICHH MEPCOHAXKH M MACOBH CIIeHH. PexxnucropuTe 4epusT
BIBXHOBEHHE OT COIMAIHUTE TIUIACTOBE, CH3/IaBAaKM TEPCOHAXH, IBIOOKO BKOPEHEHH B
eXeIHeBUeTO. VTalInaHCKUAT HEOpeaau3bM M ChbBETCKUAT COLMATTUCTUYECKH Peau3bM OKa3BaT
CHJIHO BJIMsSIHUE, (OpPMUPAUKHU TBOPUECKUTE THPCEHUS M ONHMTU 33 aBTEHTHYHO IPEJCTAaBSIHE Ha

obmectBenuTe npobmemu. ConualucTHYecKara MIEONOTUs M3UrpaBa (pyHIaMEHTalIHa poJsd,
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U3MON3BaiKi  (PUIMOBOTO TMPOM3BOJACTBO KAaro MOILIEH HWHCTPYMEHT 3a I[IporaraHja u
pasnpocTpaHeHHe Ha UJICOJOTHYECKU JOKTPUHU. JJoMUHUpaIUTe TeMU B KUHEMaTorpapuuHuTe
pa3kasm ce BBPTAT OKOJO KJIAcOBHS KOH(IUKT, HAIMOHAIHOTO OCBOOOXKIEHUE W
CEJICKOCTOIIAHCKUS TPOrpec, 3allluTaBallkl KOMYHM3Ma KaTo Karajau3arop 3a OOILIEeCTBEHUs
Hanpenbk. M3ThbkHATH pexucbopu kato Jumutbp AHarHoct U Bukrop J[kuka KylaTuBHUpar
KHHEeMaTorpaduyeH peneproap, OTpassBall MHOTOCTPAHHUTE CTPEMEXH U MPEAU3BUKATEIICTBA Ha
aJI0aHCKOTO OOIIECTBO MO BpeME Ha COIUAIMCTHYECKUS TMepuoA. TexHute TBOpOM mpeasarar
[IEHHU TIPO3PEHUS 32 ACUMUIIAIMATA HA ITIO0ATHUTE KHHEMATOTpaQUIHNA TSHICHIINH B MECTHUTE
UJICOJOTHYECKH U KYATYPHH KOHTEKCTH.

Cw3parenute Ha (UIMH OT TO3U MEPHUOJ] Ca CUIHO MOBIUSHU OT OypHHS MOTUTHYECKH
KJIMMaT, WHTEJCKTyaJ HHs IUTaM, CBETOBHUTE KHHEMaTorpa@WyHU TEHACHIMH H 00raroro
KYJITYpPHO HacleACTBO Ha Anbanusa. Ho momuTuyeckuTe KaTakjin3MHu B TO3H MEPUO/ MOAXPAaHBAT
U KUHeMaTorpahUyHUTe MHTEPHpPETAlMy Ha KOJIEKTHBHO HEIOBOJICTBO, MOAPEXKIAWKH KHHOTO
KaTo CPEACTBO 3a apTUKYJIHpaHE Ha OOILIECTBEHUTE MpolieMu. BIbXHOBEHH OT MapKCHUCTKHUTE
¢unocodu, peKUCHOPHTE C€ OMHUTBAT Ja Pa3KpuAT OOMIECTBEHUTE HECIPABEIMBOCTH,
M3MOJI3BAKK KMHOTO KaTO MHCTPYMEHT 3a ChIIPOTUBA U OOIIECTBEHO MPOCBETICHUE.

Ta3u maBa e (okycupaHa BbpXy MpUHOCA HA alOaHCKUTE KUHOTBOPIM OT MEepuoja Ha
KOMYHH3Ma, peANiaraikil ThIKyBaHUS BbPXY €BOJIIOIHATA Ha TEXHUS aBTOPCKU CTUI Ha (hoHa Ha

HUACOJTOTMYCCKUTC HAITPABJICHUSA U COUAITHO-TIOJIUTHUYCCKU CHTPECCCHUS.

I'maBa 3: Bukrop /’kuka: AHaJINTHYCH NOIJIe] BbPXY H€010THATa, (HUIMOBATA eCTETHKATA
U KYJTYPHOTO BJIUsTHHE

Tperara maBa OT JIUCEPTALMOHHMS TPy HpPEACTaBs 3aAbJIOOYEHO H3CIIEABAHE Ha
cepro3Hus kuHemarorpaduuen npuHoc Ha Buxtop J[xuka. [lomuepraBa ce pasznukara Mexmy
UTPAIIHOTO KMHO Ha JIKMKa M JOKyMEHTaJHUTE (PUIMM, KOUTO TOW pEeXUCHpa MO IbpiKaBHA
MOphUKA KaTO C€ XBBPJS CBETJIMHA BbPXY HEXKEIAaHHETO MYy Ja OTKaXe ydacTHe B IMOJOOHH
MIPOEKTH IO AbprKaBHA MOPbUKA, HEXKETACHKH Ja ce ChIIPOTUBISIBA HA OPUIIMATTHUTE TUPEKTUBH.
OtneneHo € BHUMaHME Ha aBTOPCKUTE MHTEHIMH Ha J[)kMka Ha (QOHa Ha OrpaHUYEHUSTa,
HAJIOXKEHH OT YNPAaBJSABALIUS PEXUM M HM3CIEABAHKU CIOKHOCTTA HAa TBOPUECKUTE M300pU B

PAaMKHUTEC Ha aKTyaJIHUSA COLIUATHO-TTOJIUTHYCCKUS KOHTCKCT.
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IIpocnensBaiiku npowusxona Ha Bukrop Jlxuka 10 oOpa3oBaHMETO MY B IPECTUKHMS
MOCKOBCKM HHCTUTYT C€ OuepTaBa Bpb3KaTa U JbJIOOKOTO BIMSHUE HA CBETUJIA KaTo Alf3eHIaiiH
BBbPXY HEroBHs KHHeMarorpaduyen cTui ¥ mbT. Heropure akagemMuunu ycuius B MockBa crarar
OCHOBaTa Ha HETOBOTO KHMHEMATOTrpa(puyHO MBTEIIECTBUE, KYIMHUHHPAIO BbB (HIMH, KOUTO
CIIy’KaT 3a OPUEHTALMsl B TPyAHATa MOJIMTUYECKAa 0OCTAaHOBKA, KaTO ChLIEBPEMEHHO BbILIbIABAT
CJIoeBe OT CUMBOJIU3BM M ajeropus. A crtunenauara Ha /[xuka B MockBa, O-CIELUAIHO PU
npodecop JleB Kynemnos, nuoHnep B CbBETCKOTO KHHO, TOMBIHUTEIHO YChBHPIICHCTBA HETOBUTE
aApPTUCTUYHU U PEKHUCHOPCKH YMEHUS, OTPa3sBallly CE€ B HETOBUA IIOXOJ KbM pa3Ka3BaHETO Ha
UCTOPUU M KMUHEMATOrpaUUHUTE TEXHUKH.

Jb100K0 cBbp3aH ¢ uauIn4yHus rpaj Kopua, ceMeHHUAT IPOU3X0 U KYITYPHUTE BIUSIHUS
Ha /[xuka ohopMAT HEeroBara apTUCTUYHA YyBCTBUTEIHOCT. DUIMHTE My Ce XapaKTepU3UPaT ChC
CUMBOJIMYHA JbJIOOYMHA U aJIETOPUYHO CTPYKTYpUpPAaHE, HEYCETHO C€ MPOTHBOIIOCTAaBAT Ha
OTPaHUYEHUATA, HAJIOKEHU OT COLIMAJIHO-TIOJINTUYECKUTE HOPMHU, IIPEUIaraiky Ha B3UCKATEIHATa
y0JIMKa MHOTOIIJIACTOBO KHHEMATOIpaMuHO U3KUBSIBAHE.

Kunemarorpaguuynoro meremectsue Ha Buxrtop [[)kuka 3amoyBa omie B JETCKUTE MY
ronuau B Kopua, 0co0eHO ¢ MbpBOHAYATHOTO MY 04apOBaHUE OT KUHOTO, IPETU3BUKAHO OT CPEIH
¢ (puaMOBHM MIIaKaTW B MECTHA NekapHa. HeroBurte akaeMUYHM MMOCTHXKEHUS 'O MOCTABAT CpPejl
Hail-noOpuTe CTYIEHTH M JOKaTO IbPBOHAYAJHO CE€ CTPEMH KbM MEIUIMHCKAa Kapuepa, B
MOCJIEJICTBME TOM C€ HacouyBa KbM KUHeMarorpagusiTa NOpaau JIMIICAa HA CTUHEHAMS.
Kunemarorpadguunoro HacneacTBo Ha J»kuka ce oTiIiM4aBa ¢ apTUCTHYHA CMENIOCT B 0OPBILIaHETO
KbM 3a0paHEHHUTE HJICOJOTMH, M3MOJI3BAMKM CHUMBOJIM3BbM U (MIMOB €3HK, 3a J1a apTHKYIUpa
00IIeCTBEHN TE€MH, CMATaHM 3a Taly. Peluruo3HuTe BIUSHMUS 3HAUUTENIHO OeJsA3BaT KMBOTA HA
Buxkrop J[>kuka, KaTo ce 3amodHe ¢ OJiaroyecTuBaTa Bspa Ha Malika My W MPEKUBSIBAHUSATA HA
CEMEWHHU pa3IoOpH MOPAJH PEIUTHO3HU Pa3IHUHs.

B Ta3u miaBa ce u3cnenBa M COIMATHO-TOIUTUYECKHS KIUMaT B AnbaHus 1o BpeMe Ha

KOMYHHU3Ma.

I'maBa 4: Jlekonupane Ha kuHemMaTorpagu4yHusi e3uk Ha Bukrop I:kxuka: U3cienBane Ha
BU3YaJIHATA MY €KCIIPECHBHOCT M XY105KeCTBEHO HACJIEACTBO
Upe3 Ta3u maBa ce HaBlIW3a ABIOOKO B OTIMYUTETHMS BU3YaJeH CTHJI M apTUCTHYHU

€JIIEMEHTH, W3MO0J3BaHU OT pexuchbopa Bukrop JIKMka B HEroBuTe KHHEMarorpapuuHu
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npousBenenus. [IpenusHo ce aHanmu3upar KMHeMaTrorpackure TeXHUKU Ha JkuKa, 3arnouBaiiku
C MaliCTOPCKUTE BbBEKIAIIHN KaJpH, KOUTO pa3KpHBaT aTMocdepara 1 cpeiata B HEroBUTE (PUIMH.

ITogueprasa ce crenuduyHara 0cOOEHOCT YMHIIUIEHO /3 C€ M3I0JI3Ba KaMepa ,,0T pbhKa“
ot J)kuKa, KosITo MOJCHIIBA JUHAMUKATA U HETIOCPEACTBEHOCTTA BbB (PMIIMOBOTO TIOBECTBOBAHUE,
IIPEBPBIIANKY Kamepara B aKTUBEH Y4YaCTHUK. Ta3u TEXHMKA JONpUHAcS 3a IOCTUTaHE Ha
MHTUMHOCT M PEaJu3bM, KaTo 3acuiiBa Bpb3KaTa Ha MyOlMKaTa ¢ UCTOpHATA. BHMMaHueTo Ha
JUKMKa KbM JIETAlJIMTE c€ MPOCTUpa A0 PEKBU3HTA, KATO HANpUMEp IpaBUpaHus OacTyH,
M3IIOJI3BaH KaTo CUMBOJ U KITIOUOB MPEXO MEX]y CLCHH, J0OABIWKH JbI00UYMHA U UCTOPUIECKH
koHTeKCcT. CrenuanHo BHUMaHUE € OObpHaro M Ha TBOpPUYECKUTE pemieHus Ha JDkuka 1o
OTHOLICHHE Ha KOCTIOMHTE 3a OuepTaBaHE Ha COLMAIHHU CJIOEBE, M3MOJI3BAWKU OOJEKIIO KaTo
BU3YaJIEH MOTHB, KOWTO OCBETSIBA OOILIECTBEHUTE Pa3/IEICHUS U KYITYPHU KOHTpacTu. OCBEH TOBA,
B IVIaBaTa ce pa3mIekAaT yMeNIoTo u3o0pa3sBaHe Ha jeua or JKuka, BrpaXaalKu JIBUKEHUE U
KHU3HEHOCT B PAMKH U MOYepTaBaiku 0OIIECTBEHU TEMHU.

3a xkuHemartorpaguuHus €3MK Ha J[KHKa € NPHUCHILO HU300pa3sBaHETO Ha IMPa3sHUYHU
MIOBOAM U TPAru4yHU CHOUTHUS, MOAYEPTABAUKK KYJITypHAaTa UACHTUYHOCT Ype3 MY3UKa, TaHLIU U
CUMBOJIM KaTO 3aTBOPEHM BpaTu W mpos3opuu. TpsbOBa na ce orOenexu, ye JlKuka U3M0I3Ba
My3HKaTa KaTro CPeACTBO 3a O3rpaxkjJaHe Ha (UIMOBO MMOBECTBOBaHME, M3IOI3BAMKHU KilapuHETa
HarmpumMmep, 3a Jla Mpejaje KOJEKTMBHM €MOIMHM U OOIECTBEHHM ChTPECEHUs, MPEoIosBaAlKU
€3UKOBUTE Oapuepu.

Hemo noseue, B Ta3u miaBa MoJpoOHO ce aHaJIM3Upa peKUChOpckus (puHec Ha JIKuKa B
Cbh3/1aBaHETO Ha KOMIIO3MILIMOHHA ABIOOYMHA B PAMKHUTE Ha KaJpUTe, U3MOJI3BAMKY MU3AHCIIEH,
JIBYDKEHMS Ha KaMepaTta U TeXHHKH 3a Malabupase, 3a Jja OpraHu3upa BU3yaJIHUTE €JIeMEHTH Ha
noBecTBoBaHHETO. CKIIOHHOCTTA Ha J[)KMKa KbM CErMEHTHU B JOKYMEHTAJIEH CTUJ U MHOBATUBHU
TEXHUKH, Karo Hampumep Obp3u MpUOMMKaBaHUsA 3a 0003HaYaBaHE HA BPEMEBH TMPEXOAH M
HEeTPaJAULIMOHHY 3aTBaPSIIH KaJpH, 100aBs aBTEHTUYHOCT U apTUCTUYHA JIbJIOOYNHA HAa QUIIMUTE
My.

B 3axniroueHneTo KbM Ta3u 4acT ce MmoadyepraBa 3HauMMOCTTa Ha JIKuKa 3a anGaHCKOTO
KHHO, OTOENS3BalKK BIMSHUETO MYy BbPXY CJIEJBAIIN [TOKOJICHUS PEXKUChOPHU, Hapumep ,,Vdekja
e Kalit“ na Caiimup KymOGapo. 3aabnOoueHMAT aHanu3 Ha BHU3yalHus e3uk Ha Jkuka ce

HWIIIOCTpUpa YpC3 MPUMCPU 3a HNPCHHU3HO BHUMAHUC KbM ,Z[CTaI‘/’IJ]a, HOBATOPCKHU TCXHUKU U
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TEMAaTH4YHa I["bJ'I6OLII/IHa N HAQUYUHUTEC, 110 KOUTO HETOBOTO KI/IHeMaTOFpa(l)I/ILIHO HaCJIeACTBO C€

IIPOCKTHUpA, OCTaBsIMKHU He3aIMUnMa CJICda B aJ10aHCKOTO KHMHO.

I'maBa S: lumutbp AnarnocTu: QOyepraBaHe Ha clieM(PUKHUTE HA AJT0AHCKOTO KHHO, 32€{HO
¢ Buxkrop xuka

B ta3u maBa ce pasmiexaa 3a1b1004eHO0 KHHEMaTorpaiuHOTO HAcIeACTBO Ha JJUMUTBD
AHarsoctu, Apyra BiausTelHa ¢urypa B andanckoto kuHo. Punmorpadusita Ha AHarHOCTH ce
doxycupa BBpXy camara AJOaHUs, TPEACTABSIMKK pPA3IMYHU TEMHU, Karo ChIIEBPEMEHHO
Mo4yepTaBa ChIIECTBEHU acleKTH OT HallMOHAIHATA WACHTHYHOCT. HeroBute TBOpOU ce 3acThIIBa
BBIPOCHT KaK allOaHIIMTE U3MUTBAT JTI000BTA, IBHJIOOKO BKOPEHEHA B KYITypHAaTa UASHTHYHOCT Ha
CTpaHara, M3pa3eHa MPEIUMHO 4Ype3 HEHHUs e3uK. PunMure Ha AHArHOCTU Ca WU3THKAHU OT
erandecko JIHK, waeHTHYHOCT, €3WK W BBTPEIICH JayX. Bbopeku dYe paboTH B TEPHOI,
XapakTepu3upal] ce CbC CTPOrd KuHeMarorpaduyHu OrpaHMYEHUS IO BpeMe Ha
KOMYHHCTHYECKHSI PEXKHUM, TBOPOUTE My OCTaBaT KaTo OTPaKCHHE Ha UCTOPHUECKATa U KyATYpHA
IBIIOOYMHHA MEePCTICKTHRBA Ha AnOanus. HeroBure ¢uiMu ca HACUTEHHU ChC CIOXKHH €MOITUH H
€CTeTHKA, TOKa3BalKW MHOTOCTPAHHU U3MEPEHUS Ha alI0AHCKUS )KUBOT U MpeIaraiku pa3indyHu
[JIEIHU TOYKU KbM UJEHTUYHOCTTA HA HALUATA.

B xoHTekcTa Ha OCHOBHATa TeMa ce pa3mIekaaT HIKOJIKO OT PUIMUTE Ha AHATHOCTH, KaTo
,Red Poppies on Walls*, ,,Silent Duel®, ,,Mountains Clad in Green* u ,,Brothers and Friends®,
BCEKHU OT KOUTO OTpa3sBa acleKTH OT aidaHCKaTa UCTOPHUSI, YCTOMUMBOCT U MaTPpUOTU3BM. B Te3u
HUCTOPUM YECTO CE€ OMHUCBAT IE€POU, KOUTO C€ CTPEMST Ja 3allUTAT POAUHATA CH CPEJ BOMHU U
OeICTBUS, CHUMBOJIM3UPANKH U3IPHKIUBUS AyX HA AnOaHusl.

TBOpUeCKHAT BT HAa AHATHOCTH ChHIIIO € OCESTH C IPEIU3BUKATEIICTBA, Thid KaTO M HA HAETO
My C€ Hajara Jia ce CIpaBsi ChC CTpOTrara IeH3ypa U UACOJOTUYECKH OTpaHUYEHUs, TTOJI0OHO Ha
Jlxuka. Bbplpeku Te3um orpaHM4eHHs, TOW Ce€ CTPEMHU Ja BHECE HIOAHCHUPAHO H3pa3siBaHE U
HEChIVIaCHe B CBOHWTE KWHEMAarorpaduyHH MPOU3BEICHH, YCTOSBAWKN HA OTPaHUYCHHUSATA Ha
HaJIaraHUTE CIOXKETH, KaTO ChIIEBPEMEHHO 3aIla3Ba EJI0CTTa HA TBOPUECKHS CH CTUJT U U3PA3HOCT.
CrnenmaieH akIileHT € TTOCTaBeH MO OTHOIIECHWE Ha Ch3JIaBaHETO W BIMSHUETO Ha CIECIU(PUIHH
¢unmu kato ,,Silent Duel” u ,,Tales from the Past* kato ce paskpuBa CIOXHHS TpOIEC Ha
Ch3/1aBaHe Ha (UIMHU B KOHTPOJIUpPaHA TBOpPUECKA cpefia, IPHU KOATO (PUIMUTE MPEeMHHABAT MPE3

MHO’KECTBO €Taly Ha OlleHKa 1 0100peHune npeau myoandHo nokasane. [loqueprasa ce moaxona
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Ha AHarHoCTH KbM Pa3BUTHETO HA I€POUTE, PEATUCTUYHUTE IOPTPETH U HACTOWYUBOCTTA MYy Ja
n300pa3siBa aBTEHTUYHU YOBELIKU IPEKUBSIBAHMA, TOPU KOraro € KpUTHKYBaH 3a OIpEIesIeHH
acIIeKTH, KaTo n300pa3siBaHETO Ha KCHHU BbB (PUIMHTE MY.

TpsibBa na ce orGenexu, ye ¢uiMa Ha AHArHocTH ,,Tales from the Past magxBbpis
IPaHULUTE HA BPEMETO M CE€ IPEBPBIIA B TPAMHOTO HACIEACTBO 3a IIOKOJICHUATA, 3a€MalKH
3HAYUMO MSICTO B UCTOPUATA HA all0AHCKOTO KHHO. Pe30HaHCHT OT (uiiMa B a10aHCKOTO 00LIECTBO
IpoxbJDKaBa J1a ObJe NOCTaThbYHO CHIJIEH KaTO HETOBHTE JHAJIO3M M XyMOpP CE€ BKOPEHSBAT B
€XKEIHEBHUS JUCKYPC CPEll HACEICHUETO, IPUJaBaiKu My HEOTMEHMMA CTOMHOCT U ABJITOTPaiHO

3HA4YCHUC.

I'maBa 6: TpancHanuoHaJieH KyJTypeH oOMeH: Biusinme m Bb3npueMaHe Ha aJI0aHCKOTO
kuHo B Kurait

B Ta3u rmaBa ce mocTaBAT BIIPOCUTE 32 KYJITYPHUTE B3aUMOJICUCTBUS U KYITYPHHUS OOMEH,
opopMHIIN AMHAMUYHUTE OTHOLICHHS MexAy Anbanus um Kurail, xaro ce Qokycupa Bbpxy
BB3/ICHCTBUETO Ha alI0AHCKOTO KMHO BHPXY KHUTalcKara KyaTypa B pa3[IeX/IaHus IEPUOA U CIIE]
ToBa. Hauanoro Ha Te3n B3aMMOAEWCTBUSA CE€ cllara C YCTaHOBSBAHETO Ha JUILIOMATHYECKHU
OTHOIIICHUSI MEXy BeTe Hauuu npe3 1949 r. U3cnenBa ce kak To3H ChI03 ce pa3BUBa Ha (hoHA Ha
MPOMEHSIIIATa C€ TeONMOJUTHYEeCKa 00CTaHOBKA, OCOOCHO MO BpeMe Ha Pa3MUHABAHETO MEXKIY
Kwurait u CpBerckust cpro3. [loguepraBa MHOTOCTPAaHHOTO CHTPYIHUYECTBO MEXIYy ANOaHUS U
Kuraii, neMoHCTpUpaiiku CrioIeIeHOTO UM IIPOTUBOIIOCTABSHE HAa XEreMOHUATA U 00€eIMHABaHETO
UM Cpelly MO-CHJIHU MOJIUTUYECKH CyOeKTH. Pasrnenanu ca KIIFOYOBM MOMEHTH Karo cpeliara B
Bbykypeur npe3 1960 r., kpaero AnOGanust noakpenss Kurtait Ha (oHa Ha HampexeHHETO CbhC
CeBerckusi cbto3. Ta3u mojkpena ce pasliupsiBa W 0 3aCTHIIHUUECTBOTO Ha AmnbaHMs 3a
npueManeTo Ha Kurait B O0eiiHEHUTE HAIMK, KOETO B KpaifHa CMETKa 3aBbpIliBa ¢ Pe3omrorms
Ne2758 ot 1971 r. u Bb3cTaHoBsiBaHETO Ha MsicToTo Ha Kutaii B OOH.

Kwurait uzurpasa pemaBaiia posisi B MOJAINOMAaraHeTO Ha MKOHOMHUYECKOTO PAa3BUTHE HA
AnbGanusi, ipeyiaraiiku (GUHAHCOBA TOJKpENa W TMpelaBaiiku ypoIlyd Mo camoyBepeHOCT. ToBa
MapTHHOPCTBO € Oensi3aHo OT Oe3/IMXBeHa MOMOII U PELUINIPOYHA MOJIUTHYECKA TOJKperna, KaTo
AnbaHus cTaBa 3aCTBIIHMK 3a JErHTUMHOCTTa Ha KuTaii Ha cBeToBHara ciieHa. To3u OXHBEH
MOJIMTUYECKH JUATIOT TIPETNIOCTABsS U aKTUBEH KYJITypeH OOMEH MEXy IBETE CTPaHU, 0COOCHO B

oOmactra Ha KMHOTO W Oanera. AnbaHckuTe GuiIMu Npua0oOMBaT HEOUaKBaHA MOMYJISPHOCT B
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Kwuraii mpe3 60-te u 70-Te ronHu Ha MUHAIUS BEK, Ch3/1aBaliKi TpaiiHa KyITypHa Bpb3ka. OuiiMu
karo "Victory Over Death" orekBar apJ00OKO cpen KuTalickata NyOlHKa, OCTaBSHKH
3a0€JIeKUTEIIHO BIIEUATIICHHE U O(OPMSAUKH BIIGUATICHUS 3a PEBONIONHS, TEPOU3BM W
COJIUJIAPHOCT.

Bbrpeku 3apaBus Cbro3 B IEpUOJa HA KOMYHM3Ma T€3U OTHOLIECHHUSI IOCTEIIEHHO 3aTUXBAT
Ha ¢oHa HA TUHAMUKATA Ha OTHOIIEeHUATa Mexay Kurtaii u Cbenunenure matu cien 70-Te ToaquHu
Ha XX Bek. Ta3u nmpoMsiHa BOJIM /10 HaMaJIsiBaHE Ha MOJIKpenara u nomounra ot Kuraii 3a Anbanus,
KOATO, OT CBOS CTpaHa, auBepcU(HIMpa AWIUIOMATHYCCKUTE CH BPB3KH, HaMasBallku
3aBucumoctTa cu oT Kurail. ToBa moctaBs AnbOaHus B U3BECTHA M30JAIlMs M B KpailHa cMeTka
HEMHUHYEMO JI0BEXK/a /10 MaJJaHeTo Ha pexuma npe3 1991 .

B 3akirouenue ce oTOens3Ba Bh3pakIaHETO HAa MHTEpeca KbM al0aHCKOTO KHHO CpPe
ChBpEMEHHATa KUTalCKa MyOJInKa, IEMOHCTPUPAUKHI KYITYPHO IPEOTKPUBAHE, KOSTO HAIXBBHPIIS
BpeMeBH U reorpadcku rpaHuiy. TpaltHOTO HACIEICTBO OT KYITypHUS 00MeH MexX 1y AnOaHus u
Kuraii Bce mak Moxe 1a ce mpuemMe M KaTo JO0Ka3aTeJCTBO 3a aTpakTUBHOCT Ha ayj0aHCKara

KI/IHeMaTOFpa(i)I/ILIHa MMpOAYKIHMA, BBIIPCKU CIIOKHOCTTA HA JUIIOMATUYCCKUTC OTHOILICHU.

I'maBa 7: KunemarorpapmuHoTo HACJIEACTBOTO HA AJI0aHusA: 3ana3BaHe U CloJe/IsiHe Ha
NOCTUKEHUsI, IECHHOCTH M TOPYMBH YPOILM OT LieH3ypara

B Tasu mmaBa ce u3cienBa CIOXKHUS M CIOPEH BBIIPOC 3a MpeaiokeHaTa IeH3ypa o
OTHOIIIEHHE Ha ajl0aHCKOTO KMHO OT NEepHoja Ha KOMyHU3Ma. B Ta3u HOBa mepcreKkThBa ce
pasmiexjaa HUCTOpHsATa Ha KuHeMarorpaduara IO BpeMe Ha KOMYHHCTHUYECKHUS PEXKHM,
nofuepTaBaikl HEWHMsSI KOHTPOJUpaH XapakTep M HU3MOJA3BAHETO M Karo HWHCTPYMEHT 3a
npomnaranja. M3scneaBar ce mocienuuuMTe OT TpemiokeHata IeH3ypa oT HHctuTyra 3a
komyHuctHuecku npectbivieHus (ICC), nensma pa 3abpaHu M3TbUBaHETO Ha (UIMHU OT
KOMyHHCTHYECKHsI Tiepuoa. JlebaThbT OKOIO JeKOMYyHH3alMsTa, poiira Ha QuimMute B
mpomnaranjara u onozunusara ot Anbanckus kuHorpoekT (AKII) ca crnenmanau aknenTu. OcBeH
TOBa, C€ XBBHPJIA CBETJIMHA BHPXY MOCIEIUIIUTE OT IEH3ypara BbPXY HMCTOPHUYECKHUTE 3aIluCH,

o011eCTBEHOTO pa3OupaHe U MPOAbIIKABAILIUTE JUCKYCUH MEXKY YUEHH, PEKUCHOPU U TOTUTHIIH.
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3akJ04eHue - M3KYCTBO MJIM Nponaranaa?

B 3axiroueHHeTo ce pasmiexia BHUMATEIHO B3aUMOJEHCTBUETO MEKIY apTUCTUYHOCT U
npomnaraiia B KHHOTO, Karo ce (oKycHupa CIEHUAIHO BbPXY M3IOJI3BAHETO HAa MeTadopu Karo
¢dopma W rapaHuMsA 3a TBOpYecKa cBOOOMA. AHAJIM3bT HABIM3a B MCTOPHUYCCKUS KOHTEKCT 3a
KOHTpOJIa BbPXY KMHOTO IPHU PEXHUMHU KaTo (amn3zmMa 1 KOMyHHU3Ma, Karo pasniekaa CiydyanuTe, B
KOWUTO KUHOTO € MaHUITYJIMPaHO 3a MosInTHYecky enu. O6o011aBa ce euH crieuryueH KyITypeH
IpoIec, OT HAyaJoTO W pa3BUTHETO Ha anbaHckara (UiIMOBa WHAYCTPUS IO BpeMe Ha
ynpasineHuero Ha EnBep Xomka, mpocnensBaiiky e€TanuTe U BIMATEIHUTE GUTYpH, 0)OPMUIH
KHHeMarorpauyHus neisax Ha crpaHara. JOmbIHUTEIHO Ce aHAJIM3Mpa MPEXo/ia OT ChbBETCKO
KbM MAOHCTKO BIIMSIHHE, KaTO MOAPOOHO Ce OIUCBA Bb3JEHCTBUETO BPXY KMHEMarorpaduyHara
poAyKuusa 1 6opbata MeXly Iponaraijara 1 TBOPUECKOTO u3passaBane. OCBEH TOBa, C€ MPaBsIT
M3BOJAM IO OTHOILIEHUE HA IIPEU3BUKATEIICTBATA, IIPE]l KOUTO € U3MPABEHO aJ10aHCKOTO KMHO CIIE]
KOMYHHU3Ma, BKJIFOUUTEJIHO CIIaJ B MPOIYKIMATA U MPOOIEMUTE 3a OMAa3BaHETO HAa 3HAUUTEITHUS
KuHemarorpaguueH kopmyc. Hakpas oTHOBO ce ouepraBa crneurduyHaTa €BOJIOLMS Ha
KHHEMaTorpauIHus €31K B YCIOBUATA HA aBTOPUTAPEH PEKUM U HETOBOTO TPAHO BH3ACHCTBHUE

BBPXY KYITYPHOTO HAacJIeZICTBO Ha AsiGaHusl.
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CnaBka 3a HAy4YHUTe, HAYYHO-TIPUJIOKHUTE U MPUJI0KHUTE PUHOCH

Hay4ynu npunocu:

1.

Teopemuuen Hanpeovk: ToBa u3cieqBaHe L€ JONPHHECE 3HAYUTEITHO 33 TCOPETUUHUS
HanpeabK B 001acTTa Ha (PUIMOBHTE U3CIIEIBAHUS, 0COOCHO B U3SICHSIBAHETO HA CIIOXKHATA
ynorpeba Ha Meradopu U CHUMBOJIMYHU H3Pa3HU CpPEACTBA B pAMKUTE Ha
KHHEMaTorpa)uyHoOTO MOBECTBOBaHME. Upe3 MpOBEKIAHETO Ha 3abJI00UEH aHaIn3 Ha
¢unmute Ha Bukrop [I)xuka, u3cieaBaHeTo mpeaiara HOBH NEPCHEKTHBU M aHATUTHYHH
KOHCTPYKIIMH, TOATIOMAramniy npujaraneTo Ha TEOPEeTUYHU KOHIICTILIUY 3a U3CJIe/IBaHe Ha
an0aHCKOTO KMHO OT MepHo/ia Ha KOMYHHU3MA.

Memooonocuunu unosayuu: V3n013BaHUAT UHTEPIAUCLUUIUIMHAPEH MOJIEN U clielu(pUYeH
METOZ0JI0TMYECKH KONPYC NPEACTaBAT HHOBAIL[MOHEH MOAXO/ B HAyYHUTE W3CIIEABAHUS B
o0nacTTa Ha KWHOTO OOBBP3Ball KYATYpHH SBIEHUS, (DUIMOB aHaIW3 U COLHUATHO-
MOJIMTHYECKUTE KOHTEKCTH. TO3H MOAXOA Ch3/laBa MOTEHIMAN 32 BbBEXKJIAHETO HAa HOBU
AQHAJTUTHYHHU KOHCTENAINK 32 JeKOHCTpYUpaHe Ha MeTapopH BbB (MIMU U HHTETPHpAHE
Ha pa3JIM4HU U3CIIEJ0BATEICKH IEPCIEKTUBY 3a IOCTUTAaHE Ha MO-1SUI0CTEH U 33bJI00YEH
aHaJIu3.

Obocamssane Ha sHanuama: 3aabI00UYEHOTO WU3CJIEIBaHE HA MBPBUYHH M BTOPUYHU
M3TOYHUIM JONPHUHACA 3HAYMTESHO 3a pa3lIMpPSIBAHETO Ha 3HAHMATA, OTHACAIIM CE JI0
an0aHCKOTO KMHO B Iepuoja Ha KoMyHH3Ma. Ch3/1aBar ce Bb3MOKHOCTH 3a pa3KpUBaHE Ha
crenu(pUIHNA HIOAHCH Ha COIMATHO-TIOIUTUYECKUTE, HICTOPUUECKUTE U XYN0KECTBEHUTE
KOHTEKCTH, BrpaJieH! BbB puiiMuTe Ha J[PKHKa, KaTo Taka ce pasliupsiBa HayYHUsS TUCKYPC

U ce 3a1bJ004YaBa HAyYHOTO TIO3HAHUE B 00JacTTA.

Hay4yHo-npu/io:kH1 NPpUHOCH:

1.

Kynmypru peghnexcuu: Upes 3aapn100ueHNs] aHAIU3 HA CUMBOJIMYHUTE WHTEPIIPETAIIMUA U
COUAJIIHO-TIOJIMTUYCCKUTE KOHOTAIIMU BHB (1)I/IJ'IMI/ITC Ha )1>len<a, TOBA MH3CJIICOABAHC
npejJiara MeHHU KyaTypHu o0o0meHus. OcurypsiBa ce mo-3aabi0oodeHo pazOupaHe Ha
KYITYPHUTE KOHTEKCTH, OOIIECTBEHUTE BB3MPUSATHS M HICONOTUYECKUTE BIIHUSIHHUS,

npeoGnaL[aBaum 10 BpEMC Ha KOMYHUCTHYCCKUS PCIKUM, KATO 110 TO3H HAYHH CC Chb3AaBaT
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BPB3KH MEXAY KYJITYpPHH HU3CIIEIBAHUS, HICTOPUUECKH KOHTEKCTH M KuHeMaTtorpadhuyHu
MIPOU3BEICHUS.

Humepoucyunaunapna unmeepayus. [IpUTOXKEHUAT HWHTEPAUCHHUILUIMHAPEH MOIXO/
II03BOJISIBA Jla C€ MHTErpUpaT Pa3iMuHU HU3CIEIOBATEICKU MEPCIEKTUBU, BKIFOUUTEIHO
KYJITYPHHU U3CJIeIBaHus, (PUIMOBA TEOPUSI M UICTOPHUSL, BIUIETEHH B aHAIKM3a Ha CHIeHU(pUYCH
KHUHeMarorpaduiyeH CTUI U HU3pa3HOCT. Ta3u HHTerpauus MMa 3a LeJd Ja YJIEeCHU
ISUIOCTHOTO pa3OupaHe Ha paziIMyuHU XYI0KECTBEHH CTHUJIOBE M THPCEHUS U COILUAIIHO-
MIOJINTUYECKUTE KOHTEKCTH, HaChbp4YaBalKy MHTEPAUCLUUIUIMHAPHOTO B3aMMOJEICTBHE B

IIOCOKa Ha IMO-U34YCpHaTCIHU HHTCPIIPETAllNN.

IIpuioxuu npuHoOCH:

1.

Obpaszosamenno u nedacoeuvecko 6v3oeticmgue: Pe3yararute OT H3CICABAHETO
MPUTEKABAT MOTECHIIMAJ 32 U3II0JI3BaHe B 00pa30BaTeiIcH MpoIleC WilK 3a pa3padoTBaHE Ha
y4eOHU TPOrpaMu M MaTepHajy, CBbP3aHU C KUHOTO WU (PHIMOBH W3CIICABAHUS WU
nporpamMH IO HCTOpHsI Ha Kynrypara. M3Bomute m 0000mIeHMsATAa 3a HAYMHHTE 3a
M3IIONI3BaHe HAa MeTapoOpH W CHMBOJHMKA B KHHOTO, OCOOCHO B COIMATHO-TIOJUTHYECKU
KOHTEKCT, OMXa MOTJIU JIa 000TaTsT MeAarornyeckara MeTouKa 1 akaJeMUYHHS JUCKYPC.
Onaszsane u pasoupane Ha Kyrmypama: Pe3ynratute OT MNpOy4YBaHETO MOTaT Ja
JIOTIpUHECAT 3a OIa3BaHETO M pa3OMpaHeTO Ha KyJITypHara UCTOpHUs Ha AnOaHMs, KaTo
XBBPIISIT CBETIMHA BEPXY XY0KECTBEHOTO M3Pa3siBAHE U COITHATHO-TTOTUTUIECCKUTE TEMH,
n3zo0pasenn BbB ¢uimute Ha JDkuka. Te3u pesynrary Morar jia cTaHaT OCHOBa 3a
WHUIIMATUBH, HACOUYECHU KbM OTa3BaHE Ha KyATypara U JIOKyMEHTHPaHe Ha HICTOPUYECKU U
XYIOKECTBEHH MTOCTHKCHUS.

Xyoooicecmeena unmepnpemayus: AHaNMA3BT Ha MeTaQoOpUTE W CHUMBOJIMYHHUTE
UHTEpIpeTanuu BbB ¢GuiMuTe Ha JIKMKa MOXe Ja TMOCTY)XM 332 BIbXHOBEHHE WU
00EKTHBHO MTO3HAHUE 32 CbBPEMEHHU PEKUCHOPU, KPUTHIIM UM TBOPIM. Upe3 u3cienBaHe
Ha COIMATHO-TIOJIMTUYESCKH TEMHU W apTUCTUYHHUS MOJXOJ MPH TAXHATA WHTEPIPETALNS,
TOBa W3CIIC/IBAHE IMOTEHIIMATHO MOXKE N1a TMOBIHUSC W BBPXY CHBPEMEHHH apTUCTUIHH

TBPCCHUSA U TBOPUYCCKU HAUUMHAHUS.
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CrnpaBka 3a HayYHHUTe NyOJIHKAIMHU 110 TEMATAa HA JUCePTALUATA

* Raca, M., ®WIMBT Karo NOTEHIMAJICH HHCTPYMEHT Ha pexucbopa, ctp. 124-127, CoopHUK OT
JOKTOPCKH JIOKJIa/IM, IPEeCTaBEH! Ha CTYACHTCKA U JIOKTOPCKA HayyHa cecus Ha tema ,,Kyntypa,
MEIUM U KYITypeH Typu3bM 1o BpeMe Ha COVID-19* na ®akynrer no uzkycrBara Ha O3V

,2Heodut Puncku®, ISSN 978-954-00-0302-3, bnaroesrpaz, 2021 r.

* Paya, M., ,,Bcekumy cBosita Mtaka®. JKuBot B emurpaius — agantauusi 1 Hoctairus, c. 78-83;
COOpHUK TOKTOPCKH JIOKJI/IU, IPeICTaBeHu B JJOKTOpaHTCKA IIKOJIA U 5-Ta IOKTOPaHTCKa Hay4Ha
cecust Ha Ounocodekus paxynrer vHa FO3Y ,Heoput Puncku®, ISSN 2738-8328, bnaroesrpan,
2022 r.
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CnpaBka 3a yyacTusl B HAQyYHU KOH(epeHINHU, aKaJeMUYHH CPelli, HAYYHH CECHHU H

AUCKYCHM

* Yyactue B CTyneHTCKa U IOKTOpaHTCKa Hay4yHa cecusl Ha Tema ,,Kynrypa, Menuu u KyaTypeH
Typu3bM BbB BpeMeTo Ha COVID-19 na ®dakynrera no uzkycrara Ha fO3Y ,,Heoput Puncku®,

27.10.20 r., biaroeBrpan

* Yyacte B J[OKTOpAaHTCKO yUWJIMINE U 5-Ta OKTOpaHTCKa HayyHa cecusi Ha Puiocodckus

¢dakynrer Ha FO3Y ,,Heodut Puicku”, 16.12. — 17.12.2021 r., bnaroesrpan

* IIpe3 nepuoma ot 15 sayapu 2022 1. no 15 maii 2022 1. B Jloc Anmxkenuc, Kamudopuus —
MPOBEXKIaHE Ha U3cleaBaHe 1Mo (GrimoBa nemarornka B Hroilopkckara ¢puiamoBa akagemus. Toa
M3CIIeI0BATENICKO HAYMHAHUE e OChIlecTBsIBa Onarogapenue Ha ctunenaus oT Fulbright Faculty

Development Program.

» Tocrt-mpodecop/pexucrop 3a NpOBEKIaHE HA HIKOJIKO CEMHUHapa 3a pexHcypa Ha

KbCOMETpaXHU (uiIMu B YHUBepcuTeTa Ha [lencmnBanus, Mapt 2024 1.
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Aim and topicality of the thesis, titled " The Symbolism in Viktor Gjika's movies ,, White Paths*
and ,,The General Gramophone* - the use of metaphors in cinema under communism" aspires to
undertake a thorough examination of the cinematic opus produced during Albania's Communist
regime. Specifically, the research is directed towards the period spanning from the establishment
of KinoStudio “Shgqiperia e re” to the culmination of the authoritarian rule. The primary objective
is to discern whether films originating from this epoch served as mere instruments of
propagandistic discourse or possessed intrinsic artistic value through the adept utilization of

metaphors to convey concepts deemed forbidden by the regime.

The topical relevance of this research emanates from an imperative necessity for comprehensive
scrutiny of films crafted during the Communist era in Albania. The contemplation arises from the
proposed legislation that ostensibly seeks to curtail the public exhibition of a considerable corpus
of films from this era. This legislative initiative, ostensibly underpinned by the objectives of
contributing to the decommunization process, precipitates a pervasive public debate and
controversy. Within this context, fundamental questions emerge regarding the preservation of
historical records and the nuanced comprehension of the cinematic legacy forged during that

tumultuous period.

Within the broader societal discourse in Albania, there exists a palpable tension oscillating between
an aversion to the legacy of communism and the imperative acknowledgment of historical realities.
The research events to contribute a nuanced perspective to this ongoing discourse, aiming to
illuminate the intricate interplay between historical sensitivity, cultural preservation imperatives,
and the potential ramifications of imposing restrictions on cinematic narratives. Moreover, the
study seeks to offer insights into the subtle ways in which the proposed legislation may mold public
memory, shape perceptions of the communist era, and influence the broader cultural understanding

of Albania's cinematic heritage.

Focusing intently on the cinematic creations of Viktor Gjika, a luminary filmmaker celebrated for
his adept negotiation of forbidden narratives through the medium of cinema, this study intends to

unravel the nuanced application of metaphors in key works such as "White Paths" and "The



General Gramophone." The chosen research methodology involves a rigorous analytical and

interpretive examination of cinematic works, with a particular emphasis on Gjika's pieces.

The goal is to unveil the latent metaphors and their allegorical implications embedded within these
cinematic compositions. This meticulous process aims to challenge prevailing perspectives that
categorize films from this period as mere conduits of Communist propaganda, seeking to

demonstrate the latent artistic depth underlying these creations.

By methodically unraveling metaphors and discerning their symbolic significance, the research
aspires to yield a comprehensive understanding of cinematic expressions during a politically
charged epoch. The ultimate aim is to cast light on the nuanced duality of these films, recognizing
their role not merely as instruments of propaganda but also as reservoirs of profound artistic value
within the historical landscape of Albanian cinema. This effort, through a comprehensive
exploration of the multifaceted implications of the proposed legislation, aspires to furnish a
nuanced analysis that conscientiously considers the intersections of politics, cultural heritage, and

public memory in the context of Albania's cinematic history.

The research object - Viktor Gjika's Cinematographic Artistry: Unraveling the Tapestry of Visual
Narratives

The research object of this study is centered on a comprehensive exploration and in-depth analysis
of the intricate film aesthetics and cinematic language employed by Viktor Gjika, a prominent
figure in 20th-century Albanian cinema. The research is framed within the distinctive cultural
milieu prevailing amidst the totalitarian regime that characterized Albania during this era. The
primary focus is on the evolutionary trajectory and maturation of Gjika's artistic expressions within
the cinematic domain, with the central objective of deconstructing the nuanced mechanisms

inherent in his cinematic storytelling.

The principal aim of this research is to scrutinize how Gjika's cinematic body of work serves as a
reflection and response to the formidable constraints and adversities imposed by the totalitarian
regime. It seeks to unveil the distinct methodologies of expression adopted by Gjika, shedding
light on his innovative narrative techniques and the sophisticated use of symbolic language within

the cinematic panorama of that particular historical epoch. The study endeavors to illuminate how
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Gjika navigated, confronted, and creatively adapted to the socio-political limitations of the era,

manifesting through his unique cinematic opus.

The specific components of Gjika's visual signature constitute the core focus of this research. The
research delves into the meticulous examination of his distinctive visual style, acknowledging its
integral contribution to the enduring allure of his work. The chosen case study, “White Paths”,
"General Gramophone," and others, serves as a pivotal exploration into the intricacies of Gjika's
artistic approach. This cinematic narrative, beginning with meticulously crafted establishing shots,

sets the stage for unraveling the layers of his visual language.

The deliberate use of the camera emerges as a prominent aspect of Gjika's visual storytelling
technique. This intentional choice transforms the camera from a passive observer into an active
participant, creating an immersive experience that transcends traditional observer-centric
approaches. The study aims to dissect the subtleties and complexities embedded within Gjika's

adept utilization of light camera movements, which underscore his directorial prowess.

Furthermore, the meticulous attention to detail in Gjika's portrayal of objects and attire serves as
another focal point of this research. The study explores how seemingly mundane props become
compelling visual devices that encapsulate multifaceted dimensions, offering insights into
characters, historical contexts, and societal nuances. The deliberate use of costumes, specifically
national and traditional garments, becomes a significant vehicle for portraying societal

stratification and elucidating power dynamics within the film's narrative framework.

The research delves into Gjika's masterful use of inset shots of significant props, examining how
these serve as directorial tools that facilitate transitions between scenes and navigate temporal
progressions within the narrative framework. Additionally, the study investigates Gjika's
incorporation of elements reminiscent of documentary filmmaking, such as the meticulous

depiction of artisanal processes, to heighten authenticity and viewer immersion.

In essence, this research seeks to unravel the tapestry of visual narratives woven by Viktor Gjika,

providing a nuanced understanding of his cinematic artistry and its profound implications on



narrative depth, thematic resonance, and the enduring appeal of his films within the historical and

socio-political context of 20th-century Albania.

The research subject pertains to the meticulous exploration of national cinematography, notably
focusing on the trajectory of Albanian cinema. This inquiry delves into an exhaustive analysis of
the creative contributions made by eminent cinematic figures within the overarching framework
of the political instrumentalization of cinema, particularly its role in disseminating political

propaganda during periods characterized by the dominance of totalitarian regimes.

This comprehensive research is centered on the detailed exploration of discernible and pivotal
characteristics inherent within the selected research object. Instead of aspiring to encompass the
entirety of the research object, the research subject undertakes a deliberate and targeted approach
to unravel the most emblematic and defining attributes. It serves as a concentrated and crucial focal
point, exercising direct influence on the essence and operational mechanisms of the research

object.

Fundamentally, the research subject encapsulates a delineated set of quintessential properties that
warrant meticulous examination to achieve a comprehensive understanding of the underlying
problem and its historical underpinnings. It embodies the salient and indispensable qualities
fundamental to the nature and functional dynamics of the research object, thereby constituting the
core essence that demands in-depth scholarly research to unravel the multifaceted complexities

intrinsic to the subject matter within the academic discourse of this thesis.

Research Objectives

1. Investigating the Manifestation and Impact of Ideological Propagation in Albanian Film

Content under Communist Governance

This objective aims to delve into the portrayal and implications of ideological influences within
Albanian cinema during the communist regime. It involves examining how political ideologies
were reflected and disseminated through film content, shedding light on their impact on cinematic

narratives and societal perceptions.



2. Investigating Metaphorical Representation in the Cinematic Works of Viktor Gjika and

Colleagues during the Dictatorship Era

This objective focuses specifically on Viktor Gjika's cinematic works, emphasizing the analysis of
metaphors and their significance within the context of the dictatorship era. It involves a detailed
exploration of metaphors as symbolic tools in Gjika's films and their role in conveying deeper

socio-political meanings.

3. Examining the Cross-Cultural Influence of Albanian Propagandistic Films on Other

Communist Nations

This objective seeks to analyze and understand how Albanian propagandistic films had an impact
beyond national boundaries, specifically examining their influence on other communist countries.
It involves studying the reception, adaptation, and influence of Albanian cinematic propaganda in
shaping cultural narratives beyond Albania.

4. Conducting a Critical Analysis of Contrasting Views Regarding the Artistic Integrity vis-
a-vis Propagandistic Elements in Films: Scrutinizing Arguments Supporting and Opposing
Prohibitions

This objective involves critically analyzing divergent opinions regarding the balance between
artistic integrity and propagandistic elements in films. It aims to explore the arguments advocating
both the preservation and restriction of such cinematic works, contributing to the ongoing

discourse on censorship and artistic expression.

A research hypothesis (or scientific hypothesis) - Viktor Gjika's cinematic works, particularly
,»White Paths“ and ,,The General Gramophone*, serve as profound repositories of metaphors,
deliberately employed as subtle yet powerful vehicles to navigate and challenge the restraints
imposed by communist governance in Albanian cinema. These metaphors, intricately woven into

the film narratives, constitute multifaceted representations that allegorically address forbidden or
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sensitive topics - such as religion, migration, and the influence of the Western world - during the
communist era in Albania. Amidst the pervasive censorship mechanisms, Gjika and his
contemporaries ingeniously utilized metaphors to craft symbolic expressions, facilitating a
clandestine dialogue on societal issues, often suppressed or prohibited by the ideological control
of the regime. Through a comprehensive analysis of these cinematic works and an exploration of
the creative process constrained by censorship mechanisms, this study aims to highlight the artistic
richness and cultural significance embedded within Gjika's films, substantiating the argument that
these films transcend mere propagandistic intent. By elucidating the intricate layers of metaphors
and symbolic representations and analyzing the challenging creative environment under
communist governance, this research intends to showcase the exceptional artistic value of Gjika's
films and underscore the invaluable contribution of filmmakers like him in shaping Albanian

cinema's evolution.

This hypothesis endeavors to underscore the multifaceted nature of Viktor Gjika's films, especially
in their use of metaphors to convey suppressed societal issues and challenge the constraints
imposed by communist governance. It proposes that Gjika's films hold immense artistic value
beyond their propagandistic elements, exploring the depth of symbolic representations and their
significance within the socio-political context of the time. Additionally, it aims to provide insights
into the creative challenges faced by filmmakers within the restricted environment, highlighting
the artistic ingenuity and cultural contributions of Gjika and his contemporaries in shaping

Albanian cinema.
Research questions:

1. How did Viktor Gjika utilize metaphors in his films "White Paths™ and "The General
Gramophone” to allegorically address taboo or restricted societal themes, such as religion,
migration, and Western influence, during the era of communist governance in Albania?

2. What were the specific metaphorical representations employed by Gjika and his
contemporaries to navigate and challenge the censorship and ideological control prevalent
in Albanian cinema under the communist regime, allowing for a clandestine dialogue on
suppressed societal issues?

3. How do the metaphors embedded within Viktor Gjika's films serve as symbolic expressions

that transcend propagandistic intent, enabling a nuanced exploration of societal issues that



were otherwise suppressed or prohibited by the communist regime's ideological
constraints?

4. What insights can be gleaned from a comprehensive analysis of the metaphors and
symbolic representations within Gjika's films, shedding light on the artistic richness and
cultural significance embedded in these cinematic works amidst the challenging socio-
political landscape of communist-era Albania?

5. In what ways did the constrained creative environment, influenced by censorship
mechanisms and ideological control, shape the artistic ingenuity and cultural contributions
of filmmakers like Viktor Gjika, emphasizing their key role in shaping the evolution of

Albanian cinema and showcasing the exceptional artistic value of their films?

Basic and additional research tasks such as:

1. Literature Review:

Conduct an exhaustive and systematic review of peer-reviewed scholarly publications, seminal
articles, monographs, and archival materials pertaining to Viktor Gjika's cinematographic oeuvre
and the broader landscape of Albanian cinema during the epoch of communist governance.
Synthesize the critical discourse, historical analysis, and theoretical frameworks elucidated in these
sources to establish a comprehensive understanding of the contextual backdrop and scholarly

interpretations related to Gjika's films.

2. Formulating Research Objectives and Hypotheses:

Develop meticulously crafted research objectives and hypotheses grounded in established
theoretical paradigms and contextual insights garnered from the literature review. These objectives
should provide a focused and coherent framework for investigating the intricate usage of
metaphors and symbolic representations in Viktor Gjika's cinematic repertoire within the socio-

political milieu of communist-era Albanian cinema.
3. Data Collection:
Employ a multi-faceted approach encompassing qualitative film analysis, scholarly discourse,

interviews (where feasible, involving filmmakers or eminent scholars), and rigorous archival
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exploration. Collect primary data to unravel the intricacies of the creative process, censorship
dynamics, and thematic underpinnings prevalent in Gjika's films, thus ensuring a comprehensive

and nuanced understanding of the artistic and socio-political context of his works.

4. Data Analysis:

Undertake a rigorous and meticulous analysis of the collected film content and historical
documents. Employ qualitative and potentially quantitative methodologies to discern, decipher,
and interpret the multifaceted metaphors and symbolic representations embedded within Viktor
Gjika's cinematic narratives. This analysis should aim to uncover the latent socio-political

implications and artistic nuances encapsulated within the metaphorical fabric of his films.

5. Interpreting Results:

Draw robust and scholarly conclusions derived from the in-depth analysis conducted on the
identified metaphors, elucidating their contextual relevance and socio-political connotations
within the framework of the communist era in Albania. Explicitly articulate the ramifications of
censorship mechanisms on the cinematic expression of metaphors and their symbolic significance,

thereby illuminating the interplay between artistic creativity and ideological constraints.

6. Writing and Presenting Findings:

Methodically compile the research findings into a meticulously structured and scholarly written
thesis or dissertation. Present a comprehensive and coherent analysis delineating the socio-political
implications and cultural significance of metaphors within Viktor Gjika's films, offering insightful

contributions to the scholarly discourse on Albanian cinema during the communist era.

Additional Research Tasks:
1. Advanced Data Analysis:
Employ advanced qualitative film analysis methodologies, potentially incorporating innovative
techniques or theoretical frameworks to delve deeper into the intricacies of metaphors and
symbolism in Gjika's films. Utilize these advanced approaches to unravel complex layers of

metaphorical expressions and their interwoven socio-political implications.
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2. Comparative Studies:

Conduct meticulous comparative analyses between Gjika's films and works by other directors or
from different cinematic contexts. Scrutinize and juxtapose the unique metaphors utilized in
Gjika's oeuvre against those in comparative films, highlighting the distinctiveness and socio-

cultural relevance of his symbolic representations within the broader cinematic landscape.

3. Case Studies:

Undertake comprehensive and detailed case studies specifically focusing on "White Paths™ and
"The General Gramophone". Analyze these films extensively, probing into the symbolism,
thematic representations, and contextual relevance of metaphors within these cinematic works to

extract nuanced insights into Gjika's artistic intentions and socio-political commentary.

4. Multidisciplinary Approaches:

Incorporate diverse interdisciplinary perspectives encompassing cultural studies, film theory,
historical contextualization, and sociopolitical analysis. Integrate these varied lenses to present a
multifaceted understanding of the cinematic context, artistic expressions, and socio-political

implications embedded within Gjika's films, thus providing a holistic and nuanced examination.

5. Longitudinal Studies:

Conduct a longitudinal exploration to trace the evolution of metaphors and symbolic
representations across Viktor Gjika's cinematic corpus over distinct periods within the communist
era. Investigate changes in artistic expressions and socio-political connotations of metaphors,

considering shifts in political landscapes and societal contexts over time.

6. Ethical Considerations:

Thoroughly address ethical concerns inherent in the research process, particularly in handling
sensitive historical content, ensuring confidentiality in interviews, and maintaining ethical
standards in the portrayal of socio-politically charged themes. Uphold principles of academic
integrity, respecting intellectual property rights, and safeguarding against misinterpretation or

misrepresentation of historical and cultural aspects.
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Scientific research methodology
Interdisciplinary Approach:

Scientific research in this study embraces an interdisciplinary perspective, drawing upon insights
and methodologies from diverse fields such as cultural studies, film theory, history, and socio-
political analysis. This interdisciplinary framework allows for a multifaceted exploration of Viktor
Gjika's films within the socio-political context of communist-era Albanian cinema. By integrating
multiple disciplines, it aims to offer a comprehensive understanding of cinematic representations,

cultural contexts, and socio-political dynamics embedded in the films.
Utilization of Diverse Concepts and Methods:

The methodology involves employing a wide spectrum of concepts, theories, and methodologies
to comprehensively analyze and interpret cinematic content. This includes qualitative film analysis
techniques, socio-political frameworks, historical contextualization, and cultural studies
approaches. The utilization of diverse methods facilitates a nuanced examination of metaphors,
symbolism, and thematic representations in Gjika's films, enabling a holistic exploration of their

socio-political implications and artistic significance.
Study of Various Sources:

The research methodology entails an extensive study of various primary and secondary sources.
This includes scholarly articles, archival materials, films, historical documents, interviews (where
available), and critical discourse related to Viktor Gjika's cinematic works. Engaging with these
diverse sources allows for a thorough exploration of the creative process, thematic elements, and
socio-political contexts surrounding the films, providing a rich foundation for analysis and

interpretation.
Analytical Techniques:

Employing rigorous analytical techniques such as qualitative analysis, content analysis, and critical
discourse analysis is integral to this methodology. These analytical tools facilitate the
identification, interpretation, and synthesis of metaphors, symbolism, and thematic representations

embedded within Gjika's films. The systematic application of analytical methodologies aims to
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uncover latent socio-political connotations, artistic nuances, and contextual relevance within the

cinematic narratives.
Interpretation and Synthesis:

The research methodology emphasizes the systematic interpretation, synthesis, and summarization
of findings derived from the analysis. It involves interpreting the identified metaphors and
symbolic representations within Gjika's films in relation to the socio-political contexts of
communist-era Albania. Synthesizing these interpretations aids in formulating comprehensive
insights and scholarly conclusions that contribute to the broader discourse on cinematic

expressions and cultural representations.
Ethical Considerations:

Adherence to ethical standards remains paramount throughout the research process. This includes
ensuring ethical treatment of primary sources, safeguarding confidentiality in interviews,
respecting intellectual property rights, and maintaining ethical integrity in the portrayal of

historical and sensitive content within the study.
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Introduction

This dissertation undertakes a comprehensive and meticulous examination of the evolution of
cinematic expressions and directing methodologies throughout the duration of the communist
dictatorship in Albania. The focus is on the prolific output originating from the Albanian National
Film Studios, known as "Kinostudio Shqipéria e Re," which, spanning from its inception to the
termination of the communist era in March 1992, produced a substantial body of work comprising

227 art films, 122 animated films, 1,145 documentaries, and 1,600 television reports.

The research centers on the preeminent filmmakers of this era, particularly Viktor Gjika and
Dhimiter Anagnosti, whose enduring influence significantly shaped the trajectory of Albanian
cinema. The analysis delves into multifaceted aspects, encompassing political engagements,
educational pursuits in Russia, comprehensive filmographies, societal contexts, and ideological
orientations. Particular attention is directed towards their seminal contributions in cinematic
masterpieces such as "Rrugé té bardha," "Gjeneral Gramafoni," "Néntori 1 dyté", and "Komisari i
Drités". Notably, the creation of these films unfolded within the stringent constraints imposed by

the communist state, navigating intricate bureaucratic processes and enduring rigorous oversight.

The dissertation rigorously scrutinizes the adept utilization of metaphors and cinematic language
by filmmakers during this period, addressing forbidden subjects such as religion, freedom,
migration, and the Western world. The analysis delves into the nuanced exploration of these
metaphors, unraveling their intricate double meanings across various artistic fiction films. It is
crucial to discern that documentaries of this era predominantly served propagandistic purposes,

designed to eulogize the leader and the prevailing system.

Moreover, the study engages with the ongoing discourse within Albania regarding the potential
prohibition of communist-era films from public exhibition. This debate revolves around the films'
capacity to evoke divisive sentiments and contribute to the resurgence of communist ideology
among younger generations. Additionally, the research sheds light on the profound impact of
Albanian cinema in China, substantiated by substantial ticket sales and enduring cultural

relevance, thereby underscoring its significant global influence.
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In conclusion, despite the propagandistic elements present in these artistic films, this period stands
out as the most successful in terms of production, with the 70s and 80s being particularly intensive,
producing 13-14 films per year. Today, Albanian cinema has witnessed a sharp decline, particularly
in the realm of children's cinema, which is almost non-existent. This dissertation offers a nuanced
exploration of the complexities and contradictions within this cinematic history, providing
valuable insights into the challenges and triumphs of Albanian filmmakers during the communist

cra.

Chapter 1: Celluloid Realms: Exploring Cinema's Impact on Society and Politics

This dissertation chapter presents an in-depth exploration of the nascent stages of cinema's
historical trajectory, elucidating its rapid dissemination across Europe following the Lumiere
brothers' premiere of the cinematograph in Paris in 1895. This chapter meticulously traces the
Lumieres' strategic capitalization on their invention's burgeoning popularity, which resulted in its
swift proliferation across multiple European cities and eventual global outreach beyond continental
confines. It meticulously navigates the contrasting perceptions surrounding cinema in the early
20th century, portraying it as an initially embraced medium among urban populations while
concurrently being discredited by many as a superficial and artistically bereft form of
entertainment. This context provides the link to emergent narrative cinema, the metamorphosis of
film genres, and the concurrent emergence of a star system, signifying the burgeoning popularity

and transformative evolution of cinema.

Moreover, this chapter probes the societal apprehensions concerning cinema's moral and physical
ramifications, culminating in the imposition of film censorship in several nations. It elucidates
divergent viewpoints concerning cinema's potential societal impact, drawing upon perspectives
from prominent literary figures, thereby acknowledging cinema's global influence and its crucial

role in shaping societal narratives.

The chapter meticulously dissects the evolving landscape of propaganda during the tumultuous
periods of the First and Second World Wars, unveiling the concerted efforts by governments to
harness the entire film industry for propaganda purposes. It accentuates the consensus across

diverse political ideologies regarding cinema's unparalleled sway over public opinion. The
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comparative analysis of film propaganda in Soviet Russia, Nazi Germany and Fascist Italy

critically examines the varying degrees of state control over the film industry in these regimes.

Furthermore, this chapter scrutinizes the British government's legislative endeavors aimed at
safeguarding its film industry from Hollywood's encroachment, manifesting an acute realization
of cinema's potential as a potent propaganda tool. It elucidates the post-World War II implications
of Italian neorealist cinema, emphasizing its political motives in challenging the ideological legacy

of fascism.

Chapter 2: Exploring the Dynamics of Albanian Cinema and Filmmakers During the

Communist Era

Chapter 2 presents an in-depth exploration of the intricate dynamics of Albanian cinema within
the transformative period of Communist rule, initiated by Enver Hoxha in 1944. A significant
juncture emerged in 1952 with the establishment of Kinostudio "Shqipéria e Re," signifying the
genesis of Albania's cinematic development, initially receiving support from the Soviet Union.
Despite Albania's lack of an established cinematic heritage, this initiative facilitated the creation

of a notable body of films within a mere two decades.

Films produced during this era exhibit distinct characteristics, particularly in their portrayal of
characters and extensive mass scenes. Directors drew inspiration from societal intricacies, crafting
characters deeply rooted in the everyday fabric of life. Italian neorealism and Soviet socialist
realism wielded profound influence, shaping artistic inclinations and presenting societal concerns
with stark authenticity. Socialist ideology played a fundamental role, leveraging filmmaking as a
powerful instrument for propaganda and ideological dissemination. Dominant themes within
cinematic narratives revolved around class conflict, national liberation, and agricultural progress,

championing communism as a catalyst for societal advancement.

Eminent directors like Dhimiter Anagnosti and Viktor Gjika cultivated a nuanced cinematic
repertoire, mirroring the multifaceted aspirations and challenges of Albanian society during its
socialist evolution. Their works offer valuable insights into the assimilation of global cinematic

movements into indigenous ideological pursuits.
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Filmmakers were significantly influenced by a tumultuous political climate, intellectual fervor,
worldwide cinematic trends, and Albania's rich cultural heritage. The era's political upheavals
fueled cinematic expressions of collective discontent, aligning cinema as a means of articulating
societal grievances. Inspired by Marxist philosophies, filmmakers endeavored to uncover societal

injustices, utilizing cinema as a tool for resistance and societal enlightenment.

This chapter encapsulates the enduring contributions of Albanian filmmakers during the
Communist era, offering insights into their artistic evolution amidst ideological currents and socio-

political turbulence.

Chapter 3: Viktor Gjika: Examining Ideology, Cinema Aesthetics, and Cultural Impact

The third chapter of this thesis delves into the profound cinematic contributions of Viktor Gjika.
This chapter emphasizes the distinction between Gjika's narrative cinema and the documentaries
he directed under the state commission, shedding light on his reluctance to decline involvement in

state-mandated projects, citing a lack of fortitude to resist such directives.

This chapter scrutinizes Gjika's artistic intentions amid the constraints imposed by the governing
regime, examining the complexities surrounding his creative choices within the socio-political

landscape of the era.

Tracing Viktor Gjika's origins to his education at the prestigious VKIG Cinematographic Institute
of Moscow, this chapter underscores the profound influence of luminaries like Eisenstein on his
cinematic trajectory. His academic endeavors in Moscow laid the foundation for his cinematic
journey, culminating in films that navigated the rigid political landscape while embodying layers
of symbolism and allegory. . Gjika's scholarship in Moscow, notably under Professor Lev
Kuleshov, a pioneer in Soviet filmmaking, further honed his artistic and directorial skills, reflecting

in his approach to storytelling and cinematic techniques.

Rooted in the idyllic city of Korgé, Gjika's familial background and cultural influences shaped his
artistic sensibilities. Gjika's films are characterized by symbolic depth and allegorical significance,
subtly defying the limitations imposed by socio-political norms, offering discerning audiences a

multi-layered cinematic experience.
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Viktor Gjika's cinematic journey is rooted in his childhood experiences in Korg€, particularly his
initial fascination with cinema sparked by encounters with movie posters at a local bakery. His
academic prowess positioned him among the top achievers, and while initially aspiring to pursue
a medical career, he pivoted to cinematography due to a lack of scholarship. Gjika's cinematic
legacy is distinguished by his boldness in addressing forbidden ideologies, employing symbolism
and filmic language to articulate societal themes considered taboo. Religious influences
significantly marked Viktor Gjika's life, beginning with his mother's devout faith and experiences

of familial discord due to religious differences.

The chapter explores the socio-political climate in Albania during communism

Chapter 4: Decoding Viktor Gjika’s Cinematic Language: Exploring Visual Expressions

and Artistic Legacies

The chapter "Decoding Viktor Gjika's Cinematic Language: Exploring Visual Expressions and
Artistic Legacies" delves deeply into the distinct visual style and artistic elements employed by
filmmaker Viktor Gjika in his cinematic works. The chapter meticulously dissects Gjika's
cinematographic techniques, starting with the meticulous establishing shots that introduce the

setting in his films.

A prominent feature highlighted is Gjika's deliberate use of a handheld camera, which imbues
dynamism and immediacy into storytelling, turning the camera into an active participant. This
technique fosters intimacy and realism, intensifying the audience's connection to the narrative.
Gjika's attention to detail extends to props, such as the engraved cane, utilized as symbols and key

transitions between scenes, adding depth and historical context.

The exploration further reveals Gjika's use of costumes to delineate societal strata, employing attire
as a visual motif that illuminates societal divisions and cultural contrasts. Additionally, the chapter
examines Gjika's adept portrayal of extras and children, embedding movement and vitality within

frames and underscoring societal themes.

Gjika's cinematic language also hinges on the depiction of celebratory occasions and tragic events,

emphasizing cultural identity through music, dance, and symbols like closed doors and windows.
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Notably, Gjika employs music as a narrative vehicle, utilizing the clarinet to convey collective

emotions and societal turmoil, transcending linguistic barriers.

Moreover, the chapter intricately analyzes Gjika's directorial finesse in crafting compositional
depth within frames, employing mise-en-scéne, camera movements, and zoom techniques to
orchestrate visual narratives. Gjika's inclination toward documentary-style segments and
innovative techniques, such as rapid zooms to signify temporal transitions and unconventional

closing frames, adds authenticity and artistic depth to his films.

The chapter concludes by highlighting Gjika's lasting impact on Albanian cinema, noting his
influence on subsequent filmmakers like Saimir Kumbaro's "Vdekja e Kalit." Overall, it
thoroughly dissects Gjika's visual language, illustrating how his cinematic legacy reverberates
through meticulous attention to detail, innovative techniques, and thematic depth, leaving an

indelible mark on Albanian filmmaking.

Chapter 5: Dhimitér Anagnosti: Shaping Albanian Cinema with Viktor Gjika

This chapter delves deeply into the cinematic legacy of Dhimitér Anagnosti, an influential figure
in Albanian cinema. Anagnosti's filmography revolves around a profound emphasis on Albania
itself, transcending various themes while highlighting the nation's essence. His works revolve
around the question of how Albanian’s experience love, deeply rooted in the country's cultural

identity, primarily expressed through its language.

Anagnosti's films are woven with ethnic DNA, identity, language, and an inner spirit. Despite
working in a period characterized by stringent cinematic constraints during the communist regime,
his works endure as a reflection of Albania's historical and cultural depth. His films navigate
complex emotions and aesthetics, showcasing multifaceted dimensions of Albanian life and

offering diverse perspectives on the nation's identity.

The chapter explores several of Anagnosti's films, such as "Red Poppies on Walls", "Silent Duel",
"Mountains Clad in Green", and "Brothers and Friends", each reflecting aspects of Albanian
history, resilience, and patriotism. These narratives often portray characters striving to protect their

homeland amidst war and adversity, symbolizing Albania's enduring spirit.
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Anagnosti's creative journey was not without challenges, as he navigated rigorous censorship and
ideological constraints prevalent during the regime. Despite these constraints, he sought to infuse
nuanced expression and dissent within his cinematic works, resisting the confines of prescribed

narratives while maintaining the integrity of his creative expression.

The chapter offers detailed insights into the making and reception of specific films like "Silent
Duel" and "Tales from the Past", revealing the intricate process of filmmaking in a controlled
regime where films underwent numerous stages of evaluation and approval before public

exhibition.

It highlights Anagnosti's approach to character development, realistic portrayals, and his insistence
on depicting authentic human experiences, even when critiqued for certain aspects, such as the

portrayal of women in his films.

Notably, the enduring legacy of Anagnosti's film "Tales from the Past" transcends generational
boundaries, occupying a significant place in Albanian cinematic history. The film's resonance
within Albanian society persists, with its dialogues and humor becoming ingrained in everyday

discourse among the populace, showcasing its timeless impact and enduring significance.

Chapter 6: Exploring Transnational Cultural Exchanges: Albanian Cinema's Impact and

Reception in China

Chapter 6 delves into the historical events and cultural exchanges that shaped the dynamic
relationship between Albania and China, focusing on the impact of Albanian cinema on Chinese
culture. It begins with the establishment of diplomatic relations between the two nations in 1949,
exploring how their alliance evolved amid shifting geopolitical dynamics, especially during the

divergence between China and the Soviet Union.

The chapter highlights the multifaceted collaboration between Albania and China, showcasing
their shared opposition to hegemony and their alignment against stronger political entities. The
narrative unfolds through key moments, such as the Bucharest meeting in 1960, where Albania

supported China amidst tensions with the Soviet Union. This support extended to Albania's
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advocacy for China's admission to the United Nations, which ultimately culminated in Resolution

No. 2758 in 1971, reinstating China's seat in the UN.

China played a crucial role in aiding Albania's economic development, offering financial support
and imparting lessons on self-reliance. The partnership was marked by interest-free aid and

reciprocal political support, with Albania advocating for China's legitimacy on the global stage.

The chapter also examines the vibrant cultural exchanges between the two nations, particularly in
cinema and ballet. Albanian films gained unexpected popularity in China during the 1960s and
1970s, creating a lasting cultural connection. Films like "Victory Over Death" resonated deeply
with Chinese audiences, leaving a remarkable impression and shaping perceptions of revolution,

heroism, and solidarity.

Despite the robust alliance, the relationship gradually waned following China's shift towards
coexistence with the United States in the early 1970s. This shift led to a decline in support and aid
from China to Albania, resulting in a cooling of relations. Albania, in turn, diversified its
diplomatic ties, reducing dependency on China and ultimately moving towards isolation in the late

1970s, leading to the downfall of the regime in 1991.

The chapter concludes by highlighting the resurgence of interest in Albanian cinema among
contemporary Chinese audiences, showcasing a cultural rediscovery that transcends temporal and
geographic boundaries. The enduring legacy of the cultural exchange between Albania and China
stands as a testament to the enduring appeal of cinematic narratives and the complexities of

diplomatic relations.

Chapter 7: Cinema heritage in Albania: Preserving and sharing achievements, values and

bitter lessons of censorship

Chapter 7 delves into the complex and contentious issue of proposed censorship regarding
Albanian cinema post-communism. It examines the history of cinematography during the
communist regime, highlighting its controlled nature and use as a tool for propaganda. The chapter
explores the repercussions of proposed censorship by the Institute for Communist Crimes (ICC),

aiming to prohibit the airing of films from the communist era. The debate surrounding
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decommunization, the role of films in propaganda, and the opposition by the Albanian Cinema
Project (ACP) are central themes. Moreover, the chapter sheds light on the implications of
censorship on historical records, societal understanding, and the ongoing discussions among

scholars, filmmakers, and policymakers.

Conclusion - Art or propaganda? The use of metaphors in cinema as a way of protecting

creative freedom

The conclusion chapter scrutinizes the interplay between artistry and propaganda in cinema,
specifically focusing on the use of metaphors as a safeguard for creative freedom. It delves into
the historical context of cinematic control under regimes like Fascism and Communism, examining
instances where cinema was manipulated for political purposes. The chapter sheds light on the
inception and development of Albania's film industry during the reign of Enver Hoxha, tracing the
milestones and influential figures that shaped the country's cinematic landscape. It further analyzes
the transition from Soviet influence to a Maoist alliance, detailing the impact on cinematic output
and the struggle between propaganda and creative expression. Additionally, the chapter addresses
the challenges faced by Albanian cinema post-Communism, including a decline in production and
the preservation of the extensive cinematic corpus. It concludes by emphasizing the nuanced
evolution of cinematic expression under authoritarian regimes and its enduring impact on Albania's

cultural legacy.
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REFERENCE FOR SCIENTIFIC, SCIENTIFIC-APPLIED, AND APPLIED
CONTRIBUTIONS

Scientific contributions:

1. Theoretical Advancements: This research endeavors to contribute significantly to
theoretical advancements in the domain of film studies, particularly in elucidating the intricate
usage of metaphors and symbolic representations within cinematic narratives. By conducting
an in-depth analysis of Viktor Gjika's films, the study aims to offer novel insights and
theoretical underpinnings concerning the application of theoretical concepts in the context of

communist-era Albanian cinema.

2. Methodological Innovations: Employing an interdisciplinary approach and an array of
methodologies, this study seeks to introduce methodological innovations in the field of
cinema within cultural studies, film analysis, and socio-political research. It aims to
potentially pioneer new analytical frameworks for deconstructing metaphors in films and

integrating diverse disciplinary perspectives to achieve a more holistic and rigorous analysis.

3. Knowledge Enrichment: Through a meticulous examination of primary and secondary
sources, this research intends to contribute substantially to the augmentation of knowledge
about Albanian cinema during the communist era. By unraveling nuanced socio-political
implications, artistic nuances, and historical contexts embedded within Gjika's films, the study

aims to broaden the scholarly discourse and deepen scholarly insights within the field.

Scientific-Applied Contributions:

1. Cultural Insights: By dissecting the symbolic representations and socio-political
connotations within Gjika's films, this research aims to offer valuable cultural insights. It
seeks to provide a deeper understanding of cultural narratives, societal perceptions, and
ideological influences prevalent during the communist regime, thus forging connections

between cultural studies, historical contexts, and cinematic representations.
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2. Interdisciplinary Integration: The study's interdisciplinary approach endeavors to

integrate diverse disciplinary perspectives, including cultural studies, film theory, and
history, into the analysis of cinematic expressions. This integration aims to facilitate a
comprehensive understanding of artistic representations and socio-political contexts,

fostering cross-disciplinary dialogues and holistic interpretations.

Applied Contributions:

1.

Educational and Pedagogical Impact: The research findings hold potential to contribute
to educational materials or curriculum development within film studies or cultural history
programs. Insights into the usage of metaphors and symbolism in cinema, especially within

socio-political contexts, could enrich pedagogical approaches and academic discourse.

Cultural Preservation and Understanding: The study's outcomes might contribute to
preserving and understanding Albania's cultural history by shedding light on artistic
expressions and socio-political themes depicted in Gjika's films. These contributions could
extend to initiatives aimed at cultural preservation and the documentation of historical and

artistic representations.

Artistic Interpretation: The analysis of metaphors and symbolic representations in
Gjika's films might offer inspiration or critical insights for contemporary filmmakers,
critics, or artists. By exploring socio-political themes and artistic expressions within their
work, this research aims to potentially influence contemporary artistic interpretations and

creative endeavors.
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Raca, M., “To Each His Own Ithaca”. Living in Emigration — Adaptation, and
Homesickness, pp. 78-83; Collection of doctoral papers presented at the Doctoral School and
5th Doctoral Scientific Session of the Faculty of Philosophy at the South-West University
“Neofit Rilski”, ISSN 2738-8328, Blagoevgrad, 2022
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During the period from January 15th, 2022, to May 15th, 2022, in Los Angeles, California,
the individual engaged in an academic pursuit, conducting Film Pedagogy Research at the
New York Film Academy. This research endeavor was made possible through the recipient's

participation as a grantee of the Fulbright Faculty Development Program.

Visiting Professor/ Filmmaker to conduct several workshops for Short Film Directing, at

University of Pennsylvania, March 2024.
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