PELIEH3US

Ot nou. n-p EmmzaBera boesa, HBY, mnpodecuonanno namparieHue 8.4.
TeatpamHo 1 PUIMOBO U3KYCTBO, YICH HAa HAYYHO KypH, HA3HAYEHO C'hC 3aMOBE]
Ha Pekropa na O3V ,Heodutr Pwicku®, mo mpoueaypa 3a nmpuaoOuBaHe Ha
HayuyHata u oopazoBarenna ctened JJOKTOP mo npodecnonanHo HanpaBiieHe
8.4. TearpanmHo u (PUIMOBO HM3KYCTBO, Hay4dHa CIEIUATHOCT ,,KMHO3HaHUE,
KUHOM3KYCTBO M TENEBU3MS " OTHOCHO nucepraimoHHus TpyA "The symbolism
in Viktor Gjika's movies ,,White Paths* and ,,The General Gramophone* - the use
of metaphors in cinema under communism" Ha Mope Paua ¢ HaydeH
pBpKoBoauTen noil. 1-p Upuna Kurtona.

Huceptanmnonuusat Tpya Ha Mope Paua "The symbolism in Viktor Gjika's movies
,White Paths and ,,The General Gramophone* - the use of metaphors in cinema
under communism" e ¢ 06em 204 cTpaHHIIM ¥ C€ U ChCTOU OT YBOJI, CEIEM I'JIaBH,
3aKJII0YEHUe, MPUHOCH, Onbmorpadus.

N36panara ot Mope Paua TemMa chOTBETCTBA HA CHIBPKAHUETO HA paboTaTa.

B yBoa nucepTaHTHT MOCOYBA ITIABHUTE UMEHA, C KOUTO € CBBP3aHO aJI0aHCKOTO
KMHO B eroxara Ha comnmamm3ma — Buktop I'mka u Jumutep AHarsocTtu:
PEXHUCHOPH, CIICHAPUCTH, 3aBBPIIMINA U ABAMaTa BHUCIIETO CU 00pa30BaHKE BbB
BI'HK, CCCP. Uscnenpanero Ha Paua ce ¢dokycupa BBpXy Mmeradopara u
crierupuuHUST KUHEMaTorpapuueH e3WK, KOWTO W3I0JB3BAT PEKUCHOPUTE B
MOCOYEHHUsI UCTOPUYECKH MEPUOJ, 3a Ja MMaT cBOOojara Jla MpPECTaBsT B
TBOPUYECTBOTO CH TEMHU KaTO pelurusi, co00/1a,kMBOTa B 3araHOTO OOIIECTRO,
emurpauusita. M36panara or Paya teMa € 0co0eHO BakHa Haii-Beue MOPaIH
¢akTa, 4e B COLMAIMCTUYECKOTO a0AHCKO KUHO C€ CHUMAT MPEIu BCHUKO
OpoMNaraHAuCTKU TBOPOM (WM TIOHE — UACOJOTHUYECKH ,JIPAaBUIHH), a
HACTOSIIATAa JUCEPTAIUs W3CJIeABA TPOU3BENCHUS, KOUTO XEeM ca dacT
UC0JIOTHYEeCKUsl MA0JOH, XeM C€a BUCOKU IPOU3BEINEHHS HA aBTOPCKOTO
M3KycTBO (cTaBa ayma 3a ¢wmute "Rrugé t€ bardha", "Gjeneral Gramafoni",
"Néntori i dyté", "Komisari i Drités"). OcoOeHo uHTEpeCcHa 3a MEH € 3asBKara,



IIPEACTaBEHA B yBOIA: y€ NpoyuBaHeTo Ha Mope Paya ,,.XBBbpJIsi CBETVIMHA BbPXY
IBJIOOKOTO Bh3IeHCTBHE Ha ajibaHckoTo KuHO B Kutaii* (this study sheds light on
the profound impact of Albanian cinemain China).

Brrpekn Hen3z0exHUTe NponaraHauCTKU €IEMEHTH, Hall-MHTEH3UBEH MIEPUO/I 3a
BHCOKOTO aBTOPCKO KMHO B Asi0anust — ToBa ca 70-te u 80-Te roguuu Ha XX BeK
(13-14 ¢wma roxumuo). Ha ¢doHa Ha OBArapCcKOTO KMHO OT TO3U TEPHUOJ
nocovyeHutre nanuu (13-14 ¢unama roOAMIIHO) U3IJIEKAAT HE3HAUMUTEIHU, HO
JOKTOPAHTHT MPaBU CpPAaBHEHHE C JHEIIHUS JEeH — ,,JIHec anbaHCKOTO KHMHO
NPEXNUBIBA PA3BK ynaabK. CrenuarHo JETCKO KMHO NMOYTH HE CBhIIECTBYBA
(Today, Albanian cinema has experienced a sharp decline. Children's cinema in
particular is almost non-existent).

OcHoBHaTa ICJI Ha HACTOAICTO U3CJICABAHC, KAKTO IMMOAYCPTaBa JOKTOPAHTHT, €
Ja YCTaHOBHU: Janu (UIMHUTE, CBH3JaJCHH B YCIIOBHS Ha CHJIHA IICH3ypa
(mpow3BeNeHN B KOMYHHCTHYECKAa AJOaHMs), ,,ca CIAYXKWIA €IUHCTBEHO KaTo
IpornaraHJiHu HHCTPYMCHTH WJIK Ca UMAJIN 110 -I[’bJ'I6OKO XYyAOKCCTBCHO 3HAYCHUC,
W3II0I3BalKU MeTa(l)OpI/ITC KaTo CpCACTBO 3a IIpCAaBaHC Ha IMOTHUCHATU UJCH B
ucrtopuueckus KoutekcT (Served solely as propagandistic instruments or if they
held deeper artistic significance, utilizing metaphorsasa vehicle to communicate
suppressed ideas within the historical context). 1 no-koHKpeTHO: JOKTOPAHTHT
ce cIipa BhpXy TeMaTa 3a MeTaOpHUTe B U3KITIOYUTEITHO BAKHUTE 32 aJTOAHCKUS
kuHemarorpad ¢unmu Ha ['mka. PaskpuBaneTro Ha meradopute, Ha TAXHOTO
3HAYCHUC — TOBA, IIOACKAa3Ba HU PauaB YBOJHUTC CU JYMH, IS JaAC Bb3MOKHOCT
J1a BUJIUM JBOMCTBEHATa NPUPO/1a HA N30paHnuTe TBOPOU.

B dernpu myHKTa ca M3JI0KEHU IIEIMTE Ha HAcTosAImara aucepranus. [IspBo:
W3cnenBane Ha TMPOSBICHHETO H BB3JACHCTBHETO HAa HJCOJIOTHYECKATa
npomarasga B an0aHCKO (WIMOBO CHABPKAHWE TPU KOMYHHUCTHYIECKO
ynpasiieHne; BTopo: 3ciensane Ha metadopudaHara o0pa3HOCT BHB (punmuTe Ha
Bukrop ['nka 1 HIKOUM OT HETOBUTE KOJIETH (ChPATHUIN, CHMUIIUICHUIIHN ); TPETO:
M3CJIeIBaHe Ha MEXKTYKYJITYPHOTO BIIMSHUC HA aJI0aHCKUTE MPOTIaraHIHy (QUIMA
BHPXY APYTd KOMYHUCTHYCCKU HAIUU (TYK, KaKTO paz0oupam, PoKychT 1me Obie
BepXy Kwuraif); YeTBBpPTO: MpOBEXKJAaHE HAa KPHTHYEH aHAIW3 BBPXY
MPOTaraHIUCTKUTE (M aHTU-TIPOTIAraHIMCTKH ) eJICMEHTH BHB puiMuTe Ha [ mKa.



N3cnenoBarenckara xumnore3a € sicHO (popmymupana ot Pava: , Ounmure Ha
Bukrop I'nka, oco6eno "Rrugé t€ bardha" u "Gjeneral Gramafoni", ciayxar karo
TBAOOKM XpaHWIHWINA Ha MeTadopH, YMHUIIUIEHO HW3TOJ3BaHHM Karo (UHHU, HO
MOIIHHA CPCACTBA 3a HABUT'allUA U ITPCAN3BUKBAHC HA OI'PAHNYCHHATA, HAJIOKCHU
OT KOMYHHCTHYECKOTO ympapieHue B amoanckoro kuHO™ (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).

B ner myHkTa HOKTOpPaHTHT OTOEIsI3Ba TJIABHUTE W3CJIEAOBATEIICKUA BBIPOCH,
0KO0JI0 KouTO 1Ie ce (pokycupa naneHara padbota: Kak Bukrtop 'mka m3nomnssa
MetadopaTa B mocoueHuTe GUIMH, 3a J1a HACOYM BHUMAHUETO Ha IMyOJIMKaTa KbM
TEMH, KOUTO Ca U3BBH MPOIMAraHAATOPCKHUS XOPU3OHT (TEMHU KaTO PEJIMTus,
eMUTpaIs B yCJIOBHUSATa HA KOMYHH3BM U T.H.); KakBU KOHKpETHO MeTadopu
n3noysBat Buktop ['nka u kpbra kuaematorpaducTi OKOJIO HETo, 3a J1a U3Ibuar
CBOMTE XYJOXECTBCHH U €TUYHU IOCJIAHUSI BbB BPEMEHA HA CHUJIHA LIEH3Yypa U
CTpOT uaeoorudecku KOHTpor;, Kak Meradopure, n3nos3BaHu BbB GUIMHUTE HA
l'uka, ,,city’)kar KaTo CUMBOJIMYHHU U3Pa3u, KOUTO HAJXBBPJSAT MPOTaraHIHUTE
HaMepEeHUs1, T03BOJISIBAKM HIOAHCUPAHO U3CJIeIBaHE HAa 0OIIIECTBEHU ITPOOIIEMH,
KOWTO WHadye ca OWIM TOTHUCKAHM WM 3a0paHsSBaHU OT HIACOJOTHYECKHUTE
OTpaHHYEHUS Ha KOMYHHCTHYECKUS pekuM™ (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); Kaksu u3Boau Morar Jia ce HanpaBsT PU aHATM3a Ha
MeTaopuTe U CUMBOJIMYHUTE M300paKEHHUs, NPEICTaBeHN BbB (UIMHUTE Ha
['uka (TyK, TOKOJKOTO pazOupam, JOKTOPAHThT UMa MPEIBU U3BOAH, CBbP3aHU
CBHC COILMATHO-TIOMUTHYECKUS (OH — KOoMyHHUCTUYecka Anbanus); Ilo kakbB
HAUMH OTpaHUYeHUsITa (IICH3ypaTa U UAE0JOTHIECKUSI KOHTPOIT) 0hopMAT (Uu
MoATIOMAaraT) XyJ0XeCcTBeHaTa N300peTaTeTHOCT Ha PEXUChOpHU KaTo Bukxtop
l'uka.

HaraTbk NOKTOpaHTBT Ipe/cTaBs U3MO0J3BaHaTa METOI0JIOT U — CTaBa AyMa 3a
UHTEPIUCLIMIUIMHAPEH ToAXoAd (Teopus Ha ¢uiMma, HUCTOPUS, COLMAIHO-
MOJIMTUYECKU aHAIW3 U ApYrH). TO3M NOAX0A B IafieHUs CIydaid, CIIOpe]l MEH, €
EIMHCTBEHUAT BEPEH U Bb3MOXeH. Paua nmoaueprasa: ,,Upe3 uHTErprpane Ha
MHOYECTBO TUCIUIUIMHU... [MOXE Ja ce MOCTHrHe — Oel. Mos]| LSIOCTHO



pazOupaHe Ha KUHEMaTOrpapUUHUTE MPEACTABIHUS, KyJITYpHUTE KOHTEKCTH U
COLMAIHO-TIOJIMTHYECKATa JUHAMUKA, BrpajieH! BbB (pruaMuTe.

[IbpBa raBa OT HACTOSIIETO H3CJeABaHE ce (OKycupa BBpPXYy Temara 3a
U3CJICIBAHETO HA BH3JIEUCTBUETO HA KWHOTO BBhPXY OOIIECTBOTO U MOJMUTUKATA.
TyKk TOKTOPaHTHT MpaBU IMIUPOK KECT U HU OTBEKIA KbM M3XOJHATA MMO3UIIUS:
KUHOTO Ha Oparsa Jlromuep, 30parta Ha ,,HOBOTO M3KYCTBO®‘, OA3UCHUTE LEIU U
3a/1a4u, TOCTaBeHU OT GUIMOBHUTE THOHEPH. CEeTHE XPOHOJOTUYHUAT aHAJIU3 HU
oTBeX1a B Pycusa (M TyK OTHOBO OYEpPKBT € YMECTEH, OCOOEHO Karo ce nuMa
peABUJl OTHOILIEHUETO Ha 1ieH3ypara u B Llapcka, u B komyHucTuuecka Pycus
KbM TBOPIIMTE; OT JIpyra CTpaHa — Karo ce uMma mpeasus GakThT, ye [ 'uka e
Bb3nuTanuk Ha BI'UK, MockBa). J[bJ100K 1 KpalfHO MHTEPECEH € Pa3Ka3bT B Ta3U
IbpBariaBa OT IUCEPTALUOHHUSAT TPY — UCTOPUUECKUST MPETJIe] € MPEACTaBeH
cOuTO, TE3UCHO, HO U pazdupame OCHOBHUTE Ha OHA3M LIEH3ypHA MalllHa, KOSTO
CETHE Ille MOJAYMHHM HA CBOSITA BOJII TBOPLMTE OT KOMYHHCTHUECKHS Jarep
(BKMrOUMTENHO U anbaHckums KuHemarorpad). Hararek 0030pBT BKIIIOUBA
Bropara cBeToBHa BOWHA W TOJOXEHHETO HAa TBOPIUTE, OOCITyXBaIM
XUTIEPUCTKATA UAEOJIOTHs (3aCTaBEHW WJIM IO CBOS BOJII). 32 MEH Haili-
MHTEPECHOTO U HEOYAKBAaHO-HOBO OTKPUTHE B Ta3U TbpPBa IJ1aBa OT IUCEPTALUATA
€ TBbpAeHueTo, ye npe3 60-te u 70-Te rouHU € CHIIECTBYBAI aKTUBEH OOMEH B
U3KyCTBOTO Mexay Anbanus u Kutail (M mo-koHkKpeTHO — Mexay Kuraih u
KMHOTO Ha KOMYHUCTHYECKHU CTpaHu kato Andanus, FOrocnasus u Pymbaus).

BbB BTOpa riaBa TOKTOPAHTHT CE CIIMPA BbPXY AI0AHCKOTO KMHO OT €roxara Ha
KOMYHHU3MaA: BPEMCTO, KOIaTo € Ch3aaacCHa ajgOaHcKaTa AbpPiKaBHA KHHOCTYIUA
("Shqipéria e Re"), koraro 3armoya aMmOMITMO3HO MPOTAraHIHO IMTPOU3BOJICTBO HA
oteuecTBeHn Quimu. Paua tBBpAM: ,Ilpe3 To3u mepuoa ¢uiMuTe MOKa3Bar
OTIIMYUTCIIHK YCPTH Ha KI/IHCMaTOFpa(i)I/I‘-IHaTa HNICHTUYHOCT, 0co0eHO B
I/1306pa3HBaHCTO Ha IC¢poOruTC W MNPCACTABAHCTO Ha 06HII/IpHPI MaCOBH CICHU.
C’bBI[aTCJ'H/ITC Ha (1)I/IJ'IMI/I YCPIT BABXHOBCHHUC OT 06HI€CTB€H8.T8. ANHAMHUKa U
©XKETHEBHUTE TPYJHOCTU HA OUTHETO, 3a J1a 0(POPMAT IIPELUZHO NEPCOHAKUTE B
TexHuTe KoHTekcTyannu rpanuim™. (During this period, films displayed
distinctive features of cinematic identity, prominently evident in the portrayal of
characters and the presentation of expansive mass scenes. Filmmakers drew
inspiration from societal dynamics and the everyday intricacies of life to
meticulously shape characters within their contextual settings). Cnopen Paua
0CO0EHO Ba)KEH acTeKT B TO3W MEPUOJ OT MCTOPHUSTA HA aOAHCKOTO KUHO €



B3aMMOBpPB3KaTa MEKIY pazMuyHuTe MNpodecud B KUHOTO (JOKTOPAHTHT
no4YepTaBa Hali-Beue BPb3KaTa MEXKY PEKUCHOPU U (PHUIIMOBH KOMITO3UTOPH H
MUCaTEIN).

Tpera riiaBa OT HaCTOAIIETO U3CJIECIBAHE € MMOCBETEHA M3ISIO HA BukTop ['nka —
Ha HErOBUSI TBOPYECKH BT, UIE0JIOT U, KUHEMATOrpauyHa eCTETUKA U €THKA.
Hait-otkposiBam ce acrniekt (criopen Paua) B kuHoTo Ha ['mka, 3armouyBaiiku OT
"Gjeneral Gramafoni", e u3cieaBaHETO HA YOBEIIKOTO CTpaiaHue. TBOpUECTBOTO
Ha ['mKa, TBpU JOKTOPAHTHT, ,,pE30HUPA C TOECTUYEH HAPATUBEH CTHUII, 10100eH
Ha JUpUYHUTE Oanagu, OJMILETBOPSIBAIL HEroBaTa TEXHHKA Ha pa3Ka3BaHE Ha
UCTOPUH Upe3 KuHeMarorpadhuann Menoanu™ (resonates with a poetic narrative
style similar to lyrical ballads, epitomizing his storytelling technique through
cinematic melodies). Hecrmueno, nocouBa Paua, ernueckusr kojiekc Ha ['mka ce
0a3zupa BBPXy ceMelHaTa Tpaaulus (PEIMruo3HOCTTAa HA HEroBaTa MaWKa) W
MOJIy4eHOTO 00Opa3oBaHue (3amucBaHeTo Ha ['HMka B Kypc, pBKOBOJAEH OT
WTAIMAaHCKW MoHaxuHHh). Haratpk — oOpaszoBanueto, moaydeHo BbB BI'IK u
0CO0EHOTO BIIMSIHUE HA TBOPIM OT paHra Ha JleB KynemoB. B nuceprarusita
MYHKTUPHO ca 0003Hau€HU TBOPUECKUTE CTHIIKK Ha [ 'MKa B aBTOPCKOTO KWHO,
OTJIMYMETO HAa HEroBaTa padoTa (3aroyBaiku O1le C TUMIIOMHUS (UM, OTIMYEH
c ,,I'pan Ilpu“ Ha mexaynapoauus kunodectusan B Jlons, [lomma). Cerne e
IpeACTaBeH MPUHOCHT Ha [ mKa 3a anbanckoTo GUIMOBO M3KYCTBO — paboTara My
B Jbp)KaBHaTa KUHOCTYAMsI, KoJlabopauusaTra My C Hal-BHJIHUTE HMEHa B
TBOPYECKHSI )KUBOT HA KOMYHUCTHYECKa AntOanust. Ta3u riaBa oT [ucepTanusiTa
e oborareHa cbC CHUMKOB MaTrepuall — IoJ0paHu ca NHTEPECHU KaIpH (KakToO U
IUIaKaTH) OT ChOTBETHUTE (PUIMH, 3a KOUTO CTaBa AyMa B TekcTa Ha Paua.
JlokTopanThT 00pBIIA 0COOEHO BHUMaHWE HAa paboTara Ha ['Mka ¢ HeroBuTe
KOJIETH — Harpumep ¢ komno3utopsT Jlumon {up3apu (M3BecTeH Npeay BCUUKO
¢ TBopOara cu "Enver Hohxa tungjatjeta!" — Puda mpencrtaBs TekcTa Ha TeceHTa
B CBOSITA IMCEpTaLUs U TBBPAU: ,,[leceHTa ce okaza abCOMIOTEH XUMH, €IHa OT
Haii-KpacuBUTe HaxoAku BbB ¢dmma“ (The song turned out to be an absolute
anthem, one of the film's most beautiful finds).

B ta3u Tpera rmaBa oT cBoeTo u3cienane Puda otens BHUMaHUE Ha BCEKU €TUH
oT riaaBHuTe ¢QmiMu Ha ['mka, 3amousaiiku oT ,,Rrugé t& bardha® (pummure ca
MPEACTaBEHN B XPOHOJIOTHYEH MOPSIBK — HAaTaThK ca ,,Néntori 1 dyt€*, ,,Gjeneral
Gramafoni®). 3a Te3u ¢punmu Prua pazka3Ba yBiIeKaTenHO, CIIMPAUKH CE BBPXY
UCTOpUATA Ha Ch3JaBaHE Ha TBopOara, KparbK Mpepa3ka3 Ha OCHOBHOTO



JeHCTBHUE, TJIAaBHU TEMU M M3IMOJI3BaHETO Ha ocoOeHara meradopuka. A3 He
I03HaBaM KMHOTO Ha I 'MKa, 3a MEH MPECTaBIHETO HA Te3W (PHIMU OC HCTHHCKH
Npa3HUK, 32 KOETO ChbM MCKPEHO OyarojapHa Ha JOKTOpaHTa. be3 JHIaKkThKa,
cOHUTO, YBJIEKATEIIHO, TIOCTETIEHHO — MOTAISHETO B KHHOE3WKA, B KWHOCBETA Ha
['mka 3a MeH 6€ MHOTO HHTEPECHO IThTYBaHE B 0COOCHA Xy10’)KECTBEHA BCEJICHA.

UYerBbpTa IV1aBa OT HACTOAILATA JUCEPTALMS € IIOCBETEHA HA JCKOAUPAHETO Ha
kuHemaTtorpadpuyHusi e3uk Ha Buxktop ['mka — JOKTOpaHTHT WH3CIEnBa
BU3YAJIHUTE HU3Pa3H, XYyIO0XKECTBECHUTE CPEACTBA, CKPUTUTE MEXAHM3MM Ha
TBOPYECKHUS IIPOLIEC.

Ilera rnaBa e QokycupaHa BbpXy JUUYHOCTTA U MPOU3BEACHUATA Ha J[xumep
AnarHoctu. ['1aBHOTO, KOETO TyK BbJHYBa PHua, € HE CIOKETHUAT XOJ Ha
(bUIMOBHTE UCTOPUH, pa3Ka3aHU OT AHarHOCTH, a pa3rbpPHATUAT KOHTEKCTyaJIeH
¢on. To3u don, TBBpAN Puya, onpeens riaBHUTE akIEHTH BbB BCSKA €IHA OT
noBAaurHature TeMu. OTHOBO — MPWJIOKEH € Oorar WiIIOCTpaTUBEH Marepual
(moaOpaHu ca MOCTEPH U KaJIpu OT (PUIMHUTE, 32 KOUTO CTaBa AyMa B TEKCTA).

B mecta rnmaBa craBa qyma 3a TeMa, KOATO 3a MEH, OKa3Ba C€, € HOBa
U3KJTIOUUTETHO UHTEpECHA: MPOYyYBaHEe Ha TPAHCHALMOHAIHUS KYJITypeH 0OMeH
— BB3JICUCTBHETO Ha aJ0AHCKOTO KWHO BBPXy Kwuraiickara kynrypa. Criopen
IIpoyuyBaHuATa Ha Padya yKkpenBaHEeTO Ha JBYCTPAHHUTE OTHOILUECHH,
U3rPaXJTaHETO HA B3aMMOOTHOILIECHUS U IOPU NPUATEICTBO MEXAY AnOaHus U
Kwuraii ce ciyuBa npe3 60-te roguan Ha XX Bek. OTHOCHO ,,lIpUSTEICTBOTO  —
TOBA € UUTAT OT npencenarens Mao /[3bayH, KOUTO B MOETUUEH KIIFOY TOBOPH 32
,Apyrapute Ha KuTail B T34 CBAT®.

CenmariaBa OT HacTOsILATa AUCEPTALMsI € TOCBETEHAa Ha KUHOHACJIEACTBOTO HA
Anbanus — 3ana3BaHe U CTOJIEIAHE Ha MOCTUXKEHUS, IEHHOCTH U IPEIU BCUUKO:
U3BJIMYAHE HA TOPYMBH ypOLIM OT BpEMEHATA HA LIeH3ypa. Paya npeacrass CIUCHK
OT PEXHCHOPH, N30pOsiBa 3a0paHEHU B KOMYHUCTHYEcKa AjlOaHus TBOPOH,
rOBOPU 3a pEMHKAapHalMsATa Ha JaJleHu (PUIMOBHU 3arjaBusi — BCUYKO TOBA B
XPOHOJIOTUYHO MTOAPEEHO, 0OCMHUCIIEHO OT TUCTAHIMATA HA BPEMETO.

B 3akiroueHneTo Ha CBOSI TEKCT JOKTOPAHTHT 33/1aBa TJIABHUS BBIIPOC: H3KYCTBO
WM nponarania? A ceTHe HU BpbIIla KbM OCHOBHATA CU TEMa — M3TOJI3BAHETO Ha
metadopy B KHHOTO KaTO HAYUH 3a 3alliUTa Ha TBOpUecKara cBo0oa.



Huceptaumnonnust Tpya Ha "The symbolism in Viktor Gjika's movies ,,White
Paths* and ,,The General Gramophone* - the use of metaphors in cinema under
communism" Ha Mope Paua ¢ Hayuen pproBoauren noiu. 1-p Upuna Kurosa e
KpaiiHO MHTEPECHO u3cienBane. bux nobdaBuna: u kpaitHo Hy>kHO. C yBEpEHOCT
penopbyuBaM Ha YBa)KaeMOTO HAYYHO >KypH J1a IOCTaBU Hall-BUCOKA OLICHKA Ha

TO3W Hay4yeH TPYJ U TrjacyBaM ,,;3a‘ MPUCHXKJIaHE HA 0Opa3oBaTeliHa U HaydyHa
CTEIIEH ,,IoKTOp  Ha Mope Paua.

30.05.2024 . Hou. n-p Emm3asera boesa
Codus



REVIEW

By Assoc. Prof. Elizaveta Boeva, NBU, professional field 8.4. Theater and Film
Art, member of the scientific jury appointed by order of the Rector of the South-
West University "Neofit Rilski", in the procedure for acquiring the scientific and
educational degree of DOCTOR in professional field 8.4. Theatre and Film Aut,
scientific specialty "Film Studies, Cinema Art and Television" on the dissertation
"The symbolism in Viktor Gijika's films "White Paths" and "The General
Gramophone" - the use of metaphors in cinema under communism™ by More
Racha with scientific supervisor Assoc. Prof. Dr. Irina Kitova.

SUMMARY:

The theme chosen by More Racha corresponds to the content of the work.

In the introduction, the dissertation points out the leading names with whom
Albanian cinema was associated during the socialist era - Viktor Gika and Dimitar
Anagnost: directors, scriptwriters, both of whom graduated from the VGIK,
USSR. Racha's research focuses on the metaphor and the specific cinematic
language used by filmmakers in that historical period to have the freedom to
represent themes such as religion, freedom, life in Western society, and
emigration in their work. Rac¢a's chosentopic is particularly important due to the
fact that socialist Albanian cinema primarily made propagandistic works (or at
least, ideologically "correct” ones), and this dissertation explores works that are
both part of the ideological template and high works of original art ("Rrugé té
bardha", "Gjeneral Gramafoni”, "Néntori i dyté", "Komisari i Drités"). Of
particular interest to me is the statement presented in the introduction: that More
Racha's study "sheds light on the profound impact of Albanian cinema in China".

Despite the inevitable propagandistic elements, the most intense period for
high auteur cinema in Albania was the 1970s and 1980s (13-14 films per year).
Compared to the Bulgarian cinema of that period, the above figures (13-14 films
per year) seem insignificant, butthe PhD student makes a comparison with today
- "Today Albanian cinema is experiencing a sharp decline. Children's cinema in
particular is almost non-existent” (Today, Albanian cinema has experienced a
sharp decline. Children's cinema in particular is almost non-existent).

The main aim of the present research, as the PhD student stresses, is to
determine: whether the films produced under conditions of strong censorship
(produced in communist Albania) "served solely as propagandistic instruments or



if they held deeper artistic significance, utilizing metaphors as a vehicle to
communicate suppressed ideas within the historical context". (served solely as
propagandistic instruments or if they held deeper artistic significance, utilizing
metaphors as a vehicle to communicate suppressed ideas within the historical
context). More specifically: the PhD student focuses on the theme of metaphors
in Gika's films, which are extremely important for Albanian cinema. The
unveiling of metaphors, of their meaning - this, RaCa suggests us in her
introductory words, will enable us to see the dual nature of the selected works.

The four paragraphs set out the aims of this thesis. First: Study the
manifestation and impact of ideological propaganda in Albanian film content
under communist rule; Second: Study the metaphorical imagery in the films of
Victor Gika and some of his colleagues (associates, collaborators); Third:
Exploring the cross-cultural influence of Albanian propaganda films on other
communist nations (here, as | understand it, the focus will be on China); fourth:
Conducting a critical analysis on the propagandistic (and anti-propagandistic)
elements in Gica's films.

The research hypothesis is clearly articulated by Raca: "Victor Gika's films,
especially "Rrugé té bardha" and "Gjeneral Gramafoni", serve as deep repositories
of metaphors, deliberately used as subtle but powerful tools to navigate and
challenge the constraints imposed by communist rule in Albanian cinema."
(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).

In five main points, the PhD student outlines the primary research questions
around which the thesis will focus: How does Victor Gica use metaphor in these
films to direct the audience's attention to topics that are beyond the propagandist
horizon (topics such as religion, emigration under communism, etc. ); What
specific metaphors did Victor Gica and the circle of filmmakers around him use
to broadcast their artistic and ethical messages in times of strong censorship and
strict ideological control; How did the metaphors used in Gica's films "serve as
symbolic expressions that transcended propagandistic intentions, allowing for a
nuanced exploration of social issues that were otherwise suppressed or prohibited
by the ideological constraints of the communist regime” (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); What conclusions can be drawn from the



analysis of the metaphors and symbolic images presented in Gica's films (here, as
far as | understand, the PhD student is referring to conclusions related to the socio-
political background - communist Albania); In what ways do the constraints
(censorship and ideological control) shape (or support) the artistic inventiveness
of directors like Victor Gica.

Next, the PhD student presents the methodology used - it is an
interdisciplinary approach (film theory, history, socio-political analysis, etc.).
This approach in this case, in my opinion, is the only correct and possible one.
Racha stresses: 'By integrating multiple disciplines... [one can achieve - my note]
a comprehensive understanding of cinematic representations, cultural contexts
and socio-political dynamics embedded in films'.

Chapter One of this study focuses on the theme of exploring the impact of
cinema on society and politics.

In the second chapter, the PhD student focuses on Albanian cinema of the
communist era: the time when the Albanian state film studio ("Shqipéria e Re")
was established, when an ambitious propaganda production of domestic films
began.

The third chapter of the present study is devoted entirely to Victor Gica -

his creative path, ideology, cinematic aesthetics and ethics.
In this third chapter of his study, Richa devotes attention to each of Gica's major
films. Without didacticism, concise, engaging, gradual - immersing myself in the
cinematic language, in Gica's cinematic world was for me a very interesting
journey into a particular artistic universe.

Chapter four of this dissertation is devoted to the decoding of Victor Gica's
cinematic language - the PhD student explores the visual expressions, the artistic
means, the hidden mechanisms of the creative process.

Chapter Five focuses on the personality and works of Dhimer Anagnost.
The main thing that excites Richa here is not the narrative flow of the film stories
told by Anagnost, but the contextual background that is unfolded. This
background, Richa argues, defines the main emphases in each of the themes
raised. Again, a wealth of illustrative material is appended (a selection of posters
and stills from the films referred to in the text).

Chapter six deals with a topic that turns out to be new and extremely
interesting for me: the study of transnational cultural exchange - the impact of
Albanian cinema on Chinese culture.



Chapter seven of this thesis is dedicated to Albania's cinematic legacy -
preserving and sharing achievements, values and above all: learning bitter lessons
from times of censorship.

In the conclusion of her text, the PhD student asks the main question: art or
propaganda? And then she returns us to her main topic - the use of metaphors in
cinema as a way of defending creative freedom.

The dissertation "The symbolism in Viktor Gjika's films "White Paths" and
"The General Gramophone" - the use of metaphors in cinema under communism*
by More Racha with scientific supervisor Assoc. Prof. Dr. Irina Kitova is a very
interesting study. | would add: and extremely necessary. | confidently recommend
the Honorable Scientific Jury to give this work the highest rating and I vote "YES"
to award an educational and scientific degree "Doctor" to More Racha.

30.05.2024 Assoc. Prof. Elizaveta Boeva
Sofia



