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Living Within "Shadows"
By Milcho Manchevski (Special from the 2007
Toronto International Film Festival)
Shadows is a film about sex and death, and a few
things in between, like personal responsibility.

Living Within “Shadows”
By Milcho Manchevski (Special from the 2007 Toronto
International Film Festival)
Shadows is a film about sex and death, and a few things in
between, like personal responsibility. I believe in films (and art in
general) that are about people and about ideas, not about places.
Some people make the mistake of reading a film from
Macedonia as if it is a film about Macedonia. They can’t shake off
their need to put things in neat little folders. That stereotyping
disguised as defense against stereotyping borders on intellectual
racism. A good work of art is about people and ideas and
emotions, not about geopolitical concepts. I don’t see why WongKar Wai couldn’t make films about New York or Bergman about
Taipei or Tarantino about Lagos. Those films would not be that
different from the films these filmmakers have already made.
I believe what really matters in film is the tone, not the story. It
is the tone that sends the message and communicates with the
viewer much more than the story. I heard somebody describe my
previous film Dust this way: He said if watching a good Hollywood
film is riding a rollercoaster, watching Dust is like sitting in a car
with a test-crash dummy.
Shadows is probably more personal than my other films.
Not only because both I and the main character, Lazar, like
watermelons, or because my mother was a doctor, just like
his... My films Before the Rain and Dust were personal films, but
they were also intentionally open enough so that they could
be interpreted as a comment on society; Shadows has some
of that, but it’s really much more of a film about the inner life
of one person. I feel personally connected to Lazar’s hypnotic
nightmarish journey. This film actually feels more personal, even
though when I started making it, I didn’t plan it that way.
A way to redemption is through assuming responsibility for
our actions and even for the actions of people close to us, and
exorcising this through love. Doing that is usually scary. And
that’s why this film is scary. It’s an old-fashioned slow-simmering
kind of a scary film. It has no sound bites. Fear is good. Facing
our fears, and dealing with them through love, is a way to
redemption.
I am talking about love, not necessarily about family. Family
is overrated. Love is not. Love for your spouse, for your child, for
your parents - that’s beautiful and important. But family as an
institution has often been abused and used as a way to oppress
the individual. That’s one of the themes of Shadows - how parents
sometimes hide behind their professed love for the child, while
being too suffocating, overwhelming, selfish. The power of the
Macedonian mother in this matriarchal society is huge. The
Jewish mother and the Italian mammoni have nothing on the
Macedonian martyr-mother (“You are driving me to my grave!
You are eating my liver!”). Lazar’s mother is what Lady Macbeth
would have been like, had she lived to have an adult child.
Lazar seems to struggle between four tough women: his
mother, his wife, Menka and his neighbour. I am just trying to
speak the truth in face of the propaganda about the “power” of
masculinity.
I have been asked about the sexual tension in the film. Sex good. Hypocrisy - bad. Sex contains in itself both life and death.
Because of the way society treats it - turning it into a taboo, being
hypocritical, having a low threshold of tolerance for things sexual
- sex ends up holding strong attraction for a lot of artists.
We have been raised to believe that there is some balance,
some justice in the world. I am not sure this is necessarily true,
but I am willing to reinforce that illusion for now. It’s good when
you pay your debts, even if you only have inherited them. That
is a positive way of cleansing. Of course, in Shadows, all this is
told in a very, very simple, accessible way, which I believe is the
way interesting art should be. Sometimes I like esoteric art as
well, but I am very drawn to simple, deceptively simple, art that

actually can
be quite deep,
things like Kurt
Vonnegut, for
example.

I believe in films (and art in general) that are about
people and about ideas, not about places. Some
people make the mistake of reading a film from
Macedonia as if it is a film about Macedonia. They can't
shake off their need to put things in neat little folders.
That stereotyping disguised as defense against
stereotyping borders on intellectual racism. A good
work of art is about people and ideas and emotions, not
about geopolitical concepts. I don't see why Wong-Kar
Wai couldn't make films about New York or Bergman
about Taipei or Tarantino about Lagos. Those films
would not be that different from the films these
Kalina (Ratka Radmanovic) and her wolf. Image copyright Bavaria Film International.
filmmakers have already made.
I believe what really matters in film is the tone, not the story. It is the tone that sends the message and communicates with the viewer
much more than the story. I heard somebody describe my previous film Dust this way: He said if watching a good Hollywood film is riding
a rollercoaster, watching Dust is like sitting in a car with a test-crash dummy.
Shadows is probably more personal than my other films. Not only because both I and the main character, Lazar, like watermelons, or
because my mother was a doctor, just like his... My films Before the Rain and Dust were personal films, but they were also intentionally
open enough so that they could be interpreted as a comment on society; Shadows has some of that, but it's really much more of a film
about the inner life of one person. I feel personally connected to Lazar's hypnotic nightmarish journey. This film actually feels more
personal, even though when I started making it, I didn't plan it that way.

I subscribe
to what
Bergman has
said about
violence,
and I am
paraphrasing
here from
memory: He
says film is
a perfectly
legitimate way
of ritualizing violence. Ritualizing, not glorifying. Society needs
to deal with this extreme - yet integral - aspect of its existence.
Ritualizing has been a central way of dealing with it since time
immemorial. Film lends itself to ritualizing it for many reasons, its
convincing “realism” not one of the least important. I believe that
hiding violence from art or from social storytelling is not going to
solve the issue. On the contrary, it is only going to make it worse.
Not to mention that playing a shrinking violet about talking
about violence is hypocritical, as those same people support
many other kinds of violence.

A way to redemption is through assuming responsibility
for our actions and even for the actions of people close
to us, and exorcising this through love. Doing that is
usually scary. And that's why this film is scary. It's an
old-fashioned slow-simmering kind of a scary film. It
has no sound bites. Fear is good. Facing our fears, and
dealing with them through love, is a way to redemption.

I am talking about love, not necessarily about family.
Family is overrated. Love is not. Love for your spouse,
for your child, for your parents - that's beautiful and
important. But family as an institution has often been
abused and used as a way to oppress the individual.
That's one of the themes of Shadows - how parents
sometimes hide behind their professed love for the
child, while being too suffocating, overwhelming,
selfish. The power of the Macedonian mother in this
matriarchal society is huge. The Jewish mother and the
Menka-Vesna Stanojevska and Lazar. Image copyrigth Bavaria Film International.
Italian mammoni have nothing on the Macedonian
martyr-mother ("You are driving me to my grave! You
are eating my liver!"). Lazar's mother is what Lady Macbeth would have been like, had she lived to have an adult child.
Lazar seems to struggle between four tough women: his mother, his wife, Menka and his neighbour. I am just trying to speak the truth in
face of the propaganda about the "power" of masculinity.

I have been asked about the sexual tension in the film. Sex - good. Hypocrisy - bad. Sex contains in itself both life and death. Because of
the way society treats it - turning it into a taboo, being hypocritical, having a low threshold of tolerance for things sexual - sex ends up

What about, say, a loyal employee being laid off after twentyfive years. For some people that’s perfectly ordinary, acceptable. It
is legitimate to ask, is that violence? And what does the fact that
we don’t discuss it as violence tell us about ourselves?
In a war, when someone gets shot, they don’t just fall
back. Probably it hurts, maybe they stagger, then they look at
themselves and they are shocked. Do they at some point start
laughing, and say, “Is this really happening to me?” Or do they
say, “Damn! I wish I’d had more sex when I could have?” Or do
they whine? What happens to this person during those 20
seconds or 20 minutes while he’s dying? So, fortunately, in a film
it is all make-believe, so you can explore a little bit of that when
making a film. But if you treat violence as something without
real consequences, something fun and easy, then you are doing
society a disservice.
Milcho Manchevski was born in 1959 in Skopje, Macedonia, where
he studied Art History and Archaeology before graduating from the
Department of Cinema and Photography at the Southern Illinois
University, Carbondale, USA, in 1982. He has directed numerous
experimental and short narrative films and music videos. The most
notable are the experimental 1.73, for which he won an award
at Belgrade Alternative, and the video for the group “Arrested
Development” for the song “Tennessee,” which won many awards,
including Best MTV Video. His first feature film, Before The Rain
(1994), won more than thirty international awards, including Golden
Lion in Venice and Independent Spirit, and was nominated for
Academy Award for Best Foreign Language Film.
He has authored a number of short stories, a conceptual book of
fiction (The Ghost of My Mother), a book of photographs (Street),
and numerous performance pieces by himself and with the group
1AM, which he co-founded. Manchevski teaches film directing and
heads the Directing Department at New York University’s Tisch
School of the Arts’ Graduate Department.

j.b. spins
Jazz, film, and improvised culture.
saturday, january 31, 2009

Manchevski’s Shadows
When Milcho Manchevski started filming his beakthrough debut
Before the Rain, Macedonia was not yet a fully recognized country.
While the modern Macedonia is a relatively young country, the
region carries the baggage of centuries of dramatic and often
bloody history. After all, Alexander the Great began his conquest of
the known world as king of ancient Macedon. The past figuratively
haunts the work of Milcho Manchevski and literally haunts the
protagonist of his latest film, Shadows (trailerhere), opening
tomorrow in New York.
Dr. Lazar Perkov is a good father, but as a man, he is a bit wishywashy, avoiding conflict with his overbearing mother, Dr. Vera Perkova, at all costs.
He is so programmed to respond to her,
he causes a terrible traffic accident while
reaching for his cell-phone to take her call.
Nearly embraced by the light, he comes back
to Earth—remember the name was Lazar.
Though fully recovered physically, something is still wrong. Returning home, Perkov
finds a withered elderly woman in his apartment, speaking in a mysterious tongue.
Recording her cryptic speech, Perkov looks
for help from the local linguistic professor, but finds Menka, his research assistant
wife in his place. According to her, Perkov’s
uninvited caller has been demanding in an
ancient Aegean dialect: “Return what’s not
yours.” Though she is initially contemptuous
of Perkov, sparks quickly fly between Perkov
and Menka. While at first, he precipitously
retreats from her sexual advances, the seeds
of obsession are firmly planted. The nature of
reality becomes increasingly problematic for
Perkov, as visions of the alluring Menka, the
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old woman, and a hobbled old man with an infant increasingly
intrude into his daily life.
Shadows is a ghost story in a very real sense, but not a horror
story as such. However, Manchevski maintains an eerily effective
mood throughout the film, in contrast to the rather inconsistent
tone of Dust, Manchevski’s sophomore slump following the
masterful Rain. Ranking solidly between Manchevski’s first
two films,Shadows might in fact be his strongest work from a
purely visual standpoint, thanks in large measure also to Fabio
Cianchetti’s brooding cinematography.
If not as visceral as Rain, Manchevski’s
screenplay is compelling and
economical. It is also his most
sexually explicit work, by far. As in
his previous films, events from the
past continue to exert a palpable
influence on those in the present.
In Manchevski’s Skopje, antiquity
is only concealed by a thin veneer
of modernity. It can be heady stuff,
but Manchevski pulls the audience
through at a good clip, aided by
a strong cast, particularly Vesna
Stanojevska, whose performance
brings surprising depth to the
enigmatic Menka.
With Shadows, Manchevski seems to
be back on track. Dark and moody,
but oddly satisfying, Shadows is a
film for adults—meaning those with
adult sensibilities. It opens tomorrow
in New York at the Cinema Village.

Hollywood Today
Newsmagazine, with Attitude

Original Horror Twist Lurks in the Heart of “Shadows”
Wednesday, March 26th, 2008

Horror film import Shadows (Senki) defines and defies
horror genre
By Michelle Foody
HOLLYWOOD, CA (Hollywood Today) 3/26/08 — Sure, Hollywood
loves a good horror film import. But not as much as it loves the
remake, with a pretty American girl as the lead. The trend was
established with films like Japan’s “Ringu,” which became a Naomi
Watts vehicle in 2002 and hasn’t slowed since.
The graphic flick “Shutter” flashed onto the silver screen with a
$10.5 million opening this past weekend, by way of its Thai origins.
So watch out for the thriller “Shadows,” aka “Senki.” It was the
Macedonian submission for the Foreign Language Oscar, and it may
well await a similar fate. It’s a genre shattering movie, one part scary
ghost story, one part mind-bending psychological drama. So make a
point to see it before dark, anti-hero star Borce Nacev gets replaced
by a blond babysitter.
The film shattered all box office records in its home market, and
then went on to kill at the Toronto Film Festival. Hollywood Today
chatted with the writer & director of “Shadows”, Milcho Manchevski,
via phone from his desk at the Tisch Film School at N.Y.U. where he is
currently teaching.
Although the director is no stranger to the Hollywood system,
having directed episodes of “The Wire”, and even an award-winning
rap video, this movie is refreshingly, and often times shockingly,
not Americanized. The film was shot in Macedonia and on a limited
budget, but that only emboldened its director even more.
“Macedonia is a small country, it’s the size of Vermont and there is not
much money to spend on the arts and film,” explained Manchevski.
“So, its more rewarding because the artist has more freedom, and it’s

not about making money. It’s about creating with freedom, without
studios giving you rewrites.”
The story certainly doesn’t feel sanitized by the Hollywood PC
machine. There’s plenty of sex, a heaping of death, and a main
character that we aren’t sure we like, who may or may not be going
crazy. Which is why it’s so intriguing. But don’t come looking for
cheap thrills or a formulaic horror film.
“It’s a psychological ghost story, it’s not one genre or the other. The
idea was to do both,” insists Manchevski. “When you start playing
with archetypes, then it gets interesting. Its like a traditional scary
film but then refracted through a psychological drama.”
Also mixed into this Mediterranean stew of a thriller is Macedonia’s
own dark history—a nation only since the crumbling of Yugoslavia
in 1991, the country has suffered through oppression from the Greek
government, genocide and ethic cleansing in its not-so-distant past.
But Shadows is not a history lesson, however, nor is it looking to
preach.
“That part of the recent history is a terrible tragedy, but it was by no
means the central idea behind the film,” Manchevski told Hollywood
Today. “I try to make films about people, their loves, fears, and
conflicts. I like the European way of making films, making something
beautiful.”
Let’s hope that inevitable Hollywood remake keeps a piece of
Manchevski’s unique vision in mind.
“There is talk of doing a U.S. remake of ‘Shadows’, which is a funny
thought,” laughs the writer/director. “Maybe I’d like to, but it all
depends on who you are doing it with. I’m all for collaborating with
creative people… It’s the [studio] suits, them, not so much”.
Having already made the move to New York City, perhaps it won’t
be long until Manchevski gets swept up by the Hollywood moviemaking machine. But for now, those NYU kids are pretty darn lucky.
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Movie Review

Shadows (Senki)
2007
Director: Milcho Manchevski
Cast: Borce Nacev, Vesna Stanojevska, Sabina Ajrula-Tozija
A
n the 2003 introduction to the published screenplay of his first featurelength fiction film, Before the Rain (1994)—which appeared actually a few
months after that of the screenplay for his second feature, Dust (2001)—
Milcho Manchevski expressed his frustration with widespread assumptions
about that film as literal historical account. “In almost all interviews I gave
for newspapers and television in dozens of countries over the final years of the
last century,” he writes, “I kept repeating that Before the Rain is not a
documentary about former Yugoslavia, nor about Macedonia, nor is it a
documentary at all. I would say: ‘You can see this from the aesthetic approach:
it’s shot like a fairytale; look at the camera work, or the editing, or the music. I
am using actors. It’s scripted, for Heaven’s sake.’ Who got it—got it.”
Now we have Manchevski’s third feature and again there should be no doubt
about aesthetic approach. Shadows premiered in early September at the Toronto
International Film Festival and was quickly tapped as Macedonia’s official 2008
Oscar entry for Best Foreign Language Film. Already scheduled for theatrical
release in ten European nations, this lovely and moving film is just now making
the rounds of US distributors. The other two features, with their extended
historical elements and fractured, multiple and overlapping narratives—what
Manchevski calls “Cubist storytelling”—are widely rentable in the US. Watching
the three features close together is extremely rewarding. Manchevski is building
a body of work that will shine in retrospective programs—for shared,
reverberating landscapes, elaborated images, and a cadre of supporting actors
whose reappearance in successive film makes his work subliminally familiar and
easy to enter—and now, for the clarity of his turn into newly personal territory
and straightforward narrative.
“Return what’s not yours. Have respect,” says the old woman Kalina (Ratka
Radmanovic), murmuring urgently in an ancient dialect that no one speaks
anymore. She appears matter-of-factly, in her head scarf and heavy skirts and
shawl, a small cross tattooed between her eyebrows in the old way, waiting in
the dark on the living room couch of a young doctor. Lazar Perkov (Borce
Nacev) has just returned to his apartment in the Macedonian capital of Skopje
from his parents’ villa in the lakes district after a year convalescing from a nearfatal car crash. Trying to return to work at the hospital, he misses his already
straying wife and little son, who have remained at the lake. He has nightmares,
forgets things, fears his recovery isn’t stable, speaks in odd images that cause
the unnerved family chauffeur to roll his eyes, and has now had his first visit
from the unsettled souls of the dead.
That Lazar doesn’t know what’s stolen or how to put it back doesn’t get him a
pass. Preoccupied with his young man’s struggle to emerge from the shadow of
his mother’s overbearing ambition, herself a physician (the formidable Sabina
Ajrula-Tozija)—impossible not to recall with the film’s final shot of blinding light—
Lazar encounters one woman after another who teaches him that ignorance and
personal innocence are no excuses, and who invite his wary, steadily growing
search. In a land overrun for centuries by intruders, these women are
preoccupied with theft and its attendant glaring debt. Manchevski’s images are
earthy, specific, free of arid abstraction. For example, one day Lazar searches
out the crowded ramshackle home of his mother’s chauffeur, Blagojce (Petar
Mircevski), wanting a ride to the country. With his trained scientist’s eye he
diagnoses a burn on the driver’s wife’s arm. She patiently explains the birthmark
resulted from her mother eating stolen grapes while pregnant.
Manchevski tinkered for several years with the nuances of his film’s title,
beginning with the Ghosts and detouring to Bones before settling on the
immensely resonant possibilities of Shadows. The word’s added visual dimension
encourages our attention toward DP Fabio Cianchetti’s use of reflections,
doubling, broken space, and Menka’s propensity for suddenly dropping out of the
frame mid-stride and then abruptly reappearing. Cities in Manchevski’s films
have always been claustrophobic and disorienting. There’s a similar handling in
that maze-like Paris apartment where Bertolucci’s The Dreamers occurs, a film
Cianchetti also shot.
Kalina is the first “shadow” who appears to Lazar, identified by her dialect as one
of the displaced Aegean Macedonians. A linguist whom the young man seeks out
to translate her message also remarks on Lazar’s own name’s Biblical reference
to resurrection. Seeking that professor, Lazar meets the lovely Menka, a suicide
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Major in Dust). There is an unbaptized infant whom Gerasim awkwardly but
tenderly carries instead of abandoning, and Kalina’s sometime companion wolf.
These walking dead may invite Lazar’s curiosity and compassion—and in
Menka’s case his intimacy—but they cannot explain their repeated violent deaths
or their connection with the cardboard box of old bones that his mother
scavenged for her own 1973 anatomy class from beyond the consecrated
ground of the cemetery—“not a real grave,” she snorts indignantly—in her home
village of Gluvovo. Or what he must do. In the pivotal showdown, slugging each
other, sprawling on her office floor, Lazar forcibly takes the bones from his
mother in this fight over laying the past to rest or making it “useful” to one’s own
ambitions.
That fight over a box of bones has room to contain a parable about the past
these shadows more broadly represent, though one of the film’s more
courageous qualities is Manchevski’s insistence that Lazar’s own journey carry
the film emotionally and dramatically rather than resort to expose. Kalina’s
dialect reveals she is from Aegean Macedonia—the eastern territory annexed by
Greece in 1913—but the film says little else about her people except that their
fate was “exodus.” Manchevski says audiences outside that culture don’t need
the specific history to connect with these characters’ pain and longing for relief
as abandoned and forsaken peoples.
For those inside that culture, even that slightest reference to Kalina’s extinct
dialect evokes the following specifics. In 1912 Greece allied with Serbia, Bulgaria
and Montenegro, declaring war on Turkey. While this ended the Ottoman
Empire’s occupation of Macedonia, it led directly to Macedonia’s partition among
its neighbors. In Aegean Macedonia, Greece embarked upon a decades-long
campaign to change the population’s ethnic composition, forcibly expelling
hundreds of thousands, confiscating lands, forbidding languages, renaming
places, plundering and destroying villages, and re-colonizing the area with ethnic
Greeks from nations to the east. During the Greek Civil War of the late 1940s
this campaign accelerated anew. 60,000 were expelled in 1948. Some
internments from the mid-40s continued until 1974—the year of Lazar’s mother’s
anatomy class—and as late as 1985 Greek laws governing that area excluded
Aegean Macedonian descendants from reclaiming confiscated land. In 1991, the
modern Republic of Macedonia emerged from the upheaval of Yugoslavia’s
disintegration by referendum.
Lazar’s journey is also the artist’s journey and a parable for the work of cinema.
It becomes his job because he is the one who is there to see. Let us hope this
film is available on US screens, and quickly.
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THE POPCORN REEL FILM REVIEW/"Shadows" ("Senki")

In A Mysterious Macedonia, The Carnal Meets The Surreal,
With Erotic Appeal
By Omar P.L. Moore/January 30, 2009

SHARE

"Shadows" is a stunning and endlessly suspenseful erotic thriller. This must-see artistry by director Milcho Manchevski leaves a magnetic imprint on the
moviegoer. The film chronicles the travails of Dr. Lazar Perkov, a man who escapes death in a fantastic car accident in the heat of the night. He is
thankful for life, and his colleagues dub Lazar, a man who has a beautiful wife and child, "Lucky". But Lazar (played by Borce Nacev, pronounced Borche) appears anything but, plagued by visitations from people and things he either imagines, actually sees, fears or are objectively real. An elderly woman
turns up in his apartment. She says something he cannot understand. Lazar enlists help from Menka, a translator (Vesna Stanojevska). He's convinced
that he's onto something. Or is he?
Mr. Manchevski crafts "Shadows" as a series of episodes of mystery and discovery which are nothing short of compelling. Each avenue leads to something
astounding or intriguing, and Hitchcockian themes of identity and duplicity are a powerful chorus line throughout this absorbing drama. Mr. Nacev fuels
his character with purpose and persuasion, combining innocence and curiosity with impulsiveness and edgy paranoia. The performance is all the more
impressive for the fact that Mr. Nacev has never acted before on the big screen. "Shadows", a 2007 film which finally has its U.S. theatrical release
premiere with an exclusive opening today at the Cinema Village in New York City, is set and shot in the small southeastern European country of
Macedonia and cinematographer Fabio Cianchetti photographs the film in mainly bluish-greenish hues, further illuminating the depth of the landscape
as well as removal from it. On many occasions Mr. Cianchetti's camera frames scenes in a naturalistic atmosphere, making some of what the audience
witnesses within the scenes all the more vivid.
"Shadows" is also written by Mr. Manchevski (director of the multiple award-winning debut film "Before The Rain" and "Dust") and he never plays games
with his audience. He takes his viewers as seriously as he does the genre of his film, which veers toward the substantially less graphic edges of horror,
accompanied by discreet glimpses of the odd and ribald. Miss Stanojevska illuminates the big screen as Vesna, a complex but alluring figure who strongly
resembles the legendary Isabella Rossellini throughout the film. Miss Stanojevska projects a convergence of sweetness, smarts and sex appeal, making
her character incredibly resonant. While watching Mr. Manchevski's film it's hard to believe that like her male counterpart in "Shadows" Miss
Stanojevska never had any prior big screen acting experience. By day, she is a harpist for Macedonia's National Opera and in "Shadows" Miss
Stanojevska plays all the right notes.
The director never resorts to the kind of visual cliches typically found in the horror-thriller realm. He directs "Shadows" at a smooth and pedestrian pace
and in his hands the film is always an alive and interesting entertainment. You are riveted both in thought and in awe of its pace and rich visuals. Mr.
Manchevski directs this film meticulously, with an strong eye for creating images conveyed in moments both languid and kinetic. "Shadows" takes a
thoughtful look at issues of life, love and death in a refreshingly honest and adult way. There are several sexually explicit moments which while erotic and
beautiful, are neither gratuitous nor without symbolic or substantive meaning. These scenes are directed with a tenderness, passion and affection that
clearly shows. There's never a minute where we feel that we are surrendering time to just watch a sex scene as a departure from the narrative. There's
never a feeling that we are intruders in a discussion of sensitive subjects -- the film's devices and scenarios, spiritual, religious or otherwise -- are all
devised in the most authentic way.
Though the third act contains a few visual effects that it can live without, "Shadows" is a wonderfully literate and eloquent human drama. It's definitely a
film that Mr. Manchevski, who heads the Directing Department at New York University's Tisch School Of The Arts Graduate Department, should instruct
347teaching class, of course.
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Sex, Death, Eroticism And Psychological
Horror Amidst "Shadows" From Director
Milcho Manchevski
By Omar P.L. Moore/The Popcorn Reel
SHARE
January 27, 2009
January 27, 2009
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"I believe in doing my homework. I was a straight-A student."

Obviously the director was careful about the objectives and impact of "Shadows". "The key was not to make a film
that's going to jolt you, but a film that's gonna creep with you and stay with you for a long time, like something you
see from the corner of your eye," said Mr. Manchevski, who prior to the discussion was told that his phone was
playing tricks on him. "I'll have to see about getting that fixed," he said. Not short of a sense of humor, he gave a
wise piece of advice about not buying a particular brand of cellular phone. The director, who also directed the MTV
Best Video of 1992 "Tennessee", by hip-hop artists Arrested Development, also likened "Shadows" to a nightmare
you wake up from that lingers and won't leave you alone. "And to achieve that there's a lot of repetition. In a way,
the idea was to make it feel a little bit like Ravel's Bolero. You take a theme or a few themes and then you keep
repeating them and they grow bigger and bigger."
Mr. Manchevski shared an observation that reflected the type of effect he was aiming for in his latest film.
"Bergman's films were scary films for me. Even though you wouldn't find them on the horror shelf." Films like
"Autumn Sonata", "Persona" and "Cries And Whispers" were cited by the director and his interviewer for their scare
factor. "So creating that visceral dialogue, that visceral reaction, in a way is sort of the basic but also the most
difficult task an artist can have. If you're doing a comedy people are laughing or they're not. If you're making a
348people are scared or not. There's no middle ground."
scary film

Today's horror films and psychological thrillers are a long way from the imagination and power of past classics
like "Psycho", "Rosemary's Baby" or "The Exorcist", with what is termed "torture porn". That type of filmmaking is
"not lazy but it's easy", according to Mr. Manchevski. "It depends on what kind of film you're making. Even in
doing a gore film . . . there [are] various degrees of how well you do that. I remember seeing the first "Halloween"
in film school (at the Department of Cinema and Photography at Southern Illinois University, where he graduated
in 1982.) And I was working at the theater [in Illinois] at the time. I saw the film and everybody was screaming.
Virtually hanging from the ceiling. So I was like, 'I better see the next screening to see why it's so effective and why
is it that it worked so well.' And then I realized that . . . the craft was definitely there. There was something very
direct about it. If you recall, the first "Halloween" (directed by John Carpenter) had almost no blood at all in it."
Though he has made just three feature films (including "Dust" in 2001), with an interval of roughly seven years
between films Milcho Manchevski has a very good reason as to why more features aren't on his resume. "I
handcraft the films," he said. "And I don't know if it's good or bad. It has its plusses and its minuses," said the
director, who mentioned that just the physical work on a film takes a year to two years of his life. "I don't like doing
industrial films. I don't like just rushing them through the assembly line and then into the theater and then out. I
believe that by investing a piece of yourself in the work in general that will somehow resonate from the screen and
stay with the viewer." The director finances all of his films in Europe even though he lives in the Big Apple. He
mentioned that "Europe is a funny place for financing films", citing the balance between "half-distributor, half
refugee", although in Europe "there is much more of a respect for the author." Still, he noted that "Europe is slowly
becoming a little more Hollywood-ized." Mr. Manchevski lamented the Hollywood way, saying that "granted there
are films that you need this kind of industrial approach but there are also films that are created by one or two or
several filmmakers expressing a particular point of view that get ruined by the money, the suits, the studios or the
producers changing, tinkering with the films too much."

Mr. Manchevski joked about having his films remade, hinting that he would disengage himself from the remaking
process. He said that at one point there were discussions about remaking "Shadows". Earlier in the conversation
he had observed that "in development, scriptwriting, script doctoring in Hollywood in general there's so much
emphasis put on [explaining] things and, 'do people get it?', and I think it's just overrated. The relevant
consideration, he said, is "'do I like the film' -- not 'do I understand the film.' There are a number of wonderful
films where I'm not quite sure what happened one hundred percent but I'm really glad I saw the film. And vice
versa, there are like some films where everything is clear but I couldn't care less. So I think that understanding has
been overrated at the expense of feeling and liking the film."
Another reason for the sizable interval between films is that Mr. Manchevski has his hands full with many other
more interesting projects which he prefers working on, such as his direction of short films, long-form works, art
and experimental cinema pieces. He has directed numerous television commercials, the most recent of which can
be seen here. He is currently working on a photo exhibition art project entitled "Five Drops Of Dream", five photos
in a film strip. The photo exhibition has some one hundred film strips, or a total of five hundred frames. The
artwork exhibition will be completed for display later this year.
The director is asked about the sex scenes in "Shadows", each of which is distinct and not without meaning in the
film's context. If comedy is difficult to film and convey so too are love or sex scenes. "It's difficult because it's such
a personal moment and here you are doing it first, in front a lot of people and second, in front of a lot of people who
are going to see you in the future. And you need to make it look very intimate, like only two people together. I just
put everything on the table, discuss it. First of all, everything was described in the script in detail so the actors
knew what they needed to do, so they spent a lot of time preparing for it. And they had their own little dynamic
going on as we were shooting," the director said.
Mr. Manchevski then remembered something that happened during filming. After rehearsals with a partiallyclothed Vesna Stanojevska, the director recalled that "we were filming the scene where [Miss Stanojevska] is
showing her breasts . . . and then as we were preparing to roll again, the microphones were on but we weren't
rolling yet and you hear Vesna saying, 'Well, why are you being that way? Just look at them before I show them to
everybody.' Which I thought was really sweet and very funny."
One of the sex scenes, Mr. Manchevski revealed, "that is particularly important and dear to me . . . is where they're
having sex and laughing. Which is something that you know, you very seldom see in films. And I think it's, it's a
great way to deal with it, a great way to approach . . . love and sex."
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Manchevski’s SHADOWS at the Santa Barbara International Film Festival
By Dinane Sippl

Red carpets ribboned through the week at the 23rd Santa Barbara
International Film Festival, spanning oohs and ahhs, yelps and squeals for Julie
Christie, Cate Blanchett, Javier Bardem, Ryan Gosling, Tommy Lee Jones, and
Angelina Jolie, in that order. And stars shone brightly as well on the faux blacksky
ceiling of the 2,000seat Arlington Theater, walled with real gold and amber lanterns
and façades of the old Spanish mission town that the city once was. This site for
the endless tributes was nearly as packed for a new film from Kazakhstan by Sergei
Bodrov, Mongol. A glorious oldstyle action film devoid of character development
and heartfelt conflict (even with narration delivered in firstperson voiceover), it
offered plenty of blood and bodies and landandskyscapes, a roughhewn exotica
when compared to, for instance, a glittering Zhang Yimou palace epic.
Yet in smaller theaters and some uniquely pleasant midsize venues (the city
offers several, patchworked through its downtown), very astute and committed
cineastes streamed into half a dozen new films designated as “Eastern Bloc”
in the catalog and filled the houses. I never saw so little popcorn (nor food
or drink of any kind) consumed in movie theaters (though it was generally
available) or heard so much conversation in the lobbies afterward. At this
midfest writing moment, I haven’t seen all of these films (Fatih Akin’s The
Edge of Heaven is yet to come and gaspingly anticipated), but so far Alexander
Sokurov’s eloquently enigmatic Alexandra, Andrei Zvyagintsev’s striking and
engrossing The Banishment, and Milcho Manchevski’s singularly compelling
Shadows are enough to call any festival a success. Together they bring an
aesthetic and socially conscious edge to this elevenday event that is perhaps not
so pronounced in any other particular segment of the program. And a crime
it shall be if they don’t soon make it into local arthouse theaters across our
country. If only because it takes so long to encounter a new work by him, even
though he now lives and works in the U.S. (heading the Directing Department
at NYU’s Tisch School of the Arts’ Graduate Program), this review will focus on
the latest by Milcho Manchevski.
Following his much fêted debut, Before the Rain (1994), and his second
feature, Dust (2001), writer director Milcho Manchevski has once again
provided us with the perfect festival film: a visual tale of dramatic substance,
with historical depth and contemporary thrust, adroitly told with innovation
and élan. And once again Manchevski returns to that place he cannot leave
behind, his beloved Macedonia.
It all begins, at least the film itself, with a crash. It looks like a fatal car
accident. But Lazar Perkov — his friends call him “Lucky” — miraculously
survives it, or so he thinks. After a year of convalescing, he returns from his
parents’ villa in the lakes region to his apartment in Skopje, the capital, and his
position at the hospital where he is a physician. Sad that his wife has remained
behind with their little boy, and she is flirting with someone, at that, he feels
even more uneasy because his forgetfulness, nightmares, and absentmindedness
tell him his recovery is not yet complete. And there are those strange faces:
an old man taking care of a baby, a perhaps even older lady tattooed with
a cross between her eyebrows and muttering an ancient dialect, and then a
mesmerizing young woman who holds a secret.
Lazar manages to find someone to decipher the words of the old woman,
Kalina, who is there waiting for him on his couch when he arrives home at
night, sometimes with an eerie wolf. “Return what’s not yours. Have respect,” is
what she presses urgently. But what has he stolen? Without knowing this, how
could he possibly return it? The linguist who translated the words notes the
Biblical connection of Lazar’s name to the story of Lazarus, and by coincidence,
the young woman he meets in that office, Menka, is the survivor of a suicide
by hanging — or is she? Perhaps it’s not by chance that the old man, Gerasim, a
refugee, turns up on a gurney in the hospital. His brother nailed a spike into his

heel before he placed him in the coffin, to keep him from wandering after death.
Yet there he is, dying once again, leaving behind the unbaptized baby in a limbo
not unnoticed by Kalina, herself a longago displaced Aegean Macedonian.
The repetition of their violent deaths in the story haunts Lazar all the while
these people draw his compassion and even compel his attraction, in the case
of Menka. But Lazar is consumed with the overbearing presence of his mother,
a highly successful doctor and ambitious woman who once scavenged a box of
old bones from the sacred cemetery when she needed them for her anatomy
class. “It’s not a real grave,” she rationalized in her home town of Gluvovo. Yet
an early scene in the film feels like part urban legend and part folk tale as local
Macedonians pull up, turning off their car stereos and cell phones to celebrate
the Night of the Dead. In a sprawling cemetery under a black sky, myriad
candles light the graves where visitors lay plates of food or pour drinks for their
deceased and spend the night.
To live through these moments in this setting allows for an uncanny intimacy
— a faceoff with personal fear that leads, strangely enough, to a celebration
of life. But Lazar has yet to make that journey, for his “shadows” are walking
among the living, indeed, through every step of his life. Cinematographer Fabio
Cianchetti generates this foreboding trajectory visually through the use of
double images, often reflections, broken spaces, the mirroring of each persona
in another, and characters who either drop out of the frame mysteriously and
just as suddenly reappear or, surprisingly, vanish before our very eyes. The rope
marks on Menka’s neck appear, disappear, and reappear, just as “superstitions”
are visualized (a woman explains a birthmark on her arm as the consequence of
her mother eating stolen grapes while she was pregnant). Much as Lazar resists
the matriarchal rope of his own mother, his curiosity and conscience allow him
to fathom the waves of intruders in Macedonia over centuries, their theft of
the land and its people, and the unpaid debt at stake for Lazar regardless of the
degree of his personal complicity.
Audiences familiar with the history of the region recall that Greece together
with Serbia, Bulgaria, and Montenegro declared war on Turkey in 1912. No
sooner did this act liberate Macedonia from occupation under the Ottoman
Empire than it precipitated Macedonia’s being parceled out to its neighbors.
Greece seized upon Aegean Macedonia for ethnic cleansing, sending hundreds
of thousands into exodus, appropriating their land, banning the use of their
languages and the renaming of places, plundering villages and destroying
homes. Ethnic Greeks from countries further east were brought in to repopulate
the region. The Greek Civil War of the 1940s only exacerbated the problem,
allowing internments to continue as late as 1974 (the year Lazar’s mother
excavated the bones for her anatomy class in the film). “Covering up past
genocide is only expanding it,” Manchevski has commented, “and I felt that this
story should find a place in Shadows, which talks about the responsibility of the
individual in the face of family and history.”
In 1991 Macedonia emerged from the “ashes” of the former Yugoslavia.
Milcho Manchevski then began to approach filmmaking through fractured,
overlapping, and circular narratives, interspersed with historical passages and
ellipses, to tell the tales of his homeland. Shadows departs from this approach,
opting for a more straightforward development of the story, but adds to it a
dreamscape of personal torment. Call it a “ghost story” but know that it feels
more like Bergman or Polanski, or even Shakespeare — Macbeth and Hamlet
come to mind. Retaining an ensemble of actors from one film to the next,
Manchevski used two firsttime film actors in Shadows for the lead roles, Borce
Nacev as Lazar and Vesna Stanojevska as Menka, who both deliver remarkable
performances. As for the director, if we view Lazar as a visionary not unlike the
filmmaker himself, pursuing the artist’s journey, that journey is also an allegory
of cinema when its task is to lead us to see — at whatever price — and to dream.

FEAR EATS THE SOUL
By Marina Kostova
Milcho Manchevski's Shadows is a beautiful and tormenting film.
It moves you, as if your blood is aching, and it seems you could cry
for days. It has the emotional power of Before the Rain (with the effect of a hard blow to the stomach) and the complexity of Dust. With
his third film, Manchevski establishes himself as a mature auteur who
has a superior control over form and a masterful skill in dosage of
emotion.
Shadows is about the fear of intimacy with the other (but actually fear of death) which permeates
human existence to such a degree that it makes any complete
intimacy impossible. Neither the
mother with the child, nor the
child with the mother, nor the
husband with the wife. You cannot defeat the fear. The only thing
left is to summon up the courage
and try to get closer to the other,
even if you lose him. Because that
is the only way to have a smile
along with fear at the end of the
day. Life is, says Manchevski, what
happens between "How are you
going to live without me" and
"Smile, one day you'll be gone."
And it is not a coincidence that
Manchevski has picked the horror genre as a template to tell the
story. Immanent human fear is
most clearly articulated through
this form.
Shadows is a story of Lazar
Perkov (Borce Nacev), a young
doctor with a seemingly happy
life, an attractive wife (Filareta
Atanasova) and a sweet boy, with
a strong mother (Sabina AjrulaTozija) and a gentle father (Dime
Iliev). He survives a car crash and
begins to encounter strange
characters: Kalina, an old woman
with a wolf (Ratka Radmanovic),
Gerasim, a middle-aged grumpy neighbor with a baby (Salaetin Bilal)
and the beautiful Menka (Vesna Stanojevska). They all want him to
return that which is not his, even though he does not know what that
is. His nightmarish search for himself takes him to his ancestors' debts,
which he will have to repay himself - to redeem them, but also himself. The shadows of forgotten ancestors will pull Lazar out of the sterile world where Lazar's mother keeps him; he will start to live for real.
It is almost impossible to watch Lazar and Menka separately in the
film. Borce Nacev and Vesna Stanojevska are an exciting couple; they
establish a connection that is both warm and sexy, funny and touching, and you cannot help loving them. They are our two new stars,
new heroes.
Sabina Ajrula-Tozija has a monumental role as Dr. Vera Perkova, a
rock of a mother who overshadows everything in front of herself, most
of all her own child. She is the ghost mother who freezes the child in
all of us in fear. At the same time, she projects the biggest fear of any
woman - the fear of her own child. One of the cathartic moments is
when Vera curses at her own son and throws him out. Sabina plays it
as an eruption of suppressed energy - all the ambivalence of motherhood comes out, all the love and fear, possessiveness and anger, and
after all that - tremendous relief. A counterpoint to Sabina-Vera, as if a

masculine principle, is Dime Iliev as the husband Ignyat Perkov. He is
gentle and pragmatic, a man who has understood the wisdom that his
son has yet to understand - take from your dearest only what they can
give you and be content with it.
Salaetin Bilal as Gerasim and Ratka Radmanovic as Kalina are iconic
presences, archetypes for all our grandfathers and grandmothers, they
are the pillars upon which the film rests.
Sex is connecting tissue in
Shadows. And it is not a coincidence - it is only through sex that
one gets an immediate (even
though short-lived) confirmation that intimacy with the other
is possible.
Skopje is portrayed in Shadows as a metropolis with all the
virtues and vices of urban living
anywhere in the world. The pictures of our daily life, the habits,
the conditions we live in have all
been conveyed as in an anthropological study - Manchevski
does not judge (the way a Westerner would, or even the way one
of our own living abroad would),
he only states the facts. This metropolis is part of us, it is part of
our family. We are ambivalent towards it, the way we are ambivalent towards our family - we both
love it and are suffocated by it, we
want to run away, and we always
come back.
In a masterly way Fabio
Cianchetti expresses the suffocating quality of the big city
with his camera, a suffocating
quality which at the same time
is a reflection of the inner turmoil smothering Lazar. The production designer David Munns, who knows Macedonia better than
most Macedonians do, should be credited with giving the images in
Shadows a cosmopolitan spirit. He has worked with Manchevski on
all three of his films, and is capable of perfectly transforming Manchevski's story into a multi-layered image. Elisabetta Montaldo's authentically realistic costumes are an inseparable part of the image;
Montaldo captures every character with her clothes, including the
extras.
Ryan Shore's music and the soundscape are so rich that they become another character in the film.
Shadows is told the old-fashioned way, unrolling slowly as the
tension grows through small details. This is precisely what makes the
film rich and complex - and at the end it leaves you with the feeling
of being completely wrapped within it. Manchevski has a rare gift of
articulating his emotion in his work and sharing it with the viewer.
This matters to the viewer, he trusts Manchevski. As in any true art.
After the Skopje and world theatrical premiere of the film last Friday, there was a long applause that went on and on. With Shadows,
Manchevski finally and truly returned home.
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Ihr Standort: BR.de Fernsehen Bayerisches Fernsehen Film & Serie Drama

Drama

Shadows
Lazar, genannt "Lucky", scheint alles zu haben, was man sich wünschen kann. Doch nach
einem Verkehrsunfall ändert sich sein Leben. Er trifft auf seltsame Menschen, die eine
Botschaft für ihn zu haben scheinen.
Stand: 15.03.2013

Dr. Lazar Perkov (B. Nacev) hat auf wundersame Weise einen schweren Unfall überlebt.
1 von 12
1 von 12

Wenn wir uns auf der Suche nach jemandem befinden würden, der alles hat, so wäre Lazar Perkov die
perfekte Wahl: Er ist jung, gut aussehend, hat eine liebenswerte Ehefrau, einen kleinen Sohn, ein
schönes Haus und einen erfüllenden Beruf als Arzt in einem Krankenhaus in Skopje - und alle nennen ihn
"Lucky".

Info
Originaltitel: Shadows (MK/D, 2007)
Regie: Milcho Manchevski
Darsteller: Borche Nachev, Vesna
Stanojevska, Sabina Ajrula-Tozija
Länge: 125 Minuten
16:9, stereo, Videotext

Es fehlt ihm an nichts - außer vielleicht etwas in ihm selbst.
Er versucht stets, den Erwartungen anderer zu
entsprechen. Allen voran den Vorstellungen seiner Mutter,
eine erfolgreiche Ärztin und nahezu besessene Frau, die
durch ihren eisernen Willen zu Ruhm kam und jedem
Widerstand trotzte - ob von den Lebenden oder den Toten.
Als Lucky in einen schweren Verkehrsunfall verwickelt und
von mysteriöser Hand vor dem sicheren Tod bewahrt wird,

beginnt sich sein Leben zu verändern.
Plötzlich trifft er auf seltsame Menschen: Einen alten Mann mit einem Baby, ein altes Mütterchen, das eine
längst vergessene Sprache spricht und eine hübsche junge Frau, die ein trauriges Geheimnis verbirgt.

352

“Shadows” of Macedonia on Aamir Khan’s
“Talaash”?
By Farhana Ahmed

Tuesday, December 11th, 2012

Reema Kagti’s Talaash bears certain similarities with 2007
Macedonian film Shadows
The recently released Talaash directed by Reema Kagti,
starring Aamir Kahan, Rani Mukerji and Kareena Kapoor will long
be remembered as a good movie where glamorous superstars of
our time are seen playing convincing character roles. Apart from
its refreshing theme of presenting crime from an unorthodox
angle, Talaashis a movie that explores a fresh treatment of the
supernatural genre. Though both the writers–Reema Kagti and Zoya
Akhtar– have said that Talaash was based on a real-life incident
that took place near Haji Ali Road in Mumbai; it is interesting to
note that the film bears certain similarities with a 2007 Macedonian
film Shadows (Macedonian:Сенки, Transliteration: Senki) directed,
produced and written by Milčo Mančevski.
Like Talaash, Shadows is about a crime, committed in the past
and lost in collective consciousness, resurfacing with the involvement
of the supernatural. While the crime in Talaash is committed against
an individual; Shadows deals with genocide.
The victim, Rosie or Simran (Kareena Kapoor) in Talaash laments
before inspector Surjan Singh Shekhawat (Aamir Khan) about the
public indifference towards a prostitute who went missing three
years ago. In Shadows, an old woman with a tattooed cross on
forehead, Kalina (Ratka Radmanovic) tells Dr. Lazar Perkov (Borce
Nacev) “Return what’s not yours. Have respect” in an ancient Aegean
dialect not in use in modern day Macedonia.
Talaash is about the tragic death of Rosie or Simran at the hands
of some ruthless rich people, whereas Shadows deals with a series
of historical genocides committed by the Greeks against the Aegean
Macedonians between 1913 to 1973—both long forgotten waiting
to be unearthed by supernatural intervention.
Inspector Surjan Singh Shekhawat has an almost broken
marriage with his wife Roshni (Rani Mukerji) after accidental death
of their son. Unable to cope with the personal loss and guilt, Surjan
loses sleep and regularly meets a hooker named Rosie in order to
investigate a car crash. Rosie provides him valuable information
about the car accident which killed a film star. It is revealed in the end
that Rosie was indeed Simran, a prostitute picked up by the film star
and his two friends from a hotel three years ago. She died that very
night after falling from their speeding car. She was buried by a pimp
named Shashi near the sea under a white plumeria tree.
Surjan has a neighbour Frenny (Shernaz Patel), a psychic who
speaks with spirits. His wife visits her to communicate with their dead
son. Surjan refuses to believe in the supernatural until he realizes that
Rosie whom he meets every night had died three years ago.
In Shadows, Dr. Lazar Perkov, an orthopedic surgeon, brought
up under the heavy influence of his successful orthopedic professor
mother, has also an estranged relationship with his wife. He often
stays with another woman who has a young son. After recovering
from an almost fatal car accident, Lazar returns to their city

apartment only to find an old lady Kalina, in black headscarf with a
dog. She tries to tell him something but the language seems hard to
decipher. To translate the message, recorded in his cell phone, Lazar
looks for a linguist but finds Menka (Vesna Stanojevska), his research
assistant’s wife in his place. The enigmatic and sensuous Menka,
with bruise marks on her necks, seduces Lazar and takes him to a
small house outside the city by a railway track. There Lazar finds a
framed photograph with two ladies of the olden time—one of which
is Menka. Menka talks about her childhood and her child plays with
glow-worms in a wooden two-storied house in the countryside,
down south Macedonia off the Aegean Sea.
Lazar is also visited by a man Gerasim (Salaetin Bilal), called a
refugee with an anabaptist baby in his arms. Gerasim has spikes on
his heels and blood oozes out from it. Both Kalina and Gerasim try
to convey to Lazar to perform the religious rites for their bodies that
remained dumped outside the cemetery until dug out for anatomy
classes by his mother in 1973. Lazar fights with his mother to take
possession of the bones and skeletons kept in a cardboard box and
heads off to his mother’s home village of Gluvovo. He digs a grave and
puts the bones inside where Kalina and Gerasim with the infant appear.
To his surprise, Menka also appears. It is then only Lazar realises that
Menka, with whom he had had so many intimate moments, is a dead
person. A dramatic turn takes place as Menka, under her obsession for
the love of Lazar, tries to drag him inside the grave but Lazar manages
to save himself. Lazar recovers with a huge scream and finds himself
afresh on a sunny mountainous highway with his mother’s SUV after
crossing a long and dark tunnel.
In Shadows, where Dr. Lazar is first hinted by an old Aegean
woman Kalina about the unsettled spirits of the dead; it is Frenny,
the Parsi lady who does this in Talaash.Surjan’s nocturnal dates
with Rosie/Simran are like those between Dr. Lazar and Menka.
In one scene, very much like Lazar-succumbing to a provocative
Menka, Surjan too follows Rosie/Simran to a hotel room for a night
but only to be lulled into deep slumber.
In the final scene of Shadows, Lazar digs a grave and puts the
skeletal remains of the bodies belonging to Menka, Kalina, Gerasim
and the infant and ritually buries them, Surjan too exhumes the
skeletal remains of Rosie/Simran and performs the last rites
according to Hindu tradition.
In the case of imagery and cinematography, Shadows uses
reflections on glass—on door panels, bus windows etc throughout
the movie to create a shadowy impression of the stated
theme. Talaash draws upon aquatic imagery—drowning, seashore
and showers that adds to the theme.
Creative arts represent a universalism and it is an interesting
coincidence that Reema Kagti’s Talaash rides on similar metaphors as
seen in the Macedonian film.

MILCHO MANCHEVSKI INTERVIEW FOR ELEFTHEROTYPIA
1)

Some scenes of “Shadows”, concerning what you call “ a genocide” with napalms etc, provoked extremely negative comments
by a large proportion of greeks-even the most proegressive ones.
I mean, genocide, napalms, and ghosts -victims of bad greeks
coming out of the grave?
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ƪǊǊƾįĮ

ĭǘǊǊǎ ƮǑǏǈĮǉǀǐ
13 - 04 - 2008
ƶƷƬƯƪƶ
ƶƬưƪƭƻưƧƷƧƵƭƳ

-

I am not sure which scenes you are talking about. SHADOWS never
mentions Greece, nor a genocide. This is a film about many issues,
including getting over the past, personal vs. social responsibility, corruption, family ties (and especially Mediterranean mothers and their
sons), doomed love, fear of death, social taboos..., but it is certainly not
about Greece. It is curious how some people can recognise themselves
in anything.

ƭƩƪƻƱ
ƷƸƴƳīƵƧĭƪƭƳ
ƴƧƵƧƩƳƲƧ
ƪƴƭ ƴƭƱƧƮƭ

ƧƱƧƫƬƷƬƶƬ

ƧǌĮǅǀĲǆıǆ
ưİ ǆμİǏǎμǆǌǁĮ
[ƪȺǈǊƿǍĲİ]
ǀ [ƶǑμȺǊǆǏǙıĲİ]

2)

Many people in the past thought that your films, like “Before
the rain” constitute a bridge of friendship between the two counries but all they see now (besides the undoubted artistic virtues of
the film) is a dangerous provocative statement which comes out in
a very tensed period for the two countries.

ƧȺǎıĲǎǊǀ
Ʒİǘǒǆ ƨǈǃǊǈǎǇǀǉǆǐ
ĭƾǉİǊǎǈ ƶĮǃǃƾĲǎǑ

ƷĮǑĲǗĲǆĲĮ
ƪǉįǗıİǈǐ
ƧǏǒİǁǎ
ƩǈƾĳǎǏĮ

-

This film is as much about building bridges of friendship as is any of
my other films. It is a heart-felt film about grief and love offering a mirror to people (regardless of whether they are greedy for money, power
or land). SHADOWS played on four continents, and no one saw antiGreek provocation in it. It is a little disappointing to hear this kind of
paranoid thinking coming from the country that calls itself the cradle
of democracy.

ƪȺǈǉǎǈǌǔǌǁĮ

3)

Art can be a dangerous weapon at difficult moments. All countries
have experienced terrible moments in their history. For example Greeks
during Turkish invasion or more recently in Cyprus. It could be very
easy for us to make a film showing the atrocities of Turks in Cyprus or
200 years ago. But doing it now, that there is an effort to overpass the
negativity constitutes a political statement. Why do you focus on such
a contraversial matter in such a moment? This could be conceived as a
nationalistic approach...

-

I would remind you once again that SHADOWS does not focus on Greece.
The film does mention in passing (two lines out of a thousand) the enormous suffering of the Aegean Macedonians, but it is more concerned with
other human issues, such as responsibility, family relations, fear and desire....
Even when mentioning Aegeans, the film is concerned with their suffering,
and Greece is never mentioned. But, if you insist on talking about politics in
such a self-righteous way, then let me
challenge your readers to think about
the damage that this kind of nationalistic
hysteria, self-centerdness and manipulative politicians can cause. First of all, people should study independent sources
and learn a bit more about their own history. Denial, propaganda and hysterical
reactions from a position of power will
not change the historical truth.
It is sad that for Greece the ethnic
cleansing of Macedonians is not a matter of public record. I would direct you
to a number of independent historical
data, including the Carnegie Commission Report of 1914, but more importantly I would ask you to talk to the tens
of thousands of Macedonian refugees
and children of refugees living in Toronto,
Melbourne, Tashkent, Poland, Romania,
Czech Republic... I am not talking about
movie characters, I am talking about real
people of flesh and blood who have suffered the pain of real ethnic cleansing.
They lost family and were chased away
from their own homes in Greece. Yes,
some of them under threat of napalm
(for the first time used on Gramos, as per

ƴǎǊǈĲǈǉǀ

ƳǈǉǎǌǎμǁĮ

ƹƵƬưƧƷƭƶƷƬƵƭƳ
Ʒƿǒǌİǐ

ƧǇǊǆĲǈıμǗǐ

ƹƵƸƶƬ ƪƸƮƧƭƵƭƧ
HOME

ƮǗıμǎǐ

wap.enet.gr

ưƭƯƷƶƳ ưƧƱƷƶƪĭƶƮƭ

«ƮĮǈǏǗǐ ǌĮ μƾǇİĲİ Ĳǆǌ ǈıĲǎǏǁĮ
ıĮǐ»

ƷƪƹƱƪƶ
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ƶƭƱƪưƧ

Ʒǆǐ ƪƸƧƱƱƧƶ ƨƪƱƧƵƩƳƸ (venardu@enet.gr)

ƧǌƾμİıĮ ıİ įǘǎ
ıǉǆǌǎǇƿĲİǐ

Ʒǎ İǁįĮμİ ǉǈ ĮǑĲǗ: ưǈĮ ĲĮǈǌǁĮ ǌĮ įǆμǈǎǑǏǄİǁ
ıƾǊǎ ıĲĮ ĲǆǊİǎȺĲǈǉƾ ȺĮǏƾǇǑǏĮ, ȺǏǈǌ ǉĮǌ
ȺǏǎǃǊǆǇİǁ ıĲǆǌ ƪǊǊƾįĮ! ƴǏǗǉİǈĲĮǈ ǄǈĮ Ĳǆ ǌƿĮ,
ǃǏĮǃİǑμƿǌǆ įǆμǈǎǑǏǄǁĮ ĲǎǑ ıǉǎȺǈĮǌǎǘ
ıǉǆǌǎǇƿĲǆ ưǁǊĲıǎ ưĮǌĲıƿĳıǉǈ μİ ĲǁĲǊǎ
«ƶǉǈƿǐ», ȺǎǑ ƿǒİǈ μİǌ ǃǏİǈ įǈĮǌǎμǀ ıĲǆǌ ƪǊǊƾįĮ, ĮǊǊƾ
ȺĮǏĮμƿǌİǈ ƾǄǌǔıĲǎ Įǌ ǉĮǈ ȺǗĲİ ǇĮ ǃǄİǈ ıĲǈǐ ĮǁǇǎǑıİǐ
ǉĮǇǙǐ ıǑǌİǒǁǅİĲĮǈ Ĳǎ ıǀǏǈĮǊ μİ Ĳǎ ǗǌǎμĮ Ĳǔǌ ƶǉǎȺǁǔǌ.

ưƭƯƷƶƳ
ưƧƱƷƶƪĭƶƮƭ
«ƮĮǈǏǗǐ ǌĮ μƾǇİĲİ
Ĳǆǌ ǈıĲǎǏǁĮ ıĮǐ»

ưƳƸƶƭƮƬ

ƴǏǗǉİǈĲĮǈ ǄǈĮ ƿǌĮ ǉĮǊǎĳĲǈĮǄμƿǌǎ İǏǔĲǈǉǗ ǇǏǁǊİǏ
ĳĮǌĲĮıμƾĲǔǌ. ƧǊǊƾ Ǘǒǈ... ǎȺǎǈǔǌįǀȺǎĲİ ĳĮǌĲĮıμƾĲǔǌ.
ƶǘμĳǔǌĮ μİ Ĳǎ ıİǌƾǏǈǎ, ĮȺǎĲİǊǎǘǌ ǇǘμĮĲĮ Ĳǔǌ μĮǅǈǉǙǌ
İǉǉĮǇĮǏǁıİǔǌ Ĳǔǌ ƪǊǊǀǌǔǌ ıİ ǃƾǏǎǐ Ĳǔǌ «ưĮǉİįǗǌǔǌ
ĲǎǑ ƧǈǄĮǁǎǑ». Ƭ ĲĮǈǌǁĮ İıĲǈƾǅİǈ ıĲǆǌ ǓǑǒǎıǘǌǇİıǆ ĲǎǑ
ǀǏǔĮ, ǎ ǎȺǎǁǎǐ μǗǊǈǐ ıĲǎ ĲƿǊǎǐ ıǑǌİǈįǆĲǎȺǎǈİǁ Ⱥǔǐ
ǉĮǊİǁĲĮǈ ǌĮ įǙıİǈ Ǌǘıǆ ıĲǎ įǏƾμĮ Ĳǔǌ ǃĮıĮǌǈıμƿǌǔǌ ĮǑĲǙǌ ǓǑǒǙǌ. ƩǈǗĲǈ ĲĮ
ĳĮǌĲƾıμĮĲĮ ĮǑĲƾ, ȺǎǑ ıĲǎǈǒİǈǙǌǎǑǌ Ĳǆǌ ǉĮǇǆμİǏǈǌǗĲǆĲƾ ĲǎǑ ǘıĲİǏĮ ĮȺǗ ƿǌĮ
ĮǑĲǎǉǈǌǆĲǈıĲǈǉǗ įǑıĲǘǒǆμĮ, įİǌ ǃǏǁıǉǎǑǌ ǊǘĲǏǔıǆ. Ƴǈ Ĳƾĳǎǈ ĲǎǑǐ ƿǒǎǑǌ
ıǑǊǆǇİǁ ǉĮǈ ĲĮ ǉǗǉĮǊƾ ĲǎǑǐ ƿǒǎǑǌ ǉǊĮȺİǁ... Ʒǎ μǗĲǎ, ƾǊǊǔıĲİ, ȺǎǑ ıǑǌǎįİǘİǈ
Ĳǎ ĲǏƿǈǊİǏ İǁǌĮǈ «ưİǏǈǉƿǐ ĳǎǏƿǐ ǎǈ ȺİǇĮμƿǌǎǈ μǈǊǎǘǌ Ⱥǈǎ įǑǌĮĲƾ ĮȺǗ ĲǎǑǐ
ǅǔǌĲĮǌǎǘǐ».
Ƭ ĲĮǈǌǁĮ Įǌ ǉĮǈ ǑȺǎǃǊǀǇǆǉİ ıĲǎ ĲİǊİǑĲĮǁǎ ĭİıĲǈǃƾǊ ĬİııĮǊǎǌǁǉǆǐ, įİǌ
İǌĲƾǒǇǆǉİ ıĲǎ ȺǏǗǄǏĮμμƾ ĲǎǑ.
Ƴ 49ǒǏǎǌǎǐ ưǁǊĲıǎ ưĮǌĲıƿĳǉıǈ ƿǒİǈ İǍİǊǈǒǇİǁ ıİ ƿǌĮ İǁįǎǐ İǇǌǈǉǎǘ ıǉǆǌǎǇƿĲǆ
Ĳǔǌ ƶǉǎȺǁǔǌ. Ƴǈ ĲĮǈǌǁİǐ ĲǎǑ ƿǒǎǑǌ ǉǗǓİǈ İǉĮĲǎμμǘǏǈĮ İǈıǈĲǀǏǈĮ, ǉĮǈ ƿǒǎǑǌ ǃǄİǈ
İǉĲǗǐ ıǑǌǗǏǔǌ, ǒĮǏǁǅǎǌĲƾǐ ĲǎǑ ıǆμĮǌĲǈǉƿǐ įǈİǇǌİǁǐ ǃǏĮǃİǘıİǈǐ. ƶǀμİǏĮ
įǈįƾıǉİǈ ǉǈǌǆμĮĲǎǄǏƾĳǎ ıİ ȺĮǌİȺǈıĲǀμǈǎ Ĳǆǐ ƱƿĮǐ ƸǗǏǉǆǐ. ƪǉİǁ ĲǎǑ ıĲİǁǊĮμİ
Ĳǈǐ İǏǔĲǀıİǈǐ μĮǐ ǉĮǈ μĮǐ ĮȺƾǌĲǆıİ ǄǏĮȺĲǙǐ. ƧǌƾμİıĮ ıĲǈǐ ĮȺĮǌĲǀıİǈǐ ĲǎǑ
İȺǈıǆμĮǁǌǎǑμİ ǉǏĮǑǄĮǊƿİǐ ǈıĲǎǏǈǉƿǐ ĮǌĮǉǏǁǃİǈİǐ, ǗȺǔǐ Ⱥ.ǒ. ǗĲǈ ıĲǆǌ ƪǊǊƾįĮ
Ĳǆ ĲİǊİǑĲĮǁĮ
ĲİǊİǑĲĮǁĮ
ĮǏǒǁıĮμİ ǌĮ ǒǏǆıǈμǎȺǎǈǎǘμİ Ĳǎ ǗǌǎμĮ ưĮǉİįǎǌǁĮ μǗǊǈǐ Ĳǆǌ
ƿĳ
ĳĲİĲĮǈ ƿǌĮǐ ƶǉǎȺǈĮǌǗǐ
ƶǉǎȺǈĮǌǗǐ
İǈǉǎıĮİĲǁĮ! ƪǒİǈ, ǔıĲǗıǎ, ıǆμĮıǁĮ ǌĮ įİǈ ǉĮǌİǁǐ ȺǙǐ ıǉƿĳĲİĲĮǈ
ǌ ĮȺǗ
ĮȺ
ȺǗ ĲǎǑǐ
ȺǎǑ Ǘǒǈ ĮȺǊǙǐ ƿǒİǈ ĮǑĲǀ Ĳǆ ǄǏĮμμǀ, ĮǊǊƾ ĮȺǎĲİǊİǁ ƿǌĮǌ
ıĲǎ
ǎ İǍǔĲİǏǈǉǗ.
İǍǔĲİǏǈǉǗ.
ıǆμĮǌĲǈǉǗĲİǏǎǑǐ įǈĮǌǎǎǘμİǌǎǑǐ Ĳǆǐ ǒǙǏĮǐ μİ İȺǈǏǏǎǀ ıĲǎ

ƷĮ ȺĮǈįǈƾ ĮȺǗ Ĳǆǌ
ƮǘǇǌǎ

ĬƪưƧ
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«ƪǁμĮıĲİ
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ƵƪƴƳƵƷƧƫ
Ƴǈ ǅǔƿǐ Ĳǔǌ ƾǊǊǔǌ
ƱƿĮ Fnac μİ ǌǎǌǗ Ĳǎǌ
ƴǎǏĲǎǉƾǊǎǄǊǎǑ

ĬƪưƧ
ƵǎǌĲıƿǌǉǎ,
ƵǎǌĲıƿǌǉǎ
ƵǎǌĲıƿǌ
ǉǎ, ǎ
ĳǔĲǎǄǏƾĳǎǐ
ĳǔĲǎǄǏƾĳǎǐ
ƪȺǁǉĮǈǏǎǐ ƵǎƦįǆǐ
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eyewitness accounts)) or b
bayonets.
I would direct you to look into the
fact that in 1923 official Greece published a textbook in Macedonian, in
Cyrillic, for first grade Macedonian
pupils in Greece, then later withdrew it, destroyed it and denied it. I
would direct you to the fact that the
Macedonian (what you would call
Slavic) toponyms in what was then
called by official Greece “the newly
conquered territories” have been
erased by legal decrees and the language was banned. Even the very
word that is seemingly at the center
of the current ridiculous argument,
“Macedonia” was not in use in Greece
until about 20 years ago. Your own
Ministry for Macedonia and Thrace
was Ministry for North Greece and
Thrace until the late 1980s. Both suppressing the use of the word “Macedonia” and then reversing the course
by 180 degrees and claiming the exclusive right to use it are two aspects
of the same strategy - that of trying
to assimilate the land, the culture and
the heritage of Macedonia into those
of Greece. Yet, Macedonia was never
part of Greece until 1912. No amount
of political hysteria, denial, nor bullying today will change the fact that
the Greek province of Macedonia has
been part of Greece for only a blink in
historical terms - 95 years.
4)
Slavic speaking populations of Macedonia region suffered by Othomans and Bulgarians
as well. However you chose to focus only on the Greeks. Would Bulgaria ever be a co-producer of the
film if you showed this aspect too?

-

Have you not seen my last film, DUST? In it, among other things, I speak of
atrocities committed by the Ottoman army in Macedonia. The Turkish ambassador came to the set of the film, wanting to express his concern about
“how Turkey would be portrayed in the film.” I told him that all men with
guns (whether Turkish, Macedonian, Greek, Albanian or American) are bad
guys in my film, and
the life- giving women
are the good guys.
Again, let me state for
the record that SHADOWS is not about the
Greeks, let alone focusing on them. I have
to wonder where this
sensitivity comes from.
In addition to Bulgaria,
our partners were Germany, Italy and Spain,
as well as the film
body of the Council of
Europe, Eurimages. Are
you suggesting they
were all a part of some
vast international anti-Greek conspiracy?

5)

At the end of the film, the hero finally buries the bones of the ghosts.
He is now at peace. Is this scene symbolic in terms of how young people
should move on in your country ? I mean in relation to the past?

-

Absolutely. And in your country, too. But, first of all, they should acknowledge the sins of their fathers.
There is no moving ahead
and forgiveness without
acknowledgment of past
sins. Australia recently apologized to the Aborigines. Willy
Brandt got on his knees and
asked forgiveness. Germany
acknowledged what it did,
accepted responsibility, and
is now moving into a better day. As a matter of fact,
the people in my country
are desperate to move away from the past and towards the future, believing that NATO and EU and global integration are the way to the future, and
they struggle very hard to achieve that. It is the Greek politicians whipping
up nationalistic hysteria for their own political gain at home while trying to
cover up the crimes of the past who are blocking our integration. Let’s face it,
the issue with the name is ridiculous. It is like something
out of Becket or Ionesco. It’s
an excuse to impose a blockade on this dirt-poor country
(crushing its economy) and
to destabilize it by vetoing
its ascent into the international community. This selfish behavior is dangerous.
The claim that tiny Macedonia with its 8,000 soldiers
can be an irredentist threat
to mighty NATO-member
Greece with its 240,000 soldiers, planes and equipment is hillarious. The Macho elephant afraid of the
mouse? The more important question is of pure decency. What gives you the
right to come up to me and tell me what I can and cannot call myself? Don’t
you think that is terribly rude?

6)

Did you have personal experience with the ones you call “Macedonians of Aegean”?

-

I have Macedonian friends born in Uzbekistan and Czechoslovakia because their parents had to flee for their lives across the border as children.
Their parents grew up in orphanages. I have a friend in Cologne (Germany)
whose grandmother died in the snow while they were crossing the Greek
border. I know people who are heart- broken that they cannot go back and
s their parents graves or
see
t house they were born
the
i as it has been confisin,
c
cated,
and they are not
g
given
a visa to re-enter. As
a student, trying to get a
G
Greek
visa, I had to show
m parents’ birth certifimy
c
cates
at the Greek Consula in Skopje, just to prove
ate
t my parents were not
that
b in Greece; otherwise
born
i would not be able to obt a tourist visa. I know a
tain
f
friend
from America who
w not allowed to enter
was
G
Greece
because he had
spoken about the ethnic cleansing issue in the past. I have a friend whose
grandfather was executed in Greece.

7)

If you fight for your right to be called Macedonians, what about our
Macedonians?

-

The ones who showed your film in the capital of greek region Macedonia,
Thessaloniki, and embraced it with enthusiasm?
I am glad they liked
my
m film. I wish those same
viewers
and intellectuals
v
were
w in touch with those
G
Greek
officials who tried
to
t suppress BEFORE THE
R
RAIN
at the Festival in
V
Venice
and at the Academy
Awards in 1995 on
e
t
their
behalf, even though
t film had nothing to do
the
with Greece. As far as the
issue of Macedonians, I’m afraid you are confusing two different things. The
people in Greece you call Macedonians are Greeks who live in Macedonia.
Their ethnicity is Greek. The way a Greek in Thrace would call himself a Greek
Thracian. On the other hand, most of the people who live in the Republic of
M
Macedonia
are of Maced
donian
ethnicity. That’s
h I feel, that’s how my
how
f
father
felt, and that is how
m grandfather felt. At the
my
t
turn
of the 20th century
t
there
were immigrants
c
coming
to America from
t
the
Ottoman Empire,
d
declaring
themselves of
M
Macedonian
ethnicity.
T
Those
are facts that will
n go away, no matter
not
h
how
many childish tantrums Greek politicians
throw nor how many embargoes or vetoes Greece imposes. This might be a
difficult concept to explain to the citizens of Greece, as it is perhaps the last
country in Europe that does not recognize the concept of ethnic minorities
(nor their rights), and has been reprimanded for that by numerous international institutions. But this is a matter of identity and dignity, essential to any
human being, and it is deeply offensive when someone tries to play with it.

