Npuc KpoHayep
bpuwerse lpawuHa Bo BeHelnja

Bo jaHyapw 2001 roguHa, foaeka MaHUeBCKM ro MOHTUpaLLe [TpawuHa Bo JIOHLOH, anbaHcKm repuim

3eMaart 3a 3a/10KHULV Make[JOHCKM HOBMHAPW BO e[JHO MOrpaHnyHO MakeJOHCKO ceno. Bo TekoT Ha cnepgHute
HeKkonKy Meceuu repunumte Ha OBK/OHA dakaat Bo 3acena 1 y6riBaaT noeke NpunagH1Ly Ha nonvumjata n
BOjcKaTa. Make[joHWja e Ha HaClIoBHUTE CTpaHULY, buaejku 3emjaTa e 6nCKy [0 rparaHCKa BOjHa U ce COouyBa
CO Hajronemata Kpur3a BO KycaTa MCTOpMja Kako MofepHa He3aBrcHa Hauwja. OBa e npeneBatbe Ha BOjHaTa Ha
HATO co Cp6wuja 3a Kocoso.

MHory MakefoHL cMeTaaT fjeka KOPEHOT Ha KOHOAMKTOT HMKOraLL He 61 objacHeT Kako wTo Tpeba. CMeTtaat
¥ [ieka HABHWOT Mac He ce cnyLua Ha 3anaf, fJofieka LiennoT CBeT U3BecTyBa of MakeAoHuja.

MaHueBcKY NuLLyBa KOMEHTap 3a,,HbyjopK TajMc’, HO BECHMKOT peluaBa fja He ro objasu. My ro Hyau Ha
HauwnoHanHoto jaBHo paguo (HIP), Ho Te 6apaaT noBeKe NpepaboTKM Ha TEKCTOT 1 NPOMEHU Kou 61 ro
Hanpasune — cnopes McereTo Ha MaHuUeBCKI, Kako HeKOj BO Tek CO cuTyalujaTta — HeToueH. Ha npumep,
HIMP 6apa MaHueBcKY fa rv OTCTPaHU HaBoAwWTe 3a GakToT Aeka AnbaHuuTe Bo MakefoHMWja MMaaT CpefHo
06pa3oBaHe Ha HUBHVOT MajuiiH ja3uK. leceTuuy unjaam makeAoHcKM AnbaHuy yuat Ha anbaHckin. Hanvcot
e objaBeH Bo,31a0jue LajTyHr" Ha 25 aBryct 2001 roguHa v Bo,fapamnjan” Ha 15 aBryct 2001 roguHa. U ggata
BECHMKa ro MeHyBaaT HaC/I0BOT 1 ro ypefyBaaT TeKCToT 6e3 ofobpeHune of MaHUeBCKY, MeHyBajKu ro GpoKycoT
Ha HEeroBMOT aprymeHT. OpUrMHaNHUOT Hac/I0B Ha TecKToT belue ,Camo MopasHa o6BpcKa”,3naojue LajTyHr”
ro meHyBa Bo,CemeTo Ha opyxeHo Hacuncteo. HATO e BHOBHO 3a cyabuHaTa Ha MakepoHuja’, a,fapanjaH” ro
MeHyBa Bo,,HATO HU ro foHece 0Ba eTHUYKO UncTerbe”. HaBoguTe 3a,MopanHaTa o6Bpcka” 6ea 1n3ocTaBeHu.
Pycka,Mpasga” n 6enrncku,CraHgapAa” UCTo Taka ro objaBysaat HanucoT., CTaHgapa” objaBysa 1 ogrosop
notnuwad og,ArpoH byuaky, cTygeHT". Mlako TeKCToT Ha MaHuUeBCKM He ce 3aH1MMaBa CO eTHUYKM NpaLuarba,
TYKY CO NMpaBHU 1 Npalliakba 3a HaCU/CTBO, BECHMKOT YyBCTBYBa NOTpeba Aa Hanpaswy cnopenba Mery HeroBata
cTaTvija 1 OAroBOPOT Ha Byuiaky (koj e eTHMuKM AnbaHell). OBoj 44-roguLueH ,CTy[EHT” MOBTOPHO Ce MojaByBa
HeKOJKy MeceL NoAoLHa Kako nopTnapon Ha repunckata OBK/OHA, a notoa cTaHyBa MUHMCTEP BO Bnagata
op 2002 roguHa BO Koja ce ondateHu 1 nopaHelHy repunuy og OBK/OHA. Bo MmomeHTOB Toj e ambacafop Ha
MakepoHuja Bo OpaHuyja.

Bo Hanucot MaHuescku Benu feka OBK/OHA 6une o6yuysanm 1 BoopyxeHu og CALl n HATO, u peka OBK/
OHA- cnpoTrBHO Ha aKTyesHaTa HapaLmja BO NeyaTtoT — He ce 6opaT 3a HYBHUTE MaNLMHCKI NPaBa, TYKY 3a
MMOT 1 nonuTnyka Mok'. Toj 6apa nHTepBeHuuja op HATO, Benejkn aeka HATO rma MopanHa obBpcka Aa ro
3eme Ha3af OpYXKjeTo LUTO M ro Jarno Ha HYBHWUTe cojy3HuLm of OBK Bo 6op6ata npoTvB MunoLweByK 1 koe
cera Bnerysa Bo Make[joHvja ofi HafBOp.

YwTe noBaxHO, Toj Caka [ia ja pa3oTKpue TeopujaTa Aeka BojHaTa BO MakejoHWja e MefyeTHMYKa Koja Brieye
KOpeHV BO BEKOBHO HenpujaTencTso. Toj 6apa fja ce BpaTy BllajeereTo Ha NPaBo 1 OHMe LWTO Ke 3eMaT

1 MeTHaeceT rognHn nofoLHa, nobegHrumte og OBK/OHA nmMaat HajBMCOKYM NO3MLMM BO BNaAaTa: 3aMeHrK npemmep, BlaguHu
MUHUCTPY, ambacapopy, rpagoHadanHuum, UTH. Buam Kprutnukn komeHTap 3a osa: Norbert MappesNiedeck, Balkan Mafia. Staaten
in der Hand des Verbrechens - EineGefahrfiir Europa, Berlin 2003, cTp.13: Mo HaCMeBKWTE N MUPOBHVOT JOFOBOP, MO HEOOWYHNTE
[OroBOPU LITO NOToa 6ea MOCTUrHaTK, FeAayYoT rope Bo rafepujata NnoyHa Aa ce COMHEBa BO HELUTO Y>KacHO: KOHGMKTOT BO
MakepoHuja He GeLue 3a MANLIMHCKK NPaBa, TYKy 3a Napy U3HyAeH 3a 3alTuTa u chepy Ha BVjaHre — a NPOTaroHUCTOT He Gelue
MOTYMHET Na lypy HY BOCTaHAT HAapOA, TYKY KPYMMHANHOTO NOA3eMje LWTO 13ne3e Ha HEBHA CBET/IMHA.
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opy»je B paka Aa ce TpeTMpaaT Kako LUTo 61 ce TpeTMpan cekoj Hanaray Ha nonuumjaTa uim BojckaTa BO efjHa
3anagHa Aemokparmja.

[ypu v npep aa ce nprkaxe lpawuHa, megnymnTe NOYHyYBaaT Aa ja NoBp3yBaaT pUKTMBHATA UCTOPUCKA
cofipXM1Ha Ha GUIMOT Co aKTyenHaTa nonuTuKa. Bo jyHn 2001 roguHa,Jloc AHyenec Tajmc” anyaupa fexa

Jlyk, noBeLoT Ha Harpaam of Oknaxoma Koj ce Haora BO 6anikaHCKMOT xaoc 6e3 npeTcTaBa LTO ce ClyyyBa, ro
cumbonusnpa HATO Ha bankaHoT? HoBuHapoT Ha , Tajmc” [lejeua Xonu He ro rnepan Gunmor, Ho Benw:,JlabaBo
6a3mpaH Ha nctopujata oa nocnepHNUTe rognHy Ha OcmannnKTe, lpawuHa moxe Aa ce CMeTa 3a YMETHUYKN
KOMEHTap Ha BOjHMTE LUTO ja pa3opuja jyrocnoBeHckata defepaLimja kora Taa ce pacrnagHa Bo 90-te. [...]

Bo n3BecHa cmmncna GunmoT ja npeTckakyBa akTyenHata 6opba Bo MakefoHuja — Koja MUPHO ce OTLEeny Of
jyrocnoseHckata denepauuja — Mely eTHUYKIUTE anbaHCKy repuiLm 1 BnagnHuTe Cunn.’

Bo anpun 2001 Bo,lapaujaH” e o6jaBeH aeTaneH U3BeLLTaj 3a npoayKumjata og 2000 roarHa, WTo ro
HarnuLa HOBMHAPOT of KyNnTypHaTa pybprika Oujakpa MmboHc. MpuapyxeH e co MHTEPBjy CO PEXUCEPOT 3a
KOHONMKTOT Mery Make[JOHCKITE BaAVHW CUM 1 €THWYKaTa anbaHcKa repuncka opraHusauuja OBK/OHA.

MaHueBCKY 3a3emMa CTaB NPOTUB JOMVHAHTHOTO reAULLTE BO 3aMafHUTE MeLUYMI ieKa OBa € Camo YLUTe
e[leH ETHNYKM KOHOAVKT Ha bankaHoT. Toj rn HaBeflyBa akKTUBHOCTHTE, BO MadujaLLKM CTW1, Ha BMELLAHNTE
OpYXeHw rpynu (Bpora, LWBepL o Nnyre 1 rpabakbe 3eMjULLTE) 1 T OCYAYBa HABHUTE HACWTHU TaKTUKU:
,MpemHory ce 36opyBa 3a BEKOBHU oMpa3ui. bapem fjen of NyKOTHULMTE Ce 3apajy TOa LUTO JIOKANIHUTE
MOKHMLW CaKaaT fja NPOAOMXKaT fla KpajaT v [ja iMa OTBOPEHH NaTyLLITA 3a WBepLl, TProBuja co Apora u
dyHKLMOHMpPatbe Ha 6opaenu. TonKy e MPOoCTo 3a MHOTY 0of yfeTo CO NYLUKK.?

,ETH1UKOTO" 0bjacHyBarbe Ha 3anafHI1Te MefuyMM 3a BOjHITE BO MopaHellHa Jyrocnasmja Tyka CTaHyBa
nnyHo: TMBOoHC r KomeHTVpa 3abeneluknTe Ha MaHUYeBCKY, Benejku Aeka pexucepoT npunara Ha
CNOBEHCKOTO MHO3MHCTBO.* OBa e MasiKy HaBpeanve TepMuH (cooaBeTeH 61 6un MakegoHed). McTo Taka, ce
anyaupa aeka MmcnereTo Ha MaHueBCKM e Nog BNvjaHve Ha HeroBaTa eTHUYKa NpunaaHocT, a MakegoHuuTe
(nnn,,CnosenuTe”) rn cMeTaa 3a yrHeTyBaum Bo BojHaTa Ha OBK/OHA 3a,yoBekoBu npasa”.

MpawuHa ro otBopa BeHeuuckmoT punmcku dectrBan Ha 29 asryct 2001 roarHa co ronema nomna.

BpuTaHckmoT kpuTruap Anekcanzap Bokep ro noarotesysa TepeHOT 3a NONUTUYKA ANCKYCUja YLITE Ha CAaMUOT
NoYeToK Ha KoHpepeHLyjaTa 3a neyat Bo Bereuuja. Co eaHo npatuatbe Toj ro 06BKHYBa pexmcepoT Aeka
TYpCKUTE BOjHULM BO [IpaWUHA ' NPETCTaBU Ha PaCUCTUYKM HauuH (nako Tve ce OcmaHnuu; 3abenexete
ro LIpH1OT BOjHYMK Mery HuB). Bokep ro nosp3ysa ¢punmor co xenbata Ha Typuuja Aa cTaHe uneHka Ha EY, na
Bypv v cyreprpa fieka MaHueBCKM rMan NonnT1yKa areHAa Kora ro CHuman GunmoT — fieka ce obuaen fa ja
6nokunpa Typuuja og Bnes Bo EY.?

Io n3jaBaTa Ha Bokep Ha koHbepeHLjaTa 3a neyaT clefelle HeroBMoT 0bKA Aa 1 n3efHaumn KaybojuuTe co
HATO Bo HeroBarta peLeHsuja:,[TpawuHa Ha Munuo MaHueBcKU He e KaTacTpoda: faneky of Toa. Ho, Toa e
brm co MHOry BO3HEMMPYBAYKM PacUCTUYKM KOHOTaLwmu [...] IpOMOBMpaH e Kako LnareTy BeCTEPH, BO CTUN
Ha Cepllo JleoHe. Ho, ce umnHu fieka “ma NonoAMosHa 1 NocoBpemMeHa NonnTUYKa areHaa: Kaybojuute moxe aa
ce cdaTaT Kako NPeTCTaBHULIM Ha NOTMNaTAYBa AMepMKa Koja ce MeLlia BO rpafaHCKM BOjHM MPeKy OKeaHoT, a
BO KOM HeMa WTo Aa 6apa. TypuuTe ce TpeTpaHy Kako APLOPIIUBY XMEHH CO LIpBeHU $HeCcoBU, HECENEKTUBHO
1 0fOUBHO NpeTcTaBeH Kako KapurkaTypu. QakToT wTo TypLuja BO MOMEHTOB Ce 3aara Aja CTaHe uneHKa Ha

2 LntnpaHo oa LA Times, David Holley: Film explores a timeless Dust swirling in the Balkans, June 6th, 2001.

3 Guardian, Friday Review, 13 anpwn 2001, cTp. 4.

4 .Mopa pa ce HanomeHe, MaHueBckm e CnoseH"Ibid

5 Bokep 0TBOpEHO ce NpoTuMBeLLe Ha Toa WTOo BpuTaHckaTa fioTapuja puHaHcmpatle GUIMOBM 1 Ha KOMMAHUWTE LWTO NMaa
KopucT of Toa. ,drnM KOH30pLMYM” — FNaBHUOT NpoayLeHT Ha MNpalnHa - e efHa oa HuB. Walker, Icons, p. 258ff.
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Bt 1’ 51 Al . oy .
e Milcho Manchevski’s Dust,
""" ='also a part-British production,
“=isn’t a disaster: far from it. But
“=it’s a film with very disturbing
racist overtones. My own ques-
~tion about this at the director’s
~“press conference caused such a
~dust that Manchevski — a win-
“ner in Venice in 1994 with

Before the Rain — refused to
tanswer me. [t stars Joseph
~.Fiennes and the Australian
actor David Wenham as a pair of
late 19th century American cow-
Mboys mixed up in Macedonia’'s
. ';imilep{[anﬂenéa revolt Egainst the
e rile of the Ottoman Empire.
M It’'s being promoted as a
spaghetti Western, Sergio
Leone-style. But it appears to
have a more insidious and con-
temporary political agenda: the

cowboys can been seen as rep- |

resenting mercenary America
getting involved in overseas
civil wars in which it has no
standing. The Turks are treated
as gibbering hyenas in red
fezes, indiscriminately and
repugnantly caricatured. The
fact that Turkey is currently
pushing its claim to become a
European Union member — a
move that wouldn't be wel-
comed in Manchevski's native
Macedonia, or in Greece, either
— makes Dust’s timing not just
unfortunate, but downright
suspicious.
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EBponckata yHuja — noter wto He 61 Hanwon Ha ofobpyBatbe BO poaHaTa MakefjoHWja Ha MaHuYeBCKY, HUTY
BO lpuwja — ro NnpaBm TajMUHIrOT Ha [TpawuHa He Camo HECPeKeH, TYKY U KpajHO COMHUTENEH.S”

Ha npawarbeTo Ha Bokep Ha KoHbepeHUwjaTa 3a neyat, MaHueBCKU ogrosapa:,Bu 6narogapam Ha vsjaBata”
Bo nopoLHexHW HTepBjya 13jaBu fjeKa He caka fia r'v YAoCTOM CMeLLHNUTe 06BMHEHMja.

MeryToa, 0BOj HeroB npuctan He e nprdateH. HOBUHCKMTE areHLMM U3BECTyBaaT 3a KOHTPOBep3aTa 1 rv
NoBTOpPYBaaT 06BMHeHMjaTa 3a pacm3am. ETnkataTa,pacuct” ce wupw Bo ceToT. Mlako apyruTe Kputnyapu

BO BeHeLmja He ce 0CcBpHYBaaT Ha KOHCTPYKLUMjaTa Ha Bokep 3a Typuwja n EY, Toj cenak ycnesa fja BHece
nonnTuKa.,Pabortata co Typuute” e BO CpeamnLITeTo Ha MHOTY peLieH3unu:, lprKasHaTa, Koja ja noBp3yBa
AmepuKa Ha NoYeTOKOT Ha 20. Bek co coBpeMeHa MakefjoHuja cpefie bankaHckmTe BOjHI’, ce YMHY NpeTepaHo
nchopcmpaHa, JoAeKa yKacH/Te 6eCKOHEeUHV NPeCTPesKM BO CTUI Ha 6ankaHCKO-MTanmjaHCKI BECTEPH
CTaHyBaaT ce no3aofeBHU. A TyKa e 1 MONMTUYKaTa Nopaka, peuncy nponaraHfa, WTo e MHOTY HenpaBuyHa,
ocobeHo KoH TypuuTe’, nuwwysa EpsuH Xebepnumr Bo , LLUHUT"8

MoBeke kpuTUYapy Bo BeHelwja ro cnegat nprmepoT 1 ce poKycrpaaT Ha ,npallarbeTo” Ha Typuute 1

Ha NPOV3BOJIHOTO MOBP3yBake Ha GUIIMOT CO BOOPYKEHWNOT KOHUKT BO MakeAoHMja BO NepuofoT Ha
npemmepara, o LUTO 3rofHO ro NonuTM3upaar lpawuHa, 6e3 HaBUCTHA Aa Ce OCBPHAT Ha CaMUOT GUIM.
Ja virHopupaaT cnoXeHata CTpYKTypa Ha dramoT 1 aejcTareTo Bo Hbyjopk. Tobajac Hnbe op,3ngojue
uajtyHr” Benu:,[IpawuHa ce 3acCHOBa Ha IMYHO OTKPUTUE: Ha doTorpadumTe, nocnenHNTe Kaybojum og
aMepUKaHCKMOT 3anap v3rnefaat NCTo Kako AvBUTe GaHAW LWTO KpeHaa BOCTaHKUe NPOoTYB TypcKaTa BlacT
B0 1912 roguHa. NMa MaHueBcK/ Ucnpaka ABe Momumkba of Oknaxoma BoO TorallHaTa 6ankaHcka BojHa: Jlyk
(Oejsnp BeHnam) e nosel Ha Harpagu Bo noTpara no 6oratcteo; Mnajua (Llosed MajHc) e namameH conpyr
BO NnoTpara no ogmasga. Trie Ke ce BMeLLaaT Bo 6opbata 3a cnobofa, eTHUYKOTO Kacaneke Koe 3eMa KpBaB
[aHoK Kako of TypuwTe Taka 1 of MakepoHumTe. Bo efiHa npurofa, Bo npectpenkata Ke ce Hajae CTago
0BLM; BO ipyra, cenickaTta »xeTBa. OrpomMHU ny6eHnLM eKcnnogupaart Ao rasm Ha BOjHULM — a NMOToa, POeBw
MyBM CieTyBaaT Ha octaToLuTe. CeTo OBa e TeLlKo fa Ce NofAHece 1 Ma Camo efjHa Liefl, ako BOOMLLTO U Ma
HeKaKBa Lien: yluTe efHaLl a UM ce NOTeHLMPa Ha CTPaHKTE BO CErallH1OT MaKeAOHCKM KOHOMMKT KoKy e
Heomnxo[Ho Jla ce 6apaaT MUPHU peLleHuja.””

Pynurep CykcnaHa Ha www.artechok.de Hanuwa 3a KoHdepeHuujaTa 3a neyat:, drUMoT, pUHaHCMpaH co
rpaHToBu o lepmaHuja n Benvka bputaHuja, npegnsBrka nomanky KOHTPOBEP3M Nopagmn NOHeKoralLl
npeTepaHnTe KPBONPOeBaha, TYKy Nopaan cocema efiHOAUMEH3MOHANHOTO NPeTCTaByBame Ha TypuuTe
OKynaTopu — TelKo GeLue fia UM ce NPOTMBPEUM Ha OHWe LITO 360pyBaa Aeka oBa e pacuzam”'°CyKkcnaHa
Hanpasw 1 Kyco MHTePBjy co MaHueBcKY 3a 6epIMHCKNOT JHeBEH BecHUK [lep Tarecwnuren”'. Tyka ce
KOHLEHTPMpPa Ha HABOAHO NONIUTNUKMOT TOH Ha GunMoT; npes MaHUeBCKU He e N3HeceHo O6BMHEHNE 3a
pacu3am.

6 This is London online, 4 centemBpy 2001. Bokep ocTaHa Ha CBOjOT cTaB 3a GuAMOT Kora lNpalunHa noyHa Aa ce nprikaxysa

BO AHITIMja, BO CaMO HEKOJIKY KM Ha, Ha MOYeTOKOT Ha Maj 2002 ropmHa. Toj ocTpo HanagHa efieH of durHaHcepuTe, ,CuBunmnjaH
KOHTEHT", 3aT0a LITO BO GUIMOT NHBECTUpPane napu of bputaHcka notapuja. Buau: Alexander Walker: Dusty and Dire, Bo: This is Lon-
don (The Evening Standard Online), 3 maj 2002:,MojaTa 3rpo3eHoCT JoAeKa ro rnefas ce YABOV Of CPAMOT Kako Noman akLMoHep BO
KomnaHujata,CBUMMjaH KOHTEHT', LITO ja KOHTponMpa ¢paHLumM3aTa Ha HaynoHanHa notapuja wro nHeectupate 1.699.000 ¢pyHTM BO
Hero. Bo MomeHTOB ryb6am Ha MowuTe akuuu. [ybnvikaTa e ywiTe noronem rybuTHUK — 3apaau ¢unmort. CtapuTte ofgaj AobMBaaT neHsnu,
Ha yumnuwTaTa 04ajHo M Ce NOTPeBHN HaCTaBHMLIM @ Ha GONHMLMTE UM He[J0CTacyBa PEUNCH Ce, 3ap He CMe BENIMKOAYLIHM WTO
drHaHCcMpame ofiBpaTHN AenoBu of 6ankaHckaTa nctopuja Kako MpawwmHa?” Ucto Taka, npetnocTtaBkaTa Ha Bokep feka MakepoHuja
1 Mpumja Hema fa v nocakaat fgobpenojae Ha Typuuja Bo EY ce Temenu Bp3 0fLHOCOT Ha 3emjuTe Bo 20 BeK, LUTO HEMA HIKaKBa BPCKa
co nonutunkata 8o 2001 roguHa. Huty Npumja HUTY MakefoHmja He ce NpOTUB YNeHCTBOTO Ha Typuuja Bo EY.

7 LMpalrHa” BOOMwWTo He ce 0CBPHYBa Ha MakeaoHWja aeHec HUTY Ha bankaHckuTe BojHM 1912-1913 (Huty of 1991-95)-UK

8 Heberling, Erwin: Die Politikkehrtzuriick: Mostralnternationaled’ArteCinematografica, Venedig 2000 (sic), Ha: www.schnitt.
com,234,1153,01, 6 HoemBpun 2008.

9 SuddeutscheZeitung, 31 aBryct 2001, Tobias Kniebe.

10  www.artechok.de, 20 centemBpu 2001, Rudiger Suchsland.

11 DerTagesspiegel, 4 centemspu 2001.
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Ha 29 aBryct 2001 rognHa,3uaojue UajTyHr” nuwyBsa:,Cocema cnpoTuBHO o KaH, GrunmoT of oTBOpareTo
He e 6e3 KOHTPOBeP3U: [IpawuHa — Ha Mnuyo MaHueBCKM, KOj 0CBOM 311aTeH naB BO 1994 co HeroBnoT
nebutaHTckn dunm MNpep AoXAOT. [pawuHa e TexoK 6anKaHCKM BeCTEPH, NprKa3Ha 3a KanH 1 Aben
NpuKaxaHun Kako ABajua kay6ojum og ApusoHa (Oknaxoma-UK) - Liozed DajHc n ejsua BeHam — kon Bo 1912
(dunmor ce cnyuysa Bo 1903-1908-UK) roguHa Ke ce HajaaT BO BMOPOT Ha NpBaTa rofieMa 6ankaHcka BojHa
(dunmoT BCyLWIHOCT Ce 0fiBMBa 3a BpeMe 1 BeAHaLL Mo VINHAEeHCKOTO BOCTaHNE, He 3a BpeMe Ha bankaHckuTte
BOjHU. OBa e MHOTY pa3/IMyHO, 3aToa WTo UnnHaeH belue NOKanHO BOCTaHUE NPOTUB OCMAHNCKUTE
Bragetenu, a bankaHckute BojHU ce Bofiea Mery 6ankaHcKuTe Hauum 3a Teputopuja — UK) 3a BpemeTo Ha
ATtaTypk (ATaTypK yLUTe He 3a4eKopU Ha NCTopucKaTa cLieHa). OBa e drnm LTo ma 6eCKoMNPOMUCHU
MuCTerba (BUAKM ro Hanncot Ha MaHueBCKM 3a MakeAOHCKNOT KOHGNUKT Bo 3L, o 25/8) (ncTakHaTo of
MK). Tyka ce anyampa feka MaHuyeBCKM e 6eCKOMMPOMUMCEH KaKo MOMMUTAYKY KOMEHTATOP 1 ieKa OBOj CTaB
AVPEeKTHO ce 0apa3yBa BO HeroBmTe GUIMCKM ena.

Hekou KpuTyapy nMaat cneyudrnyHn naem 3a yMeTHUUKaTa no3numja Wwto MaHueBCKY, Kako pexucep, Tpeba
[la ja 3a3eMe BO HeroBuTe iena BO OQHOC Ha aKTyenHuTe HacTaHu. Bo fapamnjaH’, Ha npumep, Mutep bpeawo
nuwyBsa Kako MaHueBCKM ja NoBp3yBa MofepHaTa NprkasHa Bo tbyjopk co nprkasHata Bo MakegoHuja.
WMTpa ngeja e pa ce fage moaepHa nepcneKTriBa Ha aMbKCOT Off BOjHaTa 1 KPBOMPONEBAH-ETO BO LieHTpaHa
EBpona; cekBeHLMTe CO NpenyKyBarba Mely bnaropopHuTe cenanm v TypuuTe co GecoBm ce HeBOObOUYaeHU
[0 CTeneH Ha genvpuym, a MaHueBCKM Haora MpKjaTHO CypOBY NPECBPTY KOra i KOHTPACTUpa KPMMMUHANOoT
1 Kopynuujata Bo mofepeH MeHxeTeH co faneyHarta BojHa Bo MakegoHuja. Ho, MMa HewwTo rnynaso 1
HENCKPEHO LUITO OBaa MOAEPHOCT He Ce Haora BO ounrnegHuoT dakT Ha HATO nHTepBeHUujaTa, TYKy BO
XMM-XOMN MECTO Ha 3M0CTOPCTBO BO HbyjopkK, Kafe LUTO H1KOj He 3Hae ieka OBaa MCTopuja UMa BUCTUHCKM,
COBPEMEHN 3Hauetba 1 penepKycum cocema NoMHaKBU of CeHTUMeHTanHaTa daHTasuja Ha MaHuyeBckuy. Ha
MaKeAOoHCKMOT MAEHTUTET My jaBa anoIMTUYEH Cjaj LUTO e CTUIIMCTUYKI KyN, UCTO Kako LWTo Jyk 1 Unajya ce
efieH By Ha rnamypo3eH Byy — n CaHgeHc - Bo bonvsuja”'™?

Tyka o MaHueBCKM ce o4eKyBa fia ja NoBP3e HeroBaTa paboTa Co akTyenHuTe npatuatba:, OUNMoT e 1 Hekako
31106€H, LITO, BO KOHTEKCT Ha COBPeMeHUTe KOHGNMKTYU Ha bankaHoT, He JaBa NO3WTMBHA Nopaka 3a OBOj
3aBojyBaH fien of cBeToT"*HeroBaTa ymeTHUUYKa clobofa € orpaHMyeHa Ha ynorara LUTO 3@ HEro ja 3ammciyBsa
KpUTUYapOT — PEXKcep Koj ro KOPKCTX CBOjOT GUIM Aa ja KOMEHTMPA aKTyenHaTa NofMTUYKa cC1TyaLmja BO
,KPV3HMOT permoH”. Kako pexucep LITO HeMa 3a LieN KBasunpeanucTmieH GraMcKy MopTpeT 3a akTyesHnTe
HacTaHu Kako ,ounrnegHuot ¢pakT 3a HATO nHtepseHumja’, bpeawo o, fapavjan” ro otdppna. OumrnegHnoT
XyMaHW3aMm LUTO ce Kpue 3af 6pyTanHocTa BO [IpawuHa e LiefloCHO UrHOPUPaH.

CnuyeH aprymeHT fasa u Llejmc Kprctodep Bo , Tajmc” Ha 3 centemBpy 2001 roguHa:, Kako TutaHuk, Lenvot
bvnm nma 3amarneH po3oB nornes KOH MUHATOTO. A MHAMPEKTHO, U Ha cerallHaTa 6ankaHcka Kpwsa [...] cenak
bUIMOT Ha crleno NpaBu NPETNOCTaBKM 3a NpacTapy 6ankaHCKM KaBril Koy coceMa 61 ogroeapane Bo opunm
Ha Men Bpykc [...]. MaHueBCKM noroflyBa Ba)kHV HEPBY, HO HETOBaTa NOJINTIKA, KaKo 1 ABETE NMPUKa3Hu, e
KoHoy3Ha. TouHo, [pawuHa He e ,peanuctiyen” Gunm, Ho braejku GUIMOT ro CTaBui BO 3abUTe Ha CMPTHO
cepuro3eH KOHOAMKT, MOXe NN Aia ja OTPIM OfroBOPHOCTa?

Wpejata uctopujata Ha bankaHoT aa 6uae npegmeT Ha nonynapHaTa KynTypa — Hanuk Ha ¢unm 3a byu Kacuan
n CangeHc Kng, Ha nprmep — He ce coBnara co oyeKyBarbaTa Ha KpuTuyapuTe. Kako of pexucep LUTO foara o
+KpW3eH permon” aa ce oyeKyBa fja co3faBa cCaMo TakoB TUM Ha Aiena LWTo ja 3acuyBaaT NocToeyKaTta c/vKa 3a
PEervoH LTO ja co3aane MeanyMuTe. YiiTe MOBaXHO, 30LUTO HEKOj — 0cO6eHO GUAMCKY KpUTYap Koj ro 3Hae
NpPOoLIecoT Ha CHUMarbe ¢rnm — 61 nommcnun fieka Hekoj (Bo 0Boj cyyaj MaHueBCKM) 61 ro cTaBun CBOjOT
¢dwmnm Bo,,3a61Te Ha CMPTHO cepro3eH KOHPNUKT*? Kprctodep ro npekopyBa MaHueBCKM LWTO ce,,06uaen fa
ja otdpnu ogrosopHocTa”.

12 Guardian online, 1 centemspwu 2001.
13 suan v David Stratton, BoVariety.
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Bo,®paHkdypTep anremajHe LajTyHr’, Agpeac Kunb ce obmaysa aa objacHu 3owwT0,,cTapata” jyronctoyHa
EBpona He e COOABETHO MNATHO Ha KOe MOXe [la Ce NMPOEKTMPa XaHPOT BeCTepH:, ToUHO e fieka lpawuHa

ce 0buayBa fa rv npedpnu ameprKkaHckmTe Guamckn Gopmyni Bo ctapa jyrouctoyHa EBpona. Toa wro oBa

Ce NoKaXKa Kako HeyCrneLlHO Hema HMKaKBa BPCKa CO KBannTeToT Ha MaHUeBCKY Kako pexucep, HATY nak co
CrocobHOCTa Ha aKTepuTe, TYKY CO MCTOpUCKaTa Tema. BoctaHneTo Ha 6arnkaHCKuTe Hapoam npoTus TypuuTe
He belle 6opba 3a HOBa 3emja 1 IMYHa coboAa, TYKY BOjHA 3a KPBHU BPCKY, ja3nk, obuyam n penurvja. U tne
MIMaaT LWarKW Co WKPOK 060f, NYLIKW N KOkbM, HO 33 MAaHUHWTE HeMa Npepuja, TyKy Ceno Ha fpyrata eTHUYKa
rpyna — a kay6ojumte 6ea ko3apu, Kou ce 6opea 3a 3emjaTta Ha HUBHWTE NpeTun.™*

OcTaBajKku ro Ha cTpaHa GaKTOT AeKa yMeTHUYKaTa criobopa 61 Tpebano aa My OBO3MOXM Ha peXnNCcepoT
CamMUOT fla OfJ1yun KakBM NPUKa3HY Ke packake 1 KaKBy XaHPOBU Ke KopucTy, Tpeba fia ce 3anpaluame

Janu uctpebyBarbeTo Ha aMepuKaHCKMTe VIHAWjaHLM BO aMeprKaHCKMOT 3anaf Ha KOHTUHEHTOT of CTpaHa

Ha aMepUKaHCKaTa BOjCKa, KeNe3HNUKITE KOMMNaHUW, JOCeNeHNLUTe, KomauunTe Ha 371aTo, aBaHTypucTuTe 1
GaHauTUTe e NeruTMMeH Npeaycios 3a PacToT Ha MOMyNapHMOT BECTEPH XaHp. bpyTanHaTa n pacncTuyKa
ucropmja Ha iveroT 3anag (1 He GeLue v Toa GyKBanHO BOjHa 3a KPBHU BPCKY, ja3uK, obuyan n penuruja?) He
IV Cpeuy pexucepuTe fa CHUMAT OASINYHN BecTepH dunmosu. Mepuenuujata Ha Kunb 3a jyronctouHa Espona
- LWITO TOj ja 06jaByBa BO BOAEUKMOT repMaHCKM AHeBeH BecHUK,DpaHKdypTep anremajHe LjTyHr" — 3By4n Kako
coBpemeHa unycTpaumja Ha Te3ata Ha Mapuja TopopoBa 3a KOHCTpYKLMja Ha bankaHOT Kako 0cobeHO HacKiHa,
KpBOOYHa NPOTMBTEXA Ha HABOAHO LMBUNM3MpPaHKTe 3emju Bo EBpona.”® Tepaetbata Ha Kinb 3a insnot
3anag MoXebu ce TeMenaT U Ha KNWLeaTa 0f aBaHTYPUCTUYKITE GaHTacTUYHM KHUMM Ha Kapn Maj of 19. Bek 3a
Kaybojuu n MHamnjaHum n bankaHor.

HanmcoT Bo BecHUKOT e unyctpupaH co dotorpaduja Ha Jyk (Jejsua BeHam) cam Ha pyf, Kako nyKa KOH
Heb6oTo. JlereHpata Benu:, [JUBMOT 3anag Ha jyroncTok: GUAMOT 0f OTBOpareTO Ha brieHaneto ro npasu Toa,
Kako dunmosuTe Ha Kapn Maj"®ABaHTYpUCTUUKITE KHUMM Ha Maj 3a amepuKaHCKMoT 3anaj v 3a bankaHot
1 aparncKroT CBET Ce yluTe ce MefyHaponHu bectcenepu. Toa wWTo MaHUYeBCKM ' KOMOUHMPa OBYE 1B
pab6otu Bo [pawuHa (kay6ojum opat Ha bankaHoT) ounrnegHo ro Hanpaswu Knnb aBojHO cnen Kora ro rmegan

14 Frankfurter AllgemeineZeitung, 30 aBryct 2001.
15 Buawn. Maria Todorova, Die Erfindung des Balkans. EuropasbequemesVorurteil, Darmstadt 1999.
16 ABTOpPCKMTe NpaBa ce NorpeLHo npunuwaxHy Ha bepnuHane.
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Britons stir
the Dust

at Venice
festival

Opening film criticised over racism
and violence, reports Hugh Davies

MpawuHa. OHa LWTOo ro BrAEN € HEroBOTO OrPaHUYEHO MMArMHaTUBHO UCKYCTBO 3a [iuBunot 3anaa. Kunb He

HW 3abenexyBa Aieka 360pyBa 3a UCTOPUCKUOT B 3anaj KakoB LITO € NPUKaXKaH BO KHUATUTE U GUIIMOBUTE.
Toj cBojaTa paHTasMja ja chaka Kako NCTOpUCKa BUCTUHA, @ Ha MaHueBCKY My ro ocropyBa npaBoTo fia ro
OTBOPW CBOjOT MMaruHaTMBeH npocTop Ha,nsroT UcTok” 1 Aa ro BKnonm Bo Tabno o amburumosHa punmcka
npuKasHa u aa ja ctau,MakefoHMja Ha KapTa“ 3a CBETOT.

Bo HerosuoT Hanmc'? kpuTuapoT Kapko PagakoBUK TBpAM Aeka Kinb HopmaT13mpa 1 He [O3BOJYBa MeLLatbe
Ha 3aMagHaTta 1 UCToYHaTa Hapauuja:,Hapaumjata og 3anagot mopa fa 6uae BanuHa 3a BECTEPH XaHpoT,

a MpVIKasHuTe of MICTOKOT Mopa ia Ce packaxaT CO UCTOYHOTO VHTErPasHO Pa3MUCIyBatbe 3a UCTOpUjaTa,
Benm Kunb. [...]. Jac cuiHo ce NpoTrMBam Ha OBaa HOPMATMBHA, MOPAM3aToOPCKa U HaBUCTVHA KOH3epBaT/BHA
KPUTMKA LLTO CO FOAVHM ja YMTaMe BO HEKOM repMaHCKI BeCHULW'",

Jan Wynu-Ojana, Koj nuLyBa 3a 6epnnMHCKMOT BeCHUK , Tareclunuren’, MHCUCTVPa Ha AMPEKTHa BPCKa Mery
npeTCcTaByBarbeTO Ha OCMAHNCKMTE BOJHULIM M OHa LUTO TOj FO CMeTa 3a NMOMNTVYKMN CTaBOBU Ha MaHueBCKY.
Hanucot coppu ckaHaanosHa nnyHa kneseta. Co COMHUTENHA NOF1Ka LWTO Ce YNHU Aeka NOCTOM Camo BO
cny»6a Ha HEroBOTO MOCNELHO XMUrOCYBakbe, KpUTUYAPOT v KpaTtn 1 dancrdukysa popmata 1 COApKMHaTA
Ha [lpawuHa, nopaam WTo (HAMEPHO MK ClyyYajHO) MHOTY TeMu ce cdaTeHn cocema norpetuHo. Lynu-Ojana
rniefia TpU HMBOA Ha GUIMOT: €AHOTO Ce ofHecyBa Ha cpepibaTa mery Eiy v AHrena Bo Hbyjopk. BropoTo HiBo
Ce ofjHeCyBa Ha MaKe[JOHCKMOT fieN Of NPUKa3HaTa, LWTO ja packakyBa AHrena., TpeT1oT NprKaxxyBa HEKONKY
06eMHY, pypanHu cLeHn co 6opba, Bo Kou TypLuTe ce NpuKaxaHu Kako riynaBu, MacHW, pasrpakaHu LBru
(npoTuB 6naropopHUTe MakeaoHLM, Ynja YeCT 1 CyBEPEHOCT ce MOBPeAeHM), TaKa LUTO OTKaKo Ke 13BpLuaT
noBeKe NPOBOKATUBHO FPO3HU 3/10A€Na, TUe NPaBNYHO Ke O1AAT COTPEHM of NpexvBeaHnTe MakeaoHLUM

[...] [MpawuHa e rnaceH BO CBOjOT KOHLIENT, 30yHET BO CTPYKTypaTa 1 6€3 HNKaKoB XyMop — BO GopmMa Ha
UCTEepH-BECTEPH, HalIMKyBa Ha nponaraHaeH ounm 3a Tesata Ha MaHueBCKM, MacKpaHa co NCTOPUCKN
npeBe3: HamecTo MycnmaHuTe AnbaHuwm, OCMaHAMMTE Ce OHVEe LTO Ce OfHEeCYBaaT Kako NprMep 3a AUBjaLy,
popeka MakefoHLMTe ce HEAOMKHY KaKo jarHWHba 1 ofjaT MacoOBHO Ha Koneke. M rnefjaHo Baka, M1afoTo
LIPHO MOMYE, Ha KOe CTapuLaTa My ro objacHysa bankaHoT, He € HULLITO Apyro TYKy camyoT 3anaf, Koj Bo
6opbaTa NPOTMB BEUHMOT OCMaHANCKY Ncnam Tpeba, A0 ofpeaeHa Mepa, Aa ce pa3byaw co Tpyou. EcteTnkata
Ha KapuvKaTypeH ybueL, co Koja TypuuTe ce CTepeoTUMHO NPETCTaBEHN — 1 TOa € CKaHAANOoT — MMa HeLTo
HeocCrnopHo (Heo)dawwmcTnyko. LLto nu cn mucnene opraHmsatopute Ha decTrBanoT Kora ro ogbpane oBoj

17 ’Kapko PapakoBuK 6elue KpuTUYyap BO cprckaTta peaakuuvja Ha paauo [lojue Bene. Herosvot Hanwc ,[la ja n3bpuiam
npatuvHata of Munyo MaHueBckin” 6ele emnTyBaH Ha 1 cenTemspm 2001 rofunHa, a nofoLHa o6jaBeH BO byrapckoTo cnmcaHme
4Kyntypa”. Bugu Radakovic, Zarko: Da izbrisem praha ot Milco Mancevski, Kultura No 3 (2192), (14 centemBpu 2001) http://www.
kultura.bg/bg/article/view/5831 (4 pespyapu 2015).
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dunnm 3a oTBOpatbe Ha Nporpamata? CUrypHoO He GUIO CapKaCTUYHOTO 330BOJICTBO Aa Ce ycpeKaT 6apem
npujatenuTe Ha bepnyckoHy of eKcTpemHaTa fecHuua! '

LLlynu-Ojana He e camo HEOArOBOPEH Kora 06BMHYBa 3a Heodalum3am. HerosroT Hanme NcTo Taka
HEMpPOMUCIEHO NPEMUHYBaA NPEKY BUCTUHCKMTE (aKTX 33 HEBEPOjaTHOTO HACWICTBO LUTO Ce CITyYu BO
MakenoHuja 3a Bpeme Ha MICTOPUCKMOT NepUog o Koj GUnmoT ce 3aH1MaBa (Ma Aypw 1 BO BPEMETO Ha
HerosaTa npemuiepa). Bo ncto Bpeme, Toj rvi oTdpra NONUTUYKKTE akTUBHOCTM Ha MaHUeBCKI Kako NoaapLuKa
Ha MPOT KaKo 0BMYEH ETHWYKM NIMUYEH MHTepec. KpUTMYapoT BO NpuKasHaTta Ha [lpawuHa BoBeAyBa yLiTe
efieH coBpemMeH KOHONMKT: 6opbaTta Ha 3anaf co MCNaMoT.

LLlynu-Ojana ro urHoprpa GpakToT Aeka HaCUICTBOTO BO [TpawiuHa e G13HUC CO efHAaKBU MOXHOCTY — CEKOj
MMa LWaHca Aa CcTpaga, 6e3 ornep Ha eTH1YKaTa NprUnagHoCT. Toj ce UnHM AeKa e HeCMoco6eH 1 Aia ce Cnpasu
CO CTPYKTypaTa Ha dunmort. Toj norpeLlHo naeHTnrKysa Tpu HUBOA BO [IpawuHa. AKO ro TprHeme HacTpaHa
bakToT Aeka HUTY [IpawuHa HATY MaHUeBCKM HeKOralll KaXkane HeLUTO LWTOo 61 MoXeno Aa ce NPoToNKyBa
KaKo aHTMICNaMCKO, YOBEK fjoara BO NCKYLLeHWe Aa ja ynoTpebu n3spTeHata noruka Ha LWynu-Ojana v ga my
Ce CNpoTUCTaBM co aprymeHT. Co ornef Ha GaKToT LUTO repMaHCKaTa pacmCcTyKa BojHa NPOTUB HapoauTe

BO jyrouctoyHa EBpona Bo [jBeTe CBETCKM BOjHY Ce BOAELLE CO MOMOLL Ha 1CNamMcKy Tpynu, Tpeba fa ro
npawame LLynu-Ojana ganv oBa ma HeKakBa BPCKa CO HeroeaTa NofApLUKa 3a ncnamort. Mpucranor Ha Wynu-
Ojana Moxe [1a ce NPOTO/IKYBa ¥ Kako NapagMrMaTckiy 3a CTaBOT Ha HEKOW FePMaHCKIM MHTENeKTyanuu, Kou
yecTonaTu rv OTGppnaaT KPUTHKMTE 3a NCIAMOT Kako ,McnamodobryHn” 1 NpoaosiKyBaaT Aa ri NoTLUeHyBaaT
AHTUAEMOKPATCKUTE-aHTUCEMUTCKMTE Y MU3OTMHW KapaKTepPUCTUKI Ha MCIamMOoT 3apagn NONUTAYKa
KOPEKTHOCT.

Kputnuapute Bo BeHewwja ja u3berHysaat npeam3srKyBaykaTa fjebaTa 3a ecteTuka Wro [lpawuHd ja 6apa:
MONMTUKaTa Ce YMHM KaKo JIeCEH M3roBOp Aa He Mopa Aa Ce 3aH1MaBaaT Co Npeau3BnKyBaukmot dpunm. Co
BAKOB CBETOHA30p, fypy 1 GUIMCKa BUPTYO3HOCT MOXe Aia Ce oTdP/N: OCBPHYBajKM ce Ha HanmcoT, Ypc LleHn
BO,,nuren” nuuysa:,CrnopefeHo co 0Ba, HErOBMOT GpUIIM — BO KOj Ce 3aMMCITyBa MHATO Kafe WTo 06pOoTo 1
JIOLIOTO jaCcHO Ce Pa3fMKyBaaT — e MPeMHOry HauBeH. Toj e UNCT — Ma AyPU 1 BO HajAMBUOT KOMEX, € BUPTYO3

— GUNMCKM cneKTako.[...] MaHYeBCKM MMa rofieMu — 1 MHOTY KHUXXEBHU — ambnLu, HO Hajybeanus e BO
YCMELIHOTO BOCKPECHYBaHbe Ha LMareTyi BECTEPHOT BO MaKe[OHCKIN Hocumn.""®

HaBuctrHa, TBpaereTo Ha Bokep 1 KOHTpOBep3uTe ce BO CPeAMLLTETO Ha MOBEKeTO M3BeLUTan Ha rmobanHuTte
Meguymu of Bereuwja, og LnaHuja o bpasun, og Benvka bputanuja go bankaHor.

113BeluTanTe 1 peLieH3mnmMTe arpecBHO ro NOBP3yBaaT [IpawuHa co akTyenHaTta nonuTyKa cutyaumja. Osa e
MOXHO CaMO aKko GUIMOT Ce pa3rrefyBa NPeKy HeroBrTe MakeLOHCKM enemeHTu. MprikasHaTa Bo Hbyjopk —
nonoBuHa o GUIMOT — e UTHOpYPaHa BO MHOTY Hamnmcy; OBa, Nak, 3Hauu Aieka KOHLIENTOT 3a ABe UCMpenieTeHn
NPYKa3H1 1 Pa3MUCYBaHETO 3a IBOHACOUHMOT ePeKT LITO NPKKa3HaTa 1 CIyLIATeNoT ro MMaaT efieH Bp3
APYr He e 3eMeH NpefBUA 0f CTPaHa Ha HoBMHapuTe. [ONNTNYKITE CTaBOBM Ha PEXMCEPOT Ce KOPUCTaT 3a
(norpeluHo) Aa ce NpoTonKyBa GUIAMOT, Mako HUB HMKaAe i Hema Bo [IpawuHa. Kpyutnyapute He ce CKNOHN
Aa npudatat dunm WTo oabrBa Aa Aase NOMMTMYKA U3jaBa 3a aKTyesHITe HacTaHy BO He3arafieH PervoH.
Co3paBarbeTo Ha HapaTuBeH npocTop Bo [inBroT UCTOK, KOj NpeTBopa He caMo AeN 0f MakefoHCKaTa, TyKy 1
0f eBpOrCKaTa UCTopyja BO eNcKU GramM, KpUTMYaprTe ro CMeTaaT 3a NOANTUYKY COMHUTENTHO, KYNTYPOSIOLLKA
HenpuaTNBO U YMETHUYKU NorpeLlHo. HabmbynyBajku ro puiamMoT HU3 BakBa Npr3ma, KpUtndyapuTe ja
MponyLUTaaT MOXHOCTa CEPUO3HO fia ro pasriefaat [IpawuHa Kako ambuLMo3eH v MPefn3BUKYBaYKi
NprAOHeC BO HOBaTa €BPOMCKa KMHeMaTorpaduja.

,Bapajatn“objasysa,llpawuHa e yTka" Ha HacloBHaTa cTpaHuLa. KomeHTaTopy Kako AnecaHapo bapuko,
UTanujaHcKnoT 6ecTcenep aBTop, KOj CUIHO ro 6paHy GUAMOT U ja NOTeHLUMPa HeroBaTa MHBEHTUBHA NPUPOAS,
OCTaHyBaaT UCKIy4oK Bo BeHeuuja.,Mu ce gonara lpawuHa. Toa e 0TBOPEHO AeN0 CO C& U CO CNPOTUBHOTO;

18 Schulz-Ojala, Jan: Krieg an allenFronten,Tagesspiegel, 30 aBryct 2001.
19 Roulette der Gewalt, Augenausstechenals Leitmotiv, Spiegel online 5 centemspu 2001.
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KOMOMHMPa NMMHIBUCTUYKY dparMeHTy 1 apxeTunu 3a fla Co3Aaae NPOV3BOA LTO e TONKY HenpedrHeT WTo
AmepukaHumTe 61 ro 3ananune.[...]*

NomeHwKo Mpokaur?', NTanujaHCcKUOT KONPOAYLIEHT Ha [IpawuHa, He € eUHCTBEH KOj 3jaBu ieKa
HenpujaTeNiCKMOT CTaB Ha HOBMHAPUTE KOH GUIMOT 61N 3a3eMeH YluTe NpeA Toj a buae npuKaxkaH Ha
nornagHeBHUTE NPoeKLnn 3a HOBUHapW Ha 28 1 29 aBrycT.

loamHK nopoLHa, byrapcko-aHrvcKaTa HayuyH1YKa [IHa JopaaHoBsa nuLyBa NoAonr TeKCT 3a [Ipawuna,
Kajie WITO NpeTnocTaByBa fjeka NoWwroT nprem Bo BeHewyja e pe3ynTaT Ha cTaTujata Ha MaHueBCKM BO
,3nmojue UajtyHr” u,fapavjaH". Taa TBpAM AeKa cTaTujaTa r NoBrKana KputryapuTe Aa ro Tonkysaat Gunmot
Of NOANTIYKY acrekT. Taa aypw v anyaupa feka MaHueBCKy nnaHmnpan fja ro 06jaBu TeKCTOT BO BPEMETO Ha
dectnBanot 3a fa npugobrie nyénuuutet 3a dunmor. Co orne Ha GpakToT WTo [pawuHa belle GUIAMOT CO Koj
ce oTBOpPY GECTUBANOT, Ce YUNHU AeKa He My bellie NoTpebeH JOMONHUTENEH MyOANLUTET.

YiwTe noBaxHO, TEKCTOT Ha JopAaHOBa COAPKMN CEPUO3HY MPEeLLKW: Taa TBPAN AeKa NaKo MaKe[dOHCKMOT
drHaHCKCKM NprgoHec 6un Man, Toa NpuaoHeno drnmckata MHAYCTPUja BO 3eMjaTa cocema fia NpeKnHe fBe
roguHu. OBa e CNPOTVBHO Of OHa LUTO ce cnyym (0dULMjanHMOT U3BELLTaj HA MaKeLOHCKOTO MUHMCTEPCTBO 3a
KynTypa 3a 1999-2000 roguHa HabpojyBa efuHaeceT nrpaHu 1 14 foKymeHTapLy GUHAHCMPaHMW BO TOj Nepuog,
— OBa € 3HAUUTENTHO 3roJIeMyBatbe, a FoNemMrTe KOMPOAYKLUMI UMaa 1 Apyrv NO3UTUBHY epeKT BP3 MasnaTa
MaKkefoHcKa Gunmcka nHayctpuja). Mlako HoBrHap Bo MakefoHwja 1 rv mocoun oBue rpeLlkin Ha JophaHoBa
npeq Taa Aa ro [OCTaBM TEKCTOT, Taa cenak ce obuae Aa ro o6jasm co NorpeLlHn nHpopmauumn. Yosek aa ce
3anpatua fanuv ce paboTy caMo 3a He[LOMKHN GaKTUUKIM MPELLKU.

Bo 2007 roguHa JopaaHoBa NpofonKyBa CO BO3HEMUPYBAUYKMTE N HETOYHM OO6BUHEHMja 3a pacHa NONTHKa
BO [IpawuHa, v GUAMOT ro CTaBa BO MOLLMPOKMOT KOHTEKCT Ha ,0ankaHcKa KuHeMaTorpadwja’, TepMyH LITO CO
FOLVHY ro KOPYCTX BO HEj3MHMTE akaJeMCKU Aena — a cenak TEPMUH LUITO TyKa HeMa HIKaKBa aHanmT1yKa Len,
a BO CTOBPEME 1 MOTXpaHyBa npeapacyauTe 3a,pervoHoT” U rM UTHOpKpa NoeAUHEYHNTE HapaLMm Ha CeKOj
bunm opgenHo 1 ro urHoprpa GpakToT AeKa Tve foaraaT Of PasauyHU KyNTypuy U e CHUMEHM BO Pa3finuHm
NONMUTUYKU N UCTOPUCKI OKONHOCTY: ,Ha TypumTe um Gelue gogeneHa ynorata Ha apxeTUrHu IO MOMLM

BO KHVKEBHOCTa 1 KHeMaTorpadwjata Ha pervnoHor [...] Taka, cueHuTe co cyposuTe TypLy Kako rvu 6opaat Ha
KoreL, pycoKocuTe CIOBEHCKM BYHTOBHULM Ce YeCTa KapakTepuCTIKa Bo 6ankaHcKaTa KuHematorpaduja.
Hekonky Taksu npumepu ce jyrocnoBeHckMoT baHosrK Ctpaxurba (1983), rpuknoT 1922 (1986), 6yrapckmot
Bpeme Ha HacuncTteo (1988) n makegoHckmoT lMpawuHa (2001)"

Kako v MNpep noxport, JopaaHoBa NOrpeLtHo ro unta [pawuHa, Bagy 0f KOHTEKCT OHa LITO 11 OAroBapa Ha
Hej3rHaTa Te3a, a ja UrHopupa borataTa TKaeHWHa Ha UMCKaTa Hapauwja — Ha nprmep, GakToT feKa BO
MpawuHa HaCUNCTBOTO ro BPLLAT CMTE WTO MMaaT NuwWTon: AMepukaHum, MakegoHuu, AnbaHum, Mpuu, Typuw,
1 AeKa NpeTcTaByBameTo Ha, TypumTte” (BcylwHoCT OcmaHnmmTe) BO GUIMOT e MHOTY NMOM3HIjaHCPaHO Of LTO
JoppaHoBa caka fja BepyBame?.

Op ppyra cTpaHa, CeeTnaHa CnanLak Benv jeka Co3AaBarbeTo COMNCTBEHN CTepeoTUnm, 6e36pojHuTe
VIPOHWYHV LWTaTV OF APy BECTEPHM BO [IpaWwuHA 1 CO3[aBatbeTo Ha COMCTBEH HAapaTUBEH NPOCTOP 33
,AvBroT VcToK" ce rnaBHUTE NpruvHU nopaau Kou GuiamoT belle oTGpeH Of KpUTUYapuTe Ha 3anag.
,3anafoT He caKa fia ja BV HeroBaTa KynTypa npeBpTeHa Haornaky, 3a a Moxar fja ce BufaT cute

LIaBOBY, CUTe CTpaTeryn 3a KOIOHUjaHa MaHuMynauwja. MaHueBCKM ro npasy TOKMy Toa BO Gpuamor |...]
IMaBHaTa Lien Ha KOJIoHM3aTopcKaTa KyTypa e fia Hanpasu NpeaMeT 3a nepLentumja v NcTpaxysame of
KOJOHM3MpaHaTa KynTypa, a Cekako Aa He ro joBeflyBa BO MNpaluarbe MecToTo, NPeAMETOT Ui aBTOPUTETOT Ha
ob6jacHyBameT0."?

20 LintnpaHo op Vizzavi.it, SpecialeVenezia 2001

21 Mpokaun Ha naHen anckycmjata 3a ,MpawwnHa” cf. www.veneziafilmfestival.com, Meeting Domenico Procacci and Alessandro
Baricco, 7 centemspu 2001.

22 Dina lordanova, in: Whose is the memory ? Hushed narratives and discerning remembrance in Balkan Cinema, in: Cineaste; Vol. 32
No. 3, neto 2007, cTp. 22.

23 Luke Balkanwalker Shoots Down Corto Maltese: MilchoManchevski’s Dust as an Answer to Western Cultural Colonialism, Bo:
Identities, Journal for Politics, Gender and Culture, vol. 1, no.3, 2002, cTp.97.
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Die Stimmung ist nicht besser als die Lage: Das 58. Filmfestival von Venedig wird von [taliens Regierung gemieden
und prisentiert zur Eriffnung mit Milcho Manchewskis , Dust” einen veritablen Propagandafilm

Krieg an allen Fronten
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lonem pen op 3anagHaTa nepuenuuja 3a KpeaTMBHaTa No3uLMja Ha pexxucep of,,3aBojyBaHNOT
6ankaHCKu permoH” ce pasoTKpliBa BO OHa LUTO eieH CTopuYap Ha YMETHOCTa Ul Fo Ka)ka Ha
aBTOpKarta 3a palunHa: ecTeTcku eKCTPeMHO YCMeLHOo feno — KaMo pexucepoT Aa He ja noBp3en
npuKasHaTa co MakefOHCKaTa ucropuja. ,lMocraByBamwero Ha MakefoHMja Ha KapTa” BO BUCTUHCKaTa 1
MMmarvHaTMBHaTa cMUC/Ia Ha 360poT, Gelue LieH3ypupaHo o KpuTu4yapute Bo BeHewuja, wito nocouysa
Ha eBpOMNCKNOT Npo6nem co ,pernoHoT”,

Bo BeHeLja**, a 1 BO NopoLHEXHWTe MHTepBjya, MaHUeBCKM NOTeHLMpa Aeka uaejaTa 1 CLieHapu1oTo 3a
lpawuHa ce pa3BmBane HEKONKY roOAVHY — 1 AieKa He ro MHTepecMpa Aa faBa AVPEKTHY NOANTUYKI 13jaBy CO
HerosuTe ¢punmoBy. Cenak, TajMHIOT Ha Npemm1epaTa ro ¢paka Bo MCTOpUCKa 3aMKa. [lypy 1 Ha LIpBEHWOT KM
Ha rana oTBOpameTOo BO BeHeLwja, LWTO ce emnTyBa BO X1BO Ha WTanunjaHckata TB, MaHueBCKM ro npalyBaat
LITO MUCIIV 32 aKTyeNTHaTa MMPOBHa Michja Ha HATO Bo MakenoHuja.2> MaHUeBCKM 0froBapa fieka My € Muio
LUITO OHMe LUTO [ BOOPYXWja repunuuTe cera Ke ro cobepat HUBHOTO opyxje. MHOTy UtanujaHCKu Kputuiyapm
3BECTYBaaT 3a GMUIMOT Ha OTBOPAHETO BO KOHTEKCT Ha UTanmjaHCKMTe BOjHULM BO MakefoHwja. Bo HeroBaTa
dectmBancka peveHsuja, Kputnuapor Tynuo Kesnu Benu:,[leHec, MakeoHmja, o KOHOAMKTOT LWTO ja 063ema

Ha rpaHuLaTa co AnbaHuja, e BUCTMHCKa eBPOrcKa TpareAmja, BO Koja ce BKIyYeHn — Mefy apyrute — 738
UTanujaHCKy BOjHULY, 3a Ynja CyabrHa Tpenepume.

Typcknotambacagop Bo Make[loHWja - KOj ro NoceTu ceToT Ha lpawuHa netoto 2000 roguHa 3a aa ja
13pasu CBojaTa 3arpviPKeHOCT 3a NpeTCcTaByBakbeTo Ha TypLmja BO GUAM LUTO yLUTe He e CHAMEH (1 KOj He

Ce 3aHMMaBa Co TypcKaTa [jpaBa) - CUrypHO 61N 3aJOBOMNEH CO MCXOLOT of 06BMHEHMjaTa Ha Bokep, co
,TOHOT" Ha IMCKyCWnjaTa 3a pacK3am 1 CO KOHeuHaTa cynbuHa Ha lpawuHa. Toj ce Xanu Ha MakefoHcKaTa
Braga 3a [pawuHa fopeka GUAmMoT e Bo npeTtnpogykuuja. Moxe camo fia npeTnoctaBuMe of Kaje ja fo3Han
cofpu1HaTa Ha punmoT. [lanm ce xanm cnopea pekna-kaxana Bo MakegoHuja 3a ronemara eBporicka
npoaykuuja? lanu nman nprcran Ao CLeHapuoTo, 1 ako Umarn, Koj My ro aan? OBue npaluama A0 AeH AeHec
He Ce OfirOBOPEHN, 1 Ke NMOMUHe NMoBeKe of efjHa AeLieHuja npep [lpawuHa fa ce npukaxe Bo Typuuja, Ha
MeryHapoaHuoT dunmckm dectmsan Bo Mammp Bo 2012 roarHa, 1 NoKpaj $akToT LWTO BTOPUOT GUIM Ha
MaHueBcku no Mpep [oXAoT, Koj Gelue Gunm Ha rogrHaTta Bo Typuyja, ce oYeKyBallie Tamy co HeTpreHue. Kora
MOBTOPHO Ce MNpuKaxa Bo TypLinja ABe roAnHU NOAOLHa, belle HajaBeH Baka:,PefoK 1 MoXebu eAnHCTBEH
npuymep Ha Aeno Wro KomouHnpa OcmaHnum 1 Kay6ojum. Co MHOFY OpUrMHaneH HapaTuB — GUIM LITO He
Tpeba fa ce nponywT.”

A wTo Cce opHecyBa Ao nybnuKaTa —lIpawuHa He ce NprKaxyBalle BO KMHaTa BO NOBEKETO 3emju. Bp3 ocHoBa
Ha ManmnoT NPMMEPOK, MOXe Aia Ce NPEeTNocTaBy Aeka GUIMOT Ke Hamgelle Ha ogobpyBarbe Kaj nybnukata

BO cBeTOT. HoBMHapkaTta Mapwmja Mua Oycko, Ha jaBHa Anckycuja 3a lMpawuHa co AnecaHapo bpuko n
UTanujaHcKoT KonpopayLeHT [lomeHuKo Mpokauu:,Toa e dram Koj co cBojaTa peumcu LenocHO HeraTvBHa
KpUTVKa MOXe ia Ce Kaxke ieKa ja obeMHI AecHULaTa, leBrLaTa 1 LeHTapoT. Ho, Mopa fia ce Kaxe Aieka 1ako
npoekLmjaTa 3a HOBMHAPW 3aBPLUK CO anay3 v CO CBUPEXK, TOj Hamae Ha MHOTY fobap npuem Kaj nybnukara
BO r1aBHaTa K1Ho cana (Cana rpaHae)”? Hekoun gnctpunbyTepn r oTkaxkaa nnaHoBHTe 3a NpriKaxKyBare Ha
bunmoT, foaeka Apyry M Hamanuja U CMeHwuja nnaHoswuTe. [IpawuHa He ce onopasu no BeHeumja 2001 n

24 np. nHTepBjyTo Ha Pyaurep CykcnaHa co pexuncepoT Bo Tagesspiegel online op 4 centemspu 2001.

25 Onepauuja HeonxopHa »eTBa (nnn HameHckun cunu XKetsa) 6ewwe mucuja Ha HATO Bo Peny6nuka MakefoHuja, LWUTO
oduuwmjanHo belue naHcMpaHa Ha 22 aBryct 2001 roauHa, a epeKTVBHO NOYHa Ha 27 aBrycT. buaejkn ApxaBuTe yuecTByBaa co
noBeKe BOjHWLIM O/} O4eKYBaHOTO, CUUTe Ha Kpaj 6poeja nprnbnuxHo 4800 BojHuuM. Buaw: http://en.wikipedia.org/wiki/Opera-
tion_Essential_Harvest

26 Kezich, Tullio:Dust, un brutto western,Corrieredella Sera (30 aBryct 2001). 3a uutat Buam: http://www.corriere.it/speciali/festi-
valvenezia2001/kezich3008.shtml (2 anpun 2015).

27 MeluareTo Ha TypckaTta Briafia BO GUAMCKM NPOeKTY NoYHyBa yluTe Bo 30-Te roAnHu, Kora TypckaTa Biaja co feleHun
ycnewHo ce 6opelle npoTus o6uante Ha MM aa ro cHumu pemek aenoTo Ha ®paHy Bepden 40 geHosu Ha Myca [laz Bo XonuBya.
KHurata Ha Bepden ce ogHecyBa Ha epMeHCKMOT reHoLuz 3a Bpeme Ha lMpBata ceeTcka BojHa. Bugu: Welky, David: Global Hollywood
versus National Pride. The Battle to Film The Forty days of Musa Dagh, Bo: Film Quarterly, 2006, Vol. 59, cTp.35-43. Benku UcTo Taka

Ce OCBPHYBa Ha NOHOBMTe 06MAY Ha TypCcKaTa BNaAa U Ha NapaBoeHUTe rpyny fia ja 6rioKkMpaaT MefyHapoaHaTta AUcTpubyumja Ha
Apapart (2002) Ha ATom ErojaH, ¢pvnm WTo NCTO Taka ce 3aH1MMaBa Co epMeHCKMOT reHouua, cTp. 35f. [ToHOB nprmep e peakumjaTa Ha
Pe3 (2014) Ha QaTtux AKuH. Bo BOoBeAOT Npef HeroBoTo UHTepBjy 3a PpaHc 24 ce Benu: ,Mako AKUH belue HaBpeayBaH 1 406U 3aKaHU
3a CMPT 3a CHUMaHbeTo Ha Pe3, pexucepoT Heman npobnemu of BNaaaTa v BeNu AeKa peakuyjaTa Ha BNacTuTe 6una KuBej n octTaBu
r apyrute fia xuseat’”.

28 LutnpaHo og Vizzavi.it, SpecialeVenezia 2001
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Kebab-Western aus Mazedonien 3=

Filmfestspiele Venedig: Der Ertfinungsfilm "Dust” von
Milcho Manchevski und die Globalisierung des Kinos

Von Hanns-Georg Rodek

Wer am Senntag um 17 Uhr noch nichts festes vorhat, dem sai
ein Abstecher nach Venedig zum Fimfestival empfohlen. im
Casino auf dem Lido ist eine Diskussion angesetzt, die spannend
zu werden verspricht, Titel: "Eine andere Welt ist maglich™.
Tednehmer Regisseure, die beim GB-Gipfel in Genua dabe
Waren

Dies sind die ersten Festspiele nach Genua, die ersten nach der
Wahil Silvio Berlusconis zum Minsterprasidenten, und die Jury
leitet Manni Moretti, der in Cannes gewann und zeigleich seinen
Kreuzzug gegen Berlusconi verlor. Es ware voreilig, die 58,
Biennale zum politischen Festival zu erkkdren, aber wenn sich die
Globalisierung des Kinos exemplarsch demonsineren lasst,
dann im Autorenking, auch wenn sich kaum ein Filmemacher
findet. der an dem “G"-Worl ein gutes Haar |asst.

Bald die Halfte der Fime ist nicht mehr eindeutig einem
Entstehungsland zuzuordnen, Benoit Jacquols
"Tosca"-Verfimung firmieart aks
franzfsisch-italientsch-deutsch-britische Koproduktion, Ken
Loachs "Navigators™ segelt unter deulsch-englisch-spanischer
Flagge. Der Grund legt darin, dass sich Autorenfilmer ihre
Finanzierung zusammenstickeln missen, wo s sie
bekommen.

Die Internationalisierung der Venedig-Filme geht aber noch
tiefer. Der Serbe Goran Paskaljevic bedient sich in "How Harry
Becamnea Tree” eines alten chinesischen Marchens - im
Albtraum verwandelt sich ein Mann in einen Baum, aus dessen
Holz ein Sarg gezimmert werden soll - und siedelt es in Idand an.
Die Britin Clare Peplos (verheiratet mit taliens Bermardo
Bertolucci) hat fir "Triumph der Liebe™ die im alten Sparta
angesiedelte Komddie des Franzosen Marivaux in die Toscana
verpflanzt Und der Brasilianer Walter Salles transponiert mit
"Gebrochener April” eine albanische Erzahlung nach
Shdamerika

Schon der Erdffnungsfim hatte welt-, zeit- und
kulturumspannender nichl sein kdnnen. "Dust” umgresft 100
Jahre, hOpft von Amerikas wildem Weslen in Mazedoniens
wilden Osten und bringt balkanesische Guerillas unter ginen Hul
mil Mew Yorker Gangstern und Sigmund Frewd
{hachstpersbnlich).

Milcho Manchevskis sweder Film nach "Before the Rain™ {der
1994 i Venedig gewann) lieferie eine Eréfinung, wie man sie bei
den groBen Festivals geraume Zeit nicht erlebt hatte: ein
Wagnis, dsthetisch, formal und inhaltlich. Daran it im Einzeinen
eine Menge auszusetzen, aber wir sind jingst von so viel
Auf-Nummer-Sicher-Gehern eingeschlafert worden, dass

Manchevski allein fir die grolie Geste Beifall gebOhrt

Der kilhne Entwurf des 42 Jahre allen Mazedoniers (der in den
latzten Tagen die Nato-Aktion in seiner Heimat als pro-albanisch
kritigiert hat) nimmt seinen Ausgang zur Jahrhundertwende im
Wilden Westen Amerikas. Zwei Brider lieben dieselbe Frau, die
sich fiir einen entscheidet. Der Verlierer brichl zu neuen Ufem
auf; nur, dass die nicht - wie gewohnt - weller westlich liegen,
sondern im alten Europa. In Paris lenkt das junge Kino sein
Leben in neue Bahnen. Als er in der Wochenschau erfdhrt, dass
auf den Kopf des Fihrers der mazedonischen Rebellen gegen
die ottornanische Herrschaft eine hohe Belohnung ausgesatzt ist,
eilt er auf den Balkan: Go East, young Man. Mit Schiefleisen
umzugehen weill er ja.

Luke (David Wenham) unternimmt im Grunde dieselbe Reise,
die B0 Jahre nach ihm der frustrierte Clint Eastwood a

hat - von der neuen in die alte Welt. Sobald Luke im Osten
ankommt, funktioniern das wie ein ltalo-, basser gesagt, wie ein
Kebab-Western. Die Anspielungen sind Hollywood, der Stil ist
Cinecita und der Geist Srebrenica. Luke steht eine Belagerung
durch wie John Wayne in "The Alama”, sein Bruder Elijah
{Joseph Fiennes), der ihn verfolgt, wandeit im Poncho durch
Gebirge und schnippt Minzen in die Luft wie Eastwood, und der
tiirkische Major (Salaetin Bilal) rotiet mal gerne ein ethnisch
unbequemes Dorf aus wie Genaral Miadic.

Fir sich allein ergdbe das eine bagrenzt relzvolle Parabel Dber
Entwicklungshilfe: Wie amerikanische Exparten in Kriegsfihrung
ginen eher schiafrigen Balkankonfliki aufpeppen. Manchevski
jedoch filigt ein drittes Element hinzu, das seinem "Dust’ in
Ansatzen "Es war einmal in Amerika®-Qualitst verleiht: Der Film
erzihit aus der Sicht einer alten Frau, die im New York des
Jahres 2001 einen Einbrecher stellt und ihn mit vorgehaltener
Pistole zwingt, ihre Lebensgeschichte anzuhtren. Darin liegen
Qualitst und Archillesferse von “Dust”, Die Zeitdimension erhebt
das Drama vom Individusllen zum Exemplarischen, nur leider ist
das Entstehen des unwahrscheinlichen Bandes zwischen weiler
Greisin und schwarzem Kleinkriminellan unglaubwindig
geschrieben und gespielt.

"Dust” wird als eh Versuch in Erinnerung bleiben, der
amerikanisch dominieren Globalisierung eine europa-zeniriene
entgegenzusetzen. Manchevski belegl das uramerikanischste
aller Filmgenres mit Beschlag, schickt seine Hauptfiguren
zweimal hinOber in die alte Welt und verpasst seinen
Amerikanem europdische Biografien. Auch eine andere
Film-Welt aulterhalb Hollyweoods ist méglich, WWare sie nur gleich
gut inszeniert.



peurcu 1 fia He ce NPUKaxKyBaLle BO KMHO-CanuTe UaKko MMalle NpuanyHo fobpa npeanpogaxoa. Mokpaj
3emjuTe KonpopgyLeHTn (Benvka bputanuja, MakefnoHwja, Vitanuja n fepmanuja), lMpawuHa 6ele npopaaeH Bo
JlatnHcka Ameprika, LnaHmja, Moncka n JanoHwja npep ga nma npemuepa. CBETCKMOT ycnex Ha [Mpeg noxgot
ro Hanpasw BTOpKOT Gpunm Ha MaHueBcKy nocakyBaHa poba. Ho, no ctanumuata Bo BeHeuyja, Gelue Tewwko ga
ce npogage ¢unmort. OpaHuuja ro oTkaxa KynysareTo, LLinaHuja NoBTOpHO NperoBapalue 3a HOB AOrOBOP, a
BbpwvTtanwnja n Vitannja rv cmeHnja nnaHoBUTe 3a NprKaxyBakrbe. [NpoayueHToT o Benvka bputanuja Kpuc Otn
- KOj e Ha Yeno ,BopKc’, komnaHwjaTa 3agosmkeHa 3a aucTprbdyumja v npoaakba Ha MpawuHa - He ja KoprcTu
KOHTpoBep3aTa. /lako [IpawuHa notoa ce CTekHyBa CO KyNTeH CTaTycC Ha VIHTepHeT, G1namoT MHOry Masnky ce
npukaxysa Bo EBpona. Vimawue npemmepa Bo lNoncka WwecT roarHy NoaoLHa, 8o 2007.

Huty enHa on peueHsunTe 3a lpawuHa objaseHu no Berewyja (kora GpraMoT ce npuKaxyBsalue BO NoBeKe
3emji) HATY NaK peakLmMnTe Mo MHOTY 6POjHMTE GECTUBANCKY 1 PETPOCTIEKTVBHY NMPOEKLMM Ha GUIMOT, He ce
3aHMMaBaat co NonmTKa. The ce 3aH1MaBaaT Co eCTETCKUTE 1 YMETHUYKIUTE MOCTUrHYBatba Ha GpUIMOT.

Bo MakefoHuja noYHa fja ce NpriKaxyBa BeHaLl Mo BeHELMCKOTO dpurjacko. YaapuTe WTo Ha GrnmoT my

rvi 3afafioa 3anagHyTe KpMTUYapW He Bivjaeja Ha MPMeMOoT Ha GUIMOT floMa (aKo MOXe fia Ce CMeTa fieKka
MakenoHuja My e BoMoT Ha lpawuHa). [lypv v HajocTprTe KpuTyapy Ha MaHueBCKM My flafoa fobpu
peLeH3nu. Toj cobopn MHOTY pekopaw Ha KMHO bnarajHuTe Bo MakefoHwja. bpojoT Ha akagemcKu TpyAoBY 3a
MpawuHa Bo Make#oHwja ro HaAMUHYBa Aypw 1 6pojoT Ha TPYAOBM HanuwwaHw 3a Mpeg aoxport. Bo nokanHuTe
BeCcHULM GunmoT belue HapeyeH ,MakeJOHCKa [epHMKa” 1 3a MHOTY refjaum Toa e efleH o oMUneHuTe
dmnmosy Ha MaHueBCKM.

Bo 2004 roguHa ,[pawuHa" 6elue npeaMeT Ha akaeMcKaTa KoHdepeHLwja “MeHyBatbe Ha KONEKTUBHITE
npeHTUTeT" Ha YHrBep3uTeToT Jlajnuur®, Bele aen u of punmcka cepuja 3a bankaHot Bo KyHcTxane
OpupepukaHym Bo Kacen Bo 2003/2004 1 e aen of HacTaBHaTa Nporpama Ha MHOTY YH/BEP3UTETW.

ENWNOT:

CKaHZany 1 KOHTPOBEP3U He ce HeBOOOMYaeHU Ha rofemnte dunmckin dectrsani. MeryToa, He MoXxe

[ ce 136erHe YyBCTBOTO Ha HEMPABUYHOCT 1 371063 LUTO NPOBEjyBa HWU3 MHOTY O} HAaNUCKTE HaMULLAHN
3a,lpawuHa" no BeHeuwja 2001. Hekon HEOCHOBaHO TBPAT ieKa PEXMCepOT ce 0buayBa [la npeHece
ByNrapHa NonmuTYKa nopaka, Aypy 1 nponaraHga. Hekon cogpat 1 KNeBETHUYKM Hamagu - BKy4yBajKku
HeOCHOBaHW U LWOKaHTHU 00BMHEHWja 3a pacri3am — Harnaam 6e3 npecefjaH BO NOHOBaTa MCTOpUja Ha GUIAMCKO
HOBMHApCTBO. MHOry 0ff apryMeHTHTe He ce TeMenaT Ha aHanm3a Ha GUIMOT, TYKY Ha Toa Kako KpuTiyapuTe ja
TONKYBaaT aKTyenHaTa MoNMTUYKa CUTYaLja 1 jaBHITe 13jaBu Ha MaHUYeBCKM LTO He Ce NOBP3aHu CO GUAMOT.
AMOMLIMO3HMOT eKCnepUMeHT Ha MaHUeBCKIM CO HapaT/BHaTa CTPYKTYpa 1 HeroBaTa KOMIETHa 1 ClIoXeHa
Tanvcepwja of BU3yenHu, ayamno, HapaTUBHN U KapakKTepHW efleMeHTI 6ea UrHopupaHu.

JlyfeTo WTo r1 MHTepBjynpaBMe 3a 0BOj TEKCT YecTo 360pyBaa 3a NPOK/IETCTBOTO Ha BTOPUOT GpUiM, Kora
36opyBaa 3a NpreMoT Ha lpawuHa Bo BeHeuuja. Tue pekoa aeka moxebu 6un norpetueH n3dop np. fa ce
npriKaxke Ha GpecTBanoT; nybnukata Moxebun oyeKyBana HelUTo nonecHo. Taa roanHa KaH ce oTBopu co
MyneH pyx.2° Cenak, ce UNHU fieKa NPOKNIETCTBOTO Ha BTOPUOT UM NOBeKe Ce oHeCyBa Ha nepuenuujata
OTKOJIKY Ha camvioT BTop Gpunm. [loaeka nctTpaxysalue 3a 0BOj TEKCT, aBTopKaTa 360pyBalle co KpUTMyap LTo
nuwyBalle 3a punmort. Toj U3jaBu fieKa AeHec He 61 Hanuwwan aeka [IpawuHa e HaLMOHANNCTUYKI GUnMm, 1
[ieKa curypHo my 3rpemn Ha MaHueBcKu.

29 MeHyBarbe Ha KONEeKTUBHWUTE UAEHTUTETU —— MHTEPANCLMMIMHAPHA KOHbepeHLUyja 3a punmoT ,MpalmrHa” Bo opraHmusaLmja
Ha Katepparta 3a punosoduja n 1 MpoeKToT 3a yMETHOCT U KOMYHWKaumja, YH1Bep3uTeT Jlajnuur, 15-17 jaHyapu 2004. EBe fen of
Hekou ofi TpyoBuTe 3a ,lNpawmnHa” wro 6ea npeseHTupaHu: ,KnHectetnkata Ha MpawwvHa” o npod. AHgpwuja AumntpujeBuk;
VMBI N MPTBM — MacTepHapaLja, HapaTUBHK PaMKM 1 KONeKT1BEH naeHTuUTeT Bo lNpatmHa” of beatpumc Kobos; ,MeHTanHm manu.
KOHCTpYyKUMW Ha npeHTVeT Bo NpocTop v Bpeme” op A-p Knoawnja Bebep;, AnsunoT 3anag Ha bankaHot” og npod. CtunmjaH JoTos.

30 Pexxucepkata Mupa Havp ro oceoun 3natHnoT naB 3a MoHcyHCKa cBafi6a Taa roavHa v npy NpuMarbeTo Ha Harpagara vsjasu:
,Harpapgara e 3a iauja, mojaTa cakaHa VHauja, mojaTa nocTojaHa nHcnupauwja”. [lanu Hekoj Ke cmeTalle aeka Havp e ogrosopHa
3a KOHTVHYMpPaHaTa BUCOKOPM3MYHa NONTMKA 33 HyKneapHa MOK Ha MHAWUCKaTa Bnaaa? 3a uutatoT Buan: www.independent.co.uk/
arts-entertainmet/film-and-tv/news/i...rector-is-first-woman-to-win-golden-lion-668799.htmI?(1 centemspu 2008)
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Ha koHpepeHUwjaTa 3a neyat Bo BeHewja MaHueBCKM of6m aa oaroBopm Ha 06BMHYBarbeTo Ha AnekcaHzap
Bokep geka CHAMMA pacucTUYKK UM 1 fieKa co [pawuHa ma nonutyKa areHga. CmeTalle aeka TakBo
MPUCTPACHO 1 HaMHaTo Mpallarbe He 3aciy»KyBa ofroBop. MeryToa, Toj nofoLHa ce OCBPHYBa Ha MpaLlarbeTo.
Kora lMpawuHa noyHa pa ce npukaxkysa Bo Benvka bputaHuja 8o 2002 rogvHa (NpBUYHMTE NNaHoBM ce
CMeHMja 1 ce MpKKaxyBa BO camo Tpy KrHa Bo JToHIOH), ,fapavjaH” 6apa on MaHueBCKy KOMEHTap 3a npuemot
Ha UNMoT Kaj KpuTryapuTe Bo BeHeuwja. ako TekcToT He Gelue objaBeH?®, Toj AaBa yBMA BO CTaBOT Ha
PeXuncepoT BO OLHOC Ha NOINTUYKMOT NprieM Ha [TpawuHa. 3a oBa 360pyBa 1 BO HEKOJIKY APy HTEPBjya2.
,Kako fla ce opbpaHuLL of 06BMHEHVE fieKa Cv pacucT? [any MMNAUUMTHO ro npudakall 06BYHYBaHETO
Be[HaLL LUTOM Ke MOYHeLL a 0OAroBapall Ha Hero? [...] 30LWWTo e TONKy TeLwKo Aa ce B1av Guim WTo ce Temenm
Ha HereorpadCkin YoBEUKM NCKYCTBA, BKYYyBajKu 1 1 GuamMcKmTe xaHpoBm? Pacrzam? Kako Aa My KaxeLu

Ha KpuTtnyap: He, rocnoauHe, rpewwmte. OBoj dprnm He ce obuaysa fia ja 3a40BOMM BallaTa eTHOLEHTPUYHa
Jby6OMUTHOCT HUTY NaK [a ro NOTBPAW BaLleTo pasburpatbe 3a,4pyroto”? OBoj unm He npenosHasa
HaupmoHanHocTun 1 6ow. Toj 36opyBa 3a nyre. Bue cTe Tve wro rnepate Anbaxuw, Typuwm, MakegoHuw,
Cnob6oBuu, fofeka jac rnegampobpu 1 nowu nyre NPeTcTaBeHU NPeKy CIOKeH) TMKOBI. Bo 0Boj dvnm cute co
nywKy ce nowwu, 6e3 ornef Ha eTHUYKaTa NPUNAZHOCT, HO MOXe 1 Toa Aa ro BuawuTte of JToHoH nnu bepnun?
[Nanwn 6ue 6apate etHuuka JHK of yoBek npep fa ognyunte fanv e gobap unm now? [anu ru npoekTnpare
CBOWTE CTPaBOBY, NpefpacyAmn 1 HeTonepaHLmnja Bp3 MeHe, Kako,AmBroT” apyr? Kako yoBek Aa oabpaHm
YMETHNUKO fieno (Kako wTo 6u pekon Majk ®urunc) oa TabnongHata MOK Ha KpUTUYapoT? YiuTe NOBaXHO, Kako
YOBeK Aa ja 3alTnTK of HerosaTa eTHoueHTpuyHa MPOEKLMJA? Kage otvae, MonvH Kaen?”

Mo amepukaHckata npemriepa Bo 2003 roanHa, BO ejHO NHTepBjy MaHueBCKM BeNnu Aeka He rv npudatin
peLieH3uuTe of BeHewja 6e3pesepsHo.,Bo EBpona, nonntrkaTa e 3ameHa 3a Tpay. MpeTnoctaByBam fjeka
MakepoHuja belue HeraTVBeLOT BO Toa Bpeme. Mucniam fieka nmalue 1 HenpujaTenckn cTaB KOH GUIMOT, LUTO
Hema HKaKBa BPCKa Co NonmTrKaTa. HaumnHOT Ha Koj LWTo GpUAMOT Cv Urpa o CTPYKTypaTa e AnpeKTeH. "

MaHueBCK/ UCTO TaKa Ben fjeka Heman Hamepa fa npasy GUIM BO efieH XaHp:

,DaKTOT AeKa MpawuHa HamepHO M 0aberHyBa OueKyBarbaTa ro TOfIKYBaaT Kako Heycrex Ha GunmMoT aa ce
BK/IOMV BO HUBHNTE OUEKYBatba. AKO 3apaboTyBalll 3a XMBOT Taka LUTO Ha 6p3viHa aHan13mMpall 1 cTaBall
bUNMoBY BO KaTeropuu, Torall Toa BEPOjaTHO Te MpUTMpPa. AKO HepBIpa MHOTY of CUTHaTa Gypyasuja, og
BpaTapuTe, Toraw cynep.*

,MEjHCTPMM HapaTNBHOT GUIM CeKOraLl e MOBP3aH CO OYEKYBak-aTa, KON Ce HaBUCTUHA HUCKN. Ce
HaBUKHaBME [a OYeKyBaMe MHOTY MasKy Of GUIMOBWTE LUTO I rMieflaMe, He CaMo BO OfHOC Ha MPUKa3HUTE,
TYKY YLUTE MOBaXHO 11 HE TOJKY OUNrIe[HO, BO OBHOC Ha PACroNOXEHNETO, UyBCTBOTO LITO ro fobMBaMe Of
dunmoT. Mmncnam fieka 3Haeme KakBO PacrosioxeHe 1 KakBo YyBCTBO Ke BUAMME BO GUIMOT yluTe npes

Aa noyHeMme fja ro rnefame. Toa MOXe Aa ro BUAMME Of M1aKaToT, Of HaC/IOBOT, SBE3ATE, U TOa CTaHa Of
CYLUTWMHCKO 3Hauerbe 3a HaLeTo OAyUyBakbe 1 OLieHyBarbe. Myciam Aeka HaBUCTUHA ce noTueHyBame. Cakam
dunmoBH WTo Me U3HeHaayBaaT. Cakam GUIMOBY LITO Me M3HeHaAyBaaT 0COOGEHO Mo NoyeToKoT. Cakam dum
LUTO Ke MOYHe BO efiHa HAaCOKa, Na MoToa BPTY ¥ Te HOCW Ha iPYro MECTO, U MOCTOjaHO Te HOCU Ha Pa3fnyHM
MeCTa KaKo eMOTUBHO TaKa 1 BO MOrfef Ha NprKa3HaTa... IOCTojaHo ro MeHyBa pacrosioXeHNeTo, MPOoLecoT,
CTaHyBa becTpalueH.*

31 Ha Kpaj, ypeaHvuwmTe Bo ,fapavjanH” cmeTaa AeKa TEKCTOT, HAaCNOBEH ,3allTiTa of NpoeKLmnja“ e NpemMHory crneumnjanu3npaqH
BO KOHTEKCT Ha ManunoT 6poj Ha KNHO canu Kafe LITO ce NpuKkakysa GuaMoT v nobapaa of Hero NOOMLUT NPUCTan BO TEKCTOT.
MaHueBcku opbu.

32 Mp. KyjyHuunckn, Xapko: MakeaoHcku PawomoH. HTepsjy co Munyo MaHneBcku, dunmckm pexuncep, Bo ,bnecok”, 26, maj/
jyHn 2002. Brown, Keith: Independence: Art & Activism/ A conversation with MilchoManchevski.

33 Feinstein, Howard: Epic and Personal in New York and Macedonia; MilchoManchevski’s “Dust’, www.indiewire.com. 3a yurtart
Buan: 21 asryct 2003http://www.indiewire.com/article/epic_and_personal_in_new_york_and_macedonia_milcho_manchevskis_
dust (4 peBpyapu 2015)

34 Ibid.

35 Raskin, On Unhappy Endings.
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~Cnoxysanka. Mo usrnefannor dpunm rnefadvor Tpeba aa ru
COCTaBM fienumtbaTa Ha MO3aKKOT 1 fja ce obuae ga pasbepe
HewTo. V1 Toa He 6e3 Harop... CeralHocTa U MUHaTOTo
MoCTojaHo Ce MCpeceKyBaaT BO efHa Hapaumja WTo co
MpaBo ce AeduHMPa Kako KyBucTuuKa. Kako civika Ha bpak,
BCYLIHOCT! (,Eko gu bepzamo”)

»CTpacrt, ompasa,
TYHOCT, CYPOBOCT,
KDB, Cy01Ha,
HOKajyBame

Ha Bankanor.
AMOuI03en u
dacunnanren, mo-
HEKOTaIll Ofj/IiYeH,
TIOHEKOTall peTo- e delart
PUYKHM, yOem s, HO with
TIOHeKorauI GaBeH, i I”..:Irl =
HaCUJIeH HO CO

Tparu of 1o67ecT, B
dbummor Ha Murao [
ManueBckn e

6a/TKaHCKI BecTepH,

mobap mpumep 3a
HECOBPIIEHOCTA Ha
byboBTa.

(»Peiry6nuxa®)

S A%D MAIL = TOEARAT, SEFTEMBE 1) i

Alilcho Mamchevski
Tesdlirws up b
awaird-wimning

[E——

+OBOj UCKNyunTeneH

TPAHCKOHTUHEHTANIeH eNcKM GUIM e Kako MeLLaByuHa

Of AvIBjauKy BecTepH Ha Ceplio JleoHe u YMETHUYKN
€KCnepuMeHT 3a TeMnopanHa HapaTuBHa CTPYKTypa.

[..] MameTHWOT Kpaj Be Tepa ga norofyeate Ao kpaj. Co
KOHININPAtbe Ha MHATOTO U CEraLHOCTa BO CTUA Ha MOHTa3Ka
LUTO MOXe fia ce onuLlie Kako Ky6ucTyyKy Mo3ank, duamot

C€ OCBPHYBA Ha 3HAYEHETO UMM 3aNyAHOCTA HA YOBEYKOTO
MoCToetbe, 1 0TBapa npaluatba 4OSro No reareto.
Pexmcepor Munuo MaHueBCcKM e HaBUCTVHA OpurMHaneH, a
lMpawura (deta Becteph?) e $rnM KakoB wTo Hema fa BuauTe
0Baa rofuHa. 3ropa Ha cé, Kagie Ha Apyro MecTo Moxe Aa
BUAWTE CTHa CTapuLa Kako yavpa Miag npoBanHmnK?

(4 0g 5 see3gu, Llepemu Knapk, ,Boitic oH ut JloHgoH")

»Llozed Pajuc ro Wrpa IMaBHUOT Me/TAHXOMMYEH /MK, & GUIMOT
€ IPEKPaCHO eKCIEHTPY€eH Ha MHOTY HUBOA. [...] Cmojot op
ecretnkata Ha Jusnot 3aman Ha Cem [TeKuHIIO 1 Xa0COT BO
Vicrouna EBpona yecToraru e HeoGmyen 3a IIegame.”

(- Mngenengeni pusjy”)

»+MaHueBcki ma peTka Busyenta VHTenureHuumja, 6e3 pasnnka
AN 1O CHIMA NIMLIETO Ha XeHa Ha yMM1patbe N OfPasoT Ha
Tajmc CkBep BO BETPOBPAHCKO CTakno.” (,Bunuy eojc”)

Llen Tpareauja, fen dapca, otkaueHa menoapama 1 Gunm 3a
Apyrapv; lpawuna e mHory uyaeH ¢punm... Mvia NOr1Ka, Ho
mopa fia 6uaete cocema 6yaHM 3a ga ja chature... Mpawura
VIMa MaaHu, HO 1 OApeaeHa NPYBNEYHOCT. Mlako noHeKoraL
€ HeroBpP3aH 1 HeKOXepeHTEH, GUIMOT e oMLEeTBOPEHNE Ha
E€A€H BUJ eKCLIEHTPYHA aMOMLIMO3HOCT €O Koja [Hejsua Nun
6u ce roppeen” (Llejmc fopman)

Cubist of the silver screen

«[pawiuta ro 3BpTyBa cTaHpapaHoTo BECTEPH CLieHapmo, HO
ja 3aapxyBa xepojckata, NycTuHcKa CYLWTUHA Ha XaHpoT.
(ascitipanucka sugeo peyeHsuja)

~Xa0TuyHata, 6pyTanHa MKoHorpaduja on UtanujaHckmte
BECTEPHY Ce KOPUCTK
Ha HOB HauMH BO
0Baa MHOTy ambu-
LMO3Ha MpuKasHa
CO MaTyBake Hii3
Bpemerto...Make-
LOHCKNTe ceKBeHLM
Ce npeKpacHu, ce
O[1BMBaaT BO CyBY,
NYCTUHCKU Npeaenm
CO pa3sypHaTu cena
1 KpBaBU TPynosu.
MaHueBcku caka
Camo [ia ja ncTpaxm
npupopara Ha
packax<yBatbeTo,
U3BPTYBajKM 1 Kp-
LWejKu ja HapaywjaTa
N KOPUCTEjKIM pecku
paszBoeHM CvKK
3a jaruv BoBe-
Aie MHaToTO 1
CerawHocTa Bo
Mo6uycosa kpusa
3@ CypoBOCTa, 0/jMa3fjaTa 1 Hafiexaa 3a paj.”
(Meuttinarg Mekgona, , Tu-Bu 2ajg”)

Film Festiva

»~OANNYeH Hagpeanex BeCTepH.” (ciiotKknaitika. i)

+Ha kpajoT lMpawura e 3a Toa kako nby60BTa MOXe fa Npo-
uyTu Aypu v Bo HajTBpAnTe cpua.’ (,[noy6 eHg mejn”)

J[IpawuHa e aHaxpoH 1 nkoHoknacTNyeH KPOCKYnTYypeH
'6aknaBa BecTepH’ KOj MCTPaxyBa LUTO Ke e C/lyum Kora
3anagoT Ke ce cpeTHe co MicTokoT BO HacunHara uctopuja
Ha bankaHor... Bo ggata punma, MaHuescku Kopuctu
Pa3HOBMAHM NMKOBU 1 pparmeHTpaHa HapaT1BHa
CTPYKTypa 3a Aa co3fafie MO3alik BO KOj geTanure

oA ucTopmjata ce cy6jekTuBHM, KOHTPaAUKTOpHU

1 1ny30pHu, a cekaBatbaTa NOCTOjaHO Ce MeHyBaaT

3a la OATOBOPaAT Ha xenbuTe Ha packaxyBaunTe

WN Ha HapaTUBHWTE CTPYKTYPY Ha NPUKa3HWTE WTo
cakaart fa ru packaxar. Bo Mpawura MaHuescku ro
HOCW OBOj NpuCTan 0 ancTpaKTHU 1 HagpeanHun
AVMEH3MN... PeX1CePOT, UCTO Taka, C1 Urpa 1 co
ABTOPUTETOT Ha [lIOKYMeHTapHaTa $poTorpaduja; Bo
lpawuta doTorpaduure ce sanmcu 3a muHatoto Koe,
KaKko LUTO ce pa3BunBaaT NprkasHuTe, chakame geka
MOebu HuKoraLu He ce cyuwmso. ®otorpadumte ce
BNUCTWHCKM KOJKY 1 NpUKasHUTe BO Kou Ce Haofaar... Ho,
MOXebu Haj3HauajHo, MpawuHa e dvnm 3a sby6oBTa Ha
MaHueBCKM KOH UnHOT Ha packaxyBatbe, Koj CTpacHo
M3AAP>KyBa 1 NOKpPaj HacMICTBOTO 1 3ary6aTa.”

(Pogepuk Kysep, , ®unm Keoluepnu”).



Mpawura, CTnn3npannoT gecTepH Ha Mynuo MaH4eBCkM,

© MOKHO, CamOyBepeHo 1 am6uLno3Ho Guamcko Aeno... r.
MaHueBCKI BELLTO MM MeHyBa pasnununnTe Hapauuu, noHeKoraw
Ma3HO r NpeTCTaByBa CNpOTNCTaBEHNTE npuKasHy, a BO
ApPYTV NPVrOAN HACUIHO ceye O eflHa Npu1KasHa Bo Apyra.
BykBanHOTO HAaCKUNCTBO — npecTpenkm v Tenadku ce npucyTHY
BO ABETE NPUKa3HN 11 334 cebe ocTaBaaT HamepHa koHdy3uja

— e NpeTCTaBeHo CO OCBEXNTENHA jacHoTtuja... [. MaHueBCKn

v AEMOHCTpUpa cBonTE Aapbu KaKo BryeneH CTUancT 1
dunmaywja Koj ro Bnapee TEXHWUYKMOT acneKT Ha MeauyMoT.
MocTojaHnoT HanAvB oA MHPOPMALINN — 3BYLIN 1 CINKN — C&
CTULLYBA, U Ha KPajoT cé YMa CMVCNa, A0 OHOj cTeneH Ao KOj

e notpebHo. (Kako TpaH3MLMja KOPUCTY 1 U3BULN Ha oyvaj

v 6onka). CueHnTe WTO Hé HocaT BO ABOjHUTE NPUKa3HN
GYHKLMOHNPaaT HeBepojaTHO A06pPO... IMa JOBONHO KynTypeH
cyaup wTo Ha [fpawuHa Ha my Tpeba eKBrBaneHT Ha 3eH KoaH."
(Ensuc Muven, ,bbyjopk wajmc”)

,BennuecTBeHo HepaMHOMEPeH,
[ennpuyHo npekpaceH dunm...
OpycTpaumuTe Co NpuKasHata ro
npasaT GnAMOT GacUNHAHTEH, 8 He
[EeKOHLIEHTPVPaUKU. MaHueBCKM ce vortrige und diskussionen
UMHV TONKY CAMOYBEpPEeH BO HEro- :
BUTE pacKaxyBauKm cnocobHoCT!
wTOo My BepyBame Aypu v kora He
ro pasbupame. TyKa HemMa HATY
efieH 3[,0fieBEH HUTY NPeMHory
pa3paboTeH MOMEHT = cekoja cueHa
ja yHanpepyBa meTadopuyHaTa rno-

15,17, janusr 2004

filmvorfiihrungen

eHTa Ha MaHUeBCKM 11 TOa Fo npasut — der film "DUST"

CO M3BOHPEAHN BN3YENHN CLeHN 4 di

1 NpeKpacHm, CyNTUHN 3BeAoMN il ) und die

of ueTpuTe raBHM aktepu. Co (er-)findung kollektiver identitat

124 MyHYTI, GUAMOT Ce HMHI MOKYC

of WTO &, 6raejku ce ABUXN TONKY e

630 1 LIeNIOCHO He 0b3ema.” i e s
(,OuAMOLT Kako ymelHoct: Bogud L T L
Ha Januen [pucuH 3a punm’

3% 0g 4 see3gu)

*Bo 2004 roguHa []
lpawuHa e npefMeT Ha akage j
Nnfnanast:\ AemMcKaTa KoHdepeHUmja “MeHyBare Ha KONeKTUBHUTE MAEHTUTETM” Ha

KuHecttiettiukattia Ha lMpawura of npod. AHapvja AnMUTpujeBuk;

Kusu u mpiugu — macit j
actue ] ]
e uMpLB - 1A _pHapauu;a, HapalliusHU pamKu U KoslekiuuseH ugeHwiuiiei 8o lMpawuHa op, beatpuc Kobo
. KoHcupykyuu Ha ugeHiiuew 80 Upociu v
UIHU 1 octuop u speme op a-p Knoguj
KL a Bebep;
Jusuolli 3aliag Ha bankaHow op npod. CTnnunjaH JoTos. i w e

gOﬂeKLUUBEH ugeHttuttelt — unu: Kou cme Hue op npod. leopr Merne
Ap_anga - 3a donutuuka, 8ojHa u ¢punm op a-p Vpuc KpoHayep
weHwat j 7
Ko_e _wawop 3a BMPO - gsojHa ogmasa u épes o Hukonaoc MNcapoc
2a UpukasHaiia kpue U -
pue tpukasHa — lMpawuHa kako popma Ha KonekitiugeH Popuwaxos teciti op Epuk TaHrepcTag

(de)koHclupyupars ]
plewon _py p e_ Ha 6gnKaHu3M0w 8o lMpawuHa Ha Munyo MaH4escku op npood. [lecnHa AHrenos
oWl Kako ucttiopuja Ha Hacuscitiso? of BondraHr XynkeH “

OgHoeso Uociu (i
gHOB0 Uociiasysaree Ha peasHoWo — CuKapcitiso u ¢punm op Ynpuke Kpemaep



Film as Art: Danel Gnft Cuide to Cinema

Dust

“1/2 out of

Milcho Manchevski’s Dust is a gloriously uneven, deliriously delightful
film about the emergence of the Old West mentality into contemporary times. At
least, I think that’s what it’s about: It is so convoluted and choppy that it doesn’t
even pretend to make a lick of sense, but then, neither did the West itself, a place
where men were driven by the untamed spirit of the land to do inexplicable,
brutal things to one another. Manchevski, no stranger to intricate storylines (his
brilliant Before the Rain was hailed as the European Pulp Fiction for its multiple,
interwoven continuities), has created one here so elaborately visionary that it is
nearly too much for him to contain, but his stirring visuals and brilliant
juxtaposition of conflicting images enables him to keep up with himself.

The film tells three intersecting stories from two distinctly different eras.
On the outer ring, we have Edge (Adrian Lester), a small-time burglar living in
present-day Manhattan who robs the home of 93-year old Angela (Rosemary
Murphy) in hope that he will find enough money to pay back debts he owes the
mob. Things take an interesting turn when Angela turns out to be more feisty and
resourceful than the average elderly woman: She promptly breaks Edge’s nose
and holds him at gunpoint. At this point, she forces him to listen to the story of
her life, and she keeps him interested by promising a fortune of gold if he sticks
around for the tale’s end. This is enough incentive to keep around anyone who
owes the mob money; it helps that Edge is really a decent fellow who has been
forced into crime against his will. Throughout the film, a mother-son relationship
will develop between Edge and Angela; he maintains that he only wants the gold,
but he makes a series of critical choices throughout that reveal his growing
affection for the woman.

Angela’s story concerns American gunslinger Luke (David Wenham), an
archetypal cowboy living during the turn of the twentieth century. Most of the
film occupies his tale. To Luke’s chagrin, he has survived the Old West, watched
civilization tame it, and now restlessly searches the earth to find a place that
matches the feral, frontier spirit that shaped his identity. After a few fleeting
scenes that establish him as a deadly force of nature, Luke (who is not without
self-deprecating humor—he carries a six-shooter with the words “The Gospel
According to Luke” inscribed on its handle) finds what he is looking for in the
Republic of Macedonia, where he casts his lot with Turkish rebels who battle the
Christian government. He is pursued by his younger brother Elijah (Joseph
Fiennes), a religious fanatic who has joined the Ottoman government and has an
unspoken grudge with his brother. Throughout the course of the film, the brothers
will meet and nearly kill each other several times, suggesting that there is bad
blood between them that helped perpetuate Luke’s flight from America.

Eventually, we get that story too, in another flashback arch about the
brothers, when they were younger and living in the American West. Manchevski
cleverly sets these scenes apart from the Macedonian sequences by shooting them
in black and white; otherwise, it would be difficult to tell exactly when these
scenes take place, and where (we’ve known since the Spaghetti Western that the
West and the East are remarkably similar scenically). It is only these moments
that develop Luke and Elijah as three-dimensional characters and establish
exactly why they are fighting on different sides in the Ottoman rebellion. These
scenes are fleeting, but they are also crucial because they clearly outline the
brothers” hatred for one another. I won’t give much away here, but let’s just say
that in the spirit of the great Western archetypes, there’s a woman involved.

Tleave it to you to see how all of these various threads from different eras
all tie together, but Manchevski (who also wrote the screenplay) weaves through
the labyrinth in a way that is always compelling, even if it doesn’t make much
sense. Most characterizations are so vague that viewers will have to fill in the
gaps; the San Francisco sequences seem like they belong to an entirely different
movie, and the chief scenes in Macedonia never take the time to develop
persuasive characters or motives from the supporting cast. The heart of the
picture lies in the black-and-white sequences, which essentially boil the century-

long tale down to the anger felt between the two brothers, which, even nearly one
hundred years later and across two continents, still resonates with pain and
betrayal as it leaks onto Angela and Edge’s storyline. But the film takes a long,
articulate road to the revelations found in these flashbacks; it suggests far more
than it reveals before it finally unites all the plot threads, and even then, we’re not
sure exactly how they all fit.

Yet these frustrations with the story make the film fascinating rather than
distracting. I think this is because Manchevski seems so confident in his
storytelling abilities that we trust him even when we don’t understand him. There
is never a dull or belabored moment here —every scene advances whatever
metaphorical point Manchevski is making, and it does so with outstanding
visuals and terrific, subtle performances from the four leads (the two brothers in
the past, Edge and Angela in the present).

What is the point? I think the clue is found in Manchevski’s juxtaposition
of images and sounds from various eras and cultures. They often run together,
and it’s absorbing (and surprising) how smugly they blend. An example: During
a decisive showdown between Luke and Elijah, the two struggle and shoot at one
another until they find themselves in a stalemate —they stand inches apart with
their guns literally pushed into each other’s faces. The scene proceeds as any
such western showdown would, with pensive, twitching close-ups as each brother
silently deliberates his next move. But then, out of nowhere, the soundtrack turns
into angry, explicit gangsta rap, which adds entirely new dimensions to the
proceedings. The rhythm of the contemporary music is stunningly appropriate in
this ancient setting, and as we watch this paradox work itself out in front of us,
Manchevski jumps back to the present, to reveal that it is music coming from
outside the window where Edge and Angela chat. Edge shuts the window and
laments, “I hate that music!”

But the ultimate punch-line isn’t the crucial factor here. What’s curious is
Manchevski’s revelation that the rap music works seamlessly in the Western
context. For as much as Luke feels he must travel the earth to find another place
as untamed as the Old West, Manchevski’s fusion of old and new reveals that
America is still as untamed and as frigid as it ever was. Folk songs have simply
been replaced with rap, and gunslinger outlaws are now desperate burglars from
the hood. The beat is different, of course, but the song has always remained the
same.

But Manchevski’s theme isn’t so one-noted that I can sum it up with one
example. Though Luke is sparse, he is an increasingly complex character the
more he moves about the Ottoman Empire and encounters various villagers and
soldiers. For that matter, so are Elijah and Edge, who emit with decency even as
they descend farther into revenge and greed, respectively. Both timelines feature
a hunt for gold and acts of unspeakable violence to other human beings, and yes,
there is the inevitable Western showdown where guns blaze and the soundtrack
soars. But Manchevski cushions these moments with sincere and moving acts of
decency from these hard-boiled characters. He doesn’t stop to wonder why they
periodically make the right choices, but I don’t think he has to: His point is that
for all of our depravity and selfishness, even the worst of men can be compelled
to do the right thing simply for the sake of humanity. The film eventually reaches
a point when all three men must make critical choices; on one hand, they can
preserve themselves, on the other, they can put themselves in danger to help
someone else. You might be surprised to see which character chooses which
option, and the actors are never anything less than convincing as their characters
shift and deviate.

At 124 minutes, the film seems shorter than it is, because it moves so
quickly and captivates us so totally. It helps that it is gorgeous to look at, with
Barry Ackroyd’s stark cinematography constantly reminding us that this is
western, despite its various global settings. As a Macedonian himself,
Manchevski must have seen a strong connection between the barbaric wars of his
country and the struggles against civilization in the Old West. That Luke and
Elijah, two decidedly Western characters, fit so well in this Eastern struggle
confirms the director’s theory, and even as Manchevski delivers a strong cultural
sense of his own country’s revolution, the archetypes and images grounded in the
Western maintain its sense of familiarity for American viewers. Never does the
film seem foreign or its characters displaced. In Manchevski’s universe, the Wild
West spans all time and space.

The final scene is likely to cause a mess of a headache for anyone who tries
to take it literally. It suggests that every plot point we’ve thus far seen in the
various narratives is utterly pointless, except as one gigantic metaphor pointing to
the theme that it represents. After two viewings of Dust, I still can’t quite figure
out how much of what we see is real, or if it really all a delusion. But if it is a
delusion, whose is it, and what does this mean for the characters with whom we
have spent the last two hours? Manchevski doesn’t say, and this is likely to
outrage some viewers who feel like the film has been wasting their time. I
personally found it quite compelling, but you’ve been warned.
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The chaotic, brutal iconography of Italian Westerns is put to
novel use in this time-traveling, self-referential, hugely
ambitious story of American brothers who, in 1900, play out
their bitter sibling rivalry in the wild, wild East. Their legacy
of love and hate extends directly to New York City 100 years
later, where a nervous young burglar, Edge (Adrian Lester),
is ransacking a rundown apartment. Surprised mid-robbery
by the apartment's elderly tenant, Angela (Rosemary
Murphy), Edge slugs her; much to his surprise, the frail-
looking Angela fights back, breaking Edge's nose and pulling an ancient but lethal looking pistol.
Gun in hand, Angela demands that Edge listen to a story that begins in 19th-century Oklahoma,
where two brothers are about to be set at each other's throats. Biblical names notwithstanding,
Luke (David Wenham) and his younger brother, Elijah (Joseph Fiennes), are opposites; Luke is a
hell-raising, skirt-chasing, stone-cold Killer, while virginal Elijah is a bible-quoting straight arrow
committed to the path of righteousness. Luke naturally leads Elijah astray, escorting him to a local
whorehouse where the inexperienced Elijah falls under the spell of a French hooker prophetically
named Lilith (Anne Brochet). Elijah marries Lilith, but Luke sleeps with her anyway then flees to
Europe to avoid Elijah's wrath. Luke sees his future in a French cafe, in the form of a flickering
newsreel about turmoil in Macedonia. Gangs of every political, religious and mercenary persuasion
are running riot, and when chaos reigns there's money to be made by a heartless opportunist like
Luke. But while Luke can run from his past, he can't hide. Elijah follows him halfway around the
world, his heart seething with vengeance for reasons that are only gradually revealed. And Luke's
quest to make his fortune by killing a rebel leader with a price on his head becomes a baroque
odyssey through escalating levels of hell on Earth. Macedonian director Milcho Manchevski's film is
far from flawless; in particular, the evolving present-day relationship between the cocky Edge, who
isn't as streetwise as he imagines, and the dying Angela feels falsely sentimental. But the
Macedonian sequences are breathtaking, unfolding against a sere, desert landscape of blasted
villages and bloody corpses. Manchevski (whose first foray into English-language filmmaking was
the dark cannibal comedy RAVENOUS; he was replaced by Antonia Bird) has nothing less in mind
than an investigation into the nature of storytelling, twisting and fracturing his narrative and using
jarringly disjunctive images to pull the past and present into a moebius strip of cruelty, retribution
and hope of heaven. LEAVE A COMMENT --Maitland McDonagh

(S plad 0,U,5) 2u,oU U il

HE award-winning Macedonian di
rector whose film **Dust’” opened
this year’s Venice Film Festival, says
that the movie might be his last. In an
interview in the Milan daily Corriere
della Sera, Milcho Manchevski said he
had been considering retirement **in part
because | have other interests for
example, photography and, in par
I""'-“l.ul-ll‘\'.'.' I:!UI'I'I: like the business side” " of
the film Iﬂtiil\l]’} AL age 40,1 consider
myself the youngest filmmaker on a
nsion,”” he joked. **Dust,”” starring
im.'ph Fiennes, a Wild West tale of two
brothers who fall in love with the same
woman, received mixed reviews after its
screening. Manchevski won the Venice
festival's Golden Lion Award in 1994
for **Before the Rain.”’
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how the east

"':_ by manwed recchim The lONg wait is over: Milcho Manchevski's Dust marks

w4 his return six years after his Before the Rain, which not only earned

him a nomination for an Oscar, but also won him the Golden Lion. It

| evidently stopped raining a while back on the sunny Macedonian

: ': plateau of Stavitza, which was used for the set. Such astrong sun is a
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-4 dramatic conlrast to the New York nights acting as the backdrop to

1 the very start of the film. Dust is a film of contrasting positions,

: opposites that inevitably attract each other: feelings and memories,
-4 blood and tons of bullets, fired with the blind viclence of a spaghetti-

style western. These are elements that blend in a plot that has two

+]lines: the present and the past, rejoined by the thread of memory. An
-4 old woman (the TV actress Rosemary Murphy), catches a thief who

has broken into her house during the night and makes him listen to

1 her story. If he stays until the end of the story (what choice does he

—eq Hiave with a gun pointing at him?) he will be rewarded with a gold

4 COIn.

‘14 This piece of treasure, a tool of memory, leads us through a Balkan
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= western where two pistol-toting American brothers end up in Turkey in
1the middle of a civil war at the start of the last century.

o Australian David Wenham, who we saw in Moulin Rouge, plays

+v+4 alongside the younger of the Fiennes brothers, Joseph, who has

abandoned Shakespeare and the
role of Danilov in Enemy at the
Gates to try his hand as a cowboy
in love with the latest belle. But
unfortunately the woman doesn't
like him, and that's when the
trouble starts.
Manchevski does an admirable job
in a plot that is intricate, to say the
least, and makes use of the
experience he gained in his
prévious film, which interwove a
good three stories. An energetic
confident style with two genres
that merge into each other so as to
bring the two narrative tempos
perfectly together at the end, with

- . afirm it of relatipiR=—=

“Thin i Biipws fymt e Tt P, et
.qu B,
Mgt e il i Bl b ] BT SR SN P SRR, e 8 el R e i ey e e
n = Tt e 0. il 41 snifrerr, s o AR Ry TR 00 7 ok
Tt i P i Prymbgege, v on o B, D Dt e e e e el ST o =
e RS - e Ty A T 3
i [N T et S T e S AL BT




Cinema: le recensioni

Il secondo film di Manchevski, primi piani alla Sergio Leone
tanta polvere e omaggi all'esotismo di Hugo Pratt

Dust, lungo racconto . =
tra New York e Balcani dchuas e

di ROBERTO NEPOTI

La storia di Dust si articola su due piani
temporali. New York, oggi. Un ladro
ricattato da poliziotti corrotti ascolta il
racconto di un'anziana signora, Angela,
che nasconde un tesoro e si dichiara
pronta a consegnarglielo in cambio della
sua attenzione. Il Far West americano,
cent'anni fa. Attraverso la narrazione 7
della vecchia seguiamo le avventure di & 98na dal fifm :
due fratelli perdutamente innamorati della stessa donna, Lilith. Luke -
il maggiore (David Wenham), fugge in Europa e finisce in Macedoniz
dove partecipa da mercenario alle sanguinose lotte per bande tra
macedoni e turchi. Ci arriva anche Elijah (Ralph Fiennes), deciso a
riscrivere @ modo proprio la storia di Caino e Abele.

~— == Macedoniacomeil Far West =

3 = Manchevsti: “Se la Natoriconoscessedl faflimento ™

Vincitore del Leone d'oro '94 con il suo film d'esordio, "Prima della
pioggia", il macedone Milcho Manchevski ha aspettato sette anni per
realizzare il secondo. Forse un intervallo troppo lungo, con troppo
tempo speso a pensarci su: perché Dust contiene tutto e il contrario
di tutto, traversa il tempo e lo spazio, sintetizzandolo come un
dipinto cubista, &€ nuovo e vecchio al tempo stesso.

Insomma & un mezzo pasticcio: costellato di momenti visivamente
potenti, perd un mezzo pasticcio. Nella parte newyorkese il regista
adotta fotografia e stile da actioner metropolitano, con un montaggio
concitato e un bel ritmo. Gli episodi al passato, invece, regrediscono
ai tempi dello spaghetti-western; ma uno spaghetti-western diretto
da Kusturica, con primi piani alla Leone e truculenze degne di Giulio
Questi, che qualcuno ricordera (Manchevski di sicuro). Mentre
trapelano sporadici omaggi all'esotismo di Hugo Pratt, inclusa
un'ironica comparsata di Corto Maltese, Dust si abbandona a

espedienti da vecchio metacinema, come il ritocco delle inquadrature E— e
con sparizione a vista del personaggi. Poi la polvere torna alla polvere 58" MOSTRA DEL CINEMA A .
e il film viene archiviato, tra molte perplessita. - s

il |

«Dust», paesaggio di violenza
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Dust

Presentato all'apertura del Fastival di Venazia dello
scorso anno, il nuovo fitm di Milcho Manchevski ha
suscitalo moltissime polemiche e pochissimi consansi.
Un "arrore di valutazione® come ha confessata il
produtiors Domenico Procacei, sebbene era difficile par
chiungue immaginare quello che sarebbe accaduto nei
Balcani proprio in quelia caldissima fine agosto, né
lanto meno prevedere le aspetiative "politiche” che
"Dust” ha poi creato. Ma come tentd di softolineare in
conferenza stampa il regista macedone, allora come
oggi il film non ha mai voluto sollevare alcuna
riflessicne o inclinazione politica.

Attraverso la sua narrazione fluttuanie tra spazio @
tempo di un racconio in un racconio, Manchavski ricrea
con stragrdinario estro l'epopea di un Est selvaggio, la
rivoluziona macedona dei primi del '900, che tanto
somiglia a qualla messicana e in cul uomini con grandi
ideali di iberta, cavalcavano @ uccidevano senza sosta
Lin selvaggio Est che sembra il riflesso proprio di quel
sehvaggio West da dove partono i due erol, Luke ed
Elijah, fratelli in costanta lotta tra loro e perdutamenta
Innamorati della stessa donna, che finira con lo sposare
Elijah,

Messun altro genere cinematografico riesce a creare
immagini tanto forti @ quasi mitologiche come il western,
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MOVIE REVIEW | 'DUST'

Gunfight at the Old Macedonian Corral

By ELVIS MITCHELL

ilcho Manchevski's stylized western, ""Dust."" is a potent, assured and ambitious piece of

filmmaking brought down by weighted dialogue and, playing Americans, the British actors
Adrian Lester and Joseph Fiennes and the Australian David Wenham. This dazzling and dazed movie
begins on the streets of contemporary New York, as a camera moseys down a street and then crawls up
the side of a building, peering into several windows as various apartment dwellers play out their lives.
It's as if Mr. Manchevski were thumbing through a selection of stories as we watch, deciding which
appeal to him the most.

He and "Dust" settle on a darkened room that Edge (Mr. Lester) has just broken into. He's prowling the
apparently empty place for valuables, casting around and finding nothing but old photographs, some of
which seem to date to the beginning of the 20th century. He is surprised in his dirty work by the place's
elderly inhabitant, Angela (Rosemary Murphy). He hits her, but before he can escape, she whips out a
large antique — but still functional — six-shooter and proceeds to prattle on about her life. Her tale,
unfolding in black-and-white, is the story of two brothers, the lusty outlaw Luke (Mr. Wenham) and the
virtuous, religious Elijah (Mr. Fiennes).

Their story starts in the Old West, with a fight over a prostitute (Anne Brochet), whom they both love
and Elijah marries. The resulting envy and bitterness send Luke fleeing to Macedonia. After seeing a
silent film about the region and its lawlessness — an external turmoil obviously meant to mirror his
own inner conflicts — and a bandit known as Teacher (Vlado Jovanoski) with a huge price on his head,
Luke also decides it's a place to make his fortune.

Mr. Manchevski suavely shuffles his various narratives, sometimes smoothly presenting the juxtaposed
tales and on other occasions cutting violently from one story to another. The literal violence — gun
battles and punches detonating all over both stories and leaving a spray of intentional confusion — is
staged with bracing clarity.

‘When Luke arrives in Macedonia, the screen is deluged with hot, bright desert colors that are oddly
soothing to him given the foreign locale. The director signals that he is as unreliable a narrator as
Angela because communicating emotion is more important than relaying facts in "Dust." He wants to
convey the sense of being torn, which both Luke and Edge feel. Edge is hustling for money because a
pair of thugs he owes are slowly — and happily — breaking parts of his skeleton piece by piece until
they're repaid.

Mr. Manchevski demonstrates his gifts as a visual stylist and a filmmaker in command of the technical
aspect of the medium. The constant onslaught of information — sounds and pictures — quiets down,
and by the end everything makes sense, to the extent that it needs to. (He even uses howls of despair
and pain as transitions.) The scenes that act as triggers to propel us into the dual stories work amazingly
well.

"Dust," which opens today in New York and Los Angeles, almost has the feel of a spaghetti western
made by Bryan Singer, who demonstrated the same superlative skills of legerdemain in ""The Usual
Suspects."" in which the point was also to keep the audience off guard and consistently move the

balance of power among the protagonists.

But Mr. Singer recognized that the best way to such mastery of craft was in a plot that didn't seek to
make emotional demands; his film was essentially an urban legend told over a campfire, with pieces
added for spice just when the audience thought it knew where the film was headed.

Mr. Manchevski employed a similar splintered-storytelling approach to insinuate the plot of his
ingeniously realized ""Before the Rain."" in which the slivers of apparently haphazardly scattered plot
all came together. (In that film the Godardian cubist style was buttressed by titles that acted as chapter
headings.)

"Dust" takes this ghost story approach while simultaneously trying to limn a film rife with dovetailing
displays of devices like parallels and metaphor, trying to use all these elements to explicate character.
Both Luke and Edge undergo a series of tests, obstacles they must conquer to understand what they are,
and are not.

Luke's baptism of faith comes in his time with Neda (Nikolina Kujaca), a pregnant peasant angel in
Macedonia, and his attention to her is eventually tangled with another skirmish between Teacher's
forces and his opponents. The scale is almost as biblical as the Scripture quoted by the underwritten,
and overaccented Elijah. Mr. Wenham rises to the challenges of material that requires his growth to
come in a profusion of stages.

Edge's trial pushes him to overcome selfishness, but the presence of Angela in his life is also a parallel.
It is overly convenient, and such an underexplained mystery that it never makes any sense. There's
enough culture clash that "Dust" doesn't need the equivalent of a Zen koan.



COW BOY MODERNO

Un film ambientato in diverse location dal West all'Est Europa di fine secolo

Appariva cosi la sfilata di Cerruti 1881
presentata lunedi a Milano nell'ambito della
settimana della moda. In effetti dalla casa di
moda hanno spiegato che la collezione & stata
realizzata proprio pensando a una pellicola
proiettata a diverse velocita e dal film "Dust"
di Milcho Manchevski & stato ripreso il
concept di una collezione che ha fuso passato
e presente. | protagonisti della sfilata sono
stati tanto eroi buoni - vestiti di tonalita
speziate - che personaggi cattivi — con
addosso colori neutri e color sabbia. Gli abiti,
disegnati da Adrian Smith, sono stati
presentati tanto nella versione modellata, che
nei volumi pit ampi e comodi. E per il giorno
anche pantaloni da pistolero del Western
ripensati in tessuti moderni e colorati e

magari abbinati a giacche eleganti e maglie da
cow boy. A dominare la scena tanto blu notte,
ma anche colori come il tamarindo,
I'arancione bruciato ed il nocciola. A partire

dalla collezione del prossimo anno tutto sa
firmato Cerruti 1881. Le diverse linee saranno
invece tra loro contraddistinte da un'etichetta
nera con un diverso tratto colorato (grigio,
cobalto o arancio per la prima linea per quella
a diffusione e quella sportwear).

"Il restyling del marchio - hanno spiegato dalla
casa di moda - & un vero e proprio ritorno
all'essenza dei valori di casa Cerruti racchiusi e
rappresentati da una cifra 1881".

A margine della sfilata I'amministratore
delegato del gruppo Fin.Part, che controlla la
casa di moda, Gianluigi Facchini, ha dichiarato
che la finanziaria sta puntando sempre piti a
focalizzarsi sul rilancio di Cerruti e di Pepper.
La holding ha invece trattative in corso per
dismettere le calzature (dopo che venerdi
scorso e stata annunciata la cessione di
Maska) e per realizzare una scissione della
controllata Frette.

Cowboys ride again in a bad world

Though John Wayne dismissed Westerns
as fashion vehicles - "You can wear a blue
shirt, or, if you're down in Monument
Valle; i
catwalk embraces the genre, albeit more
Butch idy than Rooster Cogburn. Or
even, in the case of Cerruti, the Balkan

A anchevski.
who chronicled a demythologised Wild
West: "The good were good and the bad

ery bad. No Hamlets there." The film is
"more metropolitan and intellectual",

Cerruti 1881's Pier Davoli, themes
reflected in the collection. Elegant-rugged
Sundance suits, gunslinger coats and
holster-like man bags all in dustbowl
colours evoke High Noon meets high style.
But Davoli insists Cerruti's cowboy wears
the "form and colour of the Wild West
without being tied to the traditional
concepts portrayed in American movies".
His hero isn't Wayne; it's Clint Eastwood,
il mascalzone (the scoundrel): "A symbol
of life without fear."
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storia esagerata

Romance woes Venice; ‘Dust’
busts

Auds embrace 'Wedding,' 'Mama'

David Rooney (http:/variety.com/author/david-rooney/)

asicyear the return of
 European producton to the Venice Il Fim Festivals prestglous opening
night sio shouid have been a local industry celebration.

Instead, the Aug. 29 world premiere of “Dust” provided a seriously.
underwhelming sendoft for the grande dame of Euro fests’ 58th editon.

Micho Manchevskis retur to the Lido proved a far cry from the
's debut here in 1994 with ° " which

the Golden L nom for
best foreign language fim.

Violent reaction

‘The violence, brutaity and misguided ais of the blood-crenched Balkan
Western atracted fow defenders on the Lido

But and famiy two

enertaning entres that unspooled during the opening days. both of which

Surrealistyczny western wysokiej klasy

Rezyser Milcho Manchevski okazat sie
uzdolnionym Zonglerem — z wielkg wprawa
zongluje tutaj konwencjami, stylami i gatunkami
filmowymi. Z tego iécie cyrkowego popisu powstata
produkja, ktéra w wyjatkowy sposob absorbuje
widza, przedstawiajac mu zlozony $wiat
surrealistycznych wizji mieszajacych sie z
rzeczywistoscia,

JProch i pyt" opowiada dwie, przenikajace si¢
historie. Akcja jednej toczy sie wspéiczesnie,

JProch i pyl" nie bylby filmem godnym polecenia,
gdyby nie umiejetny montaz, ktérego efekty
widoczne na ekranie kina wrecz oléniewaja
Momenty plynnego przenikania sie elementow
Swiata realnego i wyimaginowanego niezwykle
dobrze sie oglada, zwlaszcza, ze czesto majq
humorystyczne zabarwienie. Jest jednak jedna
rzecz, ktéra moze wplynaé na niekorzystny odbior
tej produkcji — wspomniany wczesniej czas
trwania seansu. Dla widzéw, do ktérych

natomiast drugiej przenosi nas do dw XX
wieku. Rabus imieniem Edge, okradajacy wiasnie
dom samotnej staruszki, zostaje przez nig wzigty
na zaktadnika i zmuszony do wystuchania pewnej
opowiesci. W tym momencie rezyser zmienia
scenerig i z Nowego Yorku przenosi widza na Dziki
Wschéd do Macedonii — zaczyna sig historia
dwéch braci, ktérzy mimo, iz sie kochaja, w
pewnym momencie stajg sie $miertelnymi wrogami
Luke jako najemnik stara sie uciec od przesziosci,
natomiast uduchowiony Elijah $ciga brata, aby
dokonac na nim zemsty.

Mozecie mi wierzyé, ze jest to jedynie uproszczony
zarys fabuly trwajacego nieco ponad dwie godziny
seansu, w ciagu kiérego publicznosci
prezentowany jest spektakl przemocy, zwrotow
akcji i surrealistycznych wizji. Rytm tego filmu jest
bardzo nieréwny — rezyser przedstawia widzowi
wysokiej jakosci sceny walk, aby zaraz zwolnié
tempo i delikatnie wplyna¢ na wody kina
kontemplacyjnego. Manchevski postarat sie jednak,
aby zaden ze styléw prowadzenia narracji nie
dominowat, zachowujac przystepna dla
publicznosci réwnowage.
To, co przyciaga w ,Prochu i pyle", to zauwazalny
dystans twércow, do ukazywanych wydarzen.
Wiele scen miejscami ocierajacych sie o

56 jestz 2
oka, co pozwolilo zaimportowaé do obrazu nieco
ironicznego, zabawnego humoru, ktéry
najwyrazniej daje o sobie zna¢ we fragmentach
rozgrywajacych sie we wspolczesnym Nowym
Jorku.

styl filmu nie
przemowi, obraz moze sig wydac meczacy i
przydiugi.

Nie zmienia to jednak faktu, ze zwolennicy
niekonwencjonalne] tworczosci beda sie na
JProchu i pyle" $wietnie bawil, zwlaszcza, ze
oferuje on nie tylko wiele atrakcji wizualnych, ale
takze i bardzo dobre aktorstwo, przekonujaco
zbudowane, niejednoznaczne postacie i
neowesternowy klimat, ktérego przyznam, ze z
przyjemnoscia zasmakowalem.

Maciej Andrzej Szydiowski
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'Un western tra New York & Macedoma

Review: ‘Dust’

B
g M b vl

AUGUST 29, 2001 | 03:42P1 PT

Seven years after sharing the Venice Golden
Lion for his debut feature, "Before the Rain,"”
Macedonian auteur Milcho Manchevski is back
with "Dust," his highly problematic sophomore
effort. Essentially a Euro Western, spectacularly
lensed in Macedonia, film borrows freely and ” WEETERS hoagh Facres, § protagesosts dal Fom nalc 46 rageis mecades Wisis Mpnhamil
unwisely from superior predecessors in the !
genre, while struggling to explore interesting
themes involving the personal legacy we hand
down to our descendants.

fLos Angeles TIMeS | awncwr corsrenons

« Back to Original Article
Movies | MOVIE REVIEW
Universality of bloodlust and excess in an unusual west

'Dust’ stretches to set a visually gripping but unrealistic and overtly violent gun-slinging showdown in Macedonia.

August 22, 2003 | Kevin Thomas | Times Staff Writer

"Dust" is a bust, a big bad movie of the scope, ambition and bravura that could be made only by a talented filmmaker run amok. Macedonian-born, New York-
based Milcho Manchevski, whose first film was the elegiac 1994 "Before the Rain," attempts a Middle Eastern western, a fusion suggesting the timeless
universality of chronic bloodlust. It's a potent visual idea, full of darkly amusing irony but undercut by wretched excess, underdeveloped characters and a
queasy mix of sentimentality and violence. Its framing story, while absolutely a stretch, is far sturdier than its flashback, in which three central figures are never
more than mere ciphers. It has energy and cinematic flourishes to burn, but its savagery is so incessant that the film is ultimately merely numbing when it aims
to be wrenching.

An elaborate tracking shot commences in a seedy New York street at night and climbs to the window of a small, cluttered apartment. Inside, a young burglar,
Edge (Adrian Lester), is ransacking the place with little reward and increasing angry frustration when he comes upon Angela (Rosemary Murphy), an ailing,
elderly woman in her bed, lying in darkness and surrounded by countless medicine bottles. Edge seriously underestimates Angela's sharpness and capacity for
self-defense; the upshot is that she tempts him with allusions to a stash of gold coins to get him to listen to her spin an incredible tale.

Once the screen goes a luminous, hazy black-and-white to suggest the past, it's clear that in the flashbacks there will be no ordinary western unfolding, for
"Cherry Orchard" is the least likely name for a brothel of the Old West, with nary a Madame Ranevskaya in sight -- nor a virgin for the picking, for that matter. A
popular regular, the gunfighter Luke (David Wenham), brings along his Bible-quoting younger brother, Elijah (Joseph Fiennes), so that his favorite, Lilith
(Anne Brochet), can initiate Elijah into manhood. So taken with Lilith is Elijah that he promptly marries her, inflaming Luke's jealousy to the extent that enmity
between the brothers drives Luke to Europe, where in Paris he sees a primitive newsreel reporting the fall of the Ottoman Empire and images of Macedonia

overrun by savage hordes of bounty hunters, their most lucrative target a Macedonian revolutionary leader called Teacher. Luke sets off to nab the Teacher,
lunging into a torrent of bloodshed and slaughter, intensified by invading Turkish forces. For reasons of his own, Elijah pursues Luke to Macedonia for a
standoff.

Manchevski cuts furiously between past and present, and the implication that Angela may be embellishing Luke's exploits could be amusing had Manchevski
given Luke and Elijah any dimension or personality and not wallowed in nonstop violence. This is not to say he exaggerates the horrors of this or any
subsequent Balkan uprising. That Atom Egoyan's eloquent "Ararat," which has some virtually identical images, approaches the Turkish genocide of the
Armenians indirectly makes Egoyan's tactic seem all the more powerful in its effect compared with Manchevski's head-on bluntness.

That acerbic, fearless Angela could have such a potentially transforming effect on the brutal Edge seems a sentimental stretch. But the talents of Murphy,
whose screen appearances are infrequent, and young Lester make Angela and Edge's relationship more persuasive than it has any reasonable right to be. (Only
at the film's climax s it revealed how Angela is connected with Luke.)

Murphy is unquestionably the film's star and major character, and she is a glory even if the film is not. Had Manchevski given the same kind of substance and
weight to Luke and Elijah he could have achieved a balance between past and present, a major drawback of the film along with its excessive violence. Under such
circumstances there's little incentive to consider the film's allegorical implications and various allusions.

"Dust" is a great-looking film of vast scope, and cinematographer Barry Ackroyd brings it a rich texture and bold panache, which could also be said of David
Munns' imaginative and detailed production design and Kiril Dzajkovski's score. The passion, free-spiritedness and vision that Manchevski brings to "Dust"
makes his self-indulgence all the more depressing.



Roderick Coover

History in Dust
An Interview with Milcho Manchevski

Dust (2001), Macedonian filmmaker Milcho Man- chevski's second fea-
ture, is an anachronistic and iconoclastic crosscultural “baklava Western”
that ex- plores what happens when West meets East in the vi- olent history
of the Balkans. The film takes viewers on a wild ride across time and space
that begins in con- temporary New York City, goes back to the American
Wild West, and then to the Macedonian revolution of 1903, where two
American cowboys find themselves caught up in a battle between Macedo-
nian revolution- aries, Greek and Albanian bandits, and the ruling Turk- ish
military. Dust opened at the Venice Film Festival in 2001 and has since
spurred essays, articles, and even a major conference. The film offers one of
the first cin- ematic presentations of regional
history from a Mace- donian perspective. In-
corporating the filmmaker’s historical research,
it paints a visceral and violent pic- ture of how
alliances between the Turkish oppressors and
Greek clergy, and terrible acts committed by Al-
banian and Greek bandits, shaped Macedonia’s
history and sense of identity. The film was made
inde- pendently with European funds following
Manchev- ski’s falling out with Miramax over
control of the picture and, despite its Western
themes and interna- tional recognition, it had
difficulty finding American distribution. It was
only introduced to a few American markets
in 2003, when Lion’s Gate purchased the U.S.
distribution rights.

Roderick Coover

P

Dust is a long-awaited successor to Man-
chevski's Oscar-nominated debut feature,

History in Dust

Lefe:the fimmaker;Right: Nikolina Kujaca and Davis Wenham i Dust.

Edge, a young criminal, searches through a dark apartment for loot, but
instead finds a gun-toting old woman named Angela, whose quickness
on the draw already suggests an unusual past. Holding Edge at gunpoint,
Angela tells a story of two brothers, Luke and Elijah, who live in the Wild
West around the time of Angela’s birth. After Luke sleeps with his brother’s
wife, he flees to Mace- donia (then under the rule of the Turks as a part of
the Ottoman Empire), where he becomes a bounty hunter and pursues a
revolutionary warrior known as “The Teacher!” Elijah pursues Luke. Arriving
in 1903 Eu- rope at the end of the cowboy era, they are characters caught
out of time.

Despite his faithfulness to his research,
Man- chevski says he is more concerned with
how differing versions of the same past are
constructed (and what they tell us about the in-
dividuals caught in such mo- ments of conflict)
than with any particular historical or political
overview. He questions the nature of cine- mat-
ic evidence:"Once | set the film where | set it, |
felt it was my responsibility to portray the times
and the human elements—behavior, language,
costume, rela- tionships, attitudes, body lan-
guage—with as much ac- curacy as possible,
since, for better or worse, film is way too often
taken as a record of the times. Sort of the way
paintings and frescos were treated hundreds of
years ago—people thought, if we see it painted
here, it must’ve happened. So, the paintings

Before the Rain (1994), which presented a tragic
set of stories about love and violence in mod-

were used to tell a lot of lies!”

ern Europe. In the wake of an infa- mous out-
burst of violence in Macedonia, the seg- ment-

Manchevski mixes old photos, film clips from
the silent era, and faux historical clips he has

ed narrative of Before the Rain follows three love
stories that take place in war-torn Macedonia
and far away in London. In both features, Man-
chevski uses diverse characters and a fragmented narrative structure to
create a mosaic in which the details of history are subjective, contradictory,
and illusory, and recollec- tions are repeatedly altered to suit the desires

of the storytellers or the narrative structures of the stories that they want

to tell. In Dust, Manchevski carries this ap- proach to abstract and surreal
dimensions. The histo- ries that the characters present seem to change at
whim, and the characters even insert themselves into events that would
have occurred long before they were born. The surreal qualities of their sto-
ries are enhanced by dream sequences, bizarre anachronisms, faux archival
recordings, and strange settings. Manchevski also com- bines black-and-
white and color film to play with au- dience expectations about what is past
and present. In these ways, the filmmaker intentionally undermines “a basic
author-viewer contract,’as Manchevski describes it, “that the film will main-
tain a unified tone and sur- face like an old-fashioned painting.”

The Macedonian-born Manchevski studied film in the U.S. at the Univer-
sity of Southern lllinois and is now a professor in the Graduate Film Program
at New York University’s Tisch School of the Arts. Man- chevski, who has
also created performance works, paintings, documentary photo exhibits,
and written novels and stories, frequently draws on visual and lit- erary
models for his cinematography. In Dust, he moves between painterly styles,
saturating some scenes in the textures and colors of dust and blood, while
mak- ing other scenes sparse. The filmmaker also plays with the authority
of documentary photography; in Dust, photos are records of a past which,
as the stories unfold, we realize might never have happened. The photo-
graphs are only as true as the tales in which they reside. Audiences enter
Manchevski's world of Dust as intruders. The film begins with a break-in:

created, to show how history is an anachronistic
product of the imagination. In one scene, Luke
unknowingly steps between a movie projector
and the screen to become a spectacle of the
fading world of the Wild West from which he comes, and in another scene,
he reappears almost 50 years after his death to haunt his aging brother.
Viewers soon discover that Angela is an unre- liable narrator who will place
herself in scenes occur- ring before she is even born. Her subjectivity helps
draw into question the value of archival evidence in judging the past.
Historical referents are continually mixed, remixed, and altered in the act of
storytelling: events are comically and tragically exaggerated, and at times
even retold with entirely different endings.

By way of Angela’s tale-telling and through the adventures of two Amer-
ican gunslingers, Manchevski offers a distinctly Macedonian perspective of
Balkan history. Viewers enter into what Manchevski repre- sents as a heroic
(if also tragic) period in Macedonia's struggle for independence, violently
quashed by the Turkish, Greek, and Albanian players in the region. Their vi-
olence is widespread and indiscriminate. The groups of bandits and bounty
hunters seem to attack each other as much as the guerrilla fighters they
are meant to be pursuing, resulting in, literally, a bloody mess. This violence
is equaled only by the fighting between the Turkish soldiers and the rev-
olutionary warriors; the Turkish responses to guerrilla attacks are ruthless.
Manchevski shows the Greek complicity with the brutal practices of the
Turks; an Orthodox priest even accompanies the Turkish major during one
of the film’s most violent scenes. Meanwhile, only one neg- ative image of
“The Teacher” moderates the Mace- donian'’s otherwise heroic image, and
the other Macedonians are shown as noble but powerless. Yet out of this
free-for-all come unexpected discoveries as the protagonists make choices
about how to sur- vive and what to fight for; mercenary ambitions are chal-
lenged by acts of brutal violence, courage, and love.



In the frame story, Angela becomes a kind of mother figure for Edge,
just as she is also mother to the story. When her health falters, Edge cares
for her, and eventually adopts her story as his own, carrying it forward to
a new generation. Dust is a story about brotherly love, in this case of love
gone wrong, cor- rupted by Luke’s ultimately tragic act of having sex with
his brother’s wife. In Macedonia, Dust also be- comes a story about selfless
love, and about societal or patriotic love. But perhaps Dust is most signi-
fi- cantly a film about Manchevski's love for the act of storytelling, which
passionately endures despite vio- lence and loss.

RODERICK COOVER: Dust is a film about storytelling and history that takes
place in worlds not usually thought of together—contemporary New York City,
the American Wild West, and the Macedonian revolution. What did you learn
from the contrasts between those different worlds?

MILCHO MANCHEVSKI: Contrast is good. It's good for drama, and good
for art. | learned that there is more in common than you would think, and
this is probably the result of our need to create little or big clichés, since
life seems to be easier to explain away that way. In ad- dition, in Dust | was
aiming for a story which incor- porates the structure of the story itself as a
crucial element of the story.

On paper, Macedonia under Ottoman rule and the Wild West sounded
like an outrageous combination, but when | started doing the research and
then filming, the two places felt like they could go together. The original
inspiration came when | saw there were common elements in the iconog-
raphy of the Macedonian revolution at the turn of the century that are
visually similar to that of the Wild West and of the Mexican revolutionaries
and bandits, with their long beards, ban- doliers, and white horses. It is as
if they all shopped in the same boutique. The warriors seemed to draw on
many of the same ideals of a warrior code, at least visually.

| discovered things that seemed surreal when seen through the eyes of
somebody who frequently watches Western movies, things like the fact
that Billy the Kid was from Brooklyn, the fact that cowboys and Indians
rarely fought because by the time the cowboys came into being there
weren't many Indians left in the area—Texas and Oklahoma—or the fact
that General Custer was one of the worst students ever to attend West
Point.

In doing research, | also discovered that there were actually Americans
coming to Macedonia. The Amer- ican writer Albert Sonnichsen, who
had previously been in the war in the Philippines (like an earlier and less-
er-known John Reed), fought in the Macedonian revolution for a period of
six months and returned to San Francisco to write a book about it called
Confes- sions of a Macedonian Bandit. He even carried a cam- era with him,
and traded processing chemicals with the leader of the rebels. Sonnichsen
(or a nastier ver- sion of him) could be the prototype for Luke, had not Luke
been written before | found out about him. Re- ality did its best to support
this piece of fiction. Con- temporary New York felt like the right third side
of the triangle—it is equally different from each of the two. On a more per-
sonal level, all three are integral parts of who I am.

What happens as the story of a battle between broth- ers in the Wild West
is told in the East, in Macedonia? The only difference is the fact that both
brothers are away from home. When you are in a familiar environ- ment it is
softer. There in Macedonia, the brothers’ con- flict became harsher. Placing
the archetypes in new contexts means questioning them as elements in
how you tell a story. They can become richer, or they can de-flate. It is sort
of like a Robert Rauschenberg print: a piece of it could be found-art and an-
other piece made from a photograph, some of it is an actual brushstroke,
but what really matters is what these pieces tell you as a whole—when you
step back—rather than what they tell you on their own.

However, | think all films are about people and not about the grand
ideas underpinning the films. This be- came a film about a very old woman,
almost 100 years old, telling a story—and we don’t know how much of it
she is making up—about a thief who is, in a way, us (the listener), about
two brothers in the Wild West who travel to Macedonia, about an immi-
grant prostitute, about a revolutionary, and about his pregnant wife. Dust
is about the thirst to hear stories and, more im- portantly, to tell stories. We
seem to learn a great deal about how to behave from the stories we hear
in life.

Edge is us, the viewer. He is also the character who changes the most.

In the process of storytelling, An- gela becomes the mother to Edge and
to the narrative. She doesn’t have any children, but the story is hers. She

adopts the thief as if to pass her story on in the few days she has left. In
both Dust and Before The Rain, the women are the strong characters de-
spite the male posturing and guns. The women support the in- frastructure
of what is going on. Just as in life. Edge is the listener of the story who then
takes it on as his own. The story is a virus, | guess. You give it to someone
else and change it in the process. Edge is us.

At first Edge shows ambivalence to the past Angela talks about. His ambiva-
lence seems to reflect that of the audience, who must learn the value of history.

There is incredible resistance to hearing history today. | don't know
whether it was that way 100 years ago. But today history is almost a dirty
word. Somehow anything older than the moment now is not interest- ing,
is not cool, is not sweet. It goes with being more selfish, less embarrassed. |
find that sad. Research is so much fun and at the same time it can be really
dirty, perverse, unexpected, and yet somehow true. It can confirm what
Tolstoy said: “History would be a great thing, if it were only true”

In Dust there are different approaches to storytelling, including the use of
surrealistic images, movements across history, and seeming anachronisms. At
one point an airplane flies over the gunslingers, at another Freud appears as a
side character.

We cannot ignore the knowledge of new movements in art, pretending
as if film is just technology. We can stay stuck in pseudo-realism, but then
we cheat our- selves out of great possibilities. However, part of what we see
in Dust, which seems surreal, is actually his- torical. Time has compressed
itself, and it’s only our perception of time that tries to separate the past
into different drawers and files. The end of the Ottoman Empire still seems
like the Middle Ages, we think the Wild West is the nineteenth century, the
airplanes are twentieth century, and Freud, well, he’s almost twenty- first
century ... but they all exist at about the same time. 1903 was the year of
the first flight of the Wright brothers, it was when the Macedonian revolu-
tion against the Ottoman Empire happened, the time that the Wild West
was just becoming history. That's the year that The Great Train Robbery was
filmed. It is only a couple years after the Spanish-American War in Cuba, yet
only four years before the first Cubist paint- ing and only five or six years
before Freud came to visit America. So, all of this was happening at the
same time.

Itis just our perception of history that these events belong to different
worlds—it is as if we have a need to turn things into clichés. Having said
this, there is the additional compression of time because Angela, the sto-
ryteller, is a contemporary of the twentieth cen- tury; she was born at the
beginning of the century, and she is nearing death at the end of it. There
is also a lit- tle scene which takes place in 1945, just after the bomb was
dropped on Hiroshima.

Film is ideal to play with time—on the most physical level you can
convert time into space. One second of time becomes 24 frames—which
is a length of space. Whenever you edit, you shuffle it in order to create the
illusion of continuous time. In Dust | explored that basic effect, but while
keeping it still playful and easy to watch. Because when 1 go see films |
would like to think there is a silent contract be- tween the viewer and the
filmmaker by which the filmmaker is not going to be too overbearing and |
as a viewer am going to have fun while we go on this strange ride.

Is there also a political reason why you found it in- teresting or important to
mix genres the way that you did?

The delineation of different cultures in our heads is very often only prej-
udice and racism. People are very similar and they behave in similar ways—
itis only our fear and ignorance that speaks of “French this” and “Japanese
that”and “Macedonian that!” So in try- ing to confront and crash several
genres, several places, and several times, | was hoping to awaken the criti-
cal eye in the beholder to the possibilities of trans- cultural similarities and
prejudices in reading human behavior and art.

More importantly, | was also trying to work with a synthesis of what
we've learned in storytelling so far. Perhaps film never fully tried to explore
the roads pointed to by James Joyce, Marcel Proust, Schénberg, or Picasso
and Braque, but we cannot ignore these ideas anymore, we cannot pre-
tend we live in the nine- teenth century. Yet, that is precisely what most
main- stream fi today does: stuck with a retelling of a cheap version of a
nineteenth-century novel.



You show a great attention to fluids, which draws at- tention to the
title of the film.

Well, the film is called Dust because there is no West- ern without
dust and also because it asks, “What do we leave behind when we
are gone?"There is a line in the film that says, “Where does your voice
go when you are no more?” So, what do we leave behind? Do we
leave children? Or photographs? Or recorded mov- ing images? Or
stories? Or ashes? Dust? You will no- tice that the film is very dry. It is
very yellow and very dusty. We used tons of dust and flour to get that
look. That dryness was also a symbol of being alone, of being ashes.
And, wherever there are moments of com- munal life or communal
happiness, it happens around water—around a river or people who
are washing each other. Being with someone is like being in water; it is
comfortable and brings life. By contrast, if it is too dry, you die.

Dust is a very violent film
about a male world; men cause
death not only to other men but
also to the women they meet,
which is something we saw in
Before the Rain. How does this
male aggression play out in
Macedonia or, for that matter,
in the contemporary story in
the film?

Ingmar Bergman says
something like this: “Violence
in film is a perfectly legitimate
way of ritualizing vio- lence
in society!| like seeing good,
adult action- violence in
movies. Not sadistic, passive
violence. There is something
exhilarating about action-vi-
olence precisely because it is
the movies and not real life.

I am terrified of any kind of
violence in real life, but put-
ting violence in film is a way
of exorcising it. The violence
in Dust also has a very strong
counterpoint in the selfless
actions and love that the film
also shows.

On a smaller, purely cine-
matic level, action-violence
presents such cinematic potential because it is very kinetic. There is
so much movement—and there are many aspects as to how you can
portray action-violence, including what happens to the characters
just before and just after. The real issue is not what, but how. | find the
portrayal of violence in movies questionable when it is treated as easy.
Perhaps it is a question of what you are left with at the end of a violent
scene or vio- lent film. Do you walk away with a complex feeling or a
simple one?

When there is violence in a Schwarzenegger or Stallone film it is very
easy and clean, which | think is problematic. People are shot, and then
gone. The hero takes real pleasure in it. Unless you are shot in the brain
or the heart you don't die on the spot, so what happens during those 20
seconds, or 20 minutes, or two days, while you are dying on the spot?
Are you shocked? Do you cry? Do you puke? Do you curse? Do you beg
for mercy? Do you get a hard-on? Do you think about the separation of
church and state? What happens? When | see a guy stepping on a mine,
flying through the air, then standing up and picking up his own arm
with the other hand—and he’s not even aware of the fact that it is his
own arm he is holding—that is a different kind of thinking.

subjective, contradictory, and illusory, and recollec-
tions are repeatedly altered to suit the desires of the
storytellers or the narrative structures of the stories that
they want to tell. Tn Dust, Manchevski carries this ap-
proach to abstract and surreal dimensions. The histo-
ries that the characters present seem to change at whim,
and the characters even insert themselves into events
that would have occurred long before they were born.
The surreal qualities of their stories are enhanced by
dream sequences, bizarre anachronisms, faux archival
recordings, and strange settings. Manchevski also com-
bines black-and-white and color film to play with au-
dience expectations about what is past and present. In
these ways, the filmmaker intentionally undermines “a
basic author-viewer contract,” as Manchevski describes
it, “that the film will maintain a unified tone and sur-
face like an old-fashioned painting.”

The Macedonian-born Manchevski studied film in
the U.S. at the University of Southern Illinois and is

There also seemed to be a fluid movement between the conscious
and unconscious—between the seemingly natural and the surreal. After
people die, their spirits live on with the other characters for a period, or a
character on the edge of death might enter briefly into some other world
before returning to the world of the living.
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Yes, it's fun to weave shadows and documents into one—again, as
in a Rauschenberg print. It is the cu- mulative effect that counts, the
overall tone, and not the elements. The jolt between different tones
in the film (from a comic moment to pathos, from violent to absurd,
from documentary to surreal) is more of a shock to the system, | be-
lieve, than the jolt one expe- riences between different genres within
the same film. It is the shifts in tone, not the shifts in narrative, that
dislodge us.

This is where Dust becomes difficult to the con- servative viewer:
the shifts in tone are not something mainstream and art-narrative film
endorse. On the con- trary, the tone is sacred. You should either laugh,
or be scared, or be inspired: Don’t confuse me.

Yet, because of my temperament, and perhaps because | consider
film to be such a narrative thing, the free-wheeling and fluid movement
between the document and the
surreal, between the subconscious
and the historical, are meticulously
mapped out. They should feel like
music, and the process of ini- tial
creation is irrational, like when
| listen to music, but the actual
construction is a lot of hard build-
ing-work....

At this point | feel like making a
film would be worthwhile only for
the process of writing. Shooting
would be worth it only as observ-
ing in disguise, ob- serving how
things are and how things do, rath-
er than creating from the outside. |
am very ambivalent about making
films. I am not sure it is worth the
trouble. On one level there is the
pragmatic pressure because film is
very expensive. It takes a long time
to raise the money. It's technolog-
ical, and there are a lot of people
and a lot of egos involved in mak-
ing a film. Since it seems so easy
and so glamorous, film attracts
some of the worst characters, peo-
ple with the morals of Medusa.

On another level, there is the
issue of having to tell a story ina
certain legible way with certain
types (and number) of characters and certain kinds of end- ings—
even when you are not working in Hollywood. That'’s a lot of pressure
on something that pretends to be a creative art. In actuality, we are
all employed in the circus industry, and we pretend we are Shake-
speares.

or in the Graduate Film Program at New
York Unive Tisch School of the Arts. Man-
chevski, who has also created performance works|
paintings, documentary photo exhibits, and written)
novels and stories, frequently draws on visual and lit-
erary models for his cinematography. In Dust, hef
moves between painterly styles, saturating some scenes|
in the textures and colors of dust and blood, while mak-
ing other scenes sparse. The filmmaker also plays with|
the authority of documentary photography: in Dust
photos are records of a past which, as the stories unfold.
we realize might never have happened. The photo|
graphs are only as true as the tales in which they reside
Audiences enter Manchevski’s world of Dust as
intruders. The film begins with a break-in: Edge,
young criminal, searches through a dark apartment for
Toot, but instead finds a gun-toting old woman namedf
Angela, whose quickness on the draw already suggests|
an unusual past. Holding Edge at gunpoint, Angela tells|

Roderick Coover is the author of Cultures In Webs (East- gate), an
interactive CD-ROM about cross-cultural film and photography. He
teaches in the Department of Film and Media Arts at Temple Universi-
ty in Philadelphia.

Dustis distributed on fi video and DVD by Lion’s Gate Films (http://
www.lionsgatefilms.com) and is commonly available at major video
and internet outlets. Information about the film is available at the
website, http://www.realitymacedonia.org.mk, and on Milcho
Manchevski's own website, http://www. manchevski.com.mk, where
readers will also find excerpts of Manchevski’s fiction, photography,
art, and links to essays and conference papers generated by his films.

Abstract Macedonian filmmaker Milcho Manchevski reflects on
the nature of history, story-telling, and photographic evi- dence
in a discussion of Before the Rain (1994) and his latest feature, Dust
(2001/2003), a genre-crossing “Baklava Western” that explores what
happens when West meets East in the violent history of the Balkans.
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Before the Rain (1994), which won thirty awards at international festivals,
including Best Film in Venice, Independent Spirit, an Oscar nomination,
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best experimental film (for “1.72” at
the Belgrade Alternative Festival),
best MTV and Billboard video (for
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(accompanying an exhibition), as
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now lives in New York City where he
teaches directing at the Tisch School
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d like to start by asking about un-
happy endings. It may be that my en-
tire approach to this issue is wrong,
but what I am most curious about
is this: how can it be that a film that
ends with the main character dying
can leave the viewer feeling satisfied
with the ending?

I don't know why and how that
happens. But I know that it does hap-
pen. And probably it has to do with what we get out of a film as we leave the
movie theater. Obviously we don't need the conventional “and they lived
happily ever after” as the element that’s going to leave us satisfied. I've never
really thought about it specifically. Its more of an intuitive or an instinctive
thing for me. When I do it, it’s because it feels like this is the way a film
should end.

In parenthesis, I could tell you for example that when I wrote the outline
for Before the Rain, Kiril - the young monk - was gunned down at the end
of the first act. But somehow as I started writing the script, it just didn’t feel
right... it’s as if he wanted to live so much independently of my desire to kill
him, that he just refused to die; so I let him live.

I don’t know what it is. To me, it’s like when you're listening to Mozart’s
Requiem. It's immensely sad and at the same time it's immensely elating.
Perhaps it has to do with the pleasure one gets from a work of art.

If things in a work of art make aesthetic sense, if they click, because of
how the work was made, how things flow together, how you sense the per-

On unhappy endings, politics and storytelling.
An interview with Milcho Manchevski

Milcho Manchevski has to date written and directed two feature films:
Before the Rain (1994), which won thirty awards at international
festivals, including Best Film in Venice, Independent Spirit, an Oscar

son - the artist - coming through, stepping down from the paper or from
the screen or from the speaker, then the audience gets pleasure out of the
art regardless of the conventional understanding of the “feeling” (tragedy,
happy ending) the work itself deals with. That's what makes it satisfying,
rather than knowing that somebody lives happily ever after. In the end, we
all die anyway. Maybe it’s about those moments of happiness and creation
in between.

So again: I don't have a really ra-
tional explanation of why, but I know
that tragic endings do make sense.
Which is not to say that I don't enjoy
films with happy endings as well. The
real question is: what is a happy end-
ing? A film or a story that takes you
for a very satisfying aesthetic (and
thus emotional) journey is something
that has more of a “happy ending”
than a film that neatly resolves eve-
rything and leaves the main charac-
ters married happily ever after, but is
aesthetical cowardly and conservative
and not terribly creative.

I understand that in your own
writing, you deal with this in an intu-
itive way. But I wonder if there aren’t
some specific strategies that can help
the viewer to accept the sense of loss
when the hero dies. For example, at
the end of Before the Rain, the very
fact that the rain finally falls on Alex
somehow frames his death in a kind
of metaphor.

If I try to analyze the things I've
directed - and the fact that I've di-
rected them doesn’t necessarily mean
that my analyses are right - my guess would be that things that feel essential
to a tragic ending are more important than the actual tragic ending itself.
Things like self-sacrifice, rebirth, cleansing. So in a way, maybe what’s hap-
pening in these features is that they’re encapsulating the essence of sacrifice
and rebirth as part of the same whole. So in that sense, you can say “They
lived happily ever after” in a larger perspective.

Another thing I noticed is that when Alex is riding on the bus to his
village, and talking with a soldier, the soldier says: “What are you doing
here? Dor’t you realize you can get your head cut off?” And Alex says, “It’s
high time that happened.” This is a kind of foreshadowing or even accept-
ance on his part of what was to come.

Well, at that point in his life, he is fairly fatalistic. And I think that as a
character, Alex has probably always been fatalistic, but at the same time,
very active. Fatalistic but positive. However, at this point in his life, he per-
ceives himself as someone who's done something terribly wrong. So he’s
become more of a tragic fatalist. Of course, he packs it in with a sense of
humor, with a joke, so you are never sure - and I don't think he’s ever sure



- how much of it is a joke and how much of it is fatalistic acceptance of life’s
tragic unfolding. Perhaps he’s hoping that his fatalism and his acceptance of
responsibility will fend off tragedy. In the same scene, we see him play with
the facts, as in a sick joke. When the soldier asks him about his girlfriend,
Alex says “Oh, she died in a taxi,” even though we know she’s alive. And we
realize: oh, that's when they broke up - in a cab. That is also more like the
way people really talk. You know, people don't always deliver what the audi-
ence needs them to deliver, in order for the story to advance.

You kill off some of your main characters in Dust as well.

Yeah, I am still the same filmmaker with the same take on things as in
Rain, except Dust is more complex, and more playful. It switches gears and
mocks genres. Yes, there’s quite a bloodbath in the film. But mind you, not
even close to how many people die in Shakespeare’s plays. Not even a frac-
tion. Or in the Bible, for that matter. I found this interesting thought by
Bergman, who says that film is perfectly legitimate way for society to ritual-
ize violence. Mind you - ritualize, not glorify.

Is it OK if we move into the area of film and politics, and maybe com-
pare Before the Rain to Dust? In Before the Rain, if I'm not mistaken, you
do everything you can to show the conflict from both sides, from both
points of view.

Actually, to the detriment of the proverbial Macedonian side. If you look
at the characters, the more aggressive ones are all Macedonian. As a sign
of good will, because Before the Rain is not about sides in a war, it's about
right and wrong, and love and understanding. And it’s about how humans
behave. But go on.

Do I remember correctly that there is a point where Alex says “Take
sides!”

Ann says “Take sides!”, “You have to take sides” And he says, “I don't
want to be on any of their sides. They’re all idiots”

Now Dust portrays a very different situation, where you have the Turk-
ish invaders opposed by the Maced rebels who are defending them-
selves, defending their own land. And there, there is clearly a taking of
sides. Is this what gave rise to misunderstandings about your politics?

All killers in Dust, whether Macedonian, Turkish, Greek, Albanian or
American are - killers. Not particularly nice people. They are, of course, nu-
anced characters, since we are not in a Schwarzenegger or Stallone movie.
The really good guys are the ones who give, and in that respect the prover-
bial good guys are all women - Neda, Angela, Lilith...

The very second question that I was asked at the press conference in
Venice when Dust opened the Venice Film Festival, was - and this is pretty
much a quote: You've made a racist film, because it portrays the Turkish
army and Turks in a bad light. This obviously had to do with an attempt [on
my part] to keep Turkey from becoming a member of the European Union.
End of quote. (Laughter.) This is on record from a respected English jour-
nalist and reviewer. (What's next - I am going to get the US out of Iraq with
my next film?? Then I'll liberate Tibet, and then solve the Palestinian issue.)

So how do you answer something as ridiculous as this? It's obviously an
assassination. Do you dignify the concept of someone feeling free to slander
you and to project his prejudices upon yourself, by responding to it? What
do you say first? Do you debate the fact that both with my actions in my life
and in my films, I have shown that I am not a racist? That I deplore racism
of any sort (and let’s not forget - neither the Holocaust nor the atom bomb
were invented in the Balkans)? Do I talk about the tolerance-building effect
of my films, or about the multi-ethnic make-up of the crew who worked
on my films (13 nationalities on Before the Rain, more on Dust), or about
girlfriends and friends of other ethnicities I've had? It’s ridiculous. Actually,

its much more than that - it’s insulting, manipulative, ill-intentioned, ar-
rogant and - racist.

Do you sue the guy for slander? Do you say: “Hey, it's not even in this
film. Youre misreading it” Do you say: “Actually, you have a racist past as a
member of the Orange militia in Northern Ireland,” as that particular critic
did?

Basically, you're a sitting duck.

And then I heard - I didn’t even read it - that there was an article pub-
lished in Croatia, in a magazine that has distinguished itself as an ultra
right-wing nationalist publication, taking me to task for not understanding
the plight of the Albanians in Macedonia. I'm sure their reporter who's nev-
er been to Macedonia understands it much better from Zagreb. (Laughter.)

I can't really speculate as to why industry insiders chose to misrepresent
Dust. As a matter of fact, a lot of people misrepresented Before the Rain as
well.... but in a different way.

(I have probably repeated literally hundreds of times in interviews that
Before the Rain is not a documentary about Macedonia. Ifs not a docu-
mentary about what used to be Yugoslavia. And it's not a documentary at
all. Twouldn’t dare make a film about the wars of ex-Yugoslavia of the 1990s
because it’s a much more complex situation than what one film can tell you.
It should be a documentary; it shouldn’t be a piece of fiction, because a piece
of fiction is only one persons truth and a documentary could claim to be
more objective even though they seldom are. And finally because I wasn’t
even there when the war was getting under way. I thought it was obvious
from the film, because it is so highly stylized that I don’t think anyone who's
watching it while awake could see it as a documentary. Just the approach to
the form, to the visuals, to the landscapes, to the music, the characters and
everything - and finally the structure of the story - show that it’s obviously
a work of fiction. Still, some people chose to see Before the Rain as a “60
Minutes” TV segment, a documentary on the Yugoslavia wars.

But that misrepresentation - even if it could be as damaging - it wasn’t as
hostile as the misrepresentation or the misreading of Dust. )

With Dust, there are a couple of things I could start thinking about out
aloud, and T haven’t done so in public so far.

Number one: as a filmmaker, you are often put in a position to debate
other peoples” perceptions of you, their projections of you and their pro-
jections upon you. As an object of their analysis, you can never properly
discuss their motivation, their prejudice or their misreading of the text. Or
their real intentions. Yet, although they are active subjects who shape, re-
flect or bend the launch or the very public life of a film, they themselves and
their motivations are conveniently not part of the debate.

The second thing that I would like to think about out loud is that a film-
maker’s or an artists political views, a filmmaker’s or an artist’s life, and the
works that he or she creates, are three completely separate things. And I
subscribe very much to what Kurt Vonnegut said; which is, if you bring
your politics into your art, you are bound to make shit. I think daily politics
doesn’t belong in art. The artist has other, more interesting and stronger
points to make than just who's in the White House these four years and will
s/he go to war. Such as how absolute power in the hands of people with cor-
rupted spirit can cause thousands of deaths.

As far as Dust is concerned, itss a film about Angela and Edge, an old
woman and a thief. And about Luke and Elijah, brothers from the Ameri-
can Wild West. And about Neda, who gives birth while dying. It is about
small people caught in the big wheels of history, who are big when they love
and when they give. It's about the thirst to tell stories. About the question
what we leave behind: children, pictures, stories or dust. About responsibil-



ity and self-sacrifice. It's not about ethnic conflict. The conflict we see in
the film is not really ethnic; itss like all wars: it's about real estate and it’s
about political power. As part of the continuously shifting point of view
in this film, we see part of the fighting through the eyes of Neda, who has
saved Luke. Of course, she is lecturing him from her angle, advocating her
take on the fighting and the killing, which doesn’t automatically make her
right. And Luke’s answer is: “Oh, I'm sure you'll be really nice to the Turks
if you win”

We see the leader of the Macedonian rebels, the Teacher, as a ruthless
murderer who kills a scared young soldier by slashing his throat. The Mac-
edonian revolutionaries also shoot wounded soldiers. On the other hand,
the Turkish army kills civilians. And they did, historically. It’s really hard
(not to mention unethical) to make films according to p.c. [politically cor-
rect] scenarios of how the world should be if you happen to be portraying
events that weren't p.c. Most of history was not p.c. At the turn of the 20th
century the Ottoman army would go into villages and kill civilians, even
pregnant women, would burn young children alive and chop peoples arms
and heads off. That is a documented fact (and, unfortunately, this was not
the only army that did this). So I don’t see why it constitutes a prejudice
on anyone’s part if this historical truth is being mentioned or portrayed.
Sounds like a chip on someone’s shoulder. (Yet, focusing only on painting
this or any kind of historical truth alone should not be the sole goal of a
good work of art; good art deals with aesthetic interpretation of people’s
feelings and philosophical concepts.)

I am prepared to debate the actions of the Ottoman army in Macedonia
at the turn of the 20th century, as well as the actions of various revolu-
tionary and criminal and nationalistic and self-serving gangs. I strongly
object to interpreting the portrayal of the Ottoman army in Macedonia
as a metaphor for anything but the Ottoman army in Macedonia, as some
respected German newspapers did (who claimed that the Ottoman army
was a metaphor for the Albanians in Macedonia). I think that’ in the eye
of the beholder, and taking him to the eye doctor would provide for a fas-
cinating look into one’s psyche.

May I ask about one thing that’s not really political? The Turkish major
is the most
amazing character...

Precisely! If you were a racist, why would one of your most complex
characters in the film, and the most urbane and the most educated, be of
the people you are trying to slander?

Exactly! Was he modeled on a particular person?

No, he wasn't, but he was based on research. I started with the concept
that the Ottoman officers were some of the best educated people in the
Empire. It had been a powerful - in many respects admirable - multi-ethnic
empire, at this point nearing its sunset. The Ottoman officers were well-ed-
ucated and spoke foreign languages. From the research that I did (our core
bibliography consisted of 160 books and articles written at the time and
about the Wild West and about Macedonia under Ottoman rule), some
were trained in Germany and had strong ties with the German military.
This particular character, the Major, speaks German, he speaks French, we
don’t know whether he speaks English or not, but he does tell Luke that he
doesn’t speak his “barbaric language” He makes a point of that. Because to
him, this character is an illiterate punk, a bounty-hunter from this remote
corner of the world (America), who's come here to try to make a living...
by meddling in the local affairs... and all for money.

The Major has a very strong sense of duty. To him, none of this is per-
sonal. He does say: “Look, these people are fighting against my emperor.
And I have to protect him. Its my duty to find them and bring them to
justice” He is one of the few characters in that place who has a very strong
sense of order.

But it’s interesting in this context to actually get a little more analyti-
cal and look into what it is that makes a film reviewer be so obviously
biased. Is it something in the film that provokes people to project their
own prejudices and their own problems upon this film? Or is it something
off-screen? Is it my attitude to the stale and corrosive film industry? Or
does it have to do with the current politics of Macedonia at the time? Does
it have something to do with the op-ed pieces that I published just a couple
of weeks before the film came out?

What did you say in those pieces?

It was actually one piece, which was written for The New York Times,
but they didn’t publish it. Yet somehow, it made its way to The Guard-
ian. When they published it, they changed the title and chopped off the
end. And took out some other things. There is a journalist in Slovenia who
published a parallel of the original article and the article that came out
in The Guardian. Then I submitted it to a German newspaper - I think
it was the Sueddeutsche Zeitung. Pravda in Russia picked it up, as did
the Standaard in Belgium. I don’t know whether any of these newspapers
published it in its original form or whether they changed anything, like
The Guardian.

The gist of the argument was that NATO had a major (but not sole) re-
sponsibility for the spill-over of the Kosovo war into Macedonia, and that
they had to act upon it. And that they had to protect the order and sover-
eignty of Macedonia. As they didn’t. And at the time, I was comparing it to
Cambodia or Laos or to Afghanistan, as examples of spill-over and blow-
back (this was pre-9/11). A lot of the people who instigated the fighting in
Macedonia in 2001, who killed soldiers, policemen and even civilians were
armed and trained by NATO for the war in Kosovo.

That's what this article was about. And actually the Standaard in Bel-
gium published the article and then published the response by an Alba-
nian. It was signed “an Albanian student” A person I don’t know. First of
all, it was strange that they would publish such a response because I wasn't
taking nationalistic sides. I was taking the side of rule of law versus armed
intrusion. Also, in terms of media manipulation, I was raising the follow-
ing issue: accepting that somebody can just pick up arms and kill police
because they are allegedly fighting for language rights, is something the
West doesn't accept at home, but can accept in the Balkans, because their
projection of the Balkans is as an unruly bunch. There was a high-ranking
NATO officer saying that every house in Macedonia has a gun. I want him
to come and find the gun in my house. See, that’s racist. (How would that
officer feel if someone said that every house in Germany is anti-Semitic.)

So when there’s fighting, in their minds it's not because somebody’s
killing policemen. It’s because: “Oh, two ethnic groups are fighting” Wild
tribes. But, that was not the case in Macedonia (and I hope it stays that
way). As is becoming clear today because some of the people who were
supposedly fighting for human rights and language rights two years ago
are now on the list of human-traffickers and drug-smugglers, and some are
government ministers and parliamentarians.

Let’s put it this way: if somebody picked up arms to kill policemen in
Miami because the killers claimed that they wanted Spanish to be spoken
in the Florida senate, I believe those people would be shot or put in jail.
NATO wouldn’t come to mediate and take the situation to a point where
those very same murderers sit in the parliament two years later, as is the
case in Macedonia.

Anyway, what happened in the Belgian Standaard was that they took
the article as though it advocated one ethnic side when it was actually ad-
vocating the rule of law. So they published a response by someone signed
“an Albanian student,” whom I didn’t know. And that same person is the
vice-president of the Macedonian parliament now, today, as a representa-
tive of the political party which came about with the transformation of the



Albanian militants. Id be curious if he were a student at the time, since he
seems to be in his late 40s.

So back to the really interesting question: is it something in the film that
provokes some reviewers, particularly those with a chip on their shoulder?
Or is it things outside the film? Was it the articles? Was it the war in Mace-
donia? Was it my earrings? (Laughter.) Was it the fact that this film opened
the Venice Film Festival? Was it the fact that I pissed off so many people
in the industry in the seven years between Before the Rain and Dust? (I
refused to play by the industry rules, to accept unethical standards and the
dictatorship of the oxymorons - creative executives - over the artist. The
film industry both in Hollywood and in Europe stifles creativity and is an
extension of repressive mechanisms. Censorship is so ingrained and often
self- inflicted that no one even raises the issue. I felt it was my duty to fight
it, and I made a lot of enemies along the way. The industry paid back by
strangling the film in the crib, so the regular viewer never got a chance to
see the film.) Was it my unpaid bills to Screen International? (Laughter.)

Id be really curious because if it is something in the film itself, as a
shrink friend of mine claims, that would be really something. That means
there’s something in the film

- whether it is the characters themselves (none good, none bad, most
created from clichés/archetypes that have been inverted) or the actual rela-
tionships between the characters (stark), or the way I have treated violence
and compassion and sex and self-sacrifice that has triggered such a violent
outburst from many film reviewers and not nearly so from the very few
regular movie-goers who got to
see the film. Or, is it the fact that
Dust subverts our expectation
that a film has to have neat linear
structure and - more importantly
- simplified and uniform emo-
tional template (a horror is a hor-
ror, a comedy a comedy)...? You
could argue that it’s not pleasant
to be at the receiving end of bour-
geois anger, or you could compare
the level of animosity to the way
some other artists have been re-
ceived for their non-conformist
works: Rules of the Game, Cub-
ism, The Wild Bunch, Bunuel,
Joyce, Nabokov...

I am interested in Cubist story-
telling - when the artist fractures
the story and puts it back together
in a more complex (and, thus, more interesting) way. More importantly,
when the artist keeps shifting the emotional tone of the film, bringing a
narrative film closer to the experiences of modern art.

Either way, that’s not something for me to judge. At least not at this
date. Maybe ten years from now, when I have a perspective to the film, Id
be able to judge a little more clearly. Maybe I'll see it then and T'll decide
that I'd made a bad film -- or maybe not - yet the value of the film doesn’t
justifies the prejudiced and violent assassination of Dust by the industry
gate-keepers and political pundits.

Concerning your portrayal of storytelling in Dust, I don’t have a spe-
cific question. I was just hoping you would tell about your preoccupation
with showing the very process of storytelling.

I think it has its roots in two things.
One is my interest in structuralist and conceptualist art. On the surface,

the form of Dust is not that of a structuralist or conceptualist piece. But,
in its own way; it picks up on what these movements were trying to tell us,

and builds it into the popular idiom of narrative film. You have to take into
consideration the inherent elements (and expectations) typical for film as
a story-driven and popular discipline and then incorporate them into the
film.

The second thing is that, just like any artist, ’'m making autobiographi-
cal work. Since I am a storyteller by interest and by profession, I became
preoccupied with exploring and exposing the process of storytelling, but
more importantly, with exploring the thirst to tell and to hear stories. I am
not talking only about storytelling in film. I'm talking about writing, oral
tradition, teaching, journalism, fairy-tales, myths, legends, telling jokes,
bed-time stories, religion, writing history... it’s actually such a huge part
of society. And it’s probably more essential than we are aware of or than we
would acknowledge. It's one of the main modes for teaching and learning
from each other how to behave, what life and society are about. Storytelling
is the nervous system of society.

As T was making films, I became more and more interested in the es-
sence of what it is that a viewer wants from storytelling. I realized we look
at stories, but don't see the storytelling. Even when it’s to the detriment of
the listener. So, I went with the assumption that if I strip the process for the
viewer, and then incorporate it in the story, that he or she would come for
the journey into the nature of storytelling. The viewer would be involved
in unmasking the process (while still keeping it somewhat part of the illu-
sion) and maybe get a different kind of pleasure from this kind of a ride

-- as opposed to just being a participant in a ride which is all about the
illusion, the mask, the manipu-
lated unified feeling. Perhaps one
would enjoy this complex (and
fractured) ride better and learn
more about this aspect of our so-
cial lives.

Mainstream narrative cinema
is all about expectations, and re-
ally low expectations, to that. We
have become used to expecting
very little from the films we see,
not only in terms of stories, but
more importantly and less obvi-
ously in terms of the mood, the
feeling we get from a film. I think
we know what kind of a mood
and what kind of a feeling wee
going to get from a film before we
go see the film. It's from the post-
er, from the title, the stars, and it’s
become essential in our decision-making and judging processes. I believe
it’s really selling ourselves way too short. I like films that surprise me. I like
films that surprise me especially after they've started. I like a film that goes
one place and then takes you for a loop, then takes you somewhere else,
and keeps taking you to other places both emotionally and story-wise...
keeps changing the mood, shifts in the process, becomes fearless. ..

All of this needs to be unified by an artistic vision, making it a spirited
collage, not a pastiche. A Robert Rauschenberg.

In the end, I'm surprised to see that its the reviewer rather than the
regular movie-goer who expects and even demands to see a film limited,
predictable, subservient to expectations, a film that neatly and vulgarly
folds within the framework of a genre and a subgenre. It's especially sad
when the genre in question is what used to be known as “art film”

New York, 11 October 2003
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Independence: Art & Activism / A Conversation With
Milcho Manchevski

ByKeith Brown

Milcho Manchevski was born in the Yugoslav republic of Macedonia
in 1959. He went to film school at the University of Illinois in Carbon-
dale, and after graduation
made several music videos
and  experimental  short
films. His first feature, Be-
fore the Rain, tells the story
ofa war photographer who
returns home to his native
Macedonia to find an at-
mosphere of intercommu-
nal suspicion and violence.
Widely distributed in 1994,
when the fighting in Bosnia
was at its height, the film was
embraced by Western audi-
encesasa powerful portray-
al of Balkan fratricide, and
also won critical acclaim,
including the Golden Lion
at Venice and an Academy
foreign language film nomination, for its non- linear, interlocking
narrative form. Manchevski’s second feature film, Dust, was released
during armed conflict in Macedonia in 2001. More ambitious in scope
and form, the film jumps between continents and centuries to un-
dercut simplistic ideas of historical truth. It was nevertheless again
read as the director's commentary on the present, and was less
well received outside Macedonia. Manchevski now teaches in the
graduate program at New York University. His new film, Shadows,
opened at the Toronto Film Festival in September 2007 and was
chosen as the Republic of Macedonias entry for the 2008 Academy
Awards. Set mostly in present-day Skopje, Macedonia’s capital city,
Shadows is a psychological thriller which has been read as telling the
story of modern Macedonia’s emergence from, and reckoning with,
the trauma of its history.

This interview was compiled from conversations with Milcho Man-
chevski in December 2002 and April 2007, both at the Watson Institute
at Brown University, and subsequent telephone and email exchanges over
the summer of 2007.

Brown: Let me start by quoting a couple of academic responses to
your work. In 1997, Slavoj Zizek wrote that “Before the Rain offers
the western liberal gaze precisely what this gaze wants to see in the
Balkan war, the spectacle of a timeless, incomprehensible, mythi-
cal cycle of passions, in contrast to decadent and anemic western
life” And Dina Iordanova, in 2001, wrote “The film mirrors the
long standing stereotype of the Balkans as a mystic stronghold of
stubborn and belligerent people... and asserts the existing Balkan
trend of voluntary self- exoticism.”! What do you do with comments
or reactions like this?

1 Slavoj Zizek, “Multiculturalism, or the cultural logic of multinational capitalism.” New Left
Review1/225, September/October1997;p.38; Dinalordanova.CinemaofFlames: Balkan Film,
CultureandtheMedia. Londonand Berkeley: BFI & U California P, 2001: p.63.

Manchevski: Before the Rain and Dust are meant to be, and I think
they turned out to be, films about people. They’re not about places,
and not about people from particular places. The mythical and mystic
in them is not about Macedonia, but rather about those particular
stories and those particular people. I think these critics make the
same old, same old mistake — they a read 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 fold-
ers. That stereotyping disguised as defense against stereotyping bor-
ders 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 couldnt 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.

Brown: I'm struck that Zizek sees the film as offering a gaze from
outside the region, and Iordanova as a construction from within.
Both Before The Rain and Dust feature characters who struggle to
straddle worlds and perspectives. Do you?
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Manchevski: I was born in
Macedonia, but at the time it
was a part of a country that does
not exist anymore. Sort of like
being born in Austro-Hunga-
ry. I was educated in the U.S.
Midwest, yet I spent most of
my life in New York, and my
films are financed in Europe.
More importantly, my artis-
tic, intellectual and cinematic
influences are international,
or rather — cosmopolitan, as
is the case with most film-
makers. Film heritage today
in the era of globalization is
transnational, and no amount
of reactionary crypto-racism
will change that. As a matter of fact, I believe art has always
been interested in means of expression, regardless of its origins. It is
usually the outside forces that try to limit the ways in which an artist
can express himself or herself.

Brown: In fact, Before the Rain, originally, wasn't going to be set in
Macedonia, right?

Manchevski: Yes, the outline for the film, the synopsis, was set in
an unknown country. I wanted to keep it free of daily politics.
Yet, once you start turning a story into a screenplay it has to
become more specific: the characters will have to speak a certain
language. What will they wear? Is this something that people wear in
Macedonia or is it something people wear in Azerbaijan? What do
their houses look like? How about the streets? The landscape? The
customs and habits? Do they have doilies on the TV sets? How about
the couch - would the cushions be imprisoned in plastic? Even if these



things are not central to the film, you have to make those decisions.
Of course, you can go for the “neutral,” but that often means bland.
This never stopped Hollywood from making unconvincing films
set in foreign places where everyone still speaks English and they
dance exotic dances invented in Burbank. As a filmmaker, I need to
feel the background of the place, not because it’s a statement about
the place but because this will root it for filming purposes. Once I
started writing, Before the Rain somehow took place in Macedonia.
Perhaps I was lazy. But its not about the place, it's about people.
They could easily live somewhere else. I have had people come to me
after screenings and say, “I'm from Israel. This film could easily take
place there” Or “I'm from India. This film could easily take place
there” And I was very

happy to hear that.

Brown: But you do
spend a lot of time on
research—especially
Macedonian  ethnogra-
phy and history.
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Manchevski: I feel
a moral responsibility
to whatever it is we are

fake - both the myths about the American west and the myths about
the fight for independence in Macedonia. For example, I discov-
ered that that famous Western gunslinger Billy the Kid was from
Brooklyn, or that most of the people he was supposed to have killed
in duels he actually shot in the back. And there were a lot of black
cowboys—you don't see that in John Wayne films. General Custer
was one of the worst students at West Point (which makes sense,
and makes for great dramatic potential when combined with his
apparent arrogance). Cowboys and Indians were pretty much never at
the same time in the same place, because most Indians were driven out
of Oklahoma and Texas by the time the cowboys took over as they
were needed to herd cattle to the railroad, which then took them up
North. I discovered that the gunfight at the OK
Corral happened just a few years before a big
labor strike in the silver mines in Arizona, next
door. You somehow don’t put those two togeth-
er, gunfights and the labor movement; in our
compartmentalized brains
we think they belong to
different eras. And pre-
cisely this was one of the
things Dust was dealing
with - decomposing
clichés: we have in the
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film deals with the Wild
West, with the Ottoman
Empire, a very small bit
deals with Paris at the
turn of the century, and
then the rest is New
York City today. Now, =
we are never really rec-
reating the period. It's
not a document, its not
a documentary. We can't recreate it, we were
not there. Narrative film takes a lot of shortcuts
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the birth of the airplane,
the birth of modernism
through Cubism. So, re-
search is fun.

Brown: Both Before
the Rain and Dust have
multiple,  interlocking
story-lines. Do you want
your audience to have to
work hard?

Manchevski: Writing

anyway. But since people tend to see things that
way, tend to see films as if they really are doc-
uments, I would like to have as much back-
ground work done as possible. Research also helps
the actual work. Even when you don't see it on the screen, it gives
you the confidence, it gives the art director the confidence, it
gives the actor the confidence. It sort of seeps through the pores
and pours onto the screen, and can help your take on whatever you're
talking about.

Brown: Which is?

Manchevski: Well, Dust, both in its form and in what it talks about,
is about the thirst to tell stories and to hear stories. I think to a
great degree, we learn how to be through stories, through stories,
through gossip, through anecdotes, through history, through CNN,
through jokes, soaps, myths, legends. Dust deals with that in a formal
way, deconstructing the story. In a way, its a Cubist take on story-
telling. It helped me and everyone else who worked on the film when
we saw how much of the myths we were dealing with were actually
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comes easy to me, and
stories are easy to tell,
and I can riff on any sub-
ject, and come up with stories and change them and restructure
them, and maybe because of that I also find it sort of boring to tell
the story in a regular, linear way, going one, two, three, cause and
effect, 2 hours, plot, subplot, turns... especially in film. But if we
can find a slightly more interesting form of telling that story, then we
have a little bit extra in that it also engages a little bit more of our ar-
tistic muscle, both for the teller and the listener. The process is more
fun, as is the result. I like comparing it to movements in painting
(not that it's a perfect comparison), but it would be like painting
a portrait vs. painting a portrait in a cubist style, or like using a
collage the way Robert Rauschenberg does (where it feels, very sort
of modern and broken down, but it actually has very old- fashioned
aesthetics to it).

Ultimately, for me it’s about playing with the story, and hearing
it like music, hearing when it works well and when it doesnt. I
find it a very helpful tool when writing, or before writing, or while



writing, to tell the story to somebody, and as I'm telling it I realize
that ’'m honing it. ’'m dropping parts that don't help the telling, and
I see when people need more explanation so I start focusing a little
more on those, which I guess is sort of like testing films. The differ-
ence is that here the actual artist does the testing, and not a suit with
the power, but without the chops to make art.

Brown: And was it that playing and testing which produced the
non-linearity that really caught critics’ attention in Before the Rain.

Manchevski: There are many films in three parts, but telling a
film in three parts where the ending of the third part could be the
beginning of the first one was, I guess, relatively new. But playing
with linearity is not a new invention, I mean it was done way back,
in Last year at Marienbad (1961) and Hiroshima Mon Amour (1959),
for example. 'm very curious what happens when you start playing
with the story creatively. ’'m happy to see that that is beginning
to happen more often even in the mainstream cinema, with films
like 21 Grams, Memento or Babel. However, what was important was
that in Before the Rain there’s thematic resonance to this - violence
going in circles and how to break the circle. This was in my mind,
but replicating it in the structure of the film wasn’t a conscious
decision. And it wasn't really only about violence and war being
circular: it was about how things keep coming back to us. A lot of
what we do is just repetition, we put ourselves in similar situations all
the time for whatever reason.

Brown: You mention the violence in Before the Rain - I've been
in audiences where people flinch. In Dust, it feels like there’s more
blood, but there’s also a different tone to it.

Manchevski: Dust is more irreverent, more playful, more in-your-
face, more alive, and that scares a lot of people. It is violent, but if you
put it next to even mainstream films like Saving Private Ryan, you see
that it’s very tame. There’s a major debate about how you respond to
violence in the arts, and on film. I subscribe to what Bergman has
said about violence, and I am paraphrasing here from memory - he
says that film is a perfectly legitimate way of ritualizing violence. Rit-
ualizing, 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 ritual-
izing it for many reasons, and convincing “realism” not one of the
least important. I believe that hiding violence from art or from social
storytelling is not an answer—in fact, I think there’s something hyp-
ocritical about all the fuss about it. Those same people who object to
violence in film support many other kinds of violence. What about,
say, a loyal employee being laid off after twenty-five 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 vio-
lence tell us about ourselves?

But on-screen violence in particular, I think there’s room for real-
ism. When someone gets shot, they don't just fall back, or lie down.
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 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. But,
if you treat violence as something without real consequences, some-
thing fun and easy, the way a Simpson-Bruckheimer film or a Stallone
film or a Schwartzenegger film does, then you are doing society a dis-
service. I believe that 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. In Dust we were trying to face
violence with our eyes open, and I think that that’s perhaps why some
critics had a hard time with it. I didn’t fulfill their preconceptions about
what I was supposed to be filming. I had somebody describe Dust this
way, he said if watching a good Hollywood film is riding a rollercoast-
er, watching Dust is like sitting in a car with a test crash dummy. It’s
interesting if critics find the shifts in tone hard. The film is funny, and
then it’s brutal, and then it’s very sad, and then it’s funny again. And
you say, wait a minute, what did the poster say, what did the press re-
lease say, was this a funny film or a sad film?

Brown. So what's the press release for the new film?

Manchevski. Taglines are more fun than synopsis—though of
course that is a completely different category, a different format.
Our tagline is “sometimes the dead speak louder than the living”
Shadows is also a film about sex and death and a few important
things in between. Or if you want a literary reference point, you can
also think of it as the story of what happens if Lady Macbeth had
lived today and survived to have a grown-up son. He would try to
come to terms with her overbearing presence in his life, and her
past transgressions.

Its actually an old-fashioned, slow-burn of a film, and in
many ways its my most personal film to date. It’s scary - I love
scary films, love having to face your fears, even though it hurts and
we seldom really do it in real life. Perhaps thats why we need
rollercoasters and scary films and tragedies. But it’s scary with no
jolting moments, cheap frills, sound bites or easy solutions. The
terror simmers underneath. It's about a man trying to have a dia-
logue with the dead, and becoming more alive for that experience.

Brown. So is it fair to say that the film presents the past as some
kind of refuge from the present? I was struck by the main character’s
search for tenderness, and a certain stillness, in a sometimes sordid
and always hectic modern world.

Manchevski. Absolutely. It's interesting that you would see it in
that way, because that was the emotion that ended up shaping the
movie - it is heavy and scary, but somehow liberating at the end as
we go into a flashback. As if there is something redemptive in re- liv-
ing the pain of the past. As for the main character’s search for tender-
ness — none of his living family who surround him offer him much
outside of their expectations that he deliver in a hungry rat race.
The dead are much warmer to him. And yes, a little bit of stillness
when you empty your mind of adrenaline might be healthy. So may-
be Shadows offers something like a natural closure to the three films.

Brown. But more rollercoasters to come, I hope?

Manchevski. I only guarantee tomatoes.

Keith Brown is an associate research professor at the Thomas
J. Watson Institute of International Studies at Brown University.
Drawing on a background in classics and socio-cultural anthro-
pology, his area of specialty is Macedonia, and he has authored
numerous works on culture and politics in the Balkans, including
analyses of international and domestic reception of Before the Rain, the
construction of history in Macedonia, Greece, and Bulgaria, and foreign
intervention in the former Yugoslavia.
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MAKEITOHCKHN PAIITIOMOH
VMHTEPBJY CO M/TYO MAHYEBCKHN

JKapxko Kyjynmmcku

Co ManyeBcku pasrosapas Ha 27 HoemBpu 2001 rogyuHa BoO Ka-
¢dynero ,,bactuon‘. Ha cute Hu e MO3HATO AeKa 0BOj YOBEK He € CaMO
(dmnvmejkep, MaKo cBeTCKa caBa cTekHa 1Mo Giumot ,IIpen foxgoT .
Bropuot Heros ¢mnm, ,,IIpammua“ go6u pasun kBampukamm. Bo
Cxomje ro Hapekoa ,,MakegoHcKa [epuuka“, VitanmjanckuoT pomacuep
Anexcanmap Bapuxo usjasu: ,Mu ce gomara ,,IIpammua“ satoa mro e
€[HO OTBOPEHO [IETI0, MIMA C& ¥ COCeMa € CIPOTHBEH Ha Cé, KOMOMHMpa

Bnecok 6p. 26, maj-jyHn, 2002
Fanepuja OcBpTH

MAKEAOHCKW PALLOMOH

WHTEPBJY CO MUTYO MAHYEBCKMW

Xapko KyjyHumckmn

)KK: He 3HaM KOJIKYy € NO3HaTO 3a jaBHOCTa TBOETO 3aHMMaBatbe CO XyMop u catupa. Mpu
KpajoT Ha ceayMmaeceTvTe roguHu umaiu o6jaByBaHO KpaTKu XyMopecku Bo , OcTeH",

MM: XymopoT nma e mpy4uHu. EfHa - ro mpaBu KOMYHUKATVBEH.
Bropa 1 MHOTY IOBa>)kHa € Toa IIITO € [/ Off HeKoja )KMBOTHa ey(o-
puja. Vako He cyMm jac Toj mTo Tpeba fja To Kaxe TOa, 3a MEHe TYKa e
HajronieMara pasyka mery ,IIpen foxaot u ,[Ipammua‘ ,ITpammsa“
e okomIiexceH ¢um. Vl mokpaj Taa 36oraTeHa KOMIIIEKCHOCT, CeTak
HajrozieMaTa pas/iKa e BO XyMOPOT, Ha IIOBPIIIHA IIMa MoBeKe Off Taa
JKMBOTHA eyhopuja, a BO UCTO BpeMe MMa 11 MauHyHa. EfHOTO 6es mpy-
roto He GpyHKuMoHnpaar. Tpeba ja rv MMaIl JBara Kpaja Ha CIeKTapoT

3a J1a ja JoOMeI KOMIIEKCHOCTA. AKO ja
HeMa CeHKaTa HeMa Jia T 6ujie 0BOTTHO
jaKo HU COHIIETO. XyMOPOT BO CYIITHHA
e cTpaurHo Texxok. Hemrro 1o 3a Tebe e
CMeIIHO, 32 MeHe He e. VI o6parHo. Oco-
6eHO Mer'y pasIUYHM KyNTypH, I1a 3aT0a
OYeKyBaB fieKa TelKo Ke marysa. OHa
IITO HAjMHOTY Me M3HEHA/IV U OHa IITO
Mu Gelle HajBaXKHO e Janmu my6nmKara ke
pearypa Ha CMeIHITe MecCTa.

3aK/Ty4nB fieKa HopMasTHa my6/mKa
JICTO Ce CMee Ha CMeIHUTe MeCTa i BO
Toponro, 1 Bo Toxno n Bo Ckomje. Onaa
HpIYIHA 0Py Koja II0YHAB Jla Ce 3aHN-
MaBaM CO (V/IM e IPYKA3HATa, PACKA30T
TIOZIECHO Jja ICKOMYHMIIMPAAT CO ITIefjadoT.
Toa Tyka e ocTBapeHo, BO CIIPOTMBHO TOA
6y 610 06MYeH TeKCT, KHura. MHory Mu
€ MHTepPeceH XyMOPOT KOTa € CTaBeH BO
HEKOB KOHTEKCT, KaKO IIITO YeCTONATH Ce
CPeTHYBa BO YellKi (pUIMOBH Off BpeMeTO
Ha ®opman 1 Ha VBaH [lacep, moroa kako
IIITO TOA € HAIIPaBeHo BO ,,Cpeka“ Ha Top
Corons (T0a € XyMOp, HO MCTOBPEMHO TH
ce KpeBa KOcaTa Ha I7IaBara), II0T0a KaKo
Bo hummosnTe Ha Poman ITomaHcku (Mop-
GyzeH Xymop). ..

cnucaHue 3a XyMop M caTupa. 3a6enexxnusu ce aABe pa6otu. MullyBaHu ce BO TPETO nuue

JIMHTBUCTIYKY IIEMH CO apXeTumu. .. Kpuruyapure He ce moprorsesn
3a BaKBM (DYUIMOBH ¥ KHUTH: TOA € KaKO [ja O[JII HA IUIAHIHA BO KO-
CTUM 32 Kallelbe, 11 Ce Yy 301ITO TH € cTyfeHo. Kako kora npsmar
BIIieTe TOKOMOTHBA U 3ampamniaze: A Kaje ce Komure?“ VITanujaHcko-
T0 PuIMcKo crmcanue ,HJak", mak, ke KOHCTaTHPa fleKa »co ,,IIpamm-
Ha“ IOYHYBa HOBMOT MIIEHNYM BO UIMCKaTa yMeTHOCT. Bo Aswuja,
1o ycrexoT Bo Toxuo, Gpuamor e cioperyBaH co HOMYTapHOCTa Ha ie-
nata Ha Mapcen IIpycr...

JKK: He 3sHaM KOZIKY € IIO3HATO 32 jaBHOCTa TBOETO 3aHUMABaIbe CO
xymop u catupa. IIpu Kpajor Ha cexyMaeceTITe TONVHI UMAII 06jaBy-
BaHO KPATKM XyMOPECKHU BO ,OCTeH", cmcaHme 3a XyMop u catupa. 3a-
Genexxuu ce xBe paGotun. ITnuryBanu ce Bo TPeTO IuIe THNHA, HEKO]
Bup pivcko Genexxerse. Bropara paGora ce ojHecyBa Ha XyMOpOT, KOj
B0 ,,JIpanmmna“ MoXkeBMe 1a O BHJ¥Me BO HEKOIKY CBOM BapHjaHTH
(npoHuja, capkasaMm, aHEIOTa) U IIPEKy pasmryHu IKoBu. Bo kpajHa
JINHIja ¥ BETNOT QMM € efHO MPOHNYHO MOUTPYBaIbe CO HAPATHBHII-
or ¢pum. KakBa QyHKIMja My NIpUImiIyBam Ha XyMOPOT BO TBOWTE
MPOEKTH: /A ja OZIeCHI KOMYHUKATUBHOCTA CO myOmiKkara?. ..

JKK: JImyHo ce cormacyBam fgeka
yMeTHOCTa Tpeba ja 300pyBa 3a yHIBep3aIHM HEIITA, leKa ceKoja
TIpUKa3Ha, KOTKY U /ja € UHTIMHA, IIYHA, YMETHUKOT € TOj ITO Tpeda
/a ja peTCTaBy BO KoMeKTuBHA pamka. Ho somrro Mumyo ce 6panu
KaKo of FaBOJI KOra Ke ce peye AeKa HaIpaBIl BelaM Hal[IOHA/IeH, a
He HAI[VIOHATMVCTIYKY YUK, He aj 6oxke, moByHMCcTITIKY diviv? Toa
My ce MoKe 1 Ha efieH Crmnbepr, Ha mpumep, co ,,CriacyBameTo Ha
BOjHUKOT Pajan®.

MM: Hemam HuIITO IIPOTHB HalMOHaNeH QM. ,[IpamnmHa“ Bo
Majia Mepa MOJKe Jla 'O CMeTaMe 3a HallMOHaJIeH, MaJIKy moseKe off ,,I1per
JOXKIOT, HO He € HAIMOHA/IMCTUYKI. Jac He ce IIAlliaM Off TOa, HO CaKaM
7la KOHCTAaTMpPaM JieKa 1 JIa CakaM, He MOJKaM CeTa Jla HalpaBaM TaKOB
M. Ao ocTaHaM Jia XK1BeaM TyKa yiuTe 15 rofyHm, Moyke6u ke Mo-
»KaM. Mopa Jia ce uMa npeaiBuj fieka jac o 19 rofyunu cym oTujieH of1o-
Bfe. OHa IITO ¥ KaKO MVC/IUTEN U KAKO aBTOP IO I7eflaM He MPOM3/IeryBa
cro orcTo OTTYKA. [TonHakBa e nmpyKasHara co efet Jlapc ¢pou Tpup, koj
uBee 1 paboTy Bo JJaHcKa. Jac, ako HaImMIIaM CIieHapuo, U My IO AajiaM
Jia TO IPOYNTA Ha HEKoj ApyTap 3a fia iebarupame, Toj CUrypHO 6u 6y
apyrap of Ibyjopk, 3aToa ITO CyM ce Haluos TaMmy. AKO ro CIIOpeffyBaM



CO HEILITO, CUTYPHO G TO CIIOPEYBaJI CO HEIITO LITO TaMy CyM IO f0-
skuseast. Off ipyra cTpaHa, ecTeTckoTo popMuparbe v npBiTe 20 TOAMHN
CYM I [IOMMHAJI TYKa I Of T0a He Mo)kaM jia u3beram. Kaxo 1 ja e cexoj
M Tpeba a e HaHALMIOHAIEH.

JKK: Konmky u a ce TpyuMe T0a ja To almimupaMe, Cemak 3aKiy-
YOK e JieKa ,,]Ipammna“ He € IBPCTO BP3aH 3a eIHO T/IO U 32 eHA Mjie-
onoruja. HanmpoTus, T0j 4ecTo ja MeHyBa TeopeTcKaTa CTpaTeruja, yH-
KOPIOpUPA UCTOPYCKH NAPYMIbA. PUTyaTHN TAaHIM HA IPUMUTHBHI
IIEMUIbA, AaHTIYKY CTONOOBH, BU3AHTICKO CTUKAPCTBO, KyOU3MOT CO
»locmofumuTe o ABIIOH, IOTOA TYKA € LieflaTa MCTopyja Ha 20 Bek:
HyK/IeapHara 60M0a, npoxubuumjara, Vinaujanmure, ®pojy, aBUOHOT
Ha Opakara Pajt, Ocmanmure, J.B. Tuto... Moxe 1 mocTaByBameTo
Ha OBMe ICTOPYCKI HACTAHM I ITYHOCTY BO HEKAKOB KOHTEKCT BO
dunmor f1a ce chaTy KaKko HeKoj BIJ] ABTOPOB KOMEHTap?

MM: HuB ru KopycTaM Kako JieT Off KOaxoT. Tie ce Jien of pex-
BU3NTATA, Ie off mazeTara. ITak Ke HampaBam criopef6a co Toa Kako
Paymen6epr kopuctu Hekou eneMeHTH. CeTo TOa Ce MOMEHTH KOU Ce
[E/IOBM O]f HAIIETO KOIEKTMBHO MIHATO 1 O]f I/[H]ZU/IBI/[]IYa]IHaTa TIICUXO0-
Jorja. Jac cyM CBeceH 3a aToMcKara 60M6a, 3a KyOM3MOT, 1 He MOXKaM
104 Jia ro usbernysam. Kako Moxke fia paBaM QuiiM 3a KOMUTHTE, & a
He 0 I103HaBaM Ky6u3MoT. Moske HeMa jia ro CIOMeHaM, HO eCTeTHKATa
Ha KyOM3MOT e CTaHaTa Jie/I Off MeHe, MICTO OHaKa KaKo M eCTeTHKaTa Ha
JaJlau3MOT, Ha CTPYKTYPaNIU3MOT, KaKo I CTapoBpeMcKuTe ecTeTuku. Ha
TIpMMep, KOTa IIPTaM Off HUB ja KOpUCTaM HepcreKkTyBara. [Ipamame 3a
cebe e KOTIKY CeTo T0a Ke 6ujie BUINBO, KOMKY Ke T MOKaKelll M HeMa
7la TO TIOKAKEIIL. Jac I1e/1o BpeMe ToaraM off HeKoja MPeTIOCTaBKa Ha
nckpenoct. Co Toa ro oKaHyBaM I7IefAdoT, aj/ie 3aefHO JIa TO Kpenpame
0B0j (uIM, ajfie 3aeAHO fja cu urpame. e off Taa MCKPEHOCT € /la My Tt
MOKa)KaM LIEBOBUTE BO NIPABEETO Ha KOCTYMOT, IIITO He € HeITO HOBO
BO YMETHOCTA, HO € HOBO BO HAPATUBHUOT Hu/IM. My It IOKa>KyBaM
IEBOBUTE CO TOA LIITO MY BEJIaM ,,Jac TM PacKaKyBaM IIPUKa3Ha, 3HAYU
Te JTayKaM, MeyToa CIOXKN ce CO TOa JieKa TI JlaBaM JI0 3Haerbe leKa pac-
kaxyBam . Toa He T0 IpaBaM parMOHa/THO, CMIC/IEHO, TYKY KaKo e/ Off
UTParbeTO. AKO UTPAETO € KOHCEKBEHTHO, HAaIIPaBEHO CO TaJIeHT, TOrall
T0a Ke yHKIMOHMpa 1 Ke OGyjie TIOA/IeXHO Ha aHa/mM3M. XMPOIINMA
Gerre ezieH o Te 6UTHN MOMeHTH off 20 BeK, Koj He ieduHIpa Hac, Ima
Rypu 1 TOj fien off Hac kou xuBeeMe Bo IllTaBuia. Op spyra crpaHa ceTo
TOA BPEMEHCKN e TONKy Oyicky. lenara Taa ucropuja koja nsrefa geka
ce pasB/IeKyBa BO NIEPUOJ Off IIjajia TOAMHN € BCYLUIHOCT CTPAIIHO O71ic-
Ky. Vinajya, xoj Bo oBaa npukasHa Tpraysa of Oxmaxoma Bo 1900 roguua
KaKo MJIaj] 40BeK, a Bo MakegoHuja foara Bo 1903., coceMa e MOKHO fja
6upie Bo Ibyjopk Bo 1945. kora majjHama aroMmckara 6omba. Hue cme nop-
JIOKHU Ha Kmiiea. PasmumciryBame Ha 0Boj HauyH: OTOMaHCKO IIApCTBO
- 16 Bex, kay6ojum — 19 Bek, aroMcka 6omba - e, Toa e 21 Bek!

JKK: 3a moueToK: KOTKY CMf 3aJ0BOTIEH OfF T0a KaKo e npudareH
»llpamnna“ HagBop of Makegonuja? Cmetan 1y feka HeroBara
(doxycupaHocT Ha ofpegeH ICTOPUCKIL M KYITYPHI e TePMUHAHTI
ja HaMamyBa MOKHOCTa [ja Guye pasGup/IuB 3a OHNe IITO He ja HO3HA-
BaaT UCTOPYICKATa paMKa Ha puaMor?

MM: Mucnaum fieka cexoj ¢pum tpeba fa GPyHKIMOHIpPA Ha HEKOMKY
HIBOA ¥ BO C/Ty4ajOB OBa IITO TO CTIOMHYBAIII € eHO Off HIB: KaKo ce
BKJIOITyBa BO KY/ITYpara I BO CTOpHMjaTa 3a Koja 36opysa. Mefyroa, dur-
MOT He Tpe6a f1a QyHKIMOHMpa caMo Ha Toa HuBo. JIyfeTo Tpeba a ro
pasbepar 1 6e3 ja 3HaaT HewITO 3a 0Baa KynTypa. Taka e co cexoj o6ap
¢unm. Ha npumep, 3a a ro catar 1 3a ja M ce iomajiHe ,,[paraHiHOT
Keju“ He MOpa Jja 3HaaT HeIITO 32 AMepyKa BO IIpBaTa [OJI0BMHA Ha 20
Bek. Toa e Moe MOTO: CeKOrall Kora HelTo pa6otam — ce o6uyBam fia
BIJIaM HajIIpBO Kou ce myfero. CranyBa 360p 3a YOBEUKM CyAOMHN, OfI-
HOCH, CTPEMEXM, CTpajjakba 1 IIABHO € THe fia ce mocturHar. CeTo ipyro
camo Ke ja HajomonHy cmkata. Kora ce cyuMa M 3a ncropujara u 3a
KY/ITypaTa Ha eJHO MecTo He ce o6yBa KmacideH urpas dum. Toa e wm
JIOKyMeHTapel| un Tenesusuja — Cnenen. VIHaKy, jac He Cym HajIOBUKaH
Jia ' KOMeHTHpaM peakuyute. Kako aBrop rut refjam cy6jekTusHo, orpa-

HirdeHo. O THe HeKO/IKY MecTa Kaj 1ITO CyM G1T YBUIOB HCK/TYYUTETTHO
no6pu peakuy. Toa e coceM CIIPOTUBHO Off AMjala30HOT Ha HEKOM KpHi-
Tiyapu Bo Benerja. VI cera, 0TKako I7ieflaM Kako ro IpuMaat myoKara
u xputirdapute Bo Tokwno, Tajmej, ToponTo, ma n Bo ComyH, sakmydyBam
JieKa OHa IITO ce cmy4un Bo Beneruja 6erre atenrar Bps3 ,,IIpammHa‘.
Buctiscko Mepuiio Ke 61/ie Toa Kako IOHaTaMy Ke ro Ipedeka Imy6mKa-
Ta BO CBETOT. Toa cexoraIi e eyHCTBEHOTO BUCTMHCKO MEPHIO.

JKK: Bo HeKOIKy HaBpaTy BO FOMAIIHN ¥ CTPAHCKI BECHIII I CIIN-
CaHMja ce jaByBalll KAKO aBTOP Ha KOMYMHH CO IIOMTIYKA KOHOTaIuja.
CwmerTani /v leKa T0a e MPIYMHATA ITO HEKOM YITPAHAIMOHANCTINIKI
KpUTHYapy pearnpaa Taka o Benenuja, i, mak, cMetam fexa 6ea yic-
¢dpycrpupann og dpakrot mrro Mo Manyescku, pexucep o, puban,
¢ivban 3emja MakenoHja, fojeH of JuBuot VICTOK HampaBy TakoB Ja
He Ka)KaM yMeTHIYKY Ge300pasen Gpuam Kako ,IIpammna“?...

MM: ... U ce o6upyBa a MM Jie/ut JIEKLMM KaKo Ce IIPaBY eCTeTUKa, a
He fja 6apa IIOMOL 07 MeI'yHAPOJHY HeBa[IMHU OpraHusary. Muciam
JleKa MIMa ¥ Off JIBeTe HellTa ITo Iu cioMHa. He cakas j1a BepyBam, 1
monro mocye BeHelyja He MOKeB fja TIOBepyBaM fieKa eJHOTO MOXKe Jia
¥IMa BPCKa CO IPYTOTO, HO IO C& M3ITIefia /ieKa YIITe JONT0 Ke yJyaM HeKOM
pabotu. JIoBonHO 6eB HayBeH Jia MUCIaM JieKa TyfeTo Ke Ce 3aHMMaBaar
CO eCTeTMKATa Ha JIeNI0To. 3aK/TydyBaM JieKa TAKBUTe PeaKIyi He Ouie
TOJIKY C/Ty4ajHy. BakBuTe MIC/Iea i GasypaM He CaMo BP3 PeaKIuuTe,
TYKY U BP3 MICTpaKyBarbara IITO T CIpoBeioa Apyru myrfe. [epmankara
Vpwuc Kpownayep, Koja bere rocturka 1 8o CKorije, MuIIyBa KHUTA 3a
peaximnTe Ha ,,[Ipammna‘ Vipuc Hama Texct Bo lepmannja, perieHsuja,
KaJle IITO KPUTIYAPOT BE/IM JIeKa 1B [IeHa IIPefl 1a ro BUfaT Guamor ce
JoroBapaie KaKo Ke ro pereHsupaar. Vima pyru perieHsun, Koy BeaT
ziexa GUIMOT e CaMo ITYCTpalyja Ha efleH HOBUHAPCKM TEKCT BO KOj IO
nanafam HATO 3a nerosute npomycrti. HATO, de facto, He Hu e kpus 3a
TOA IITO CE CTY4yBa, aMa JIeTTYMHO TOA € HOC/IEINIIA M Ha HEKOU HEerOBI
npomycty. Criopey; TakBaTa XMIIOTETNYKA CUTYalMja IITO HeKOM ja Io-
CTaByBaar, u3Jierysa jieka [ IpamniHa“ e HarpaBeH 3a efieH Mecett. JKan
MU € IITO 3aK/Ty4YMB JleKa Lie/I CETMeHT Off KyATypaTa — KpUTHKATa, 38
KOja MIICIIEB JIeKa Ce 3aHMMaBa CO €CTETHKA, BCYITHOCT Ce 3aHMMaBa co
HO/UTHKA. YBUJIOB JIeKa 3a eBPOIICKNTE QUIMCKI KPUTHYAPY TTONUTHKA-
Ta € eKBVBA/IeHTHA Ha TPadoT Bo XomByzl. He e BaxHO KOj CO KOTO Crive
(xaxo Bo XonmuByJ), TYKy KOj KaKBI HOJIMTUYKY MUCTIEHbA MIMA.

JKK: Muc Cron (kamen) Hepa ja napexysa Muc Pok (kapma).
TakBOTO METOHMMIYHO 3aMEHYBakhe HA O3HAYMTENNTE HA 3HAKOBUTE
€ MHOTY 4eCTO BO HAPOJJHIOT TOBOP, IO KOPUCTAT U PyTyPHUCTUTE, &
NOTCeTyBa M Ha IeTCKaTa rpa ‘pacunax reneon’ Janm HaBucTHHA
IO CPETHA ¥ TOA MMe IPU JICTPAKYBAbHETO?

MM: He, He ro cpetHaB. Muc Pok ro ynorpe6us TokMy Off TaKBy
acoLMjaLlyIt 32 KOy 360PYBALLl TH 1 3aT0A LITO He CAKaB JIa CIIOMHYBaM
BYICTUHCKY HACTaHM U BUCTMHCKM JTyTe, MaKo Hekoramn Mopa. [Toseke Ha-
CTOjyBaB Jia T0 M30erHaM T0a, 3allTO MUC/IAM JieKa TO HeMaM MOPATHOTO
paBo Jia 300pyBaM 3a HEIITO IITO CO CBOM OYUM He CYM TO BUJICII.

JKK: Bexke ro cnoMHaBMe TepMUHOT 6€300pasiyk BO MO3MTUBHA
cmica. OcoGeH BIIeYaTOK 0CTaBa MO3UIMjATA HA PACKAKYBAYOT.
Muxann BaxTis 61 pekon feka BpIINII M3BECHA leTPOHM3AIMja
Ha IO3MIMjaTa HA PACKAKYBaYoT. Bo ycHOTO npeHecyBame Ha
NPUKA3HUTE, IIPe CTOTMHA TOJVHI HETOBATA MO3ULjATA € O3UIIja
Ha HENPUKOCHOBEH aBTOPHTET. [IMCTaHIaTa CTyMIATeTPacKaKyBay
He e T0/IeMa, HO TOYHO ce 3Hae TuHujara. TOKMy eHO TaKBO napye
- CIIeHATa CO LIeHKAHeTO OKOTy 6POjOT Ha BOjHUIINTE € eKTAKAaHTeH
npuMep 3a 6e306pasHO MellIabe Ha CTYLIATENO0T, KOj, NaKO IPBIIAT ja
CIyLIa IPUKA3HATa, UHTEPBEHNPa Bo Hea. Toa roBopu 3a yuire egHa
paboTa: peraTMBHOCTA Ha C& ITO O0MBaMe KAKO IIOJATOK Off MITHA-
TOTO. [la/yt Taa MHTePBEHINja, He HAa CBEJOKOT, TYKY Ha aBTOPOT, Ha
OHOj IITO ja MpeHecyBa MHPOPMAIMjaTa, MOKE 1A CTAHe TOIKY roeMa
IITO HENITO IITO [ieHeC MPIMaMe KaKo allCOTyTHA BUCTIHA, BCYLIHOCT
e yncra Gpukuuja. 3ap He ce Opiine Taka rpaHMIaTa Mely puKImjaTa



KaKo JKaHp M UCTOpHjaTa off ydeGHmImTe KaKko ¢akr? Ce BpuIat
TakBu (pancudukaTy 1 Bo BpeMe KOra CBeToT € I106anHo ceno?

MM: Toa e oBeKe Off OYMITIEAHO 1 BEPOjaTHO CEKOTalI OMIO TaKa.
[leHec moBeke cTaHyBa 300p 3a HAMEpPHA MaHWUITY/IALMja OFf IOTUTIYKM,
TICUXOJIOLIKM TIPMYMHYL WV Off IPUYIMHM 1ITO Ce CBEIyBaaT Ha HeKoja
bopma Ha cebrunocT. OHAaKa KAKO IITO jac ja I7IleflaM CTBAPHOCTA TaKa
cakaM 1 Tebe fja Ti ja HameTHaM. Pancudukarute Ha nHGOpMALMHTE Ce
IPaBaT He3aBICHO Off T0A KOJIKY HaM HI ce Tyie MHMOPMALI JOCTATTHIA.
Mucnam ieka Toa ITO Ce JOCTAIIHY 33 jABHOCTA He TY TIPaBU IIOMAJIKY
HOZYIOKHM Ha (ATICUDUKAT, TYKY CaMO Io IpaBu GancupuKaToT moo-
YHUI7IefieH 3a OHOj IIITO TO MHTepecypa BucTiHaTa. CleffHO TIpanTarbe BO
TAKBO HEIITO e KO/IKY BUCTIHATA MOKe /ia O1yie 06jeKTHBHa, 3aT0a IITO
HIIe [IBajlia MOXeMe JIa MY IPMjfieMe Ha efleH ICT HacTaH coceMa o6jex-
TUBHO, aMa O1/IejK1t IIOMHAKY CMe To Bufiere, O1/iejKut ro ocTaByBame
BO [IOMHAKOB KOHTEKCT, HAIlITe BUCTUHM MO3Ke Jja OUaT Pas/INyHIL.
MefyToa, aKo celax IojieMe Off IIPETIOCTaBKa fleKa MoCTon 06jeKTHBHA
BUCTHHA, PaKT e JieKa Taa HajuecTo e MAHUITY/IMPaHa Off PACKaXyBadoT
¥ I/TaBHATA L{e7I, I7ABHATA TeMa Ha 0BOj (DI/IM, € [1a Ce KaKe TOa Ha ey-
bopuyen, npujaret, 6eso6pasen HauyH. Hemojre 1a My BepyBaTe MeHe
11, 10 VIHEPIIMja, HEMOjTe Jja MIM BepyBaTe Ha PacKaXKyBarmbara BO Guamo-
BITE 1 Ha caMiTe (UIMOBH. YKMBajTe BO HUB, HO He BepyBajTe fieKa ce
4JICTA BUCTUHA. 3HAauM, He BepyBajTe M HI Ha ,, COyHCKMTE aTeHTaTo-
pu, Hu Ha pumoBuTe co [1oH BejH, it Ha CueHeH. Bapajre ja camure
cBojaTa BucTHHA. Kora MoykeTe, OTHjIeTe Ha JiIie MeCTO, KOTa He MOYKeTe
— IIpOYMTajTe ABa MM TPy U3BOpa. [la ce HaBpaTaM Ha eJHO IIPETXOHO
npamame. Moxke6y Toa e TpeTaTa IIPUYMHA Koja IIOTCBECHO TOMKY T
B036y M IpoecroHaHNITe OLieHyBayun Bo Bereruja. ,[Iparmiaa“ um ja
PyIIM CTPYKTYpaTa 110 Koja Tie paborar Beke 30 mmm 50 ropmHm.

JKK: Epnanr criomeHa fiexa ,,IIpammiaa“ e kyoucrmuku ¢punm. Bo
HEKOM JIETIOBY Ce YyBCTBYBa BIIMjaHMUe ¥ Of T.H. PycKu popMannsam,
KOj M1 CAMMOT € HaCTIeFHIK TOKMY Ha Ky6ogyTypusmot. Ejsennrraju
€ 107§ rO7IeMO BiIvjaHIe Ha T0j popmanmsam. 3a ,IIpammua“ ce 360-
pyBaile iexa e nperepano Kpsas ¢unm. Buxrop IIknoscku, efien ox
OCHOBHMTE TeOpeTHYapy Ha popManu3MoT, Ke Kaxe: ,BO yMETHOCTa
KpBTa He e KpBaBa... Taa e rpara 3a yMeTHIYKaTa KOHCTPYKIija“,

MM: AnconyTHO ce coxyBaM. Toa XITIKOK ro ¥Ma KaXKaHO TIOHApOJ-
ckt kora VIHrpuy; Beprmas ce pacriakana mpu paboTa He HeKOja CTpaliHa
cuena. Toj i1 pHIIION 1 I PeKOTT: ,Ej, ma oBa e camo v (ce cmee).

JKK: [IBete cirenn co crpumjynakor Kopro Manrese. IToBropno
Ke Iy cioMeHaM (opManucTiuTe, osojuar JJaHun XapMc 1 HErOBHOT
NO3HAT PacKa3 3a IIPBEHOKOCUOT Y0BeK. Toj Kako aBTOp HajIpBUH
BHECYBa JIMK 32 KOro y0aBo Be/ IeKa € ,,efieH [PBEHOKOC Y0BEK .
BepHaur moToa ri Herypa cuTe HETOBU ATPUOYTH ¥ eTHOCTABHO
ro 6pKa CBOjOT ITIaBeH jYHAK Off Hapalnjara, foarajku Bo TakBa
He3TOJHa CHTYaluja mTo HeMa Xepoj. OBa ceKako e aBTopedepeHTHa
nocramnka. Vimaue i u ManTese CIMYHY IPUYNHY 32 IIOjaByBalbe,
e[{Ha Mrpa co PyHKIUMjaTa 1 CO MO3MIyjaTa Ha PUIMCKUTE THKOBH BO

CTpyKTYypara?

MM: 3Haen KaKo, T0a He ce PAlVIOHATHN OJTYKH, TYKY MHTYUTUBHIL.
Jac mpBO KOHCTpyWMpaM IIPMKa3Ha CO M3MICIeHN KoB. [Tocme mpaBam
UCTPaKyBatbe KaJie IPIIaM MaTepyja/Ii CO MCTOPUCKH TUIHOCTI KOM
TIoMaraar BO Jiorpaj6ara Ha Beke nsmuciennure. Ilocie aHernoTCKu BMeT-
HyBaM JIKOB) KOM HaBUCTIHA nTocToente. Tue urpaar ynora kako I ®.
Keneyu Bo Hekoe mratHO Ha Pobept Paymen6epr. Toj e Tyka, HO IUTaTHO-
TO He e HaC/IMKaHo 3apazu Hero. Taka e 1 co Ppojz Bo ,IIpammna‘. Cre-
JIeH YeKop: aKO BO TOA BpeMe Kora II0CTOe/ MOjOT M3MICTIEH K, JIyK, ce
1eTasn u efieH BUCTUHCKM /K, Opojn mmn [nkaco, somITo 1a HeMa yiuTe
€IeH M3MIICTIEH JIMK, HO off ipyT aBTOp. Toa e Kopro Mantese, koro Hu-
Kazie He TO KpIITeBame 1o nMe. [0 pemnosHaBaaT camMo Tue ITO IO 3HAAT.
Kopto Bo T0j IIepuoz; ofien cexafie Kajie o G110 HajiHTePECHO, Hajryc-
10, T1a CUTYPHO, MAKO PeaiHo He mocTou, 6ui 1 Bo Makegonuja (ce cmee).

JKK: Bo ,,IIpex goxmor Mumrdo Gele 5xpTBara Ha CPIICKUOT
BOJHIIK, BO ,,IIpammua“ 6enre majkara ua JIyk u Vinajya. 3naun mn

TOa leKa BPLINII HATOBP3yBalbe Ha MoeTnKuTe Ha Andpen XMIKOK 1
Opcon Benc Kou numarne HaBUK /Ia ce II0jaBaT BO HEKOj Kajiap Off CBOUTE
bmwnmonn?

MM: AnconyTHo. VziejaTa 1a Be3ent Bo Mas Kajap Of CBOj Gy e
u3MIcIeHa off XIYKOK, jac caMo ro Ipe3eMaM, IIpaBejKit BapujaHTa Ha
TOA — Ce MojaByBaBam camo Bo dotorpadun (ce cmee). Toa ce poTtorpa-
(bun xou urpaat npumMaHO 6uTHa yora Bo ¢uamor. Bo ,ITpen x0T
dorkara Gelire BaykHa OTI TaMy e eMOPMOHOT Ha LIE/IOTO J1ejCTBO, TyKa
My ITyKHaJT GUIMOT Ha AJIeKCaHjap 1 3aToa ce BpaTuI Bo MakeoHmja.
Ortyka ce ogMOTyBa npukackara. Bo ,,IIpammua’, mak, ¢pororpadujara
co Majkata Ha JIyk u Vinajiza, e Moxxe6u Hajctapata dororpaduja of
Ieata KoeKiyja Ha Auyrena. Off MajkaTa BCyLIHOCT Tpraase oGajiara.
Toa e moBTOpHO Mrpame. CMeTaM fjeKa Kora ce 6aBIIII CO KpeaTHBHI
paboTy Tpeba MHOTY Jia MTpaL i ia ce oTemart of pabora. Tpeba fa ce
Omfie KpajHO KOHCEKBEHTEH BO TOA UIPAkbe I 32 MEHe CeKOTalll HajTell-
Kara paboTa O11a Kako jja ce mocturHe Toj 6amanc. Kako roa na 6upe n
Urpare 1 KaKo fja OCTaHeIl OfTINYeH yYeHNK BO CMICOTI fieKa CO CBOjaTa
OfITOBOPHOCT Ke 06e36efyl f1a ce 3aBpLIN IUTAHOT, fja ce 6upe dhep KoH
eKIITATa, JIa Ce BpaTaT Iapure. ..

JKK: U1,,IIpen mosxpot u ,JIpanmua“ 3amouHyBaar co oMaTnTe it
3aBPUIYBAaT CO CINYHMU KafIpyl BO KOY B/IeTyBaaT Heb0To, o6manuTe,
ycrnosHo u nrunure. Yecromary ,IIpammHa“ HeCBeCHO o HapeKyBaM
BTOP fien Ha ,,IIpex foxxpot. Moxe i ia 36opyBaMe 3a M3BecHa
CYIITHHCKA OBP3aHOCT Mel'y HIB, MOXKeOM 32 HeKaKBa TPH/IOTHja?

MM: BepojaTHO [IOCTOM TPUJIOTHja, HO TPETHOT (UM C yIIITE He ce
kaxxas. Tpeba j1a cu ce kaxke. [IpeTnocTaByBaM Jieka TPETHOT Ke Guzie
HEBEPOjaTHO eHOCTABeH, aepopyHamudeH. [Ipsuot nMatie Tpu fedu-
HUpaHU IIPUKA3HI, BTOPUOT BO CyH_[TI/[Ha Ce [IB€, a TPETNOT MO)Ke6I/I Ke
uMa efjHa. VIHaKy, JoMaTuTe ce I0jaByja MHOTY MHTepecHo. ViMas enien
mpodecop Mo MPOyKIINja Koj IOCTOjaHO Belelle , IPBUOT Kajiap TH
ro edunmpa GUIMOT, a TATKO MU, TIaK, BUKAIIE leKa 110 My3JKaTa Ha
IIIIATA Ke TI03Hae KakoB Ke 61pe ¢puiMor. Kora pasmuciyBas Kakos fa
Ompie IPBIUOT Kafap BO ,IIpes; JOXKFOT ce MmpaIlyBaB IITO € OHA IUTO €
HajTUITIYHO 32 OBaa 3eMja. 3aK/TyunB jieKa AT/INIJaHNTe Ce eIMHCTBeHa-
Ta pabora Bo Koja Make/IoHIja e CyIepiopHa off Koe 610 Apyro napye
3eMja. Bo Bropnos v npauarmeto Geliie KaKo T0a fja r0 Bp3eMe, a fja
6upe Ebyjopk. MHOry OTMYHO M3/Iese fieka VICTHTe THie TIATIMIaH ITO
i cobupaa Bo ,,IIpen oXA0T  cera CTUTHA/E Ha Te3ra BO AMepuKa.

JKK: Kako 1 #a ce npercraBenn Makegonuute, Anéanuure, Typip-
Te, AMepUKaHIMTe, AHIIITYAHNTE, I BO ABATa TBOM (pyMa, ¥ BOjHM-
1MTE, M MyBUTE, ¥ OBIJUTE, U MYIIKNUTE BO HUB C€ €JHO JICTO. Ke 6ume-
Me He(bep aKo He Ka)keMe JIeKa IIOBMKOT 32 KOCMONOTUTU3AM U IOYM-
TyBame Ha [Ipyruor nobexysa Bo TBonte (hiuimosu. [Jamm Toa MOKe Aa
ce OCTaBM BO PeTalija o OMIITIOT MPOLeC Ha IT0GAIN3aIja VI e
TOA TBOja INYHA ONpPefIenda KaKo YMETHNK U KaKO YOBEK, Ipey c&?

MM: XymaHn3sam, He r106amu3am. Toa BCYIIHOCT Ce aliCOTy THO
TBPAY XYMAHUCTUYKN ¥ MAINUCTUIKY yOeayBarmba U CTOjaM CTO OT-
CTO 3aj] TOa JleKa TyTeTo ceKasie ce MCTH, leKa MMAaT MCTY CTpajiamba,
7by60BI, Ipo6IeMIL, M3MaMI, TOMOTIIAK. CeTo TOA 3aBUCK Off YOBe-
KOT, ¥ OJf MOMEHTOT. Mo>Ke YIIITe e/[HAIlI Ia ce BpaTuMe Ha OHa IIpeT-
XOJIHO TTpalllarbe 11 MOXKebU Toa e OHa IITO Ha MHOTY JTyfe Bo Bereruja
uM npevette. Toa ro o6paborysa Mapuja Togoposa Bo Imagining the
Balkans. Toa e cunpoM criopeft Koj CBOjOT pacisam, CBOETO HaCUJI-
CTBO TO TIPOEKTVPAII Ha IPYTY ¥ TOA HA IPYTU TaMy HeKajie TaseKy,
Ha HeKOV Y0oBeKoja/iuy Ha bankanot. V xora Tv Ke MM MOHYAMII €0
KO€ € aIICOTyTHO IIPOTMB TOA, M IO PeMETHLI CKPUEHNOT PACUCTUIKM
KOHIlenT. VIMalr curyanyja Kora Ke 4yelr HOBUHAp Kako To geduHupa
HIIpammHa“ Kako pacucTidki. VICTHOT TOj € WiIeH Ha MapaMUINTaHTHI
opranusanyu Bo CesepHa Vpcka. KoHkpeTHO 32 0Ba Ipaliame, Hako
TOA HMKOTAIIl He € CBEeCHA Te3a, MOeTO aBTOPCKO KPeJIo e JieKa CUTe CMe
Jyfe 1 JieKa Kajie 61710 1 ceKoral Ke uMa v 1o6pu u nomm yte. IIpa-
Iarbe e KaKo Ke I pacKaykelll.



The “Dust” Files: One Example of How Macedonia Lost the War for Truth

The West with a Skeleton in the Closet

The Venice critics agreed on how to welcome the film two days
before they got to see it!

An English critic - Alexander Walker - comes up with a brilliant
thought: he claims that the goal of “Dust” is to block Turkey’s ad-
mission to the EU!

The German Der Tagespiegel declared the film anti-Albanian
and Neo-Fascist, saying: “Instead of the Albanian Muslims we have
here the Ottomans as the ,untermenschen’ and the Macedonians
are as innocent as lambs, which are slaughtered during the film
numerously. And the black boy whom the old woman explains the
Balkans to, is nobody else than the West, who has to be waken up
by the sounds of the fanfare and fight against the everlasting Os-
manic Islam.”

Western critics tried to fit a Macedonian film into their own in-
accurate picture of the events “down there.”

For the first time ever, a country under attack by imported and lo-
cal gangs declaring themselves a “Liberation Army” while carrying out
ethnic cleansing, murder and outright plunder has been declared racist
because it tries to defend the law and order. The US and EU political
elites embraced the position of the terrorists in Macedonia, pronounc-
ing them fighters for human rights; consequently, the image of Mace-
donia in foreign media reports was seen from that perspective. The US
and the EU, in fact, used this story in front of their own constituencies to
help them hide their responsibility for the spillover of the Kosovo crisis
over the border into Macedonia.

Macedonia, its political establishment in particular, failed to pro-
duce an articulated response to this political and media behavior of the
EU and the US. Whatever our politicians told us, they were not heard
by the world. The battle for the truth about Macedonia was, and still is,
fought outside institutions. It is fought on web sites, such as www.real-
itymacedonia.org.mk or www.ok.mk, it is fought by countless personal
protests and letters to foreign journalists regarding their reports, letters
to European and world politicians and institutions...

Ultimately, the only one who called to task the West and asked
for accountable behavior in this dangerous situation was Milcho Man-
chevski. This he did in his article “Just a Moral Obligation”and in numer-
ous interviews he gave before and during the Venice Film Festival for
the foreign media. His case is enlightening.

At the end of August, a week before “Dust” opened the Venice Film
Festival, Manchevski published an opinion piece in the eminent Sued-
deutsche Zeitung entitled “Just a Moral Obligation” The London Guard-
ian and the Skopje Dnevnik printed the same text; it was also widely
distributed on the Internet. (Manchevski did not offer his article to The
Guardian. The London-based paper downloaded it from the Internet,
changed the title, cut off the end and made several modifications to the
body itself. The Slovene film critic Miha Brun published a comparison
between the original and the text “fixed” by the editors of The Guard-
ian.)

Several lines of Manchevski's commentary sum up his view:“Mace-
donia is collateral damage to NATO's involvement in the Balkans. Body
bags are not sexy, so NATO chose to let the militants keep their western
weapons. NATO's Kosovo escapade did much more than arm and train
the militants who now execute a classical blowback. It escalated the
conflict in the Balkans to a higher level. The psychological effect of the
entire world putting itself on the side of the Great Cause (as seen by
the Albanian extremists) has given a boost to their armed secession-
ist struggle. Ethnic cleansing and occupying territories is an advanced

step in redrawing borders. The US has a moral obligation to stop the
Albanian extremists from turning Macedonia into another Afghanistan
(the article was written in July, two months before September,11) or
Cambodia, two sad examples of blowback and collateral damage from
American involvement’, - Manchevski writes in “Just a Moral Obligation”.

The Moscow Pravda also published this commentary, as did the
Belgian De Standaard. The latter paired it up with a “response” from an
Albanian reader. De Standaard thus shifted the emphasis of the article
from an argument for re- establishing peace to an inter-ethnic debate.
In other words, Manchevski’s article echoed around the world as a “de-
fense” of the Macedonian position during a war, much louder even than
the voice of the Macedonian government itself (Macedonian govern-
ment officials’ statements and press-conferences rarely - if ever - re-
ceived this much attention by the global press).

“Dust” or “Saving Private Ryan”

To what extent his expose affected western culture analysts and
political analysts became clear in the initial western media reactions
to Manchevski's film “Dust”” They did not argue directly with his com-
mentary, but instead projected their prejudices concerning Macedonia
onto the film. In case we forget - “Dust” was the first Macedonian-made
product unveiled to the world on an equal footing during the war. It
was our film that opened the Venice Film Festival.

Hardly any regular moviegoer expected the charged reception of
the film. Here, however, we are not discussing whether the film deserves
good or bad reviews. The reviews of “Dust” were not, in fact, aesthetic
evaluations of the film. They were, rather, reactions to a high-profile and
ambitious product coming from Macedonia and - what is even more
disturbing - reactions (negative) to a well-researched and proud view
on one’s own history. In other words, western critics reacted instinctive-
ly and negatively because someone dared show the Macedonian histo-
ry — and by extension, present - differently from their own perception
of Macedonia. Furthermore, Manchevski did so with an extraordinarily
self-assured artiste hand (and with no excuses whatsoever).

The German critic Fritz Gottler implies in the high-circulation
Sueddeutsche Zeitung (the same paper that published Manchevski's
commentary) that many of the international critics in Venice discussed
how to welcome Manchevski's new film two whole days before it was
screened. The critics decide how to welcome the film before they actu-
ally get to seeit!

Now that the film has been applauded in Toronto, Macedonia,
Tokyo, Taipei, Thessaloniki, it becomes evident that the critics had an
agenda of their own.

David Stratton, the critic for Hollywood Variety implies that “Dust”
is replete with violence, so that it’s hardly believable that the western
audience will accept it. Right here is the real reason for the negative
reactions emerges (reactions rebuffed by Alessandro Baricco and by
many regular viewers evaluating “Dust” on film web sites). It was the
western cinema that invented film violence to satisfy the needs of west-
ern viewers. The Indians, or Russians, or Poles, or Japanese, or Macedo-
nians did not invent film violence, and it is never put up on the screen
for their sake. When an experienced critic attributes excessive violence
to“Dust," it cannot be a coincidence. In fact, there are 7 or 8 minutes of
violence in“Dust," as opposed to the

45 minutes of brutality in “Saving Private Ryan,” brutality that in
Spielberg’s (excellent) film goes as far as hands and legs exploding all
around; not to mention films like “Pulp Fiction,"“Schindler’s List" or “Sev-
en,” Shakespeare’s bloody plays, or even the Bible for that matter. David
Stratton feels free to employ double standards - one set for the Holly-



wood/western films, and another set for the films from other countries,
i.e."eastern films!

The arrogance of the western pseudo-critics goes so far that they
do not even try to conceal their racism and political agenda. The TV au-
dience had the opportunity to see Alexander Walker from the London
Evening Standard accusing Manchevski that he had made a racist film,
showing the Turks “as herd of a corrupt people who gibber like apes in
red fezes, and are more violent and far less responsible than Macedo-
nians”. Walker then asked Manchevski: “l wander what you think the ef-
fect will be upon contemporary Turkey which is at the present moment
trying to enter the European Union. Do you have a political agenda by
this film?”(Manchevski only said:“Thank you for your statement.”) Those
who have seen the film (a few thousand at festivals on three continents,
and more than 70,000 in Macedonia, the only country where the film
has opened in the theaters) can assess for themselves whether Walker's
claim that the film is racist is substantiated, or whether it is but a brazen
forgery and callous attack. The viewers can see for themselves if “Dust”
is a racist piece of art, or rather a film featuring both good guys and bad
guys, blood- thirsty and innocents on all sides (of the ethnic divide). The
film, actually, does not deal with ethnic issues at all; it deals with sacri-
fice and selfishness, regardless of ethnic colors. Anyway, even if it were
a racist film (22)), it is unconceivable that a film may, even if it seeks to,
stop a country from being admitted to the European Union.

The British got carried away the most in the political showdown
with the Macedonian co-production. Apart from Walker, Peter Brad-
shaw refers to “Dust”in The Guardian as “a special pleading for Macedo-
nian nationalism." In Macedonia nobody took up arms on seeing “Dust.”
On the contrary, many had already taken up arms paid for with The
Guardian journalists’ tax money. Those who'd taken up arms had been
trained by The Guardian journalists'fellow citizens. These reporters dis-
play knee-jerk negative reaction to a film trying to portray the relativity
of recounting history when it's written by the mightier, a film stating
loud and clear the historical fact that Macedonians have suffered at the
hands of ravaging Albanian gangs.

Macedonian philosopher Katarina Kolozova had a similar experi-
ence with her renowned colleagues. A philosophical article she wrote
was unexpectedly blasted by an eminent Paris professor who referred
to it as “nationalistic” After one looks at the topic of the article, things
become clearer. Kolozova argues for equality of the intellectual dis-
course and ideas coming from the small countries and those in the
West. Kolozova is among those theoreticians (such as the Bulgarian
Marija Todorova and the Slovene Slavoj Zizek) who contend that small
countries are entitled to independence in assessing their own image,
and who oppose the patronizing attitude of the West. Many highly ac-
claimed western minds are not ready to come to terms with this atti-
tude of the “natives.”’

Innocent Lambs and Blood-Thirsty Murderers

Why did western journalists fail to see an apolitical film (which tells
tales of adventures, cowboys, speaks of history, love, suffering and of
the power of storytelling)? Why did they interpret this film as a contem-
porary political parable on the situation in Macedonia? Several Italian
and German critics contend that all westerners in the film are shown as
bad, as if the good Angela and Elijah are not Americans, and the blood-
thirsty Major and the Teacher are not from the Balkans (one a Turk, the
other a Macedonian). Maybe this is but a reflex which has to do with the
old skeleton in one’s closet.

Things finally become crystal clear when put in context. The Ger-
man “critic” Jan Schulze-Ojala in Der Tagesspiegel says that “Dust” is an
illustration of Manchevski's newspaper article “Just a Moral Obligation,”
as if the director could write a screenplay, shoot and edit a film in two
weeks, a process that usually takes two years at least (in the case of
“Dust” it took as many as seven years; as a matter of fact the film was
conceived — AND FILMED before the war in Macedonia even started).

The same critic further
claims that the film is
anti-Albanian  because
“Instead of the Albanian
Muslims we have here
the Ottomans as the
,untermenschen’ and
the Macedonians are as
innocent as lambs, who
are slaughtered during
the film numerously. And
the black boy whom the
old woman explains the
Balkans to, is nobody
else than the West, who
has to be waken up by
the sounds of the fanfare
and fight against the ev-
erlasting Osmanic Islam.
The killerface aesthetic
with which the Turks are
portrayed does have - and that is the scandal — something (neo) fascis-
tic about it". Talk of projecting!

Claiming that Manchevski with “Dust”ilustrates the war in Macedo-
nia, the critic of the London Times, James Christopher, says :"Manchevs-
ki hits important nerves but his politics, like twin stories, are all over the
place. True, Dust is not a piece of ‘realist’ cinema, but having placed his
film in the teeth of a deadly serious conflict can he really shrug off the
responsibility?”He, however, does not mention that the conflict the film
speaks about is over 100 years old, and that this new war in Macedonia,
which is different from the one a century ago, happened AFTER the film
was made.

The Croatian Jutarnji List, one month before Venice, published
vitriolic criticism written by the prominent Bosnian writer Miljenko Jer-
govic (who had fled Sarajevo when it was under siege), accusing Man-
chevski of “Macedonian nationalism, failure to understand the historical
situation of the Albanians...” Jergovic did not note that he himself had
not been to Macedonia.

As if to continue the political fuss engulfing the film, the most fre-
quent questions in the numerous interviews Manchevski gave in Venice
(at least 120 for several countries) had to do with the political crisis in
Macedonia. The film was seen through the prism of politics. Even at the
gala entrance preceding the opening of the festival, an occasion gener-
ally used for glamorous show-biz fluff, Manchevski was asked about the
fate of NATO troops in Macedonia (whereupon he answered that those
who distributed arms to the militants are now collecting them back).
The day after the opening night of “Dust”in Venice, the Associated Press
agency released the (erroneous) information that Manchevski was re-
tiring from directing.

Finally, has Macedonia learned its lesson from this battering? Has
it learned that the mighty play dirty, and that they punch below the
belt, and that when your fate is being tailored by the bigger and the
mightier it is very important for the world to hear your side of the truth,
no matter what the consequences?

The case of “The ‘Dust’ Files” is telling because the western media
gave its bias away - and because the rest of us failed to use the oppor-
tunity to speak in a public place about our problems and about our
truth. This distortion then becomes only a small piece in the mosaic
of a political struggle.

Marina Kostova

(Translated by Aleksandra llievska)
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