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Luke Balkanwalker shoots
down Corto Maltese:
Milcho Manchevski�s �Dust� as
an answer to the Western
cultural colonialism

Na Man~evski mu bea potrebni sedum godini da
go snimi svojot vtor igran film. O~igledno,

treba{e da pomine izvesno vreme za da go nadrasne
malku naivnoto veruvawe vo balkanskoto zlo {to
zra~e{e od negoviot prv film, Pred do`dot, i
mo`ebi, da porazmisli za ona {to mu treba pove}e:
presti`na filmska nagrada ili intelektualen
integritet. Isto taka, spored mene, toa vreme mu be{e
potrebno i za da sozdade tolku mnogu novi i dotoga{
nevideni filmski sliki.

Noviot film na Man~evski e vo svoeviden dijalog
so u{te eden golem i dlabok film za Balkanot,
snimen otkako po~na vojnata vo Jugoslavija, Ulysses�
Gaze (1995) na Teodoros Angelopulos. Zapletot na
filmot na Angelopulos zapo~nuva so potragata po
odamna zagubeniot dokumentarec na pionerot na
balkanskiot film, Milton Manaki. Ovaa rana
snimka na balkanskata antropologija treba da bide
klu~ za kolektivnata balkanska memorija i za
li~nite se}avawa na junakot {to go igra Harvi
Kajtel. Istata `ena se pojavuva vo razli~ni delovi
od Balkanot, vo razli~ni istoriski periodi, i
sekoga{ zboruva na razli~en balkanski jazik -
makedonski, gr~ki, bugarski, srpsko-hrvatski. Taa

It took seven years for Manchevski to make his second
feature film. Some time was obviously required to

outgrow a somewhat naive belief in the Balkan evil,
emanating from his first film, Before the Rain, and maybe
to ponder on what he would need more: a major movie
award or his intellectual integrity. In my view, he also
needed more time to invent so many new and unseen film
images.

The new Manchevski movie is in a kind of dialogue with
another great and profound movie about the Balkans,
made since the war in Yugoslavia started, Ulysses� Gaze
(1995) by Theodoros Angelopoulos. Angelopoulos� movie
plot starts with a search for a long-lost documentary made
by Balkan film pioneer Milton Manaki. This early footage
of Balkan anthropology should be a key to the collective
Balkan memories, and the personal memories of a hero,
played by Harvey Keitel. The same woman appears in
different parts of the Balkans, different historic periods,
and she speaks a different Balkan tongue each time �
Macedonian, Greek, Bulgarian, Serbo-Croatian. She dies
in Sarajevo under siege, as the hero eventually comes
closer to finding Manaki�s movie. This re-appearing
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umira vo Saraevo pod opsada, dodeka junakot e s$
poblisku do pronao|aweto na filmot na Manaki. Ovoj
povtorliv `enski lik e simbol na kolektivnata
balkanska memorija, usna, potisnata, marginalizi-
rana, maltretirana, isklu~ena od vode~kite (ma{ki)
politiki i ideologii. Taa godina, ovaa mo}na i
predizvikuva~ka vizija ne be{e favoritot na
zapadnite kriti~ari. Tie go pretpo~itaa `ivopis-
niot, no manipulativen film na Emir Kusturica,
Underground, koj{to ja zloupotrebi u{te edna{
romskata kultura i go promovira{e stereotipniot
�srpski {arm� i itra prisposoblivost, kako i
agresivniot seksizam, opasno falsifikuvaj}i ja
politi~kata situacija na na~in koj{to nie, mesnoto
naselenie, vedna{ go prepoznavame kako mudrost na
kolonizatorot, strategija na izmamnikot i intelek-
tualno ne~esna dobivka. Kusturica pobara i dobi
finansiska pomo{ za ovoj film, me|u drugoto, i od
re`imot na Milo{evi}. Man~evski re{i da odbere
drug pat. Bez tro{ka sentimentalnost ili nostalgija,
toj ja ottrgna potragata po balkanskata memorija od
realnosta, i ja vrati vo sferata na fiktivnoto,
imaginarnoto, naracijata i mitot, kade {to vpro~em
i pripa|a. Namesto da la`e, kako Kusturica, ili da
se obiduva da objasni, kako Angelopulos, Man~evski
hrabro gi istra`uva{e narativnite strukturi,
`anrovite na diskurs i ideologiite {to demnat zad
popularnata kultura. Ni malku slu~ajno, toj re{i da
go smesti zapletot na svojot film vo istiot period
{to Milton Manaki go zasvedo~i so svojata kamera -
po~etokot na dvaesettiot vek. I ne slu~ajno neo~eku-
vaniot junak od negoviot film, eden brzopotezen i
zol kauboj od Diviot Zapad, re{ava da odi na
Balkanot otkako vo filmskiot `urnal vo edno
parisko kino }e ja vidi nade`nata (koga stanuva zbor
za lesno spe~aleni pari, bezzakonie i nasilstvo) vest
za regionot.

woman is a symbolic collective Balkan memory, oral,
repressed, marginalized, victimized, excluded from the
leading (male) politics and ideologies. This powerful and
challenging vision was not prefered by the Western critics
and juries that year. They loved Emir Kusturica�s colorful,
but manipulative movie about the Balkans, Underground,
misusing once again Roma culture, promoting
stereotypical �Serbian charm� and cunning adaptability,
along with agressive sexism, and heavily falsifying the
political situation in the manner which we, the locals,
recognize immediately as the wisdom of a colonizer, a
trickster�s strategy, and an intellectualy dishonest gain.
Among others, Kusturica asked for and got financial
support from the Milo�evic regime for this movie.
Manchevski decided to choose another way. He removed
without a trace of sentimentality or nostalgia the search
for the Balkan memory from the space of reality, and put
it back into the space of fiction, imaginary, narrative, and
myth, where it has belonged anyway. Instead of lying, like
Kusturica, or trying to explain, like Angelopoulos,
Manchevski boldly enquired into the narrative structures,
genres of dicourse, and ideologies lurking behind the
popular culture. Not a little arbitrarily, he decided to put
the plot of his movie into the same period Milton Manaki
witnessed through his camera � the beginning of the 20th
century. And it is not by chance that the unlikely hero of
his movie, a fast-drawing and mean cowboy from the Wild
West decided to go to the Balkans after he saw a promising
(when it comes to easy money, lawlessness, and violence)
news film about the region in a cinema in Paris.
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Konceptot na Man~evski e ednostaven, ingeniozen i
radikalno provokativen: toj gi izvrtuva stereoti-
pite i ispituva koi se nivnite pridobivki od toa.
Dosega Balkanot kupuva{e, golta{e i imitira{e
bezbrojni kulturni stereotipi koi{to doa|aa od
zapadnata kultura. Najgolemiot dokaz za toa e
popularnosta na vestern filmovite, kako i na
nivnata evropska granka - {pageti vesternot. Drugi
vpe~atlivi primeri se stripovite i sovremenite
akcioni filmovi, koi{to go oformija celiot
~udesen vizuelen koncept za jugoslovenskata vojna
kako preslikuvawe od popularnata kultura - vo
stvarnosta. Kako sovr{en konzument, pritisnat od
nedovolna ponuda na kreativni idei, od patrijar-
halnata zdodevnost, kako i od restrikciite namet-
nati od nekoi lokalni socijalisti~ki re`imi (toa
ne be{e slu~aj vo Jugoslavija), Balkanot golta{e s$.
Za vozvrat, vo vreme na kriza, spored ona kako be{e
pretstaven vo globalnite mediumi, od Balkanot se
bara{e da odrazuva slika na ~ista realnost bez
mitovi i prikazni, vistinita i ednostavna, za da
mo`e Zapadot da sfati {to po |avolite tamu se
slu~uva. Namesto da gi razotkriva �vistinite�, da
racionalizira, istra`uva, sistematizira i da go
preto~i seto toa vo edna emotivna i poetska forma
so ni{ka na politi~ka korektnost za da ja trogne
zapadnata du{a, Man~evski go vozvrati udarot,
ponuduvaj}i balkanski prikazni, stereotipi, mito-
vi, Div Istok. Zapadot e {okiran. Filmot na
Man~evski dobiva najrazli~ni budalesti kritiki,
od koi najgolemiot del se ~isto politi~ki. Izgleda
deka proizvodot od edna kolonizirana zemja ne mo`e
da se natprevaruva i da se prodava na pazarot
kontroliran od kolonizatorot, ako ne se pridr`uva
do postoe~kite pravila za mo} i imaginacija.
Zapadot go pretpo~ita{e Kusturica so negovite
zloupotrebeni Romi, apsurdni zapleti, egzoti~na

Manchevski�s concept is simple, ingenious, and radically
provocative: it reverses the stereotypes, and questions the
economies of exchanged stereotypes. The Balkans have,
until now, bought, swallowed, and immitated
innumerable cultural stereotypes coming from Western
culture. The best case in point is the popularity of Western
movies, with their European branching into the spaghetti-
Western. Other remarkable examples are comics, and
contemporary action movies, which formed the whole
stunning visual construct of the Yugoslav war on all sides
as a quotation of popular culture - in reality. A perfect
consumer, pushed by the lack of a fantasy market, by
patriarchal boredom, and also by restrictions imposed by
some local socialist regimes (this was not the Yugoslav
case), the Balkans have engulfed everything. In return, in
times of crisis, as they emerged in the global media, the
Balkans are asked to reflect a picture of sheer reality,
without myths and narratives, true and simple, so that
the West could understand what the hell is going on out
there. Instead of finding out about the �truths�, to
rationalise, research, systematise, and blend everything
into an emotional and poetic form with a touch of political
correctness to move the Western soul, Manchevski hit
back, by proposing Balkan narratives, stereotypes, myths,
the Wild East. The West is scandalized. Manchevski�s
movie gets all kinds of silly reviews, most of them purely
political. It seems that a product of a colonized country
cannot compete and sell on the market controlled by a
colonizer, without complying to the existing rules on
power and imagination. The West preferred Kusturica
with his exploited Roma people, absurd plots, exotic
Balkan paranoia, instead of Angelopoulos (too reflexive
and complicated) and Manchevski (too provocative). And
the latest Oscar goes, quite expectedly, to a Bosnian movie
(No Man�s Land) in which the Balkan men are featured
as dangerous, unpredictable, but funny and warm
lunatics.



98

balkanska paranoja, namesto Angelopulos (premnogu
misloven i kompliciran) i Man~evski (premnogu
provokativen). I posledniot Oskar, sosema o~eku-
vano go osvoi eden bosanski film (No Man�s Land) vo
koj balkancite se pretstaveni kako opasni,
nepredvidlivi, no sme{ni i topli ludaci.

Dali preteruvam? Od po~etokot na vojnata vo
Jugoslavija, Zapadot - zboruvam za svoeto li~no
iskustvo i za iskustvoto na mnogu moi prijateli - gi
pretpo~ita{e poednostavnite verzii na objasnuvawe.
Zatoa, zapadnite mediumi i intelektualci vedna{
se soo~ija so najrazli~ni strategii od strana na
koloniziranite individualci od regionot, koi{to
gi prozrea i razotkrija na~inite so koi tie osvojuvaa:
lagi, pogre{ni pretstavi, laskawe, molewe, neza-
slu`ena pompeznost - seto toa ostanatite me{tani
mo`ea samo bespomo{no da go sledat, bez da bidat
~ueni, zatoa {to grubo i bezmilosno ka`ano, nivnite
objasnuvawa bea daleku pokomplicirani, obremeneti
so odgovornost i baraa vreme i znaewe - na lokalnite
jazici, istorija, pa duri i geografija. Ima nekolku
elementi vo vospriemaweto na Jugoslovenskata vojna
od strana na Zapadot {to bi mo`ele da ja potkrepat
vakvata hipoteza: vo op{toto pokrivawe na nastanite
ima{e odredena tendencija da se promovira �avten-
ti~niot� diskurs, kako na primer, svedo{tvata na
decata i opisite na sekojdnevniot `ivot, namesto
lokalnata stru~nost i analiza; pomalku rizi~nite
avtori bea privilegirani, dodeka ironijata, ili
nekakov drug vid oddale~uvawe od strana na lokal-
nite avtori, ne se tolerira{e. Ova e tipi~niot stav
za nedorasnatosta na koloniziranite, ~ie{to
rasuduvawe se potcenuva i ~ii{to svedo{tva se
koristat kako surovini za ponatamno{no poobjek-
tivno istra`uvawe, za koi tie ne se kvalifikuvani.
Rabotite ne se jasno definirani i postoi ~uvstvo na

Do I exagerate? Since the war in Yugoslavia began, the
West � and I am talking about my personal experience,
and the experience of many of my friends � preferred
simpler versions of explanation. Therefore the Western
media and intellectuals were immediately exposed to
many strategies of the colonized, individuals from the
region, who saw right through them and discovered
quickly their gaining ways: lies, false representation,
flattering, begging, undeserved pompousness �
everything that other locals could just helplessly perceive
without ever being heard, their explanations being much
more complicated, burdened with responsibility, and
demanding time and knowledge - like local languages,
history, and even geography, to be quite rude and
merciless. There are several elements in the Western
reception of the Yugoslav war that can corroborate such
hypothesis: there was a certain tendency in the general
coverage of the events to promote �authentic� discourses,
like children�s testimonies, everyday life descriptions
instead of local expertise and analysis, less risky authors
were privileged, local authors� irony, or any other form of
distancing was not tolerated. This is a typical view that
the colonized are but infants, whose judgment is
underestimated, and testimonies are taken as raw material
for further, more objective investigation, for which he does
not qualify. Things are not clearly defined, and there are
feelings of ambivalence. A famous joke about Western
journalists coming to a refugee camp during the war in
Yugoslavia, and asking for women who have been raped
and speak English came from both sides, Western
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ambivalennost. Poznatata {ega za zapadnite novina-
ri {to do{le vo eden kamp za begalci za vreme na
vojnata vo Jugoslavija, i barale `eni koi{to bile
siluvani i {to zboruvaat angliski, doa|a{e od dvete
strani - i od zapadnite novinari i od begalcite.
Javnosta i intelektualnata i kulturnata elita od
Zapadot ~esto gi razmenuvaa svoite gledi{ta i
dogovaraa novi stepeni na vladeewe so informaciite
i so stavovite. Sekako, na mnogu kriti~ki glasovi od
regionot, naso~eni kon razobli~uvawe na manipula-
tivnite strategii na onie prifatenite i prifatli-
vite da ja raska`at vistinata za Jugoslavija, ~esto-
pati im se pripi{uva{e zavist poradi toa {to ne
bile odbrani, namesto ednostavno da bidat ~ueni.
Mo`ebi e vistina deka nikoj vsu{nost i ne saka{e
da si go komplicira ̀ ivotot i da si go izma~uva umot
so ona {to se slu~uva{e na Balkanot. No toga{, kako
da se razberat neverojatnite manipulacii plasirani
od strana na nekoi zapadni intelektualci, koi se
vpu{taa vo nevozmo`ni potfati vo regionot so cel
da ja zemat ulogata Svetec na mala nacija? Kako da
se razberat, na primer, strastnoto so~uvstvo i
privrzanosta na Peter Handke za najekstremniot
srpski nacionalizam i negovoto u~estvo vo ofici-
jalnite srpski manifestacii za vreme na vladeeweto
na Milo{evi}? Kako da se razbere toa {to Alan
Finkilkrot vo Francija krie deka bil izbran za
~len na Hrvatskata akademija na naukite, ili {to
danskiot slavist Per Jakobsen, koj gi brani
najnacionalisti~kite ~lenovi na Srpskata
akademija na naukite i umetnostite, i samiot bil
izbran za niven ~len? Pokraj ovie, pove}e ili
pomalku jasni slu~ai, kako da se objasni deka mnogu
patnici vo Saraevo za vreme na opsadata, pretpo~itaa
da ne iznesat nadvor nekoi lu|e, tuku da gi ostavat
nivnite dela da se preveduvaat vo Saraevo? Kako da
se objasni deka ima samo edna literaturna avtorka

journalists and refugees. General public and intellectual
and artistic elites in the West often exchanged their
positions, and negotiated new degrees of command over
information and views. Certainly many a critical voice
from the region, aimed at dismantling manipulative
strategies of some of those accepted and acceptable to tell
the �truth� about the war in Yugoslavia was often labelled
with envy for not being chosen, instead of simply being
heard. Maybe it is true that nobody really wanted to
complicate their lives and torture their minds with what
was going on in the Balkans. But then, how could one
understand some unbelievable manipulations put forward
by some Western intellectuals, entering impossible deals
in the region, in order to take the position of a Saint of a
small nation? How to understand, for instance, Peter
Handke�s passionate and partisan sympathy for the most
exaggerated Serbian nationalism, his taking part in official
Serbian manifestations during Milo�evic�s rule? How to
understand that Alain Finkilekraut hides in France the
fact he was elected Member of Croatian Academy of
Sciences, or a Danish slavist Per Jacobsen, who defends
the most nationalist members of Serbian Academy of Arts
and Sciences � being also an elected Member? Beside
these, more or less clear cases, how to explain that many
travellers to Sarajevo under siege preferred not to take
some people out, but rather to leave their work to be
translated in Sarajevo? How to explain that there is only
one literary author from the former Yugoslavia who dared
to criticize this behavior, Dubravka Ugre�ic? Milche
Manchevski is now in her company.
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od porane{na Jugoslavija {to se osmeli da go
kritikuva vakvoto odnesuvawe - Dubravka Ugre{i}?
Mil~o Man~evski sega & se pridru`i.

Zapadot ne saka da ja gleda sopstvenata kultura
prevrtena naopaku, taka {to }e se gledaat site
{evovi, site strategii na kolonijalnata manipula-
cija. Ova e tokmu toa {to Man~evski go napravi vo
svojot film. Ovaa poznata karnevalska postapka, {to
ima za cel da prika`e kako funkcionira ma{inata
odnatre i da go oslobodi siot pritisok, retko naiduva
na pozitiven odgovor od razobli~enata strana.
Glavnata cel na kolonizatorskata kultura e da
napravi od koloniziranata kultura predmet na
nabquduvawe i istra`uvawe, a sekako ne mesto,
subjekt ili avtoritet za objasnuvawe. Osamostoju-
vaweto na kolonijalniot �predmet� i negoviot premin
vo interpretator se bolni procesi, i mo`e da dovedat
do gre{ki, nedostig od preciznost, gubewe na
kompetentnost, pa duri i da zavr{at so nacionali-
zam, nacionalen autizam, provincijalizam i otse~e-
nost od dijalogot so svetot, vklu~uvaj}i go tuka i
kolonizatorot. Vo slu~ajot na Man~evski, povr{noto
so~uvstvo i poddr{ka od strana na nekoi makedonski
nacionalisti, odgovara na povr{nata kritika vo
zapadnite mediumi. Kolonizatorskite kulturi,
onakvi kakvi {to gi znaeme, sepak raspolagaat so
brojni mehanizmi koi gi ubla`uvaat vakvite efekti
i promoviraat transparentnost i tolerancija: samo
treba da se ~itaat. Za `al, pokrivaweto od strana na
mediumite e pomo{ na koja koloniziranata zemja ne
mo`e da se potpre. Treba da se baraat drugi sojuznici.
Zatoa i predizvikot na Man~evski e tolku radikalen:
nitu eden balkanski filmski avtor ne se osmeli da
otide tolku daleku otkako vojnata vo Jugoslavija
po~na i zavr{i. Pra{ina go odreduva toj klu~en
moment na gubewe na nevinosta, razotkrivawe na

The West does not like to see its culture being turned
upside-down, so that all the stitches can be seen, all the
strategies of colonial manipulation. That is exactly what
Manchevski did in his movie. This known carnival
procedure, which has its aim in showing how the machine
functions inside, and letting lose all the pressure, does
not often find a positive answer from a dismantled side.
The main aim of the colonizing culture is to make an object
of perception and research out of the colonized culture,
and certainly not the place, the subject, or the authority
in explaining. The independency of the colonial �object�,
and its transition into the subject of interpretation is
painful, and it can lead to mistakes, lack of precision, loss
of competence, even end in nationalism, native autism,
provincialism, and cutting short the dialogue with the
world, including the colonizer. In the case of Manchevski,
a superficial sympathy and support on behalf of some
Macedonian nationalists pairs a superficial criticism in
the Western media. At the same time, colonizing cultures
as we know them have a number of healing mechanisms,
achieving transparency, and inciting tolerance: they just
have to be read. Unfortunately, the back up by the media
is the least credible help a colonized country might expect.
Other alliances should be sought after. That is why
Manchevski�s challenge is so radical: no film maker from
the Balkans dared to risk that much since the Yugoslav
war started and ended. Dust determines that crucial
moment of the loss of innocence, unveiling false
appearences, and rejecting the �wisdom� of the colonizers.
It also puts an end to the strategies of hiding the goals
and playing around with meaningless exoticism, and it
cuts deeply into the narrative status of �reality� in the
Balkans.
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la`niot izgled i otfrlawe na �mudrosta� na
kolonizatorite. Isto taka, taa stava kraj na strate-
giite da se krie celta i da se poigruva so bezna~ajnata
egzotika, istovremeno prodiraj}i dlaboko vo nara-
tivniot status na �realnosta� na Balkanot.

Mo} nad prikaznata.

Navistina e vpe~atlivo kolku mnogu novi znaci
izmisli Man~evski za da go izbegne simpliciranoto
objasnuvawe i razbirawe. Vo brilijantnata scena vo
koja staricata (Angela) go primoruva mladiot kradec
da ja slu{a, turskite vojnici od nejzinata prikazna
is~eznuvaat spored nagodbata za najubedliviot broj
{to tie dvajcata ja postignuvaat. Se}avaweto si broi
spored sopstveni pravila. Staricata samata se
pojavuva pome|u dvajca vojnici; edna ovca so fes
zamenuva vojnik {to nedostiga. Fotografiite vo
filmot se menuvaat, vo zavisnost od toa koj ja ka`uva/
raska`uva prikaznata.

Mnogubrojni se ironi~nite intervencii:
makedonskoto selo e ironi~na idealizacija na
rodniot kraj. Neda, sovr{ena ̀ ena, ima istetoviran
krst na ~eloto, te~no zboruva angliski i ka`uva
kratki paroli za ubivaweto vo ime na slobodata: taa
e tipi~en primer za statusot na koloniziranite.
Poznatiot lik od visoko-stiliziraniot strip, Korto
Malteze, neprikosnoveniot talka~ i avanturist/
kolonizator, se pojavuva pome|u turskite vojnici.
Mnogumina vo zapadnata javnost mnogu polesno }e go
prepoznaat ovoj lik, otkolku scenata naslikana na
nadvore{niot yid na selskata crkva, pred koja stoi
Korto Malteze - Sudniot den. Koga Luk go ubiva
junakot od stripovite, simboli~no se postignuva edna
poetska pravda. Za kino-posetitelite od porane{na
Jugoslavija, preslikuvawata/aluziite na slavnite

Power over the story.

It is quite amazing how many new signs Manchevski
invented in order to avoid simplicist explanations and
understanding. In a brilliant sequence in which the old
lady (Angela) forces the young thief to listen to her story,
Turkish soldiers from her story disappear, according to a
negotiation on convincing numbers between the two. The
memory counts its own numbers. The old lady herself
appears between two soldiers; a sheep with a Turkish hat
replaces a missing soldier. Photos in the movie change,
depending on who is telling/retelling the story.

Ironic interventions are numerous: a Macedonian village
is an ironic native idealization. Neda, a perfect woman,
has a cross tattooed on her forehead, speaks fluent
English, and utters short slogans on killing in the name
of liberty: she typifies the status of the colonized. A known
character from a highly stylized comic, Corto Maltese, the
ultimate wandering adventurer/colonizer, appears among
the Turkish soldiers. Most of the Western public will
recognize this character much easier than the story
depicted on the outside wall of the village church in front
of which Corto Maltese stands � the Judgement Day.
When Luke shoots down the comics� hero, a kind of poetic
justice is symbolically done. For movie goers from the
former Yugoslavia, quotations/allusions to the famous
series of movies on Captain Leshi (1960, 1962), or Miss
Stone (1985), all by the same film director, Zika Mitrovic,
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serii filmovi za Captain Leshi (1960, 1962), ili Mis
Ston (1985), site od istiot re`iser, @ika Mitrovi},
go potenciraat efektot na ironijata. Ima i drugi
aluzii i preslikuvawa: na~inot na koj Luk se
spravuva so oru`jeto i zlatoto, no ne se spravuva so
`ivotot, potsetuva na noviot bran amerikanski
vesterni od docnite 60-ti i 70-ti, osobeno na Butch
Cassidy and Sundance Kid (1969) na Xorx Roj Hil. I
dodeka lo{iot brat Luk go dobiva najdobroto od
modernoto vestern nasledstvo, dobriot brat Elajxa
go dobiva nasledstvoto od evropskiot {pageti-
vestern. Toj potsetuva na Klint Istvud od raniot pe-
riod (A Fistfull of Dollars, 1966, re`iser: Serxo Leone)
i negovata retorika e odbivna - toj mora da gi povtori
site svoi psevdo-bibliski izreki dvapati. Ima
nekolku vizuelni potsetnici {to istoriski go
smestuvaat Luk, povrzuvaj}i go so 20-tiot vek.
Negovata vizija za minatoto e pretstavena vo raniot
del od vizuelnata ramka na filmot, negovite
se}avawa i matni vizii se vo maglivo crno-belo; ima
edna burleskna scena koga Luk se sre}ava so Sigmund
Frojd na brod za Evropa, na koj Frojd go �povra}a�
zapadniot svet na svojot rakopis. Ima avion, mitski
glasnik na smrtta. Privilegiraniot status na Luk
vo prikaznata kako nesvesen, no agresiven zapaden
natrapnik, se potvrduva vo edna od najpoetskite
sceni vo filmot, koga Luk sre}ava eden prefinet
turski oficer. Ovoj kultiviran, no istovremeno i
brutalen lik, se obiduva da doznae koi od civili-
ziranite jazici gi zboruva Luk (francuski ili
germanski) i ostanuva v~udoviden koga otkriva deka
Luk ne zboruva nieden od niv. Negovata komunikcija
potoa se sublimira vo ednostavnata poraka za
idninata: �Koga }e vidi{ avion, }e umre{�. Na toj
na~in, letot na avionot koj{to premina od mitskoto/
herojskoto vo realnoto/tehni~koto iskustvo to~no vo
vremeto na filmskata naracija, i ~ie{to skrieno

reinforce the effect of irony. There are other allusions and
quotations too: Luke�s handling of guns and gold, and
misshandling of life is reminiscent of the new wave of
American westerns of the late 60�s and 70�s, and most
specifically to Butch Cassidy and Sundance Kid (1969),
by George Roy Hill. While the bad brother Luke gets the
best of the modern Western film heritage, the good
brother Elijah takes his heritage from the European
spaghetti-Western. He is reminiscent of early era Clint
Eastwood ( A Fistfull of Dollars, 1966, directed by Sergio
Leone), and his rhetorics are appalling � he has to repeat
each of his pseudo-biblical sayings twice. There are several
visual reminders which place Luke historically, and link
him to the early 20th century. His vision of the past is
represented in the early part of the film�s visual
framework, his memories and outer-grave visions are in
foggy black and white; there is a burlesque scene when
Luke meets Sugmund Freud on a boat to Europe, in which
Freud �vomits� the Western world onto his manuscript.
There is an airplane, as the mythical death messenger.
The privileged Luke�s status in the story, as the
uncosciousness but aggressive Western intervener is
confirmed in one of the most poetic scenes in the movie,
when Luke confronts a refined Turkish officer. This
cultivated and at the same time brutal character tries to
find out which of the civilized languages Luke speaks
(French or German), amd remains utterly surprised when
he discovers Luke speaks none. His communication then
shrinks into a simple message on the future: �When you
see an airplane, you die!� The filght of an airplane, which
transgressed from the mythical/heroic into the real/
technical experience exactly at the time of the film�s
narrative, and needed Freud to explain its hidden sexual
meaning, thus becomes the backbone metaphor of Dust.

Svetlana Slap�ak Milco Mancevski�s �Dust� as an answer to the Western cultural colonialism
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seksualno zna~ewe treba{e da go objasni Frojd,
stanuva nose~ka metafora na Pra{ina.

Mre`a od citati.

Pravej}i kola` od citati koi se del od popularnata
kultura na Balkanot, Man~evski dava edna ironi~na
revizija na svoite omileni vestern filmovi. Od edna
strana, ova e svoeviden intimen i lokalen potsetnik,
postapka na kolektivna memorija, sli~na, na primer,
na prepoznavaweto na poznatiot jugoslovenski pejsa`
vo filmovite za Vinetu od germanskata B produkcija,
vo koi golemi lokalni akterski imiwa igraa
epizodni ulogi, a povremeno mo`e{e da gi
prepoznae{ i sopstvenite prijateli kako statisti -
i da se iznasmee{. Ova sprotivstavuvawe na
lokalniot � dobro poznat folklor, upotrebuvan od
nekoj drug - vo nepoznati, pove}e ili pomalku
izmisleni zapleti, be{e eden od najsilnite efekti
na prviot film na Man~evski, Pred do`dot. No
ironijata vo Pra{ina e po`estoka. Osnovniot zaplet
e prepoznatliv: eden junak (ili nekolku junaci) doa|a
vo idili~no selo i umira ili pobeduva, branej}i
ne{to {to prethodno nitu go razbiral, nitu go
prifa}al (Yojimbo 1961, Akira Kurosava, Magnificent
Seven, Xon Sturgs); iskusnite heroi mo`e da bidat
maloumnici koi nemaat poim kade se i {to pravat
(Butch Cassidy and the Sundance Kid), ponekoga{
reagiraat na rudimentirani ̀ ivotni simboli, kako
zlato ili bebiwa (A Fistfull of Dollars, Three Godfa-
thers 1949, Xon Ford), vklu~uvaj}i gi diskutabilnite
koncepti na ~est i identitet vo post-modernite
vremiwa (Silverado 1985, Lorens Kasdan, Unforgiven
1992, Klint Istvud). Site mo`ni vidovi vestern
filmovi se vo igra - klasi~en, {pageti, germanskata
linija na Karl Maj, amerikanskiot politi~ki od
1970-tite, krvaviot postmoderen, aziskata

The web of quotations.

Making a collage of quotations which are part of the
popular culture on the Balkans, Manchevski gives an
ironical revision of his favorite Western movies. On one
hand, this is a kind of intimate and local reminder, a
procedure of collective memory similar to, for instance,
recognizing the familiar Yugoslav scenery in the German
B movies on Winetoo, in which great local actors played
in episodes, and you could occasionally recognize your
friends as extras � and laugh about it. This confronting of
the local, well known folklore, being used by others in non-
familiar, more or less fictional plots, was one of the
strongest effects of Manchevski�s first movie, Before the
rain. But the irony in Dust is more corrosive. The basic
plot is recognizable: a hero (or several heroes) comes to
an idyllic village, and dies or wins defending something
that he neither understands nor accepts (Yojimbo 1961,
Akira Kurosawa, Magnificent Seven 1960, John Sturges);
The experienced heroes might be half-wits who do not
have a clue where they are or what they are doing (Butch
Cassidy and the Sundance Kid), they sometimes react to
rudimentary life symbols, like gold or babies (A Fistfull
of Dollars, 1964, Sergio Leone, Three Godfathers 1949,
John Ford), including debatable concepts of honour and
identity in post-modern times (Silverado 1985, Lawrence
Kasdan, Unforgiven 1992, Clint Eastwood). All of the
possible varieties of Western movies are in play � classic,
spaghetti, German Karl May line, 1970�s American
political, bloody post-modern, Asian artificiality � and
they parade in Manchevski�s quotations, making the
profitable side of this kind of cultural colonialism look
ridiculous. But there is a play with collective memory
which is even more provocative: posing in woman�s dress
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artificielnost - i tie paradiraat vo citatite na
Man~evski, pravej}i profitabilnata strana na ovoj
vid kulturen kolonijalizam da izgleda sme{no.
Me|utoa ima edna igra so kolektivnata memorija {to
e u{te poprovokativna: poziraj}i vo `enski fustan
vo edna od sekvencite od memorijata/vizijata na
mrtvite, Man~evski ja �vizuelizira� dene{nata
teoretska maksima deka rodot e proizvod na
kulturata. Ova e klu~ot za trite `enski lika vo
filmot, Lilit, Neda i Angela. I beskrupuloznata
zavodni~ka Lilit i vernata ̀ ena Neda mora da umrat
od ma{kata sebi~nost i neodgovornost. Lilit go
so~uvuva svoeto ~ove~ko dostoinstvo izvr{uvaj}i
samoubistvo, dodeka Neda, slu~ajno ubiena, vo obid
da se spasi, mora da go odlo`i svoeto umirawe dodeka
da rodi nov (`enski) `ivot. Nejzinata }erka Neda,
predmet na pregovori u{te od samiot moment na
ra|awe, znae mnogu dobro kako da pregovara za
sopstveniot posmrten ritual dodeka umira. Vo zamena
za zlatoto, taa uspeva da go obezbedi transferot na
se}avaweto/prikaznata, i transferot na sopstvenoto
telo. Malku e va`no {to nejzinata pepel se vra}a vo
tatkovinata: pova`no e {to transferot go izvr{uva
nositelot na se}avaweto/prikaznata, onoj koj e
sposoben da ja osve`i prikaznata, noviot gospodar
na citatite, onoj koj }e se �vmetne� sebesi vo
fotografiite, }e predlo`i sopstven broj turski
vojnici, sopstven opis na krvavite nastani i taka
natamu. Zlatoto zazema pozicija na postojan citat,
negovata cena go olesnuva transferot na pepelta i
na se}avaweto/prikaznata. Taka, porane{niot/
ponatamo{niot ̀ ivot na Angela e konstruiran kako
prazen citat, mesto za nova prikazna. Man~evski dava
edna po~etna ironi~na intervencija vo noviot
sinxir mo`ni prikazni, so slikata na Angela so
pretsedatelot Tito. Dva klu~ni momenta vo ovaa
sublimacija na balkanskata sudbina, onaa `enskata,

in one of the sequences from memory/vision of the dead,
Manchevski �visualizes� a theoretical maxim of today, that
gender is constructed in culture. This is the clue to the
three feminine characters in the movie, Lilith, Neda, and
Angela. Both the unscrupulous seductress Lilith and the
faithfull wife Neda have to die from male selfishness and
irresponsibility. Lilith saves her human dignity by
committing suicide, while Neda, killed accidentally, in an
attempt to be saved, has to prolong her dying until she
gives birth to a new (feminine) life. Her daughter Angela,
an object of negotiation from the moment of birth, knows
very well how to negotiate her own death rituals while
she is dying. In exchange for gold, she manages to secure
the transfer of memory/narrative, and the transfer of her
body. It is less important that her ashes are returned to
the �fatherland�: it is far more important that the transfer
is carried out by a bearer of memory/narrative, the one
capable of renewing the story, the new master of
quotations, the one which would �insert� himself on the
photos, give his own number of Turkish soldiers, his own
description of the bloody events, and so on. The gold takes
a position of a stable quotation, its price facilitating the
transfer of ashes and of memory/narrative. Thus Angela�s
former/further life is constructed as an empty quotation,
a place for a new narrative. Manchevski gives an ironical
initial intervention in a new chain of possible narratives,
with a photo of Angela together with the President Tito.

Svetlana Slap�ak Milco Mancevski�s �Dust� as an answer to the Western cultural colonialism
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se ra|aweto i smrtta na Angela, i tie ne se samo
po~etok i samo kraj: Angela, kako {to ka`uva
nejzinoto gr~ko ime e glasnik, nositel na prikazni,
manipulator na citati. So toa {to e `ena (angelite
se inaku bespolovi), Angela e glasnik od svetot na
mrtvite i svetot na se}avawata, gospodar na eden
splet od strategii i tehniki {to & ovozmo`uvaat da
se vme{a vo prikaznite. Vo istoriskata
antropologija na Balkanot, `enite se naj~esto onie
koi se anga`iraat vo ritualite okolu mrtvoto telo,
koe {to e nedopirlivo i valkano za ma`ite, kako {to
e vpro~em i ra|aweto. Ma`ite ne im prio|aat na
`enite koi se pora|aat i na novoroden~iwata, isto
kako {to ne im prio|aat ni na mrtvite tela. @eni se
gri`at za `enite koi se pora|aat, za
novoroden~iwata i za mrtvite. Obele`ani so ovaa
dvojna miasma (latinskiot prevod na ovoj gr~ki
termin e pollutio), `enite se dogovaraat ili se
izboruvaat za odredena doza mo} vo patrijarhalnata
zaednica. Mrtviot junak im pripa|a na `enite,
koi{to go kapat, oblekuvaat, bdeat nad nego, go
podgotvuvaat za pogreb i go oplakuvaat. Granicite
pome|u ma`estveniot, oficijalen svet koj{to bi
mo`el da vklu~i ideolo{ka manipulacija na
`enskata bolka, ~estopati prika`ana kako
�kolektivna� bolka, ne se jasni: tie se odreduvaat vo
mnogu razli~ni konteksti. Mo} nad smrtta, intim-
nost so smrtta, pomalku strav od smrtta - ova se
glavnite `enski privilegii zdobieni vo dolgata
istorija na nagoduvawa i borbi, koi{to ponekoga{
mo`e da kulminiraat vo edna otvorena politi~ka
borba. Takov be{e slu~ajot so dvi`eweto za mir
�@eni vo crno� za vreme na vojnata vo Jugoslavija.
Na toj na~in, kolektivnata memorija pretstavuva
prostor vo koj `enite ne se borat za apstraktna
ednakvost, tuku za pogolema mo} nad naracijata.

Two crucial points in this sublimation of the Balkan fate,
that of a woman, are Angela�s birth and Angela�s death,
and it is not just a beginning and just an end: Angela, as
her Greek name indicates, is a messenger, a bearer of
stories, a manipulator of quotations. By being a woman
(angels are otherwise sexless), Angela is a messenger of
the world of dead and the world of memories, a master of
mixed strategies and techniques that enable her to
intervene in the stories. In the historic anthropology of
the Balkans, mostly women deal with the rituals around
a dead body, which is untouchable and polluted for men,
just as giving birth is. Men do not approach women in
labour and newborns, as well as not approaching dead
bodies. Women attend to women in labour, to newborns,
and to the dead. Marked by this double miasma (a Latin
translation of this Greek term is pollutio), women
negotiate or fight a certain amount of power in the
patriarchal community. A dead hero belongs to women,
who wash him, dress him, wait over him, prepare him for
the funeral, and cry over him. The limits between the
manly, official world, which might include an ideological
manipulation of women�s grief, often presented as
�collective� grief, are not clear: they are negotiated in very
different contexts. Power over death, intimacy with death,
less fear of death � these are the main feminine privileges
obtained in a long history of negotiations and fights, which
can sometimes be capitalized in an open political struggle.
This was the case of the Women in Black movement for
peace during the war in Yugoslavia. Collective memory is
thus a space in which women do not fight for an abstract
equality, but for more power over the narrative.
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Koreografija na nasilstvoto.

Duri otkako }e se razbere pozicijata na `enite vo
filmskata naracija na Man~evski, bi mo`ele da
sfatime zo{to nasilstvoto vo filmot e
isklu~itelno ma{ka igra. Bidej}i doverlivi izvori
mi potvrdija deka ma~kata {to ja ubivaat ludite
nacionalisti na pragot na crkvata vo Pred do`dot
bila specijalno uvezena kukla, mo`am da si dozvolam
da ja prokomentiram ovaa tema. Ima tri tipa
nasilstvo vo filmot na Man~evski: sekojdnevnoto
nasilstvo na golemiot grad, fiktivnoto nasilstvo
na imaginarniot Div Zapad i fiktivnoto nasilstvo
na imaginarniot (Div) Istok. Bidej}i nasilstvoto
na Diviot Zapad e del od globalnata popularna
kultura i pripa|a na kolektivnata memorija nasekade
na planetava - toa mo`e da se �citira�, pretstaveno e
vo crno-bela tehnika, kako �istorija�. Nasilstvoto na
(Diviot) Istok nema takov status vo popularnata
kultura, zatoa i ne mo`e da bide �istorisko�. Toa mora
da se pretstavi vo ̀ ivi boi, so site mo`ni tehni~ki
sredstva, vklu~uvaj}i duri i te{ko svarliv
koncentrat kako glaven stilski efekt: ovoj vid
nasilstvo e konstruiran kako totalna iluzija, so site
sredstva, so polna parea, so najgolema brzina.
Crvenata te~nost te~e vo reki, ~aurite eksplodiraat
pod oblekata, delovi od tela letaat vo site pravci,
nekoi povremeno gi lovi selskiot {arplaninec,
glavi se trkalaat naokolu ili se naboduvaat na kol,
crvenite ~ergi {to se su{at na karpite odgovaraat
na mapata na proleana krv, muvite se hranat so
~ove~kata utroba kako {to se hranat i so raspukana
lubenica. Re~isi e neizdr`livo. No, da gi
razgledame mo`nostite za parodirawe na nasil-
stvoto. Vo poznatata prikazna na Oskar Vajld,
Kentervilskiot duh se prefrla na zeleno mastilo,
otkako snemuva crveno mastilo za �fantomskite

Choreography of violence.

Only after understanding the position of women in
Manchevski�s film narartive, can we understand why the
violence in the movie is an exclusively male ballet. Since
some reliable insiders confirmed to me that a cat that crazy
nationalists shoot at the threshold of the church in Before
the Rain was a specially imported doll, I can allow myself
to venture into this topic. There are three types of violence
in Manchevski�s movie: the everyday violence of a large
city, the fictional violence of the imaginary Wild West,
and the fictional violence of the imaginary (Wild) East.
As the Wild West violence is part of the global popular
culture and belongs to the collective memory anywhere
on the planet � it is �quotable�, it is presented in black and
white, as �history�. The (Wild) East violence does not have
such status in popular culture, therefore it cannot be
�historic�. It has to be presented in vivid colour, with all
the possible technical devices, including a hardly
digestable accumulation as a main stylistic effect: this kind
of violence is constructed as a total illusion, with all the
means, with full steam, at maximum speed. The red liquid
flows in streams, the capsules explode under the garments,
the body parts fly in all directions, some occasionally
caught by a village �arplanina dog, the heads are rolling
around or being stuck on a stick, the red flokati drying on
the rocks correspond to the map of blood spilled, the flies
feed on human guts as they feed on open watermellons.
It is almost unbearable. But let us think about the
possibilities of parodying the violence. In Oscar Wilde�s
famous story, the Canterville ghost switches to green ink
once the red ink for the �phantom blood stains� runs out.
Monty Python often used excessive blood & cut limbs in
their early TV shows and in the movies, like a fat guy
exploding due to an excess of food in The Meaning of Life
(1983, Terry Jones). In the Star Trek movie The
Undiscovered Country (1991, Nicholas Meyer), there is
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krvavi damki�. Monti Pajton ~esto koristea premnogu
krv i ise~eni ekstremiteti vo svoite rani TV emisii,
a na filmovite, debel ~ovek {to eksplodira od
premnogu hrana vo The Meaning of Life (1983, Teri
Xons). Vo Star Trek filmot Undiscovered Country
(1991, Nikolas Maer), ima izobilstvo na roze-
violetova krv od Klingoncite {to plovi vo
bezgravitaciskiot prostor, a duri i poneupatenite
Trekievci go znaat prostiot fakt deka krvta na
Vulkancite e zelena. Pra{awe e dali Man~evski
mo`el da koristi nekoja od ovie postapki na
parodija, poradi otsustvoto na balkanskata naracija
vo globalnata popularna kultura. Toj bi mo`el
edinstveno da se slu`i so iluzionisti~kite metodi,
trikovite, drskata filmska magija. Nau~eni na
politi~ka korektnost, nie, javnosta, bi bile poza-
interesirani za sudbinata na ovcite, {to bi mo`elo
da se `rtvi od snimaweto na filmot, otkolku za
sudbinata na imaginarnite u~esnici vo balkanskata
prikazna za nasilstvoto. Zna~i, ako sudbinata na
ovcite e osigurana - barem pred fazata na jagne{ki
kotleti - zo{to toga{ ostatokot od koreografijata
na nasilstvoto, snimen vo sklad so najvisokite
tehni~ki standardi za imaginarno nasilstvo na
zapadnata popularna kultura, predizvikuva tolku
burni reakcii? Se pla{am deka ovaa reakcija e
odgovor na izvesnata �dislokacija� na nasilstvoto,
koe{to e premesteno od svojot poznat kontekst vo
neo~ekuvaniot, ne{ifriran, neistra`uvan, neozna-
~en, neplasiran na pazarot kulturen prostor. I ovoj
�skandal� }e ostane, s$ dodeka nasilstvoto vo koj bilo
golem grad - barem vo filmovite - se smeta i se
do`ivuva kako �normalno�.

plenty of pink-purple Clingon blood floating in the non-
gravity space, and even the less knowlegeable Trekkies
would know the basic fact that Vulcan blood is green. The
question is whether Manchevski could use any of these
parodying procedures, because of the lack of presence of
the Balkan narratives in global popular culture. He could
use only the illusionist methods, the tricks, the unashamed
film magic. Educated for the political correctness, we, the
public, will be more interested in the fate of the sheep,
which might be the victims in the making of the movie,
than in the fate of the imaginary participants in the Balkan
narrative of violence. So if the fate of the sheep is secured
� at least before the lambchops phase � why does the rest
of the choreography of violence, shot according to the
highest technical standards of the Western popular
culture�s imaginary of violence, provoke such harsh
reactions? I am afraid that this reaction is a response to a
certain �dislocation� of the violence, moved from its known
context to the unexpected, uncodified, unexpolored, non-
mapped, not marketed cultural space. And this �scandal�
will remain, until the violence of any large city is � at least
in the movies � considered and conceptualized as
�normal�.
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Psihopompos - pridru`nik na du{ite.

Pokraj dominantnite `eni vo prikaznata, ima i
mitski lik vo filmot na Man~evski. Mladiot afro-
amerikanski kradec, po ime Ex - �fino hristijansko
ime�, {to bi rekla Angela - ne e samo bezvolen narator
koj mora da se iznama~i da ja dobie prikaznata, tuku
isto taka i ritualen simbol. Toj go voveduva
najvlijatelniot i najprivilegiraniot mitski
prostor na Balkanot, anti~kiot. �Ex� e imeno dosta
blisku do eden od epitetite na starogr~kiot bog
Hermes, onoj koj gi kontrolira preminite, sviocite,
pre~ekoruvaweto, bogot na podvi`nite vrati. Toj
isto taka gi kontrolira kra`bata, kockata, znacite
i pi{uvaweto, broevite, razmenata, nomadizmot,
grani~nite pozicii i prestapi, pre~ekoruvaweto
me|u `ivotot i smrtta. Drugiot epitet na Hermes e
Psihopompos, pridru`nik na du{ite. Hermes gi
meri du{ite, odreduvaj}i koja }e umre, a koja ne. Koga
e pod kontrola na Hermes, du{ata s$ u{te ima
se}avawe, koe is~eznuva koga }e se vkusat vodite na
Podzemjeto i du{ata }e se predade na skelexijata
Haron. Bidej}i rakovodi so znacite i pismoto,
Hermes isto taka rakovodi i so se}avaweto, {to mo`e
da se prenese na `ivite smrtnici, pod odredeni
uslovi. Crniot Hermes od filmot na Man~evski go
~uva i menuva se}avaweto na mrtvata Angela, otkako
}e se pogri`i za nejzinata du{a vo momentot na
nejzinata smrt. Starite Grci stavale pari~ka -
obolos - vo ustata na pokojnikot, za toj da si go plati
preminot vo Podzemjeto: Angela mu pla}a na svojot
Hermes so svoeto zlato, koe{to toj go koristi da go
izvr{i transferot i ~uvaweto/adaptacijata na
se}avaweto. Hermes mora da bide crn, za da ja
potencira pozicijata na Drugiot vo dvete kulturi,
zapadnata i isto~nata, zatoa {to negovata crne~ka
istorija ja kontekstualizira sorabotkata na drugite

Psychopompos � the souls� companion.

Besides the dominant women in the story, there is a
mythical character in Manchevski�s movie. A young Afro-
American thief, named Edge � a �nice Christian name�, as
Angela puts it � is not only the reluctant narrator who
had to suffer to get the story, but also a ritual symbol. He
introduces the most influential and most privileged
mythical space of the Balkans, the Ancient one. �Egde� is
namely quite close to one of the epithets of the Ancient
Greek god Hermes, the one who controlls passages, turns,
transgressions, the god of the revolving doors. He also
controls theft, gambling, signs and writing, numbers,
exchange, nomadism, liminal positions and tresspassing,
transgression between life and death. The other epithet
of Hermes is Psychopompos, the companion of the souls.
Hermes weighs the souls, determining who is going to
die and who is not. When under Hermes� control, a soul
still has a memory, which disappears when the water of
the rivers of the Underworld are tasted, and a soul is
handed over to the ferryman, Charon. Being in charge of
signs and scripture, Hermes is also in charge of memory,
which can be passed on to living mortals, under certain
conditions. The black Hermes in Mancevski�s movie keeps
and changes the memory of the dead Angela, after taking
care of her soul at the moment of death. The Ancient
Greeks used to put a coin - obolos - in a dead person�s
mouth, to pay the passage to the Underworld: Anglea pays
her Hermes with her gold, which he uses to fulfill the
transfer and the preservation/adaptation of memory.
Hermes has to be black, to point to the position of the
other in both cultures, Western and Eastern, because his
black history contextualizes the cooperation of others and
of marginals. Hermes is also black because he has to deny
the competence over the Balkans on the side of the
colonized/local, and to open the field of interpretation to
anybody, including that of self-interpretation. By taking
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i na marginalcite. Isto taka, Hermes e crn zatoa {to
mora da ja negira suverenata kompetentnost na
koloniziranite/me{tanite vo odnos na Balkanot, i
da go otvori poleto na interpretacija sekomu,
vklu~uvaj}i go tuka i ona na samo-interpretacija.
Prezemaj}i gi sive ovie rizici, i pokrenuvaj}i tolku
mnogu razli~ni diskusii, Man~evski napravi film,
koj{to navistina e �balkanski�.

Prevod od angliski jazik: Nata{a Stojanovska

all these risks, and opening so many different debates,
Manchevski made a movie which is truly �Balkanic�.


