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PELHEH3 U
OT
nou. n-p Knasnus KamOyposa, FO3Y ,,Heodut Puncku‘, npodecnonanno
HanpasneHue 8.4. TeaTpaaHo U GUIMOBO U3KYCTBO, HAYUYEH YJICH Ha KYpH,
Ha3Ha4deHo che 3anoBe Ha Pexktopana KO3V ,,Heodut Puncku®, mo npouenypa
3a mpuaoOMBaHe Ha HayyHaTa u obpazoBarenna cteneH JIOKTOP no
npodecnonanHo HarpasieHue 8.4. TeaTpanHo U GUIMOBO U3KYCTBO, HAyYHa
CIEeNUAIHOCT ,,KMHO3HaHUE, KUHOU3KYCTBO M TEICBU3UA
oTHOCHO nuceptaimoHHus Tpya "The symbolism in Viktor Gjika's movies
,,White Paths* and ,,The General Gramophone* - the use of metaphors in cinema
under communism" Ha Mope Paga ¢ HaydeH pbpkoBoauTen o1l 1-p Upuna
Kwuroga.

Jloktopantkara Mope Paya uma 3aBuaHa 3a TOJWHUTE M TBOpPUYECKA
ouorpadus. OuiaMuTe M ca HarpajeHu Ha PEAUIla aBTOPUTETHU (HeCTHBAIIH.
Hayunara 1 neiiHOCT € Oens3aHa OT pa3HOOOpa3ue B TEMUTE U U3CJIEIBAHUITA.
TpsbOBa na ce orOenexu u (pakra, ue € CTUNEHAUAHTKA Ha ,,DynOpaiT™.

Mope Pauya cum e mnocraBuina HE JeKara 3ajada Ja aHaau3upa
TBOpUYecTBOTO Ha Viktor (Gjika, B KOHTEKCTa Ha pa3BUTOTO MY Karo peKUCHOP
0 BpEME Ha TOoTaIUTapHUs pexuMm B AnOanusa. TpynHa 3agada, ¢ KOSTO CE €
3aena IOKTOpaHTKaTa, KaTo ce uMa MpeABu Bh3pacTra u. [loqoOHa u3cnenBane
M3MCKBA MHOTO 331bJ00YEHO MPOYyYBaHE HA HCTOPUYECKUS KOHTEKCT, Ha
crienukara Ha pexxuMma B AnOaHust, EMOIIMOHAIHA TUCTAHIIHS.

ANGaHCKOTO KHHO HAWCTHHA MPECTaBIsABA 3arajKa 3a Mo-rojiiMara 4yacT
oT cBera. OmnpeneneHo Hall-n30JMpaHara cTpaHa B EBpomna no BpeMe Ha epara
Ha CryneHara BOMHA, KOMYHHUCTHYECKa AyOaHus Bedye € Omila OTKbCHATa OT

3amaga oT BEKOBE, KaTo €IWH OT Hah-3allaJJHUTE aBaHIOCTOBE HaA OcmaHckara



uMnepusi. Bbopeku TOBa, HeEmo3Hara 3a MO-TOJsIMara 4YacT OT CBETa,
KOMYHUCTHUECKAa Ay0aHus WMa >KM3HEHA Tpaaullds B KUHOTO. Makap u
00BBp3aHu ¢ oduIMATHATa OPTOJOKCHS, HIKOU OT (GUIMHUTE Ha ABPKABHOTO
npennpusitue KUHOCTYy1MO ca M3HEHAABAII0 HOBATOPCKU U HA MOMEHTH IPh3KO
TOJIPUBHU.

Mope Paua ouepTaBa ucTOpHUUYECKaTa paMKa, B KOSITO CE€ pa3BUBa KHHOTO
B Anbanus. Jlymute Ha Jlenun ,,OT BCUYKM W3KYCTBa, 3a HAC HA-BaXXHO €
KMHOTO®, 32 TBOPIIUTE € BAKEH 3HAK 32 3HAYMMOCTTA HAa TIXHOTO U3KYCTBO, HO
Ha MPAKTUKA TOBA € HAYWH Jla C€ Ch3/aJ€ €IUH €IHO CHUIIHO U Bb3JICICTBATE
UJCOJIOTUYECKO OpBXKHUE, KOETO Ja OKa3Ba HATUCK KakTO BbPXY
WHTCIIMTEHITMATa, Taka MW  BBPXy TojsiMata HeoOpa3oBaHa  maca.
ComuanicTHIECKUAT Peali3bM BJIACTBA BB BCUYKH 00JIACTH HA M3KYCTBOTO,
Ch3J1aBa paMKa KOsSITO OuepTaBa IpaHHUIIMTEe Ha TBOpYECKaTa CBoOoAa, mpeaara
MUPOK HAOOP OT CPeACTBA 3a MAHHUITYJIAINS U IIEH3Ypa.

OUIMHUTE OT TO3U MEPUOJ CE BBPTAT OKOJIO TEMH, CKBIIA 3a KOMYHU3MA:
KJacoBaTa 00op0Oa, PEBOJIIOIIMOHHUAT TMOTEHIIMAT HAa MacUTEe, OMAacHOCTTa OT
KamuTajanu3Ma, HapacTBallarta poJii Ha IKeHaTa KaTro BaXXEeH CThIO Ha
COLMAJTUCTUYECKOTO OOIIECTBO, TEPOMYHHS 0O0pa3 Ha OTIETHUS YOBEK, B
enoxara Ha TOTaIMTapu3Ma. Te ca TUMUYHU (PWIMH, BIbXHOBEHH OT peau3ma
Ha COIIMAIMCTUYCCKUS MOJEC], KOHMTO OCTaBAT MHOT'O MAaJKO MSCTO 3a
XYJ105KECTBEHO TBOPUYECTRBO.

HctraCcKM OYM B IPOMU3BOJICTBOTO HACTHIIBA MPE3 CEAEMICCETTE TOANHH,
pe3 KOUTO MOPaan MOJUTHYECKaTa N30Jalusl, KOSTO IbPKH (PUIMHTE OT Taka
HApCUYCHUTE 3alaJHu CTPAaHWM W3BBH BBTPEIIHMS I1a3ap, CE€ HachpyaBa
Ch3/IaBAaHECTO HA HAIMOHAJIHKM NPOM3BEAcHUS. Taka 3a Kparko BpeMe
MIPOU3BOJICTBOTO IPEMUHABA OT CPEAHO IIeCT (PuiMa TOJUIIHO JO JECET,

I[OCTHFafIKH YCTUPHUHAOACCCT IIPC3 80-Te I'OAWHHW HA MUHAJINA BCK.



ToTtamurapu3sMbT € omnepanys Ha BUCOKO COILMAIHO-TIOJUTUYECKO U
KyJITYPHO YILTbTHSIBAaHE B KOMITAKTHO, HEIIPEB3EMAaEMO SIIPO, 0€3 MPOIYCKH HITU
BpPaTHYKH.

KuHOTO € CiyXWo KakTo 3a Bb3BEIMYaBaHE, Taka U 3a JIUCEKLUs Ha
TOTaIMTapu3Ma U oOpa3uTe Ha JUJEpUTE Ha Te3U 00mIecTBO. [IBrmxkenmre ce
n300paXeHus: BHPBAT B M0JI3a W/WIM NPOTUB HACOKHUTE, 3a[aJ€HU OT Te3U
KECTOKM M B CBHUIOTO BpeME H3KIOYUTENTHO CHONA3HUTEIHN JMYHOCTH.
['onstmaTta UpOHUS HA TOTAMTAPHUTE PEKHUMHU €, e TOJisiMa 4acT OT ycIiexa Ha
CHOTBETHUTE UM HAPOJM U TAXHATA JIOSITHOCT Ca MOCTUTHATU Ype3 yCEeIaHeTo
3a HEMOCPEACTBEHA CHUTYPHOCT, KOETO mpemjarar, 4upe3 (GopMyiu, KOWTO
OYEBHJTHO Ca ObP3H U JICCHU 32 M3ITHJIIHCHHE

Llenta Ha mpomnaraHgHOTO KUHO € Aa (opMHpa ONpeAeNieH Bb3TJel Ha
3apeAWIUTe 3a CBETa W Pa3BUTUETO Ha u3rpaxaaHoto ot Ensep Xomxka
o6mecTBO. B TakaBa 00cTaHOBKa M PabOTAT TBOPIIUTE HA ajl0AHCKOTO KHHO.
Bbopeku  o0mmTe  MACOJIOTMYECKHM paMKH  KUHEMaTorpapucTure OT
COIMATIMCTUYECKUTE CTPAHU, TI0 CBOW MbT YCISABAT Ja Ch34a/1aT MPOU3BEICHH,
KOUTO UMAaT BUCOKA ECTETUYECKA CTOMHOCT.

Dhimitér Anagnosti u Viktor Gjika, ch3maBar QuiMu, B KOUTO 4Ype3
CHMBOJIH, CIOPPEATUCTUYHU 00pa3u, MeTagopHu, yCrsiBaT J1a u3rpajir oopasu,
KOUTO C€ JBIDKAT MEXKIY HaJO)KeHaTa IEH3ypa M CTPEMEXKBT J1a OTpa3sT
HCTUHCKUTE BBJIHEHHSI HA XOpaTa, Ha TEXHUTE MEUTH.

Jla ce nuie 3a KUHOTO Mpe3 ernoxara Ho TOTAIMTapu3Ma € TpyaHa 3a/1aya.
JKupenute npe3 Ta3u roJAMHU HOCST €MOLIMOHAJICH Oaraxx, MOJBJIACTHH ca Ha
CyOEKTUBU3bM, @ 32 HOBUTE MOKOJICHHUSI MHOTO OT TPOLIECUTE ca HEOOSICHUMMU.
Tosa yBennuasa oiiie HoBeu€ 3HAUMMOCTTA HA U3CJIEIBAHETO, C KOETO CE € 3aelia
Mope Paya.

3a KHHOTO U TBOPIMTE IPE3 Ta3u ernoxa TpsiOBa J1a ce Muile, Ja e OTAaae

3aCJIy’KCHOTO Ha OHC3M aBTOPH, KOUTO BBIIPCKH HICOJOTHUUYCCKUTC PAMKHU H



IICH3ypa, YCIsABAaT C e3Wka Ha Meradopara, CUMBOJIMKATa Ja Ch3Iajaar
CTOMHOCTHH TBOPOH.

Haii-3HaumTennara 1 CTOMHOCTHA YacT OT AUcepTanusaTa Ha Mmope Paua ca
anammsute Ha (uiavure Ha Viktor Gjika. JloxropaHTkaTa mpaBd ISUIOCTHO
W3CJICIBAaHE W 3a7bJIOOYCH aHAIM3 Ha CJOKHATa (GUIMOBA €CTETHKA W
kuHemarorpaduyaus e3uk, u3nomsBanu ot Viktor Gjika. lopu 3armaBusita Ha
GuIMHTE HOCST OBYCMHCICHO mocianue — ,,Open Horizons, "White Paths",
,,1 he General Gramophone* u mp.

ABTOPBT ce cTpeMH Ja OalaHCHpa MEK/IY KEITAHUETO HA BCEKH TBOPEIL Ja
pa3kake WCKPEHO HCTOpUsATA M B CHIIOTO BpeMe Ja HE Hamycka
UJIC0JIOTUYECKAaTa paMKa HaJIoKeHa OT pexnmMa. OT MO3UIKATA HA THEITHUS J1CH
€ JICCHO Jia C€ M3Ka3BaT MHEHUS 3a JIMIICaTa Ha SCHA TO3HWIMS, CMEIOCT H
MIPOTHUBOJICHCTBUE HA pekuMa. Te3W, KOUTO ca 3all03HATH C MEXaHM3MHUTE Ha
TOTAIMTAPHUS PEXKUM, OMxa pa3Opaiy >KelIaHHUETO Ha aBTOPUTE Ja Ch3jaBar
CTOMHOCTHU (PMIIMOBHU TBOPOU OCH3HABAWKH, Y€ TOBA MOKE JIa CTAHE CaMO 4pe3
U3II0JI3BaHETO Ha MeTaQOPUUCH C3HK.

.1 he General Gramophone* — nopu camo 3arjiaBueTo Ha puama Moxe Ja
0 JICKXKE 3aKOJUPAHOTO TIOCIAHUE HA aBTOpa. DUIMBT € Ch3/1aJICH IT0 BPEMETO
Ha u3osanusaTa Ha AnOaHus u cTpeMexbT Ha EnBep Xomxka na yTBbpau
HalysTa Karo ,,[IbpBaTa areuCTUYHA JbprKaBa‘“.

Viktor Gjika e mnpumep 3a amOaHCKH PEXHCHOP, KOWTO € HMal
BB3MOKHOCTTA JIa y9u B MOCKBa ipeu pa3puBa Mex a1y Andoanus u CbBETCKUS
CBhI03 W KOWTO TO TO3W HA4YMH € W30saran oT W30JalusiTa, KOATO 3a0paHsBa
KOHTAKTa ChC CBETOBHOTO U3KYCTBO U KYJITypa.

Paborata nHa Gjka ce xapakrepuzupa C JAUHAMUYHO JIBHIKCHHUE,
TpaHcopMaIlysi ¥ MPEeKOHPUTrypHUpaHe Ha YOBEIIKATa MPUEMCTBCHOCT. ToM
MOKa3Ba Ha €KpaHa KMBOTA, TPEBOTUTE HAa XOpara M J1a UICHTH(PHIIIPA TIXHOTO

aI10aHCKO W IMBUIM30BaHO chinecTByBaHe. dunvure Ha Gjika chabpxkar



CBABPKAILO IBIOOKA MEIUTALUS BbPXY HALMSITA, UICTOPUS, IPUPOJIau XOoparta,
¥ BCUUYKO TOBA € OOT'bpPHATO € rojisiMa U 0e3kpaiiHa Jito00B.

OunvbT ,,0pen Horizons“ ce mosiBsiBa BbB BpeMe, B KOETO C€ ThPCH
reponyHa purypa, KOUTO J1a BAbXHOBAT. TakbB € reposT Anem Peka, paGoTHUK
B mpuctanuniero Ha Jlypsc. 3a urpanen ¢uiam ot moutu 90 MuHyTH, GUIMBT
“Ma TEeHACHIMS /1a CBEJE 10 MUHUMYM H3TOJI3BAHETO Ha OJIM3KU TUTAHOBE WU
CpEIHM KaJIpH Ha €JUH repoi. BMecTo ToBa TOM Ip €ANIOYNTA JBITH WK CPEAHU
KaJpu, B KOUTO H300pakeHUs Ha pPAOOTHHULU, AHTAKUPAHU C Pa3JIUYHU
JETHOCTH Ha 3a/1€H IJIaH, OCUTYPSIBAT KOHTPAITYHKT Ha ApaMaTuyHUTE ChOUTHS,
CIOy4Balld C€ Ha NpeleH miaH. 3abensi3Ba ce mpeolsagaBaHe Ha CIEHHU C
HSIKOJIKO paOOTHUIM, 3aMHUCJICHO U MHTEH3UBHO aHTAKUPaAHU ChC 3a/1a4UTE CH.
PexxuchopbT M305TBa TUHAMUKATA KaAbp/KOHTPAKAIhP Ha KIACUYECKOTO KUHO B
M0J13a Ha OBP3U MAHOPAMHU OT JIUIIE B JIMIIE TIO BpEME Ha CPEIy U cpem. T akbB
MPOIIEC HA HATIOMHSI, Y€ BCEKH MHAMBHUJ € 4acT OT rpyna. Bce mak KOHTEKCTHT
Ha MIPUCTAHUINETO W Ha KpaHa BUHATH € siceH. OOpa31ioBUAT pabOTHUK YECTO €
CHHMMaH, OJJOOHO Ha CaMHUsl KpaH, OT HUCHK bI'bJ, U3BEXK/IANKHU HA MPE/ICH MJaH
poJisiTa My Ha ,,HOBHS YOBEK'* HA COIUATUCTUYECKOTO OOIIECTRO.

Kunemarorpapuunusit pazka3 "Stars of the Long Nights" naBmmza B
KUBOTA Ha aIOAHCKUTE >KE€HU, M300pa3siBallku TAXHATA U3JPHAKIMBA CHUJIA HA
nyxa. B cBemmHata Ha oduiuanHaTta JbpKaBHA IMOJMTHKA HAa E€IUTAPU3DBM,
buiMuTe Ha KOMYHHCTHUYECKa AJOaHMsI 4eCcTO TMOCTaBSAT Ha TMPEIEH IUIaH
KeHaTa paboTHHYKa. Bbeopekn dYe AmbaHCcKuTe (QWIMOBH apXuBH ca
kateropusupanu camo 20 dunma, HanmpaBeHH MexAy 1958 r. m magaHero Ha
KOMYHH3Ma B pyOpuKkara ,,paboTernm xopa““, TemMara 3a paboTara € 3HaYUTEITHO
no-paznpocTpaneHa. M300pa3saBaHeTo Ha paboTelia )keHa, MHTerpupaiia opax,
MalYMHCTBO U Kapuepa B TPAHULMTE HA 10Ma, B KpailHa CMETKa CIIy>KH KaTo

metadopa Ha camara AndaHus.



3a nuuepuTe Ha BCSIKA TOTAJIMTapHA BJIACT € 33BbJDKUTEIHO Jla Ca TepOoH
Ha (WM, KOUTO Ja pa3KpwBa HEyMOpHATa UM padoTa W JKMBOTA B TM0JI3a HA
00IIIECTBOTO M HA JOCTAraHeTo Ha cBerioTto Owneme - "Enver Hoxha
Tungjatjeta” . TakuBa GUIMOBH MAMETHHIIN Ca XapaKTEPHH 3a MPOU3BOACTBOTO
Ha JIbpP)KaBUTE OT COIMAIMCTHYECKUS Jarep. Jluaepure ca mpeAcTaBIHU KaTo
HEYMOPHH paJIeTeNN 3a MPOCIIEPUTETA Ha )KUBOTA, TPYAOTIOOMBH, C YYBCTBO 32
XyMOD 1 HEM30©KHUTE ap TUCTUYHU 3aJ105KOH.

3HaunTeNHaTa pexuchopcka padora Ha Viktor Gjika kymmuHupa B
HeroBuss MarHym omyc ,,Rrugé te Bardha* (,,White Paths®, ,bemu mbrexu).
OunmbT € Meradopa Ha U30JUPAHOCTTa Ha AJOaHus, Ha 3aTBOPEHOTO
00IIECTBO, B KOETO KOMYHHKAIMATA € TMOJ CTPOT KOHTPOJ M CUMBOJIM3HUPA
CBhCpPEI0TOYABAHETO Ha MHGOPMAIIUATA B €IUH 001, KOHTPOJIHUPAH IIEHTH.

O6pa3pT Ha ambaHCKaTa >KeHAa MMa MHOTO OOIM YepTH C >KEeHaTa OT
COIMAIMCTAYECKOTO KMHO B JPYTUTE U3TOUHO €BpOTEeCcKU cTpaHu. JKeHara e
Maiika, pabOTHHUYKA, CHIIPYTa, TBOPEII , MTA3UTEN HAa MOpajia 1 CUMBOJI HA HOBOTO
0011IECTBO.

dunvbr Ha Viktor Gjika "The General Gramophone", cioyxu kato
UCTOpHYECKA KapTWHA, W300pa3sBalia COIUATHO-TIOJIUTUYCCKUS TEH3aX Ha
AnbGanuss Ha (oHa Ha HaxJyBaIUTE 3allaxd, OTHpaBeHu OT HWramus Ha
Mycosman npeau GanmcTKOTO HAIIECTBHE.

OuIMBT TOKa3Ba ©KEIHEBHETO Ha ajlbaHIWTE, pa3KpuBa 0Opasu OT
MPOBUHIIMAIHUTE KbTUETa HAa CTpaHarTa, pa3KpuBa TPAAUIIMUTE W KyJITypHUTE
3HaM Ha HarusTa. OUIMBT € cBOeoOpa3eH NPHU3MB MPOTHUBOMOCTABSHE Ha
BCCKM BBHINCH HATHCK, KOWTO HWMa 3a IeNl Ja acUMWINpa W 00e3Iuuu
anbaHckara Hauus. [lepuoabpT , B KOWTO ce pa3BUBa JIECUCTBUETO € XKEJIAHUE J1a
HE ce JI0IyCcKa aCHMUWIMPaHe Ha allbaHcKaTa KyaTypa v UICHTHYHOCT.

B camoTto 3arnmaBue Ha ¢uma "The General Gramophone", e koaupaHo
KEIIAHWETO Ja Cce Oma3d aj0aHcKara KyaTypa OT JKeJlaHHeTo jga Obje

acUMWIMpaHa no BpeMero Ha reHepan Mycosmnu. [lopaau Ttasu npuuunnHa



Viktor Gjika m3Bexxna xuBara My3WKa, KOSITO 3BYYH IO Pa3jMYHH MOBOJU B
aI0aHCKOTO OOIIECTBO M s MPOTHUBOIOCTaBsA Cpeuly ,,MEXaHU3UPaHOTO
noBTOopeHue Ha rpamodoHHara 1wioda. Exna meradopa, KOSTO KAKTO THIIE
JTOKTOpaHTKara ,, ... TOW TmojauepTraBa OE3MOKOMCTBOTO, W3MHUTBAHO OT
aI0aHCKOTO OOIEeCTBO, KOETO paboTH NPEAUMHO Ype3 YCTHU TPATUIINH,
U3MPABEHO MpEA CUCTEMa, KOSTO € 3aMEHWJIA YCTHOCTTa C MO-e(hUKAaCHU U

¢

0e3MIIOCTHU cpencTtBa 3a kKomyHuKanus.“ Gjika cpaBsBa rpamodoHBT C
HaeMEH BOWHUK, KOUTO W3IThJIHSBA KOMaH/IU U CJIyXKH IO BCSKO BPEME Ha CBOSI
rocrmojap.

Mope Paua oTens BHUMaHKE Ha U3PA3HUTE CPENICTBA, C KOUTO CH CITYXKHU
Viktor Gjika. C u3mos3BaHeTO Ha PHhUHA KamMepa PEKUCHOPBHT CE CTPEMH Jia
3aCHJIM YCENIaHETO Ha CTIOHTAHHOCT, HABJIM3aHE Ba ChPIICBUHATA HA UCTOPHSTA,
Ch3/1aBaHe Ha atMoc(epa Ha HEeMmoCpeACTBEHOCT. [[pyra XxapakrepHa yepTa Ha
TBOPYECTBOTO Ha PEKHUChOPBHT € paborara c jaerainmrte. Te Haarpaxmar
ACWCTBUETO W pa3MMpsBAT TIOCIAHUETO Ha QUIMHTE, KaTO H3TPaXIar
JOITBIHUTENICH BU3YyaJIeH IIIaCT.

M3nom3BaHeTro Ha HAMOHATHM W TPAJUIMOHHM OOJEKiIa JaBa
BBH3MOXHOCT Ha aBTOpa Jia BIUIETEe TO3U KOMIIOHEHT B CTPYKTypara Ha pa3Kasa,
Ja ouepTae COIMATHHUTE CJIOEBE, J1a WM3BEAC HACOJOTHYECKH, COLMAIHU U
HOJIMTUYECKH MPUCTPACTHSI M TPUHAIISKHOCTH.

3a 1a ce pazbdepe TBOPUECTBOTO HA JIAJICH PEXKUCHOP, TpSIOBao0pe ma ce
MO03HaBa MCTOpPUYECKaTa paMKa, B KOSTO pabdOTH, BHHIIHUTE (PaKTOPH, KOWTO
BIUSIAT BBPXY TBOPUYECKUTE MY PEIUICHHS, 3aIbDKCHUATA, KOUTO TOCTaBs
peKUMa U B CHIIOTO BpEMeE JKEIaHHETO Ha Ch37aBaH Ha MPaBIUB M BBJIHYBAII
(GHUIMOB pazka3, KOWTO HE caMo Jia YKperBa Bsipara B CBETJIOTO OBbJeIe, HO U J1a
pa3KpUBa BHIHECHUSITA, TPEBOTUTE HA OOMKHOBEHUSI YOBEK.

Hucepraiusita Ha Mope Pawa e pasrepHata B CTpOUHaA

MMOCJaCaAOBATCIHOCT, C apr'YMCHTHUPAHU N aHAJIMTUYHHN OIIOPHU TOYKH.



[Ipuemam npuHOCHUTE HA TOKTOpPAHTKaTa. 3a MEH €IMH OT Hall-3HAYUMUTE
NPUHOCHU € Pa3IIMpsIBaHETO HAa HHGOpMAIHITA 32 ATOAHCKOTO KHHO, KOETO Ipe3
TOJIMHUTE Ha TOTAIUTapU3Ma € U30JMPAHO U HEMo3HaTo. J[pyr BakeH MpUHOC €
’KEeJIJAaHWeTO Ha JOKTOpaHTKara Ja pa3TpaHuyuM HAKOM KJIMILIETa 3a paborara Ha
TBOPLMTE B Ta3W €roxa, ype3 OajgaHC Ha HEOOXOJAMMOCTTa OT CIa3BaHE Ha
UJCOJIOTUYECKUTE PaMKHU HAJIOKEHH OT PeKUMa U JKEJIAHUETO Ha Ch3/1aBaHe Ha
CTOMHOCTHU (PUIIMOBU TBOPOU.

Ile rmacyBam yOeneHo c ,,JIA® 3a mpuchxkaane Ha oOpa3oBaTesnHa U

Hay4Ha CTEIeH ,,10KkTop‘ Ha Mope Paua.

17.05.2024 no1. 1-p Knapaus KamOyposa



SOUTH-WEST UNIVERSITY"NEOPHYT RILSKY"
BLAGOEVGRAD
FACULTY OF ARTS
DEPARTMENT OF TELEVISION, THEATER AND CINEMAARTS

REVIEW
By Assoc. Prof. Klavdia Kamburova, Faculty of Arts, Southwestern University
"Neofit Rilski", Blagoevgrad,

professional direction 8.4. Theater and film art, scientific member of the jury,
appointed by order of the Rector of the outhwestern University
"Neofit Rilski", according to the procedure for acquiring the scientific and
educational degree DOCTOR in the professional direction 8.4. Theater and film
art, scientific specialty "Film studies, film art and television"
about the dissertation
"The symbolism in Viktor Gjika's movies ,,White Paths* and ,,The General
Gramophone™ - the use of metaphors in cinema under communism"
of More Raca with research supervisor Assoc. Dr. Irina Kitova.

Doctoral student More Raga has an enviable creative biography for her
age. Her films have been awarded at a number of prestigious festivals. Her
scientific activity is marked by diversity in topics and research. It should also be
noted that she is a Fulbright scholar.

More Racah as set herself the difficult task of analyzing the work of
Viktor Gjika, in the context of his development as a director during the
totalitarian regime in Albania. A difficult task that the PhD student took on,
given her age. Such research requires a very thorough study of the historical
context, of the specifics of the regime in Albania, emotional distance.

Albanian cinema is indeed an enigma to most of the world. Arguably the
most isolated country in Europe during the Cold War era, communist Albania
had already been cut off from the West for centuries, as one of the westernmost

outposts of the Ottoman Empire. However, unknown to most of the world,



communist Albania has a vibrant tradition of cinema. Although bound by
official orthodoxy, some of the films of the state-owned Kinostudio are
surprisingly innovative and at times boldly subversive.

More Racao utlines the historical framework in which Albanian cinema
developed. Lenin's words "Of all the arts, cinema is the most important for us",
IS an important sign for artists of the importance of their art, but in practice it is a
way to create a powerful and effective ideological weapon to exert pressure as
on the intelligentsia as well as on the great uneducated mass. Socialist realism
rules in all areas of art, creates a framework that delineates the limits of creative
freedom, offers a wide range of means of manipulation and censorship.

The films of this period revolve around themes dear to communism: the
class struggle, the revolutionary potential of the masses, the danger of
capitalism, the growing role of women as an important pillar of socialist society,
the heroic image of the individual, in the age of totalitarianism. They are typical
films inspired by the realism of the socialist model, which leave very little room
for artistic creativity.

A real boom in production occurred in the seventies, during which, due to
the political isolation that kept films from the so-called Western countries
outside the domestic market, the creation of national works was encouraged.
Thus, in a short time, production went from an average of six films a year to ten,
reaching fourteen in the 1980s.

Totalitarianism is an operation of high socio-political and cultural
compaction into a compact, impregnable core, without gaps or loopholes.
Cinema has served to both glorify and dissect totalitarianism and the images of
the leaders of these societies. The moving images work for and/or against the
guidelines set by these cruel and at the same time extremely seductive
personalities.

The great irony of totalitarian regimes is that much of the success of their
respective peoples and their loyalty has been achieved through the sense of



Immediate security they offer, through formulas that are apparently quick and
easy to implement.

The purpose of the propaganda cinema is to form a certain view of the
patrons about the world and the development of the society built by Enver
Hoxha. The creators of Albanian cinema work in such an environment.

Despite the common ideological frameworks, filmmakers from socialist
countries, in their own way, manage to create works that have a high aesthetic
value.

Dhimitér Anagnosti and Viktor Gijika create films in which, through
symbols, surreal images, metaphors, they manage to build images that move
between the imposed censorship and the aspiration to reflect the real excitement
of people, of their dreams.

Writing about cinema during the era of totalitarianism is a difficult task.
Those who lived during those years carry emotional baggage, are subject to
subjectivism, and for the new generations, many of the processes are
inexplicable. This increases even more the significance of the research
undertaken by More Raga.

We should write about the cinema and artists during this era, and give due
credit to those authors who, despite ideological frameworks and censorship,
managed to create valuable works with the language of metaphor and
symbolism.

The most significant and valuable part of More Racha's dissertation is the
analyzes of Viktor Gjika's films. The PhD student makes a comprehensive study
and in-depth analysis of the complex film aesthetics and cinematic language
used by Viktor Gjika.

Even the titles of the films carry an ambiguous message, "Open
Horizons", "The White Paths" " The Gramophone General”, etc.

The author strives to balance between the desire of each creator to
sincerely tell the story and at the same time not to leave the ideological



framework imposed by the regime. From today's standpoint, it is easy to
comment on the regime's lack of clear stance, courage, and opposition. Those
who are familiar with the mechanisms of the totalitarian regime would
understand the desire of the authors to create valuable film works and at the
same time realize that this can only be done through the use of metaphorical
language.

" The General Gramophone™ - even the title of the film can suggest the
coded message of the author. The film was created during the time of Albania's
isolation and Enver Hoxha's quest to establish the nation as "the first atheist
state".

Viktor Gjika is an example of an Albanian director who had the
opportunity to study in Moscow before the break between Albania and the
Soviet Union and who thus escaped the isolation that forbade contact with world
art and culture.

Gjika's work is characterized by dynamic movement, transformation and
reconfiguration of human continuity. It shows on the screen the life, the worries
of the people and to identify their Albanian and civilized existence. Gjika's films
contain a profound meditation on the nation, history, nature and people, and all
this is wrapped in great and infinite love.

The film "Open Horizons" comes at a time when a heroic figure is being
sought to inspire. Such is the hero Adem Reka, a worker in the port of Durres.
For a nearly 90-minute feature film, the film tends to minimize the use of close-
ups or medium shots of a single character. Instead, he prefers long or medium
shots, in which images of workers engaged in various activities in the
background provide a counterpoint to the dramatic events taking place in the
foreground. There is a predominance of scenes with several workers
thoughtfully and intensely engaged in their tasks. The director eschews the
shot/countershot dynamics of classic cinema in favor of quick face-to-face pans

during meetings and encounters. Such a process reminds us that each individual



Is part of a group. However, the context of the port and the tap is always clear.
The model worker is often photographed, like the crane itself, from a low angle,
foregrounding his role as the "new man" of socialist society.

The cinematic narrative "Stars of the Long Night" delves into the lives of
Albanian women, portraying their enduring fortitude. In light of the official state
policy of elitism, the films of communist Albania often foreground the female
worker. Although the Albanian Film Archives has categorized only 20 films
made between 1958 and the fall of communism under the rubric of "working
people™, the theme of work is considerably more prevalent. The depiction of a
working woman integrating marriage, motherhood, and career within the
confines of the home ultimately serves as a metaphor for Albania itself.

For the leaders of any totalitarian power, it is mandatory to be heroes of a
film that reveals their tireless work and life for the benefit of society and the
achievement of a bright future - "Enver Hoxha Tungjatjeta”. Such film
monuments are characteristic of the production of the countries of the socialist
camp. Leaders are portrayed as tireless advocates for the prosperity of life, hard -
working, with a sense of humor and the inevitable artistic endeavours. Viktor
Gjika's remarkable directorial work culminates in his magnum opus "White
Road" The film is a metaphor for the isolation of Albania, of the closed society
in which communication is under strict control and symbolizes the concentration
of information in a common, controlled center.

The image of the Albanian woman has many features in common with the
woman of socialist cinema in other Eastern European countries. A woman is a
mother, a worker, a wife, a creator, a guardian of morality and a symbol of the
new society.

Viktor Gjika's film, "The General Gramophone" serves as a historical
picture depicting the socio-political landscape of Albania against the
background of the invading threats made by Mussolini's Italy before the fascist

invasion.



The film shows the daily life of Albanians, reveals images from the
country's provincial corners, reveals the traditions and cultural signs of the
nation. The film is a kind of call to oppose any external pressure that aims to
assimilate and depersonalize the Albanian nation. The period in which the action
takes place is a desire to prevent the assimilation of Albanian culture and
identity.

In the very title of the film "The General Gramophone" is coded the desire
to preserve the Albanian culture from the desire to be assimilated during the
time of General Mussolini. For this reason, Viktor Gjika brings out the live
music that sounds on various occasions in Albanian society and contrasts it with
the "mechanized repetition" of the gramophone record. A metaphor that, as the
PhD student writes,”.It highlights the anxiety felt by Albanian society, which
operates primarily through oral traditions, faced with a system that has replaced
orality with more efficient and ruthless means of communication.” Gjika
compares the gramophone to a hired a soldier who obeys orders and serves at all
times his master.

More Raca pays attention to the means of expression used by Viktor
Gjika. By using a hand-held camera, the director seeks to enhance the feeling of
spontaneity, getting to the heart of the story, creating an atmosphere of
immediacy. Another characteristic feature of the director's work is the work with
details. They build on the action and extend the message of the films by building
an additional visual layer.

The use of national and traditional clothing gives the author the
opportunity to weave this component into the structure of the narrative, outline
social strata, bring out ideological, social and political biases and affiliations.

In order to understand the work of a certain director, one must know well
the historical framework in which he works, the external factors that influence
his creative decisions, the obligations imposed by the regime and, at the same
time, the desire to create a truthful and exciting film narrative. which not only



strengthens faith in the bright future, but also reveals the excitement and worries
of the common man.

More Racha's dissertation is unfolded in a neat sequence, with
argumentative and analytical supporting points.

| acceptthe contributions of the PhD student. For me, one of the most significant
contributions is the expansion of information about Albanian cinema, which
during the years of totalitarianism was isolated and unknown. Another important
contribution is the desire of the doctoral student to distinguish some clichés
about the work of artists in this era, that balance of the need to comply with the
ideological frameworks imposed by the regime and the desire to create valuable

film works.

| will vote with conviction "yes" for awarding the Educational and scientific

degree "doctor" to More Raga.

17.05.2024 Assoc. Prof. Klavdia Kamburova



