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'képav NMaokahiefiTg

NMpoAoyog

AvayvwplopEVOG wG €vag and TOUG ONUAVIIKGTEPOUG OKNVOBETEG G avatoNknG Eupdrmg, e
JIa KAPIEPA TIOU ETPA 0apdvta Xpovia, o Mképav MaokANERITG EMUEVEL TIWG, AKGHN KL av eival
évag arnd TOU KIVNUATOYPaPIOTEG TTou Biwaav kat katéypayav e kabapr) pamd m SidAuon g
ipwnv MouykoohaBiag, ot Tavieg Tou Sev eival o’ aArjBeia TIONTIKEG,
Kt av n 8ikr} Tou 0Tdo), Kat ot arndyelg Tou Tou a1 SLApKeLa TwV Xpovwy Tou Miéoe-
Bitg Tou oToiXIoav TNV Matpida Tou ki anefAnoav akéun kat T {wrj Tou, ot Tawvieg Tou
npoomafouv va anopuyouyv TV MOAITIKY. AvtiBeta and autég AAwV OKnvoBeTWY TG
TIEPLOXNG, TIOU BPIKAV OTNV MPOTPATn TapayUEVT LloTop(a TNG XWPAag TOUG TOV KIVNUa-
TOYPa@IkS AGyo UMapérg Toug, ot Tawieg Tou MaokdNeBiTrg apvouvral Tig mpoPaveiq
BNAWOELG, B YALOTPOUV OTOV EVIUMWOLAoHS, € ONKWVOUV To dAXTUAO Yla va Katadei-
Eouv 1} va To Kouvrioouv JIOAKTIKA.

O1 Lwég Twv avBpwnwv napauévouv ndvra to B€pa Toug, Spwg étav ot dvepwrot Bpi-
OKOVTAlL OTO HECO 0APWTIKWV AAAAYW®Y, arnd QUTEG TIOU HETANOPPWVOUV TO TPOTWTIO
Hlag 0AGKANENG XWPAG, N TOATIKY akoun Kt av dev eival o atéxog dev pnopel mapd va
eival ekel. H moATikn €101 kL aAwwg Sev yivetat va eivat anovoa and Tn patid evog 1600
0EudepKoUG apatnenTou TG avlpwrvng GUomnG Kat Tou KGopou YUpw Tou, SUwG ota
P\ ToU Bev eival To INToUpevo, aAd pia akOpn Meupd Tou Kivnuatoypagikol Tou au-
HravTog, mou katopBwvel va cuNapBAvel kat va Kataypdget He TPOTIo aAnBiva eumnveu-
ouévo TV aArBela g wng o KABE TG €kpavan.

Kt av BéAeTe, Ta G\ TOu MaokdAeRitg eival Babid MoATika kat avepdmiva, and my

MPWTN KIOAAG HEYAAOU UIKOUG TOU TIOAU TPLV TIG avatapaxeg ota Baikavia. Ot tawvieg
TOU EMUEVOUV OTOV AvBPWITO KAl TOV TOOBETOUV OTO KEVTPO TWV LOTOPLWV Kal TG loTo-
piag, avalntoulv To EEXWPLOTO OE [la KaBnuePVOTNTa ou ouxvda anéxel moAu and 1o
va eivat pédivn kat SlanoTifouv pe XIoUUOoP TOV EUNMVEUTUEVO PEANOUOS TOUG.
AkpIBW®G Yy autd To €pyo Tou dev eival oUTe TomIKG, oUte EEMepaauévo akpIBwg yt' autd
N Hatid Tou mapapével kKabapn Kat VEQVIKT KAt Ta QAL TOU aKOun Kt ané Tnyv mpwT me-
piodo TNG Kapl€pag Tou, YUPIOUEVA O ia XWPa Kal [ia enoxr Tou ma dev ugiotarat,
napapévouv akdéun emnikaipa kat dueca Onwg Ba €xeTe v eukalpia va avakaAuyete
pEoa and autd TO APIEPWHA.

Aéomoiva MouZdakn
AleuBuvtpla Tou PeoTIBAN Kivnuatoypdgou Oegoalovikng



Goran Paskaljevi¢

Foreword
Acclaimed as one of Eastern Europe’s most significant film directors, Goran Paskaljevi¢,
with a forty-year career behind him, declares that though he is one of the filmmakers to
have experienced and recorded with clarity the dismemberment of Yugoslavia, his films
are not political.

Despite the fact that his convictions and attitude during the MiloSevi¢ years cost him his
exile and placed his life at stake, his films try to avoid political issues. In contrast to films by
other film directors of the region which have been directly inspired by the recent troubled his-
tory of their country, Paskaljevi¢'s films resist making the obvious statements, refuse to sur-
render to sensationalism and refuse to wag their finger, whether in accusation or in warning.
His films centre on personal lives; however, when people find themselves at the heart of
devastating changes — the sort of changes that thoroughly transform the profile of a coun-
try — politics, even when they are not the main purpose of a film, cannot be dismissed. Be-
sides, the look of such a keen observer of human nature and its environment cannot but
include political issues; yet these issues aren't ever the focal point of his films, they are
simply another feature of his cinematographic universe, which succeeds in capturing and
recording, in a truly inspired manner, all the facets of real life.

One can also argue that Paskaljevi¢'s films are profoundly political in a humanistic sense
and this from his very first feature film, long before the eruption of recent troubles in the
Balkans. His films centre on man and place him at the heart of various narratives and at the
heart of History; they focus on the unusual in a daily — and far from easy — routine, against a
backdrop of pervading sense of humor that goes hand in hand with his inspired realism.
This is precisely why Paskaljevi¢'s work is neither local nor out-of-date; this is why the film-
maker retains a keen awareness and his films, even his first films, made in a country and
at a time that no longer exist, continue to have an immediate impact on us. The present trib-
ute will give you the opportunity to discover this for yourselves.

Despina Mouzaki
Director of Thessaloniki International Film Festival






Goran Paskaljevié

Fképav NMaokdaiieitg, évag BaAkaviog oupavioTig
Tou Anuntpn Kepkivou

O Mképav MaokdMePitg eival évag dnuioupydg mou Exet 1N dlavioel Jia Kvnuato-
ypagikr} dladpour oapdavra etwv. To €pyo Tou anapiBuel Sekanévre Tavieg peyalou
HAKOUG, TPIAVTA VTOKIMAVTEP Kal UKPoU PKoug Tavieg kat Slakpivetat and aiodntikr
kat (3eoAoyIkr} ouvénela. OupavioTrig, SIanoTIoNEVOG HE TNV AMAGTNTA TOU (TAAKOU Ve-
opealiopoU Kat I3laitepa Tov Kivnuatoypdpo tou Birdplo vie Zika, o MaokAAeRiTg Kavel
Tawvieg nou ompifovral oe anAéqg LOTop(eg Mou kataypdpouv Ue ENKPIVELQ Kal Eual-
obnoia Ta ouvaodrjuara kat m {wn Twv kabnuepivwv avlpwnwy, naipvovrag navra
TO MEPOG TWV ASUVATWV Kal TwV Katanieopévwy. Méoa and autég, pag KAA yia tny av-
Bpwruvn kardotaon, avadelkviel Ta pikpd unaplakd dpduara Twv VEwv aAAd Kat Twv
NAKIWHEVWY, TWV NMEPIBWPIAKWY KAl TWV HN TPOVOMIOUXWY, KAl EUHEVEL OTNV POOTIA-
Bela nmou karaBdiouv yia va empwoouv. Autéd nou Kupiwg Tov evalapEpEL eival oL ou-
vnBlopévol AvBpwrtol, autol Mou uP(oTavTal TIG CUVETEIEG TWV IOTOPIKWY YEYOVOTWY Kat
eival avaykaouévol va avalnrouv tpdnoug yia va avrenegEABouy, eAnifovrag ndvra oe
pia kaAutepn Zwr. O MaokdAeRitg Toug avTipeTwniel mavra pe oupnddela kat feota-
014, nPoBAMAeL TV avBpwrivn 31A0TAOT| TOUG, TA NMPOTEPIUATA KAl TI§ aduvapieg Toug,
Xwpig va avanapdyel orepedtuna i va karapelyel oe KAIOE, Xwpig va nikoAoye( 1) va
xelpaywyel To Beatr. Av kat TIG MEPIOOSTEPES POPEG Ol TUVBIKEG MOU QVTILETWITI{OUV
oL ipwéq Tou unepPaivouv Toug (Bloug Kal 0 aywvag Toug anodeikvueTal TEAKKA Ha-
TAL0G, N} NPoOoTIAdeia nou evroUTolg KataBaAouy, N TPUPEPSTNTA NMOU KATAPEPVOUV va
Siampouv oTn CUMEPIPOPA TOUG, N T{OTT TOUG OTa GVELPA KAl TIG PavTATIWOELG TOUG,
6Xt HOvo ouyKIvoUV GAAG EKTIEUMOUV Kal pia alotodogia, ouvioTwvtag eEKpPAcELg avTi-
oTaong oty npodiaypaupévn poipa Toug.

‘Exovrag wg onueio exkivnong v eBvikr| Tou npaypatikétra, o MNaokdiefirg apn-
yelral 1oTopieq mou avadelkviouv TNV MOAUNAOKOTNTA KAl TIG QVTIPAOTELG TWV KOWVW-
VIKO-TIOAMTIKWV OUVBNKWV TNG ENoxng Tou. Xwpig va €xel wg oTéxo va KAvel avoikta
NMOATIKEG Tawvieg, aduvarel ouvapa va peivel apéroxog o' autd nou cupaivouv oty na-
Tplda Tou: napampel kal KaTtaypPAPEL HE KPITIKY) HaTId TIG MEPIOTACELG TTOU SlaUopPw-
VOUV TNV TOorikr| {wr), QvaPEPETAal OTIG BAOIKEG KOWVWVIKEG EVTAOELG TIOU Slapdppwaav
™ noAtikr} TG Xwpag ot dekaetia Tou '90 kal Qokel UMIOYELQ KOWVWVIKY| KPITIKT, TIOU
ouviBwg exppaletal péoa and T peTagopd kail To oupBoliopd. O oknvoBEg armo-
TUMWVEL TNV aTHO0PaLpa TOU EYXWPLOU MEPIBAANOVTOG, MEPLYPAPEL TIG KOIVWVIKEG OXE-
OEIq Kal eldIkOTEPA TIG dlayeveakeg, T fwry oty noAn kal oy UnaiBpo, avagéperat
OTIG MEPINETEIEG TNG HETAVAOTEUONG, TNG KOWVWVIKIG Kal MOATIKAG peTdBaong kat Bé-
Baia, otov avrikTurno nou eixe 0 EUPUAIOG MOAELOG 0T Xwpa Tou. Me éria To pealt-
oué KAl TV noinom, To HaUuPOo XIOUKOP Kal TNV elpwVeia, ot Tavieg Tou netuxaivouv va
HETQPEPOUV HE auBevTiKOTTA TNV NpayuaTikn {wr} oTn peyaAn o86vn kal anoteAouv
MV NPOCWNIKY HapTupia Tou oKNVoBETT yia Tnv enoxr Tou.

Mevwnuévog oto Beltypadi to 1947, o Mkdpav MaokdAiefirg omoudace Kivnuaroypago
om enuopévn oxoAr mg Mpdyag FAMU my nepiodo 1967-1971, érou rfitav padnmg Tou
‘EApap Khog. 1 Sidpkeia Twv omoudwv Tou elxe my eukaipia va yvwpioet ané kovrd kat
VO OUVaVAOTPAPE( LE TOUG HEYAAOUG TOEXOUG OKNIVOBETEG NG enoxr|S, onwg tov Mpt Mév-
ZeA, Tov Mdog ®6ppav, Tov IBAv Naoep, kat BEBaia, va BIHoeL T600 TO anokopuewpa Tou
vEOU KUMATOG TOU TOEXIKOU Kivnpatoypagou 600 kat Tr SidAuor] Tou PeTd my eloBoAr
Twv ZofeTkwy oy Npdya. Zm Sia oxoAr) 6a gorovoav kai ot Mképav Mapkopirg, Zep-
wQdv Kapdvopirg, Paixo MkpArg, Adpvrav Zagpavofrg, aAAd kat ot oneparép ZiBko
Zahap, Néyxa Nénofirg, Bilko ®Aarg - kat Alyo apydrepa, o Epip Kouotoupitoa'. Aut

) e L T R
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N oudda Ba anoTEAECEL TNV «TOEXIKN OXOAr)» TWV YIOUYKOOAGBWY OKNvoBETWY, 1 oroia,
ota péoa Mg dekaeTiag Tou '70, Ba avavewoet kat Ba enavapeépeL TO YIOUYKOOAABIKS K-
VnuaToypdo oto Slebveg emikevipo, kepdIZovTag TaUTOXPOVA TO EYXWPL0 Kove Kal Bor)-
Buvtag Toug GAAouUg MouykooAdBoug OknVOBETEG Kal TIapaywyouq va eyKaTaAeipouv v
E£0WOTPEPELA TOUG.

Av Kal To pyo Tou KGBe oknvoBE G oxoAng Mg Mpdyag xapaktmpiletat andé on-

MOVTIKEG QLOBNTIKEG Kat BEPATIKEG DlapOoPEG, Ta HEAN TG opddag g FAMU cuvdgbnkav
HETAEL TOUG HE PINa KAl OUVEPYATTNKAV OE TAlV(EG TIOU taprjyayay, mapouotalovrag opl-
opéva Kova XapakmploTikd. Arné ) pia, akoAouBnoav To Mapddetypa TG MPOnyoUpevng
YEVIAG TwV MoUyKoOAGRwV OKNVOBETWV TOU «Uaupou KIVNUAToypd@ou», TIoU eixav eyKa-
TOAE(YEL TA UNIAPXOVTA KIVIATOYPAPIKA OTEPEATUMA KAl ALOBNTIKA KPLTY)PLA TIPOKEIEVOU
va KAvouv €va KIvnpuatoypdpo Tou Snpioupyou, mapdyovTag TAVIES e KOWVWVIKY) Kal To-
Aitikr} onpaoia. Kat and v GAAn, ouvéxioav Tnv napddooT) TOU TOEXIKOU VEOU KUPATOG
™G dekaetiag Tou '60.2 Apetnpia Toug rTav n embupia va oXoAldoouV TNV KOWVWVIKY) {wr
ot MNouykooAaBia péoa and tawieg rnou Ba Eenepvoloav Ta eBvikd Toug alvopa Kat oy
Ba evilEpepav Tautoxpova Kat To dleBVEG Kowvo. EmkevipwBnkav Aomdév ot ouveeTo-
TNTA NG KOWWVIKNG (WG, EVOWUATWVOVTAG TIG KOWVWVIKEG QVTIBETELG, anEAEUBEPWVO-
VTQG TOUG XAPAKTT)PEG TOUG Ao TA OTEPEGTUMA KAl SNUIOUPYWVTAG Hia atudopalpa rou
1JTaV TUTTIKT| TOU EYXWPLOU TEEPIBAAAOVTOG TOUG, Yia Va Mapaydyouv avBpwriioTIKES LOTO-
pleg Tou dlaroTifovrav and Hia KPITIKY) KOWWVIKY Hatid, KOPwdIeq e anpdopeveg ava-
TPOMEG, OATIPEG TIOU APECAV OTO EUPU KOLVO.

Mpwv Mpayparonomjoet T MPWTN Tou Tawvia peyAlou prikoug o MaokAAEeRITg oknvo-
6moe yia Aoyaplaoud g mAedpaong Tou BeAtypadiou Tpidvta mepimou Tavieg -
KpoU HriKoug kal VTokipavtép. X' autd dlepedvnoe B€uatanou Batov anacxoAoloav Kat
OTN OUVEXELD, SIATPEXOVTAG TNV UMOAOLTT KAPLEPA TOU, AMOKOUOVTAG OMUAVTIKY) EUMEL-
pla yia Tiq HeTEMelTa SnIoUPYIEG Tou. ASUTEPOETNG, YURIZEL Tov KUupto Xpotka (1969), To
TIOPTPETO EVOG HOVaXIKOU EPYATN, TAWVIA TIOU MPOKAAETE QVTISPATELG, KABWG 0 AOYOKPL-
NG NG TOEXIKNG KUBEPVNOMG TN Bewpnoe «MPoTBANTIKY Yia TO COOLOALOTIKG oUaTA Kal
emBAaBn yla mv kowvwviki Ta&n». H Tawia npotdenke yia to geoTiBAA Tou Opmnepxdou-
Zev, 0AN\G Sev OUPPETEXE TEAKA KABWG 0 okNvoBEmM G Sev BEANCE va SLaKVOUVEPEL TV
arnoBoAr] Tou and ) axoAr. To 1970, pe v kaBodriynon &avd tou kabnynt Tou ‘EAuap
KAog, kdavel to Alya Adyta yia mv aydrm, eva oy TITuXLakr) Tou Tavia, O 8puAog tou Adrtot
(1972), pAG yia To €610 Tou ABOBOAOHOU TWV NAIKIWHEVWV OE LA OPELVT) KOVOTNTA TWwV
BaAkaviwv. Tnv Bla xpovid yupilel To EBpaikd vekpotagpeio, yia ) {wr) Twv Totyyavwv o’
€va YKETo Tou Behtypadiou, evw To 1973 kdvel Ta Mawdid, yipw amnd v MONTIKY| XElpQa-
ywynon Twv nadlwy, Tawia mou Ba BpaBeutel oto PeaTIBAA Tou BeAtypadiou onwg AA-
AwaoTe kal n enépevn Tou, O andyovog (1974), ou eunveeTal and T oepPikry LuBoAoyia.
TéNog, oto Bdpog (1974), Biyel kat MAAL TNV KOWwVIKY) adikia eoTidZovTag ot KAKOUETa-
XEPLOM TWV EPrIBWV KAl TWV NAIKIWUEVOV.
3TNV npwtn Tou Tawvia peydhou prikoug, Nauvayoowotng to xewwwva (1976), ) tawia
mou Ba EeKIvroel To PEUHA TWV YIOUYKOOAGRIKWY «TOEXIKWY TAVIOV», 0 MaokANERITS,
aneuBUveTal aToug VEouq TG YEVIAG Tou, CUNapBAvovTag He EKPIvELa kal euatodn-
ofa Ta ouvaloRuaTd g Kat Kataypdpovrag TG aviipaoelg TG, AKOAOUBWDVTAG TIG
dUo mapaddoelg ou Ba XapaKmPIioouv TNV KIVNUATOYPaPIKr TOU Yevid, mavtpelel To
«Haupo OWepd» TNG XWPAG TOU HE TO TOEXIKO VEO KUMA. ZEKIVA TN OuvEPYQDia Tou We
TO 0EVAPLOYPAPO Tou «padpou ovepd» Kal Twv Tawtwv Tou Zika NapAopirg, Mképvrav
Mixits, pe Tov omolo Ba ouvepyaoTe( OE TEVTE TAWVIEG TNV EMOMEVN EIKOOQETIA, KAl TPO-
OEYYIGOUV TNV KOWVWVIKT) TIPAYHATIKGTNTA TWV VEAPWV NE®WV TOU MMONAZOVTAG TNV e
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XloUpop ota npdTuna Twv KwHwdiwy Tou Milog ®épuav. Aivovrag £upaac) otr AeTTo-
HEpEla Kal v atpéogpaipa, o MaockAAERITG MEPLYPAPEL TIG KOIVWVIKEG OXEOELG, ava-
Sekvuovtag Tnv navreAr] anouoia enkowvwviag petagl yovéwv Kal madliv kat v
aduvapia aupéTEPWV va AEITOUPYTOOUV AMOTEAEOUATIKA, APOU Ol HEV YOVEIG Sev Uro-
pouv va karavorjoouv Ta nadld Toug kat va diadpapatioouv Tov naidaywyikd poAo
nou emBupouly, ot e véol mpodidovral and v aduvapia Toug va npayparonorjoouv
TIG SIKEG TOUG PINOBOE(EG.

Avo xpdvia petd, To 1978, akoAouBel O OkUAOG rmou ayanouoe ta tpéva, |ia Tawvia
Spduou nou eoTiAdel O TPELG andkAnpoug nou avainrolv Xwpig ermruxia Ty nPoow-
TUKY) TOUG OAOKAr)pwon kat eutuxia. O MaokdMePitg ompileTal o€ pa veopeaAIoTIKY at-
OBNTIKY) MOU EVOWHATWVEL TNV MPAYHATIKGTNTA OTnV Tawvia kat avadelkvieTal péoa and
TNV atpooPaipikn} Kivnuaroypdagenon tou AAeEavrap Métkopitg. H tawvia ouvophel pe
1o Orav Ba’ uat a vekpog (1967), Tou Betepdvou «daokalou» Tou, Zika MAapAopITg: kat
ot duo Tawvieg diakpivovral and éva MecIUoNS, EXOuV PwEeG rou dupouv yia {wr aAa
eival nBika anabeig kat adiapopol oe Béuara 15eoAoyiag, Katolkouv 0’ éva OIKOVOUIKA
unofaBuiopévo MepIBAAOV Kal BIOVOUV Hia OKANPY] KOVWVIKY MPAYHATIKOTNTA, TNV
ornoia ToviZel n) vatoupalloTIKY|, OXeSOV VIOKILEVTAPI(OTIKN, Kivnuatoypdenom. O okUAoG
nou ayarouoe ta Tpéva av kal dlakaréxeral and pia évrovn unaplakn diddeon, ouvi-
OTA NEPIOTGTEPO HIA KPITIKY) HaTid oTn YIouyKoOAdBIKN Kovwvia Tng neptédou napou-
o1aovrag €va KOOUO ATOMIOTIKG, KaXUMOTTTo, XwpPig aAANAeyyUn, LeE TNV olkoyévela va
anouotalel, TV NATPIKY TIN va T Tal Kat Ta Xprjpara va anoteAouv To Hovadiké JEco
yla mv eutuyia.

Meta toug véouq kal toug andkAnpoug, o MNaokAAERITG OTIq Enlyeleq EPES Mou
yopya kuAouv (1979) otpépel Eavd Tnv NPoooxr) Tou oToug NAIKIWHEVOUG Kal E0TIAZEL
oty avBpwrnivn {wTikétnTa Kat a§lonpéneila. Xpnoonowwvrag epacttéxveq néornol-
oUg Kal KIVNUaToypagwvTag oTo oTiA Tou cinéma vérité, o MaokdhieBirg krilel ) Tawia
ompi{6pevoq o€ pia anAn wtopia rou eivat yepdtm ouvaiodnua kat apopd ) oxgon
300 NAKIWHEVWY avdpwV SIAPOPETIKOU XapakTripa Kat v avepwrivn ¢ia. Méoa and
autr| pag peragépet ) {wr| Toug o' évav oiko euynpiag, pag HAG yia To avand@euKkTo
népaoua Tou Xpoévou kat pag Bupiel nwg ot péveg BepaldtnTeg Tou avBpwrou eival n
napodikdmra kat n eopd, kablotwvrag €rot Tnv andAauon g Lwrig wg Hia emra-
KTIKT| Qvaykn Kat wg éva HEco OUUPAwOoNG Tou avBpwrou pe To Bavaro. Av kat i agry-
ynon g Tawiag eivar peaAloTIKY Kal MAPANEUMEL OTO VIOKIMAvTER, 0 MaokAlepirg
KarageUyel oTpatnyikda ot peragopd, npoodidovrag otny wotopia pa EExwpLoTr not-
nrikr) Sildoraon nou Ty avadeikvuel oe pia and Ti§ OHOPPOTEPES TAIVIEG NMOU EXOUV
yiver noté yia mv Tpim HAwkia. Z' éva a\\o eninedo, ol Enfyeleq uépeg ouvioTouy éva
POpo TG TO00 OToUG NANMOUdeEg TOu OKNVOBETN Nou Tov peydAwoav 600 Kail ot
oogia Twv NAKWwpEvwy avBpwnwy. Autr| Ba elval kal n MPWTn guvepyaoia Tou OKnvo-
B8ém pe To Sieubuvtr) pwtoypagiag, Midav Zndoirg, n onoia 6a CUVEXIOTE( HE HIKPA
SlaAeippaTa PEXPL TIG HEPEG HaG.

H Eiduar) Bepaneia (1980) eival n npwm noAmkr) alnyopia tou MNaokdhiefirg. H Tawia
ava@EpeTal oIV anotuxia Tou yiouykooAaBikol MoAmkoU HovTéAou péoa and wa na-
paBolr yia Tov QuTapXIops, TV UNoKkpLoia kat Ty kardxpenon mg eEouoiag. H wotopia
agopa my npoondabeia evog yiarpou va ermPBaiiel oToug aAkooAIkoUg aoBeve(q Tou pa
Sy Tou Bepaneia anorogivwong, n onoia cuviorarat ot Suvapn g BEANONG kat o Qu-
owr| Goxnon, o Siarpo@r] pe PriAa kal oTov kabapd aépa, oM pouoikr Tou Baykvep kat
om Bearpikr) avanapdoTaocn Twy Tpaupdrwy Toug. O oxnvoBémg napampel Toug xapa-
xmpeg Tou pe oEudépkela ano@elyovrag Ta orepedtuna, anodopel v apxika Betikr
anewovion Tou Ap. IATg avaSewviovTag ToV TUPavwIKG Kal UTTOKPITIKG TOU XapaxTripa, Kat
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LETAPEPEL LE TPUPEPGTITA T CUVAICONHATA TWV BUPATWV TOU, KATAPEPVOVTAG Va LoOP-
PO oeL TNV KwHwd{a e To Puxddpapa Kat va arnooTdoet yia pia aképa popd eEalpeTi-
KEG epunVeleg ané Toug nBoroloug Tou. MeTa&l aut@v katn Mikéva NtpdBitg rou KEpSioe
To Bpapeio deltepou yuvalkeiou poAou oto PeoTIBAA TwV Kavav.

H mpwtn apepikdvikn Tawia tou MaokdNEeRITg, To Aukdpws (1982), oe apaywyr] Tou
Ntav Tdva kat g MGM, Ba peivel otn Pvijun Tou OKNVOBE wg N XEIPGTEPN KIVIUATO-
YPAQIKA eUrelpia Tou kabwg, dev Ba TOU eMTPAnNE( va Map€PBeL 0To OEVAPLS TOU KaTa
SIAPKELA TWV YUPLORATWY T™G. TO AMOTEAETUA 1JTAV [ila AVIOT), UVALTBNUATIKY] OIKOYEVEL-
aKr| Tawia, yupw and évav eBSoUNVTAapn LETavAoTT) OtnV AHEPLKY), TIOU EMIOTPEPEL TNV
narpida tou, va xwpld g ZepBiag, HeTd and eikoat xpdvia arnouciag. Mapd myv épopen
Kivnuatoypdenon tou TouoAaB Mivtep kat T CUYKIVITTIKY Epunveia Tou Betepdvou néo-
roloU, oepPIkng Kataywyr|g, KapA MdAvtey, 1) lotopia otepeital T dpapartikr) avartugn
Kal Tov auBopuNTIOUS TIOU XaPAKTNPI{ouV TIG TAWVIEG TOU OKNVOBE).

2710 AnamAJ kaAokaipt Tou '68 (1984), o MaokANeRITg emavépxetat AAL oto Bépa g
vedmTag Kat eEETAeL TV evnAkiwon péoa ota oupppalopeva Twv BEPUWY TIONTIKWY
yeyovotwv Tou 1968. AvtAwvtag anod Ti§ TOEXIKEG KwHwdieg Twv Mihog déppav (Madpog
Mntep, 1963) kat Mpt MévZe (O davBpwrtog rou EBAere Ta tpéva va rnepvoulv, 1966) —tat-
Vvieg TIou agopolv v epnReia Kal Tiq MEPITETEIEG TNG VEOTTAG— AAAA Kal and mMPoow-
mikd Buopara, o MNaokANERITG Hag HETAPEPEL e XIOUHOP Kal SIAKPITIKY EpWVEa ToV
QVTIKTUTIO TWV YEYOVOTWYV OE Jia HEOT OLKOYEVELA OTY) YIOUYKOOAQRIKY| enmapxia. Kara-
ypAagel v atuéopaipa povoToviag kat ) vootportia g Heoaiag Ta&ng, T olykpouan
TWV YEVEWV, TO EVOLAPEPOV EMIAUONG TWV OLKOYEVEIAKWY KAl TPOCWITKWY TIPORANUATWY
£1g BApog q MOATIKIG aAAayrg. AUt eival kat n TeAeutaia Tawvia rou KAvel pe dieubu-
VT pwtoypagiag Tov AAeEdvtap METkoPITg, Onwg emiong Kat He TV KPATIKY) eTaipeia
Centar Film, kaBwg HeTd and aut), e Jia TPWTOTOPLAaKN yia TV enoxr kivnon Ba dnput-
oupynoeL v Sk Tou etatpeia, ™ Singidunum Film Productions, v rpwtm ave§aptnm
eTalpeia mapaywyng Kvnuaroypapwy Tawviwv ot MouykooAaBia. Emmpeaouévog and
v £Eapon Tou pavOpEVOU Tou SOUAEUTOpPIoU MadlwV Tatyyavwy, o NMaokdAiepitg oto
®UAaka ayyelo (1987) dielodlel otov KGopOo Twv Poud kat kataypdpel oe SIkO Tou oe-
vaplo Kat pe eBvoypagikn aubevtikdtnta ) {wn Toug o’ éva YKETo. Me avapopéqg otov
(TaAIKO veopeaMopo Kat atov Aouiq Mmouviougl, pe epacttéXveg néomotoug Kat MIKpo
npoUnoAoylopd, o MaokANERLTG KIVNUATOYPAPE e VTOKIHAVTEPIOTIKN euaodnaia Tig
ouvBNkeq TG {wrg Toug, amelkoviovTag PEANOTIKA TN GTWXELA KAl TNV aBAdTNTa g
{wr\q Toug Kat anogpelyovrag kaBe eEdavikeuon kat Turonoinon. Tautdxpova Opwg,
oknvoBeaia Tou unepBaivel To PEAALOUS, SNUOUPYWDVTAG —|IE TN TUVSPOWY] TNG LOUCL-
KNG Tou Zépav ZIpZAavopirg, evog akoua BactkoU TOU OUVEPYATN— HIA OVELPIKY) aTuS-
oQalpa TPOKEIUEVOU VA EVOWHATWOEL SPANATIKA TOV TOolyyAviko pUbo Tou QUAaKa
ayyélou (Zaumia), avapetyviovraqg £T0L TV MPAyUATIKOTNTA Ke To BpUAo. Tawia ka-
TayyeNia, o PUAaKag AyyeAog amoTEAE( jUia Ao TIG ONUAVTIKOTEPEG KIVIUATOYPAPIKEG
avanapaoTAcelg TWV TOlyYYAvwY 0To BAAKAVIKG KIVNUATOYPAPO.

‘Eva xpdvo nplv Eeomdoel o moAepog otn MouykooAaBia kat v n avatoAikr) Eupwmn
SlalUovrav oe SnUoKPATieq — MPOTEKTOPATA, 0 MAaoKANERITG ouvepYAZeTal 0TO OeVA-
plo W' évav amnd Toug HeyaAUTepoug oEpRoug ouyypageig, Tov Mndploha Mékitg, pe-
Tapépovtag atn peydAn 086vn To OUWVUHO HUBLoTéPNUA Tou, O kalpdg Twv BaupdTwy.
0 kapdg Twv Baupdrwy (1990) ouvioTd pa kaBapd MoKy Tawia. X éva pkpd Xwpld
MeTa To TéNog Tou B Maykéopiou MoAépou, ouykpouovtat U0 SIapopETIKEG QVTAY-
EIG VIO TOV KGO0, O XPLOTIAVIOUGG HE TOV KOMHOUVIONS, 0' évav aywva PeTagl tng
VEaG kat g naAldg Tagng mpaypdTtwy, atov orofo emkparel n SeoAoyIKn aTpdTeuan.
‘Etol, mapéAo mou n tawia SladpapatiZetal xpovikd to 1945, n GUVAPELA TG LE TN aly-
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Xpovn enoxr eivat ocagrig, kabwg CUAApBAVEL TO OPUYHS TOU VEOU PEUATOG EOVIKI-
opoU rou Bplokdrav téte oe éEapon ot MouykooAaBia evw emiong avadelkvUel TNV Ka-
TAOTAOM TOU EMIKPATOUCE HE TNV KATAPPEUOT] OUYKEKPILEVWY ISEOAOYIWV KAl TNV
avapiwon GAwv. MNa pia aképa popd, o Maokahepitg karapelyel otnv aAAnyopia kat
péoa and T HETaPOPA TWV TOLXOYPAPLWV TTOU KAAUTTTOUV TOUG TO{XOUG TNG MIKPT|G EK-
kAnoiag Tou xwplou pag MG yla Ty «tUPAWOoT) Mou Sev ETUTPENEL OTOUG avBpwnoug
va €pBouv e EMOIKOSOUNTIKY) avTinapaBoAr] Ue v euneipias.

H endpevn tawvia Tou, Tango Argentino (1992), oAokAnpwveTal Ty nepiodo g empBoAr|q
TWV OKOVOUIKWV KUPWOEWVY Katd mgq MouykoohaBiag. Mpdkerrat pa akdun woropia rnou
apopa mv Tpim HAkia, ouvictwvrag padi pe Tig Erniyeeg uépeg Kat 1o AUKGPWS Jia TPIAo-
yia ndvw o) Zwn Twv nAKIwpEVwY. ZTo enikevtpod TG Bpioketal éva dekdxpovo aydpl ou
BonBa nAikiwpévoug avBpwnoug va avakaAUuyouV Tr XapEV TOUG VESTITTA KAl TIG XAPES
™G wr\g. Ekelvol pe ) oelpd Toug Tou MPOTPEPOUV TN TPUPEPSTITA KAl TN pPovTIda rmou
otepefral and Toug YOVEIG TOU Kal OUVALA TOV PEPVOUV QVTIHETWITO HE TNV MPAYUATIKG-
mra Tou Bavdarou. Xwpig va Biyel Gueoa v MOAITIKY) KATAoTaom g Xwpeag, o Maokde-
Brrg eonddel ota avBpwruva ouvalodrjuara - m pova&ld, m vootalyia, m eia, v aydrm
yia m {wr, Kat Hag HETaPEPEL TO TEAOG ENMOXTIG TNG KOMUOUVIOTIKNG MouykooAaBiag: ka-
Taypagel pe XioUupop TG SUOKOAIEG Mou avTipeTwilel pia olkoyEvela omv enapxia oe pa
nepiod0 MOAITIKIG Kal KOWWVIKYG HETARAOMG Kal urtoypaupilel mwg, mapd Tiq Oroleg a-
Aayéq oupBaivouv n {wr ouvexietal. H €éEapor tou eBvikiopol o MouykooAaBia 6a ava-
YKAOEL TO OKNVoBETT va eykataAeipel ™ xwpa o 1992, mpwra yia myv Abrjva kal énerra
ya 1o Mapiow. ‘Etoy, n enépevn tawia tou, H Auepiri kdrotou dAAou (1995), Ba eival pua
eupwnaikr) oupnapaywyrj mou 6a yuploTel 08 oToUVTIO Tou ApBOUPYOU e €va TIOAUTTAN-
B€¢ kal mMoAuebviké ouvepyeio. H Tawvia dianpayuarederal ) Yetavaoteuon péoa and Tig
MEPINETEEG SUO0 EUPWNAIWY LETAVAOTWY MOU avadrrouv TO AUEPIKAVIKO GVeElpo aTo Mripou-
KA. Mpdkerrat yia pia kwpwdia xapakmipwy, e tov Mikt MavéroBirg kat Top Kévti oe pia
napalayr tou lapd&evou Zeuyapiou (1968) pe Toug MoudAtep Matdou kat TZak Aéuov,
nou diepeuvd my eunelpia g HETAVACTEUONG KAl TI§ OUVENEIEG NG OE TPEIG SIAPOPETI-
KEQ YEVEEG, IPOOPEPOVTAG LG TPELG EEXWPLOTEG OMTIKEG NTAvw o’ autrjv. O Maokdheirg
ETIKEVTPWVETAL OTT) SUVALIKT] TNG OKOYEVELQG KAl OTIG SIanpoowrikég oxEoELS, eEupvel T
PAia, TPoBAAAEL HE TPUPEPATNTA TIG AVOPWIIVEG ASUVANIES TWV XAPAKTPWV KAl Mapou-
O1GZeL TO QVEKTAYIPWTO TWV OVEIPWY TOUG HE TIOINTIKEG MIVEALEG TIOU NTAPANEUINOUV OTO pa-
yiké pealiopd. ErurAéov, npotdooel v alnAeyyun kat Tov kowéd aywva tTwv dUo
NPWTAYWVIOTWY WG andvinor otov adeAPokTévo NoAepo ot MouykoohaBia. H Auepwkn
karotou GAAou eivat n MEWITIT) Kal TEAEUTAIa Tawvia mg onoiag To Tevaplo UNoypPAPeL 0
Mképvrav Mixirg, perd exelva Twv Navayoowotng to xeywva, O okUAOG rou ayarnouoe ta
1péva, AnatnAd kaAokaipt tou '68 kat Tango Argentino.

To 1998, o MNaokA\epirg ermoTpéel o MouykooAaBia kat kivnuaroypagei mv MMu-
pndanobrixn, v npwn Tawvia pag Tpioyiag nou avagpépetat ot ZepPia mg TeAeu-
Taiag Sexaeriaq. Baowouévn oto Bearpikd tou Zkoruavou Ntéyiav Nroukopoki, H
Nupmdanobrikn dadpaparileral oto Behypadi, To ®efpoudpio Tou 1998, drav Eexivn-
oav o1 exBponpakieq oro KéooBo, kal avagéperal ot Bia nou emkpaTouoe ot xwpa
Tou. H Tawia xapakmpileral and éva Bearpiké nAaiolo, To onoio «ompiler kat Siaomei-
PEL TIG 10TOPIEg TG “NpaypaTkig {wig” pe pa aioBnom enréAeone=*, pépvovrag oto
vou v aruéopaipa aneAmoiag Taviwy nou Sadpaparilovrav v nepodo Twv nPwi-
Hwv Xpovwv Twv Nalf, onwg To Mepioto (1981) Tou ‘lotBav Zauno 1) To Kaunapé (1972)
Tou Mnoun ®og®. Xwpig kauid aueon avagopad otov NoAepo ot Boovia, o Naokalefirg
Hag kavel va BUdOOUHE TOV avTikTund Tou oToug anioug avBpwroug, napouaialovrag v
aneANoia TOUG Kal XPNOoWOoNoWwvTag TiG {wég Toug «IMPOoKEeEvou va Spaparonorjow v
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MVEUNATIKY KATAoTaOoT Tou £8voug pou». H Tawvia ouvioTd pia JETagopd G YUXIKAG Ka-
TdoTaong Twv Katoikwv Tou Behypadiou, «xpnoipornolel ™ Bia yia va katadikdoet
Bia»®, kal BETEL TO EpWTNHA TG EVOXNIG, KAAWVTAG 6Aoug autoug Tou aoBdvovtal 8U-
para mg Katdotaong va avaAdBouv Tig SIkEG Toug UBUVEG Yia auTd Tou Toug cupBai-
vouv. Méoa and pia eneloodlakr dour), H Mupttidanobrikn ouvugaivel Tig LoTopPIEg
XAPAKTPWV Tou Sev auvdEovtal peca aAAd Tou oL SpGHoL TOUG SlacTaupwvovTal ot
dldpkela g vuxtag. Mayideupévol o’ éva ePLaATIKG Gaulo KUKAO piooug, ekdiknong kat
Biag, To BUpA TG KIag OTOPIag HETATPENMETAL OTO BUTTN G ENdpeVNG, £Tolo avd ndoa
OTIyMR va ekpayel pe myv napapkpn agoppr). H Bia dev eivat pévo owpatikn, eivat emi-
ong AEKTIKY] Kal YUXOAOYIKT| Kal oe ueydho Babud ameuBivetal evavtia otig yuvaikes.
Eival ev3elkTIK] pilag ppwoTtng KAaTdoTtaonq Kat ivat KATL ou urnepBaivel Toug NPweg,
KaBWwg «av Kal MoTelouV Mwg EAEYXOUV TN SUvapn Tou €X0UV, auTr] ETIIOTPEPEL O° au-
ToUg Kal Toug KatavaAwvel’. MapdAa autd, n anewdévion Tou napaloylopou g Biag
dev avaydyel Toug XapaKTIPeG o€ EUKOAA OTEPEATUMA TOU KakoU, avtiBeTa, avadelkvuet
v aiobnon Tou X1oUHop ToUG Kat Héoa and autd, ToV avBpwrilopd Toug.

H lNuptidarobrikn yvwploe peydn kprtikn ertuxia kat kEpdloe moANd diebvr) Bpapeia,
HETAEU TV OMOlwV Kal EKEVO TWV KPITIKWV TG Eupwnaiknq Akadnuiag, evaw oupewva
e TN dlarpenn epeuviTpLa Tou Bahkavikou Kivnuatoypdpou, Ntiva lopvravofas, fitav
«I LOVABIKN) Tavia MoU KATAPEPE VA ETUKOLVWVIOEL TA AMOTEAEOATA TNG APPWOTLAG KAl
™G TPEAAG oTov £Ew KOOHO». OUWG, 1 CUVEXG KPLTIKY Tou MaokdMeRITg oTo kabe-
otwg Tou MINGOERITG, Eixe WG anoTtéAeopa va katnyopnBei and myv Politika, pia and Tig
ONUAVTIKOTEPEG OEPRIKEG EPNUEPIBEG TIOU TNV MEPI0S0 EKEIVN EAEYXOVTAV AMO TNV KU-
BEpvnom, wg «mpod4dTng Tou oepPikol Aaou». ‘ETal, yia pia akéua gopd, o ZEpBog okn-
voBETNQ Ba aprioeL T XWPa Tou Kat Ba kAvel Tnv endpevn Tawvia Tou, To [1wg o Xapt
&ywe dévdpo (2001), oy Iphavdia. E3W, petapepel pia KIVEZIKN totopia () Lao Dan tou
Yang Zhengsung) yUpw and tn uoal\odog(a kat To picog oty IpAavdikr) enapxia mg
dekaetiag Tou '20. H Tawia emkpivel To mapdloyo Hioog Kat Aapanéurel oe OpLoUEVa
KOWA TIOATIOUIKA oup@paldpeva HeTagu Twv dUo xwpwv, onwg n olykpouan, 1 ekdi-
KoM Kat 0 EBVIKIONAG, HE TO OKNVoBETN va otpilel ev HEPEL TNV Mepadva Tou XApL aTov
M\éoeBitg, mpoadidovtag £Tal oTnv LoTopia AAANYOPIKS XapakTrpa.

Metd v rtwon) Tou MIAGoeitg, 0 MaoKANERITG ETOTPEPEL YIA va TIPAYHATOTOW]-
oeL 1o Ovelpo xeuwwvidtikng voxrag (2004), ) deltepn Tawia Tng Tehoyiag Tou yia
olyxpovn ZepBia, pa wropia aydnng nou diadpapatiferal he GOVTO T LETATIOAEHIKT|
Zeppia, n onoia BplokeTal o€ i KATACTAOT PUOLKNAG KAl NBIKNG KATAPPEUONG, AMOTE-
Aegpa TwV MOAEUWY, TOU akpaiou eBviKIopoU Kat Tng Biag. X' autriv agnyeitat T ou-
VAvTNOon TPLWV anékANpwy, evog BETEPAVOU OTPATIWTN ToU dev Propel va EepopTwbEe(
TOUG EPIAATEG TOU Kal TIou TipooTtabel pdtala va ouvdebel ouvalobnuatikd e éva au-
TIOTIKO KOPITOL Kal TV MPoapuya pntépa tou and tn Boovia. O Maokdhepirg xpnot-
porolel petagl Twv NBoToLWwY KL éva TPAYHATIKG QUTIOTIKG KOPITal, N CUMMETOXT) TOU
oroiou kaBopilel TNV Kivnuatoypdenon g tawiag He Ynelakr KApepa evaw eniong
«BoAWVEL EVTEXVA TIG SLAPOPEG AVANETA OTO HUBOTMAAOTIKG Kat TO paypatikd»®. O au-
TIOHOG TOU KOPITOloU AEITOUPYEL £MIONG KL WG UETAPOPA YIa TNV amogEvwon Kat Tnv
aduvapia evég peyalou HEPOUG Tou oepRikoU TANBuopoU va Bupdral To mpéaparo mna-
PEABGV TOU Kal va Katavoel Toug AGyoug Tou 0drjynoav Tn Xwpea o’ auTr ) kataataon.
Xwpig ToANoUG SLAAOYOUQ Kal HE TIG CLWIEG KAl TIG EKPPATELS TWV MPOTWIMWY va eivat
MIEPIOCOTEPO AMOKAAUTTTIKEG, O OKNVOBETNG ETUSEIKVUEL TN YVWOTT) TOU oupndvia Kat Ze-
OTaOLd OTOUG KEVTPIKOUG TOU XAPAKTIPEG, Ol Omoiol Mapd Ta Baoava Toug Katapepvouy
va dlatnpolyv v TPUPePSTNTA Toug. H pealiaTikr| alodntikn tou Oveipou aul\apBa-
VEL [IE TIOINTIKY) eualoBnoia Tn pHeAayXOoAKr) aTHOTPAIPA TOU XEILWVA, EVA 1 ETAOYY



Goran Paskaljevi¢

TOU OKNVOBET™ va agrioel ) Bia eKTOG KASPOU, «QVInXe( TN MPAKTIKY Twv apxaiwv eA-
Afvwyv Tpaywdwv va tornoBetouv OAeq TIg Blaleg npdagelg ektéq oknvrig»'P.

O Naokdahiepirg Ba kAeioel v TpAOYia Tou pe Toug Aotédo&oug (2006), pia oTov-
SuAwTr Tawvia rou Biyel v YPeuTikn aotodokla kat eival eprveuapévn and To HubloTo-
pnua tou BoAtépou, Kavrivr. H enimaotn aioiodo&ia eivat autéd nou ouvdEel TIG MEVTE
10TOpiEG TNG TAViag otnyv ornola o okNvoBEQ MIAG yia Tnv Yuxikn aywvia g Zeppiag
ot petd MAéoepitg enoxry. Méoa and Tig 1oTopieg, avinxel Tig véeg ouverkeg {wrig
oTnV Kolvwvia Tou, napatnpei v andyvwon Twv Kabnuepiviv avBpwnwy, Tov eYKAw-
Blopé Toug oe Ppoudeg eAnideg Kal TNV EKKETANEUOT] TOUG arnd emTSEI0UG MOU TOUG
NMPOCPEPOLV Hia alolddoEn npoorttikr| yia ) {wry. Me érma To palpo xioupop Kat v
elpwveia, n Tawvia neplypdet TEAKA TNV anwAela Twv Peudalodroewy otoug ZEpRoug
orjuepq, evw Tautdxpova pnopel kat aneubuvetal o' éva dlebveg Kowvd xdpn oty ol-
KoupevikétnTa Tou Béparog g, O Aaldp PlotéBoki, nou elval eniong kat ocupnapa-
ywyoq ™G Tawviag, epunvelel éva SlapopeTIKO XapakTrpa oe KABE pia and Tig loTopIES,
MPWTAYWVIOTWVTAG £T0L 0’ OAEG TIG TAWVIEG TNG TEPPIKIG TPINOYIAG TOU OKNVOBET).

Ztnv teAeutaia tou tawia, Ta Ta&ida tou péArog (2009), Tnv npwTrn oepBé-aABavikr
oupnapaywyr) oty wropia Twv duo xwpwv, o MaokdAiepitg enavépxetal oto Jmmua
g peravaoteuong. ESw, akoAouBel ™ tUxn dUo veapwv euyapiwy and ) ZepPia kat
v AABavia nmou eykataAeimouv TIg XWPEG Toug avagntwvrtag pia kaAutepn {wr otmv
Eupwrm. Ou 1otopieq Toug EgTuliyovral map@MnAa xwpiq noTté va cuvavtiouvrat Kat
£XOUV KOWVI) KaTAANngn v anoyorjTeuon kat Tnv aduvauia va npayuaronowoouy ta
6velpa Toug: poAig Bavouv ota ouvopa g Eupwnaikrg ‘Evwong Toug oupnepipé-
povral pe kaxuroyia, oav oe MOA(Teg SeUTePNG Katnyopiag kat Sev Toug EMTPEMOUV TNV
£{00d0. Ta Ta&idia Tou péATog ouvIoTOUV A MPWTOROUAIQ TOAITIOTIKYG MPOCEYYIONG
nou unepPaivel v npokatdAnyn kat Tig MOATIKEG TPIREG Tou MaPeABOVTOG HETAEU TwV
U0 eBvwy, divovrag EUaocn oTIG OHOIOTNTEG avTi OTIG Sla@opEg, kat Tovilovrag Tov
KOLv6 0TOX0 Twv U0 Aawv va evraxBouv otnv Eupwrm.

O kivnuaroypdagog tou MNképav Maokahiepirg elval évag Kivnuaroypdapog avepwoke-
vIpKog. EotiaZel ota ofrjpara kat Tov Kabnuepivo aywva Twv armwv avBpwnwy Kat avra-
vakAd TIG KOIVWVIKEG KAl TIOMTIKEG OUVBIKEG TIoU Toug NMEPIBAAOUV. Aivel pwvr) oToug
HEOOUG, KaBNUEPIVOUG avBpWIoug, OTOUG VEOUG KAl OTOUG NAIKIWHEVOUS, OTOUG TEPL-
MAQVWHEVOUG Kal TOUG anodkAnpoug, o' 6Aoug autoug rnou Bpiokovral oto XelAog g Kot
vwviag kat aywviovral napd Tig ornoteg avri§ootnTeg yia éva KaAUuTtepo péAov. Ot Tavieg
ToU avrAouv and v npayuatikr {wry, avadeikviouv To paoua Twv avBpwrvwy ouvat-
0BnuaTwY Kal NTPOBAAAOUV TOV OUHAVIOHO TPLOBIA0TATWY XapaKtripwy, v npoonadeia
kat v aoiyaot eAnida Toug yia pia kaAutepn {wn. Kevrpikriq onupaociag oto €pyo Tou
elval ouvenwg ot nBoroloi Tou, kabwg autol peradidouv To ouvaiodnua oto Bearr. H ka-
vétnra Tou oknvoBET va diaxepileral anoTEAEOUATIKA Toug nBomnoloug Tou ~EiTe NPo-
KE(TAL Y1Q EPAOITEXVEQ EITE YIQ ENAyYeALATEG- EXEl WG ANOTEAEOUA va anoond epunveles
nou eVioXUouV TNV QuBevTIKOTNTA Kal TNV EAIKPIVELA TWV IOTOPIWY TIOU KIVNHATOYPApEl.
Xwplq eutuxiopévo TEAOG 1 peAOSPapaTIkoUs OUNBIBAoHOUG, XwPIg NBKONMAQOTIKG pa-
Brjuara, xwpig Aaikiopolg i expialovrag yia T ouunddela Tou Beam), o Naokahiepirg
agnyeiral WoTopieq nou av kait ouvrnBwg xapakmpeilovral and pa taon anopubonoinong
KQi MECYUOHOU, OuyKivouv, unepBaivovrag To eBvikd Toug MAaioIo kat anoonwvrag T Sie-
Bvr) avayvwpion 1600 G KPmKrG 600 kat Tou kowvou. Me aioBnon yia ) Aenropépeta kat
my aruéoPalpq, HE HIA OUXVA «VTOKILEVTaPIoTIKN» oknvoBeoia nou unopel kat avader-
KVUEL T SPAUATIKY) UG TWV YEYOVOTWY, E TO OUVBUAOHS peahiopou Kat olnong, paupou
XOUHOP Kt EPWVEIDG, 0 MAOKANERTS SIAHOPPWVEL LI KIVILATOYPAPIKT| YPAPH MOu urm-
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PETEL e ouvénela Tov KPITKG TPETo mou BAETEL Kal PooeyYiZel Tov kéopo. ‘Etot, kata-
(PEPVEL VA EMKOWVWVIOEL TO GPaud TOU TapdyovTag £va onUavTke EpYO TIOU GUVIOTA pap-
TUp(a NG EMOXTIG TOU KAL WG TETOLO, CUUBAAAEL TNV KATAVONOT) TNG KOWVWVIag TOU Kat Twv
avBpwnwv mg. Entreuypua rnou avaugopritra kablotd Tov Mképav MackaNeBITg wg Evav
and TOUG CNUAVTIKETEPOUG OUYXPOVOUG EUPWIAIOUG KIVNHATOYPapikoUg dnuioupyous.

OkTWPRpLog 2009

1. O Pov XéAoyouei oupnepihapBavel eniong o’ autr m yevid Toug Nteyidv KapakAdyitg kat Mihog PavtiBé-
yeBitg mou omolUdacav atnv MouykooAaBia ald polpdZovrav Tig (Sleg MEMOIBNOEIG Kal AITBNTIKEG KvnuaTo-
ypagikég avalnmoelg (Holloway, R., 1996. Goran Paskaljevic. La Tragicomedia Humana. 41 Semana Internacional
de Cine de Valladolid, o. 155).

2. 0 X6\oyouei avagépetal otr oTadlakr) EUPAVIOT) OKNVOBETWY — SnUIoupywv otn dekaetia Tou '60, ot omoiot
eixav yahouynBel ané Ta Kowwvikd Kat MoAITika epediopara mg neptédou. Ta Kowd XapaKTmeLoTIKA TWV TaVIDV
o dekaetia autr) fitav N MOATKY ap@LoRymoT, N Slepeivor Tou KaAoU Kat Tou Kakou, 1 KGAAITEXVIKY) ava-
{yon péoa and TG MTPOOWIIKEG EUMELPIEG, 1 TAUTION HE MPOOWTIKOUG PWEG, N anopuBornoinon mg npayua-
TIKOTNTAg KABWG Kal 0 Evrovog Gatallopdg. O «ualipog Kvnuatoypdeog» KAnpovounoe and Tov (Takiko
veopeaAlopo Kat €yive 1 BepéAog AiBog yia To VEO YIouykooAaBIko Kivnpatoypdgo (Holloway, R., 1996. 6.1, 0.0.
50-1). Epriveuopévol and tov Neopeallopd Kal TG VEEQ TATEIG OTO EUPWAIKS OIVENA, Ol OKNVOBETEG TOU «pau-
POU Kivnuatoypapou» anéppiyav To Kupiapxo oTiA Tou 0OOIaATTIKOU PEAAOUOU HE TNV EMOTHa EMSOKIHA-
opévn alolodogia Kal TNV MaTPIwTIKY eknaideuon Twv palwy, SIEPEUVAVTAG TNV TILO OKOTEIWVY] MAEUPA TOU
0001aAIoTIKOU KaBEOTWTOG, TN 31apBOoPA TOU KAl TNV UNOKPLOIa TOU, HE TOUG o pI{ooTiacTikouq and autoug va
EKPPATOUV HIa aVOIKTT] KPITIKY) OTO KOMMOUVIOTIKG kaBeotwq (Nebesio, B.Y., 2008. “Yugoslavia. Novi Film".
http://www.filmreference.com/encyclopedia/Romantic-Comedy-Yugoslavia-NOVI-FILM.html). H npogoxr| Toug otpd-
PNKE OTNV KABNUEPIVOTNTA TNG EPYATIKIG TAENG, 0N PTWXELQ TNG, OTNV MPOS00ia TWV COCIAAMOTIK®Y ISEWSWV
ané v KoKk proupgoualia, n onoia ouxva apglopnrolvrav Yéoa ané avapopeg ot piioomnactikolg dia-
VonTEg, onwg o Paty. To mapeA86v eEetalovrav eEOVUXIOTIKG, arnokaAUNTovTag Tl TNV MOAAAnMAGTTa Twv ena-
vaAapBavopevwy TpaupaTikwy agnynoewv mg lotopiag, Tou €6voug kat g natplapxiag (Grzini¢, M., 2006.
“Early works”. Zto Dina lordanova (ed.), Cinema of the Balkans, 24 Frames, London: Wallflower Press, 0.70).

3. To Togxiko VEo KUpa Sirjpkeoe emtd xpdvia (1962-69). Méoa ota oupppaldpeva Tou oUyxpPovou Kivnuatoypd-
pou ouvioTd éva avBpwrnioTIkS Clvepd kat Slakpivetal yia To XloUupop Tou. Xwpiqg kapia «emnionun» 15eoloyia, eivat
yepdro ané avopB6d0En ouundbela yia Toug avBpwnoug onwg elval kat 6xt mMéov, 6nwg my nepiodo Tou ZTAA,
onwg Ba énpere va rjrav. Ané Tig U0 CUUMANPWHATIKEG TATELG TIOU KUPIAPXNoav 1 Wia rjtav pEaAOTIKY]: akoAoU-
Bnoe mv napadoomn Tou veopeallopoU Kat Tou cinéma Vérité, EMIKEVTPWONKeE 0T onuacia Tou aor)uavrou, Xenot-
porotel pn enayyeAparieg nBorololq Kat mpaypaTikég TonoBeoieq yia peyalutepn aubevtikémra. Ze avtifeon pe
Toug frahoug, ot ToExoL peaAoTEG (PSppav, Macep, MEVTZeN) gaivovrav AlyGTepOo IBE0A0YIKOI, ouvaloBnuaTikoi kat
newikol. H @&\\n tdon (Zopy, Niepetg, Mdoa, Moupdoek, Biépa XikiAoBa) ritav meploodTepo EYKEPAAWKY): TA oEVApIa
T{TQV MPOOEKTIKEG SlAVONTIKEG KATAOKEUEG, TO VIEKGP KAl TO OTTTIKG UPOG fitav okGmipa TEXVNTE, 0 T6vog AoEGG,
EHMOTIONEVOG HE UNapELOHO, e MydTepn alolodoEia and Tr VEopeaNoTIKY) TAEUPA Kat e Jopepr Ewg analoldd0En
8130e0m. ZTIMOTIKG, ETEIVaV TIPOG TNV aAANyopia, To oupBONOUG akéua Kal Tov apaloylopd. Yrmjpxav mveliEq
Tou Mriouviougl, ®ehivi, Mépykuav, kat urtovoouvrav pia ouveetdtnTa, i onoia eival oAU nukvr] yia va Eedi-
mAwBel (Vogel, A., 1974. Film as a subversive art. New York: Random House, 0.0 139-140).
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Goran Paskaljevié

Goran Paskaljevi¢, a Balkan Humanist
by Dimitris Kerkinos

Goran Paskaljevi¢ is an artist whose cinematic career already spans forty years. His work
includes fifteen feature films, thirty documentaries and shorts, and is marked by a consis-
tency in both aesthetics and ideology. A humanist, infused with the simplicity of Italian ne-
orealism and in particular, Vittorio de Sica’s work, Paskaljevi¢ makes films that are based
on simple narratives, which describe, sincerely and delicately, the emotions and life of or-
dinary people, always siding with the weak and the oppressed. Through his stories,
Paskaljevi¢ relates to us the human condition, highlighting the small existentialist dramas
of the young and the old, of those living on the fringes of society and of the underprivi-
leged, emphasizing the efforts they make to survive. Everyday people interest him most,
those who have to deal with the consequences of historical events and are forced to find
ways to cope, while always maintaining the hope for a better life. He treats his characters
with warmth and empathy, putting forward their human dimensions, complete with faults
and merits; he does that without reproducing stereotypes or resorting to clichés and he
neither moralizes nor manipulates his audience. Even though in most cases the situations
his characters have to face are beyond their control, and ultimately their struggle is in vain,
the efforts they make, the tenderness they manage to maintain, their faith in their dreams
and fantasies, are not only moving, but also radiate an optimism, constituting expressions
of resistance against a pre-established fate.

With his national reality as a starting point, Paskaljevi¢ tells stories that underscore the
complexity and contradictions of the socio-political conditions of his time. Without aiming
to make openly political films, he is nevertheless unable to remain detached from what is
going on in his country: with a critical eye, he observes and records the events shaping local
life, addresses the fundamental social tensions that underpinned the politics of his country
during the nineties, and wields a covert social critique which is usually expressed through
metaphor and symbolism. Paskaljevi¢ captures the mood of his native land; he describes
social ties (especially intergenerational relationships) and life in the city and in the coun-
try; he addresses the hardships of immigration, social and political transitions and, of course
the impact of civil war on his country. With realism and poetry, black humor and irony as his
weaponry, his films succeed in genuinely representing real life on the big screen and in
conveying the filmmaker's personal account of his time.

Born in Belgrade in 1947, Goran Paskaljevi¢ studied cinema in the famous FAMU school
of Prague from 1967 to 1971 where he was a student of Elmar Klos. During his studies he
had the opportunity to get to know and associate with the major Czech filmmakers of the day,
such as Jifi Menzel, Milo§ Forman and Ivan Passer, and to witness at close quarters the epit-
ome of the new wave in Czech cinema, as well as its disintegration following the Soviet in-
vasion of Prague. Goran Markovi¢, Srdjan Karanovi¢, Rajko Grlic, Lordan Zafranovi¢, and
cameramen Zivko Zalar, Pega Popovi¢, Vilko Filac — and a little later Emir Kusturitsa' - all
studied at the FAMU. This group of Yugoslav filmmakers became known as the “Czech
School”; in the mid-seventies it revived and placed Yugoslav cinema at the centre of the in-
ternational scene; it won over the local audiences and was instrumental in encouraging
other Yugoslav film directors and producers to overcome their tendency towards introversion.

Despite the obvious aesthetic and thematic differences between the films of each of the
Prague School directors, the FAMU members formed friendships and worked together on
the films they produced, sharing certain common traits. On the one hand, they followed
the example of the previous “black cinema” generation of Yugoslav filmmakers? who had
discarded the existing cinematic stereotypes and aesthetics, in favour of a cinéma d'auteur,
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producing films of social and political significance. On the other hand, they continued in the
footsteps of the Czech new wave tradition of the sixties®. Their starting point was a desire
to comment on Yugoslavia’s social life through films that would transcend national borders
and interest international audiences. They therefore focused on the complexity of social life,
integrating social contrasts, freeing their characters from all stereotypes and creating an at-
mosphere typical of their local surroundings, in order to produce humanistic stories that
were able to offer a social critique, while at the same time functioned as comedies with un-
expected reversals, satires that the audiences actually enjoyed.

Before making his first feature film, Paskaljevi¢ filmed about thirty shorts and documen-
taries for the Belgrade television. In these, he explored issues that were to interest him
throughout his career; the experience he acquired making these shorts and documentaries
was to be of great use to him in his future films. During his sophomore year he made Mis-
ter Hrstka (1969), the portrait of a solitary worker, a film that sparked off strong reactions
with the Czech government censor, who considered it to be “offensive to the socialist sys-
tem and harmful to the social order”. The film was entered to the Oberhausen Festival, but
in the end was not screened since the filmmaker did not want to risk getting expelled from
the School. In 1970, again under the guidance of his professor, EImar Klos, he made A
Few Words about Love, while his graduation film was The Legend of Lapot (1972), in which
he gives an account of the custom of stoning old people to death in a remote Balkan com-
munity. That same year he made The Jewish Cemetery, a film about the lives of gypsies in _
a Belgrade ghetto. This was followed in 1973 by Children, which is about the political ma-
nipulation of children; the film was awarded at the Belgrade Film Festival, as was his next
film, The Descendant (1974), which finds its inspiration in Serb mythology. Finally, his film
Burden (1974) once again broaches the subject of social injustice, focusing on the mis-
treatment of teenagers and the elderly.

In his first feature film, Beach Guard in Wintertime (1976) — the film with which the Yu-
goslav “Czech films” wave began — Paskaljevi¢ addresses the young people of his gener-
ation, successfully capturing their feelings with honesty and gentleness and recording their
contradictions. In keeping with the two film movements that mark his time, he couples the
“black cinema” of his country with the Czech new wave. With Gordan Mihi¢, screenwriter
of various ‘black cinema’ as well as Zika Pavlovi¢’s films, he begins a collaboration that will
last through five feature films in the following twenty years, showing, with a humor remi-
niscent of Milo§ Forman’s comedies, the social reality of his young characters. Emphasiz-
ing detail and atmosphere, Paskaljevi¢ illustrates social ties, highlighting the utter lack of
communication between parents and children and their inability of both to function suc-
cessfully, since the former cannot understand their children and fulfill their own educational
role, while the latter are betrayed by their own inability to realize their own ambitions.

Two years later Paskaljevi¢ shoots The Dog who Loved Trains (1978), a road movie focus-
ing on three outcasts who look for fulfillment and personal happiness, but to no avail. Paskalje-
vic¢ relies on neorealist aesthetics that embody reality in the film, enhanced by the atmospheric
cinematography of cameraman Aleksandar Petkovi¢. The film establishes a dialogue with When
| am Dead and Pale (1967) by his veteran “educator”, Zika Pavlovi¢: both films have an element
of pessimism, and though their characters are thirsty for life, they are ethically passive and in-
different to all ideology, living in economically downgraded conditions and experiencing a harsh
social reality, highlighted by a naturalistic, almost documentary style of filming. The Dog who
Loved Trains, despite its intense existentialist mood, is mainly a critical look on the Yugoslav so-
ciety of the time, illustrating a world that is individualistic, suspicious, without solidarity, without
family, where parental value is impugned and in which money is the only road to happiness.
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After dealing with the young and the outcasts, Paskaljevi¢ in his These Earthly Days Go
Rolling By (1979) turns his attention once again to the elderly and focuses on human vi-
tality and dignity. In cinema vérité fashion, he films non-professional actors and builds his
film on a simple story which is full of emotion and which focuses on the relationship and
friendship between two very different elderly men. He shows us their lives in an old peo-
ple's home, reminding us of the inevitable passing of time and how the only certainties of
human existence are its transience and decline; in this context, the enjoyment of life be-
comes an imperative need and a means to reconcile oneself with death. Though the nar-
rative is realistic and evokes that of documentaries, Paskaljevi¢ makes strategic use of
visual metaphor, adding a singular poetic dimension to the story and turning it into one of
the loveliest films about the Third Age. On another level, the film is a tribute to the film-
maker's grandparents who brought him up, and to the wisdom of elderly people. This is the
first collaboration between Paskaljevi¢ and cinematographer Milan Spasi¢, one that, with
a few intermissions, continues to this day.

Special Treatment (1980) is Paskaljevic's first political allegory. The film refers to the fail-
ure of the Yugoslav political model though a parable about despotism, hypocrisy and the
abuse of power. The narrative relates the efforts of a doctor to force on his alcoholic pa-
tients a detoxification therapy that he himself has devised and which is founded on willpower
and physical exercise, a diet of apples and fresh air, Wagner's music and theatrical recon-
structions of their individual traumas. The filmmaker observes his characters with percep-
tiveness, avoiding stereotypes, and deconstructs the initially positive representation of Dr.
lli¢ by showing his tyrannical character and his hypocrisy; at the same time, Paskaljevi¢
shows the victims’ emotions with tenderness, keeping a fair balance between comedy and
psychological drama, while yet again eliciting exceptional performances by his actors, as in
the case of Milena Dravi¢ who won the Second Best Actress Award at the Cannes Festival.

Paskaljevi¢'s first American film, Twilight Time (1982), produced by Dan Tana and MGM,
will forever remain in the filmmaker's memory as his worst cinematic experience, as he
was forbidden to make any changes to the script during the shooting of the film. The result
is an unbalanced, sentimental, family film, about a seventy-year old immigrant in America
who returns home to his village in Serbia after an absence of twenty years. Despite cam-
eraman Tomislav Pinter’s beautiful cinematography and veteran actor (of Serb origin) Karl
Maden'’s moving performance, the narrative lacks the dramatic development and spon-
taneity that are the trademarks of Paskaljevic's films.

In his lllusive Summer '68 (1984), Paskaljevi¢ comes back to the subject of youth, examin-
ing what it was like growing up in the context of the explosive political events of 1968. Inspired
by the Czech comedies Closely Watched Trains by Jiti Menzel (1966) and Black Peter by
Milo§ Forman (1963) — which deal with adolescence and the adventures of youth —, but also
drawing from his own personal experience, Paskaljevi¢ recounts with humor and subtle
irony the repercussions these events had on a provincial Yugoslav family. He records the
monotonous atmosphere and mentality of the middle-class, the clash between generations
and a concern with solving family and personal problems rather than incurring political
change. This is the last film he made with cinematographer Aleksandar Petkovi¢ and with
the state production company Centar Film: in a daring move for his time, he decides to
found his own company, Singidunum Film Productions, the first independent film produc-
tion company in Yugoslavia.

Affected by the surge of child slavery among gypsy children, Paskaljevi¢ in his Guardian
Angel (1987) penetrates into the world of the Roma, and, writing his own script with ethno-
graphic precision, he records their lives in a ghetto. With references to ltalian neorealism and
Luis Bufiuel, working with amateur actors and a small budget, Paskaljevi¢ films the condi-
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tions under which the Roma live with a sensibility akin to documentary filmmaking, realisti-
cally illustrating their poverty and misery and avoiding idealization as much as stylization.
And yet, at the same time, his filmmaking goes beyond realism, creating with the aid of
music by Zoran Zimjanovi¢ (another fundamental collaborator), a dream-like atmosphere
into which he dramatically incorporates the gypsy myth of the guardian angel (Sambia),
thereby mixing reality and legend. A film that is both testimony and accusation, the Guardian
Angel constitutes one of the most important representation of gypsies in Balkan films.

Avyear before the war in Yugoslavia broke out, at a time when Eastern Europe was break-
ing down into smaller protectorate democracies, Paskaljevi¢ worked on a screenplay with
one of the greatest Serb writers, Borislav Peki¢, turning his novel Time of Miracles into a
feature film with the same title. Time of Miracles (1990) is clearly a political film. In a small
village after the end of the Second World War two different worldviews clash — Christianity
and Communism — in a struggle between the new and the old class where ideological mil-
itancy eventually dominates. And though the film takes place in 1945, its pertinence to con-
temporary times is obvious, since it captures the pulse of the new nationalist movement,
which at the time was rising in Yugoslavia, and at the same time it highlights a situation in
which specific ideologies collapse while others survive. Once again, Paskaljevic makes
use of allegory and through the visual metaphor of the wall paintings in the small village
church he shows us how “blindness prevents people from developing a constructive com-
parison based on experience”.

His next film, Tango Argentino (1992), was made when economic sanctions were being
enforced on Yugoslavia. The subject matter is again the Third Age; this is the last part of a
trilogy on the life of the elderly, which includes These Earthly Days Go Rolling By and Twi-
light Time. The film focuses on a ten-year-old boy who is helping a group of seniors redis-
cover their lost youth and the joys of life. In return, they offer him the tenderness and care
he never received from his parents; they also bring him face to face with the reality of death.
Without dealing directly with the political situation in his country, Paskaljevi¢ focuses on
human feelings — loneliness, nostalgia, friendship, zest for life — and conveys to us the last
period of communism in Yugoslavia. With humor he illustrates the difficulties a provincial
family encounters during a time of political and social transitions, emphasizing the fact that,
despite the changes that happen, life still goes on.

The surge of nationalism in Yugoslavia forces the filmmaker to leave his country in 1992
for Athens and then Paris. His next film, Someone Else’s America (1995), is a European
co-production shot in a studio in Hamburg with a large multi-national crew. The theme is mi-
gration seen through the adventures of two European emigrants who seek the American
Dream in Brooklyn. A comedy of characters with Miki Manojlovi¢ and Tom Conti and a vari-
ation on The Odd Couple (1968) with Walter Matthau and Jack Lemon, the film illustrates
the experience of migration and its consequences on three generations, offering us three
different points of view on the subject. Paskaljevi¢ focuses on the dynamics of family and
interpersonal relationships, praises friendship, gently brings out his characters’ weaknesses
and relates their unfulfilled dreams with poetic touches that evoke magic realism. Further-
more, Paskaljevi¢ presents in this film the solidarity and common struggle of the two main
characters as an answer to the fratricidal civil war in Yugoslavia. Someone Else’s America
is the fifth and last film based on a script by Gordan Mihi¢ after Beach Guard in Wintertime,
The Dog who Loved Trains, lllusive Summer '68 and Tango Argentino.

In 1998 Paskaljevi¢ returns to Yugoslavia and films The Powder Keg, (aka Cabaret Balkan)
first of a trilogy about Serbia in the last decade. Based on a play by Dejan Dukovski from
Skopje, The Powder Keg takes place in Belgrade in February 1998, when troubles started in
Kosovo: its subject matter is the violence prevailing in the country. The theatrical frame is
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clear in the film as it “intersperses the “real-life” stories with a sense of performance™, bring-
ing to mind the atmosphere of despair in films referring to the early Nazi years, such as
Mephisto (1981) by Istvan Szabo or Bob Fosse's Cabaret (1972)5. Without any direct refer-
ence to the Bosnian war, Paskaljevi¢ makes us feel its impact on ordinary people, showing
us their despair and using their lives in order to “dramatize the spiritual condition of [his] peo-
ple”. The film is a metaphor for the mental state of the residents of Belgrade, it "uses violence
to condemn violence™ and brings up the question of guilt by calling all those who feel they
are the victims of this situation to confess to their own responsibility for what is happening.
The episodic structure in The Powder Keg weaves together various stories of characters that
are not directly linked to each other, but whose paths cross during that one night in Belgrade.
Trapped in a nightmarish vicious circle of hatred, revenge and violence, the victim in one vi-
gnette becomes the perpetrator in the next, ready to explode at the slightest provocation. Vi-
olence is not only physical, but also verbal and psychological and aimed mainly at women.
It is symptomatic of a malaise beyond the characters’ control: “Although [the characters] be-
lieve they control the power they wield, it comes back to consume them™. Nonetheless, the
representation of the absurdity of violence does not create characters easily stereotyped as
evil; on the contrary, it highlights their sense of humor and, through that, their humanity.

The Fowder Keg was much applauded by critics and received many awards — among
them the award of the critics of the European Academy — and according to the renowned re-
searcher of Balkan cinema, Dina lordanova, it “was the only film that managed to commu-
nicate the effects of the malaise and insanity to the outside world™. However, Paskaljevi¢'s
continual criticism of MiloSevi¢'s regime resulted in an accusation against him in Politika, one
of the most important Serbian newspapers, at the time controlled by the government, in
which he was called a “traitor to the Serb people”. So once again the Serb filmmaker leaves
his country and shoots his next film, How Harry Became a Tree (2001), in Ireland. The film
takes place in the provincial Ireland of the 1920s and is an adaptation of a Chinese story (Lao
Dan by Yang Zhengsung) about intolerance and hate. It reproves irrational hatred and makes
references to certain cultural elements common to both countries, such as conflict, revenge
and nationalism, with the filmmaker basing to a certain extent the persona of Harry on
Milo$evi¢, thus adding an allegorical dimension to the narrative.

After MiloSevic's fall, Paskaljevi¢ returns to his country to make the second film of the tril-
ogy about contemporary Serbia, Midwinter Night's Dream (2004), a love story that takes
place in post-war Serbia, a country in a state of physical and moral collapse because of
wars, extreme nationalism and violence. Three outcasts meet against this background: a
veteran soldier who can't get rid of his nightmares and who vainly tries to connect emo-
tionally with two Bosnian refugees, an autistic girl and her mother. Paskaljevi¢ here has a
real autistic person acting in the role of the girl, whose participation determines his choice
to use a digital camera, while it also “subtly blurs distinctions between the fictional and the
real™. The autism of the girl also functions as a metaphor for the alienation and inability of
the greater part of the Serbian population to remember its recent past and to understand
the reasons that lead their country to such extremes. Through revealing silences and fa-
cial expressions rather than extensive dialogue, the filmmaker discloses his familiar sym-
pathy and warmth towards his main characters, who, despite their sufferings, manage to
conserve their tenderness. The realistic aesthetic of Midwinter Night's Dream captures the
melancholic atmosphere of winter with poetic sensitivity and the filmmaker’s choice to keep
the violence out of the frame “echoes the practice of the ancient Greek tragedians who
place all violent acts offstage™°.

Paskaljevi¢ will conclude his trilogy with The Optimists (2006), an omnibus film on phony op-
timism inspired by Voltaire's Candide. A labored optimism threads together the five stories of
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the film, in which the director presents the psychological anguish of post-MiloSevi¢ Serbia.
Through these accounts, the filmmaker echoes the new living conditions in Serbian society,
observes the despair of everyday people, their entrapment in vain hopes and their artful ex-
ploitation by those who pretend to offer them an optimistic perspective of life. Inflected with
irony and black humor, the film ultimately shows the loss of illusions in Serbia today, but at the
same time addresses an international audience through the universality of its topic. Lazar Ris-
tovski, as well as co-producing the film with Paskaljevi¢, plays different roles in each one of
the five stories and is the main protagonist in all three films of the trilogy.

In his last film Honeymoons (2009), the first ever Serbo-Albanian co-production, Paskalje-
vi¢ goes back to the issue of migration. He follows the fortunes of two young couples from
Serbia and Albania who leave their respective countries seeking a more promising life in
Europe. Both stories unwrap in a parallel way and never cross paths, but they share a com-
mon ending: their characters’ disappointment and inability to realize their dreams, since,
upon arriving at the borders of the European Union, they are treated with suspicion — like
second-class citizens — and are refused entry. Honeymoons represents an initiative for a
cultural approach that goes beyond prejudice and past political frictions between the two
countries, highlighting the similarities instead of the differences, and emphasizing their
common goal: to become an integral part of Europe.

Paskaljevi¢’s cinema is anthropocentric. It focuses on the feelings and daily struggles of
ordinary people and it reflects the social and political conditions in which they live. He gives
voice to the young and the old, to the wanderers and outcasts, all those living on the fringes
of society and who, against the odds, are fighting for a better future. His films draw on real
life, illustrating the full range of human emotions and bringing to the fore the humanity of
three-dimensional characters, their efforts and their unquenchable hope for a better life.
Central to his work are, therefore, the actors who communicate these emotional states to
the viewers. His ability to direct his actors effectively — whether amateur or professional —
helps him elicit performances that always ring true, thereby reinforcing the authenticity of
the narrative. Without happy ends or melodramatic compromises, without didactic lessons,
without being populist and by refusing to cater to the viewers’ empathy, Paskaljevi¢ tells us
stories which, though invariably marked by a tendency for demystification and pessimism,
never fail to move us, reaching beyond their national context and winning international ac-
claim, as much from the critics as from the public. With a strong feeling for detail and at-
mosphere, often implementing a documentary directing style that sets off the dramatic
texture of events, and by combining realism and poetry, dark humour and irony, Paskalje-
vi¢ creates a cinematic style that ideally serves the critical way with which he sees and ap-
proaches the world. In this way, he is able to successfully convey his vision and produce
an important body of work that stands as a testament to his era and, as such, contributes
to our understanding of his society and his people. An achievement, which, beyond any
doubt, ranks Paskaljevi¢ among today’s leading European filmmakers.

October 2009



Goran Paskaljevié

1. Ron Holloway also includes in this list Dejan Karaklaji¢ and Milo§ Radivojevi¢ who studied in Yugoslavia but shared
the same convictions and cinema aesthetics (Holloway, R., 1996. Goran Paskaljevic. La Tragicomedia Humana. 41
Semana Internacional de Cine de Valladolid, p. 155).

2. Holloway refers to the gradual appearance of auteur-filmmakers in the sixties who found inspiration on the social
and political interests of their time. These sixties films were interested in common issues: “political questioning, ex-
amination of good and evil, artistic searching through personal experiences, identification with individual heroes, de-
mythologizing of reality and a marked degree of fatalism”. “Black cinema” was much influenced by Iltalian neo-realism
and became the founding stone for the new Yugoslav cinema (Holloway, R., 1996, ibid., pp. 50-1). Inspired by neo-
realism and the new trends in European cinema, the “black cinema” filmmakers rejected the dominant style of so-
cialist realism with its officially sanctioned optimism and patriotic education of the masses, opting instead for exposing
the darker side of the socialist state with its corruption and hypocrisy. The more radical filmmakers openly criticised
communism (Nebesio, B.Y., 2008. “Yugoslavia. Novi Film" http:/www.filmreference.com/ encyclopedia/Romantic-
Comedy-Yugoslavia-NOVI-FILM.html). Their attention “was on the everyday existence of the working class, on their
poverty, and on the betrayal of the socialist ideals by the red bourgeoisie, often challenged through references to rad-
ical thinkers such as Wilhelm Reich... The past was also closely scrutinized thus revealing the multiplicity of recur-
ring traumatic narratives of history, nation and patriarchy” (Grzini¢, M., 2006. “Early works”. In Dina lordanova (ed.),
Cinema of the Balkans, 24 Frames, London: Wallflower Press, p.70).

3. The Czech Nouvelle Vague lasted seven years (1962-69). In the context of contemporary cinema, it stands for a
humane cinema marked by a sense of humour. “Devoid of ‘official’ ideology, it is filled with unorthodox compassion
for people as they are, and no longer, as in Stalin's times, as they should be". One of the two prevailing comple-
mentary tendencies was a realistic one: it followed in the footsteps of neorealism and cinéma vérité, “concentrated
on the significance of the insignificant, using non-professionals and actual locales for greater authenticity. In contrast
to Italian realists, Czech film directors (Forman, Passer, Menzel) seemed less ideological, sentimental and heroic”.
The second tendency (Schorm, Nemec, Masa, Juracek, Véra Chytilova) “was far more cerebral; its scenarios were
careful intellectual constructions; its settings and visual styles intentionally artificial; its tone oblique, suffused with ex-
istentialism. There was less of the smiling optimism of the neorealist camp; a more sombre, even pessimistic, mood
obtained. Stylistically, they tended to be allegorical, symbolist, or even ‘absurd’; touches of Bufuel, Fellini and
Bergman, abounded and the possibility of an underlying complexity too dense to be unravelled was hinted at.” (Vogel,
A., 1974. Film as a subversive art. New York: Random House, pp. 139-140).

4. Horton, A. J., 1999. “Cabaret Balkan". Cineaste, Vol. XXV, No. 1, December 1999

5. lordanova, D., 2001. Cinema of Flames. Balkan Film, Culture and the Media. London: BFI Publishing, p. 269.

6. Horton, A. J., 1999. “Vignettes of Violence. Different attitudes in recent Yugoslav cinema”. In Central European Re-
view, Vol. 1, No. 18, 25 October 1999, p. 111.

7. Horton, ibid., p.111.

8. lordanova, D., ibid., p. 269

9. Orr, J., 2007. "A Midwinter Night's Dream”. Cineaste, Vol. XXXII, No. 3, p. 61

10. Orr, ibid., p. 60.

Goran Paskaljevi¢ and Milena Dravi¢, Cannes 1980.
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AvOpwTTivog, armAd avlpwmvog
tou MMép-Avpl NteAd

To evTunwolakd pe Tig Tawvieg Tou Maokahepirg, and Tov Nauayoowotn To Xeyuwva
(1976) péxpr v Teheutaia Tou Ta&idta tou uéAtog (2009), dexanévre, SnAadr), peyaou
UrjKOUG Tatvieg KaL TIPLV art’ QuTEG TPLAVTA VIOKILAVTEP Kal JikPoU UrKoug Tawvieg, eivat
1 opoldTnTa Tou UPoug Kal TG OTTIKNG Tou. AuTO loxUel, aveEdpmra and Ta Bépara
TIOU MPOoOoEyY(ZovTal Kal TIg XWPEG 1] TNV EMOXT) OTLG ornoieg dladpapartifovrat: anoteAel
70 (Blov evog dnuioupyou. A, olyoupd, UmopoUpe MAVTA va avaZnTriooupe Hia emppor
£5W 1} aA\OU, va avapEPOULE OKNVOBETEG KOVTIVOUG HE TO JIKG pag OKnvoBET), va ert-
KAAEOTOUWE [ia OXOAN 1] éva Kivnua, yia mapadetypd, Tov ITAaAKS vEoPEaAIoNd, TO Xl-
oUHop TWV TAWVIWV TOU TOEXIKOU VEOUu KUpatog (o Mképav MaokAAhefitg €kave
KIVNUATOYPAQIKEG OTIoUdEG otnv Mpdya Kt €xel del Tig Tawieg Twv ®épuav, Macép i
MEvZeM), i aképa, yiati Oxt; ™V wudTnTa Tou BAEupaTog Tou Mmouviougéh otoug Aog OA-
B16Gd0g, oL Pveleq OUWG AUTEG, TIPOOPIAEIG OTOUG KPLTIKOUG TOU KIVNHATOYPAPOU Tou
avalnrouv mavra onpeia avapopdg dev eEnyoulv kat TOMA mpdypara kat Kupiwg 6xL To
£pyo. Akdua Alyétepo pnopoulv va To ouvodioouv. MoAu amAd yiati to BAEpa Tou koS-
pav MaokAAERITG Kat 0 TPOTOG HE TOV Omoio MPooeyyilel Ta BEuara tou eivat povadt-
Kol kat dev avrikouv apd atov {dlo. Mati oTo Mépaoua Tou XPovou o dnUoupyog pag
QVEMTUEE Pla KPITIKY paTid, ouxvda amnopuBomnoinTiky aAAd ndvra yevvaiédwpn, rmou
HOvo evioxuoe kat SlapdpPwae TO UPOoG TOU.

ZEKIVWVTAG va KAVEL TaWvieg o€ [ia emoxr) OAogva Kat mo aotadr|, Hdptupag Twv ava-
Tapaxwv mgq lotopiag oty Kevrpikr) Eupdnm, kat katdmiv evog adeApokTévou Kal Bap-
Bapou néAepou oy Bla Tou T xwpea, o Mképav MaokdNePITg katéypaye Ta navra kat
nPooTdtnoe va kAvel évav arnoAoylopo Twv dowv ERAeme. Oxt HEOW PEYAAWY LOTOPIKWY
€pywv, oUTE YUPVWVTAG EKSIKNTIKEG TTONITIKEG TaViEG, AANG EMOTPEPOVTAG MAVTA OTO
ouolaoTiko: okUBovtag dv and To MEMPWHEVO KAl TA OVELPA KAMOLWV aVWVUH®Y NPWWV
Tou, Mapacuppévol amnd yeyovota rmou Sev eAEyxouv, mpooTiaboly aneAropéva va ert-
{rjoouv. To KAeWd{ OAGKANPOU TOU €pYOU TOU BpIOKeTal EKEL: TNV TG00 arAr] Kat ipopavn
auTtr) B€on, Tou cuvioTtaral oto va EavaBpoupe To TO00 eUBPAUCTO AVEPWITVO OTOLXED
MEOQ 0T OKANPOTITA TWV AVEEEAEYKTWY KATAOTACEWV. Tt KAAUTEPO OO YLa VA TO KAVEL
auTo, and To XOUHOP KAl TNV ELPWVEIQ QVANEMELYEVA, TO HUCTNELWIES AUTO KPAua rmou
kdvel v TpugpepdTa va avaBAUlet kat 0dnyel otn ouykivnon, cuvtapdooovtag To
Beam). Adtt Byaivoupe arnd OAeq Tig Tawvieg Tou MaokANERTS eEQIPETIKA OUYKIVIUEVOL OXL
TG00 and T okKANPATNTA KAl TOV MAPAAOYIOHO TWV KATAOTATEWY, TWV TO00 PEANOTIKWOV
Kard Ta GA\a, aA\d and autr ™ oraydva mg eAnidag, Péoa otnv kapdid g BUeAAQg,
QuTr) TV aouykpdm T embupia yia T Gvelpo kal To dnelpo, mou, napdia éoa cupBai-
VOUV, OL IPWEG TOU (PEPOUV LEDA TOUG oav EUTERN TGB0, GTL 600 SENEG 1) TEPATWSELS KAl
va eival kdmoleg TPAEELG Tou avBpwrou, UNGPXEL AvTa péoa Tou N duvardtmra AUTpw-
omng, évag UoTaTog TPATOG VA CUVEX(OEL Va TIOTEUEL OTNV OLOPPLA TG WUXTG.

Mdptupag g eMoxrig TOU OTIG XEIPOTEPEG OTIYUEG TNG, 0 Mkdpav MaokANERITS, EVwd
TV anokablotd uéaa oe GAN TNV MOAUTAOKGTITA KAl TI§ avTIPATELS TNG, KaTopBwvel kat
dlagelyel, ETTPEMOVTAG Hag va avanvelgoupe aA\oU. STO IO EUYEVES KAl OTO IO ayn-
Ad@nTo ™G avBpwrivng KATAoTaoNg: auTr TNV NapdAoyn Mot mou 3 Hag agrivel va
aneAmgéHaoTe OTIG XEIPGTEPESG KATATTATELS, TN BeBaidTTa ™Q AlwvidTnTag atn yn.

loUAlog 2009
Metdappacon and ta yaAAikd: Zwn-Muptw PnyornouAou
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Human, Just Human
by Pierre-Henri Deleau

What stands out when one follows Goran Paskaljevi¢'s films, beginning with Beach Guard
in Wintertime (1976) up to Honeymoons (2009), in other words, in 15 full length films pre-
ceded by 30 documentaries or short films, is the cohesion of his style and vision. This holds
true no matter what the subjects approached are or the countries in which they take place:
this is an author's distinctive mark. Oh, of course, one can always search for an influence
here and there, quote filmmakers close to our director, recall a school or a movement, for
example, Italian neo-realism, the humor of the Czech New Wave films, (Goran Paskaljevi¢
studied cinematography in Prague, where he viewed films by Forman, Passer, or Menzel),
or still (why not?) the harshness of Buriuel's outlook in The Forgotten Ones (Los Olvidados).
However, these references so dear to film critics who are always looking for reference
points don't explain much, and certainly not one's complete works, nor can they even come
close to summing them up, simply because Goran Paskaljevi¢'s viewpoint and the way he
approaches his subjects are unique, and only his. Throughout the years, our author has de-
veloped a critical vision, an often disenchanted one, but always noble, which has only
formed and reinforced his style.

Beginning to film in a more and more unstable time, witness to Central Europe's histori-
cal clashes, then to a barbarous war of fratricide in his own country, Goran Paskaljevi¢ has
recorded everything, and has attempted to present an account of what he has seen, not
through colossal panoramas or vengeful political films, but by always coming back to the
essential: by leaning toward destiny and the dreams of anonymous characters swept away
by events beyond their control and who are desperately trying to survive. Here lies the
whole key to his work: in this simple and obvious assertion, which consists of finding the
fragile human element within the cruelty of overwhelming situations. What better weapon
to do this with than a mixture of humor and irony, a mysterious alloy which solders tender-
ness and leads to emotion, leaving the viewer deeply moved? One leaves Goran Paskalje-
vi¢'s films particularly touched, no so much by the cruelty and absurdity of authentic
situations, but by this drop of hope planted at the heart of torment, this irrepressible desire
of a dream and of the infinite, which, in spite of everything, his characters carry within them-
selves, as, however cowardly or monstrous some of Man's actions can be, that there is al-
ways within Him the possibility of redemption, an ultimate way to still believe in the beauty
of the soul.

Witness to his time at its worst, Goran Paskaljevic restores it in all its complexity and con-
tradictions, and doesn't avoid it by allowing us to breathe elsewhere. He presents to us the
most noble and intangible of the human condition: an irrational faith that prevents us from
despairing in the worst situations, the certainty of Eternity on earth.

July 2009
Translation from French: Patricia Andjelkovi¢

25




26

I'képav NMaokahiefiTg

‘Eva olvepd Twv ouvaiodnparwv

yia va karavorjooupe Tn {wn
Tou Avtptdvo lMkdapvtt

‘Otav 1o 1971 pia opdda eniBoEwV KIVNUATOYPAPLOT®V EMOTPEPEL 0T MouykooAaBia,
HETA ard oTIoUSEG TEGOAPWY XPOVWV OTO KIVNHATOYPAPIKO voTitoUTto Tng Toexooho-
Bakiac (FAMU), o ylouykooAaBIKGG Kivnuatoypdpog Bpioketal oe pa katdoraon dn-
MIoUPYIKAG Kpiong, n oroia Badikd opeieTat omv PGBeom TG MOATIKNG eEouaiag va
QIUWOOEL TO KIVNUATOYPAPIKS Kivnpa ou avarttuxBnke ot Sldpkela tng dekastiag Tou
'60, YVwoTo wg «Halpo ovepd». Ta ovopaTa autwv Twv veapwv: Paiko MkpAitg, Zep-
TQdv Kapdvopitg, Mképav Mdpkopitg, Mkopav Maokdhepirg, Adpvrav Zappdavorg.
ANOAUTA OUVELSNTOTIONKEVOL YIa TIG SlaPOPES TouG e OUYKPOTOUV pelua 1j «OXOAY)»
Qv Kal 1 KOV TOEXOOAOBAKIKN EUMELPIA (KIVNUATOYPAPIKY] KAt TIOAITIKT)) GUYKAIVEL OTnV
eAni®a va oUVELCPEPOUV LE TO €PYO TOUG OTNV avay£vvnon tng €BVIKIAG Kivnuatoypa-
¢lag, kAl oUVIOTA YIa TOUG VEOPEPHEVOUG EvaV KOWVG TIApavouaoTr I3laiTtepa onpavTiked
ot 31dBeon] Toug va avapetpndolv HE TNV KIVNUATOYPAPIK payuatikétta mg
XWPAG TOUG, KAVOVTAG TIG SIKEG TOUG TAVIEG.

Aev gival Kat T6oo gUKOAO. To «Ualpo OVERd» aoXOABNKE Kal QVTILETWITLOE TA KOL-
VOVIKA BElaTa pe TOOO0 EMIBETIKO-TIPOKANTIKG TPOTO TIOU TIPOKANECE TETOLEG TTOAITIKEG
avTIdPAoELQ TIOU EQTacav UEXPL TNV dueon napéupacn Tou Tito pe oToxo va eAeyxBel
TLO aroTEAEOUATIKA, art’ 6,TL Ta TPonyoUHeva Xpovia, TO TURHa evnuépwong kat Bed-
patog. MNa apketd xpdvia To HOVOTIWALO NG eBVIKNG Kivnpatoypagiag eixe avareBel
OTIG «AEUKEG TALVIEG», OTWG TIG TIPOoodIdpLoe o Blog o Maokdhiepitg, emonpaivovrag
n600 Undapveg Kal adlapopeg rrav. Empdkelto yia éva Kivnuatoypapo oTpappévo
QMOKAELOTIKA O€ QVTIOTACLAKEG LOTOPIEG NPWIOHOU, EYKEKPILEVEG KWUWS(EG YEPATEG al-
01030E(a yia Ta BETIKA AMOTEAECUATA TOU KABlEPWHEVOU TTOATIKOU ouoTtraTog. Eutu-
XWg, Tou TNV dla mepiodo 1 Spuaom kat Aettoupyia Tou 20u TnAeoTTTiKOU KavaAtou
QMOTEAECE YA TOUG VEapoUq OKNVOBETEG €vav XwpPo SoUAELdg TTou Toug Tapeixe du-
vatdmreg eEepelivnong Kal TAUTOXPOoVA Hla ONUAVTIKY EuKatpia emagng He To Heyalo
KOLWVO, TIOU avarndpeuKTa anopakpuvovtav and évav Kivnuaroypdgo rou dev avrava-
KAOUOE T Ta MPORBARHATA KAl TIG KOWVWVIKEG KAl ATOUIKEG avTIPATELG.

O Mképav MaokahePitg yupilet yia v TnAedpaon, oe Atydtepo and dUo xpdvia oxe-
ddv, TPLAvTa VTOKILAVTER aQVTILETWIZOVTAG «avolXTa» SLAPopPEeS TIAEUPEG TOU £BVIKOU
QVIKAVOTIo(NTOU TIEPIUEVOVTAG TNV EUKALP(a va MEPACEL 0T HEYAAN 086vn. Kt autd oup-
Baiver o 1975 érav dlaBalel To oevdaplo Tou Nauayoowotn to xeyuwva Tou Mképvrav Mi-
XITG, lag ard TIG TIO OTHAVTIKEG TTPOCWTIKOTNTEG KAl BacikolU CUVTEAEDTT TOU «Halpou
olvepd». H Tawvia €xel eVIunwolakr ERMoPLKY) emtuxia kat dlebvrj avayvwplon oe on-
HaVTIKG Kivnuatoypagikd geoTtiBAA (Xpuor) Apéva oto ®eoTiBAA g MouAa, BpaBeio
g Cidalc oto ®eoTiBAA BepoAivou). Eival n apxr| evég véou kUkAou Tou omnoiou o Ma-
okANeBITg yivetat n onpaia, kat mapd my exepdtnta g enionung (kat cupBRacuEVNg
0€ TOAITIKO eMiMed0) KIVNUATOYPAPIKNG KPLTIKIAG, Ba avadelEel To VEO MPGowo Tou Yi-
OUYKOOAGBIKOU Otvepd ota péoa g dekaetiaq Tou '70, Tpapwvrag ndvw Tou ) diedvn
npoooxn. Ané Téte o Mkdpav MaokAAeRITq Ba oUVEXITEL TNV KIVNATOYPAPIKY) TOU Sla-
Spopr| He TPOMO MPOOWIIKS Kal aveEAPTTo avIeTwriZovrag eniong Tou KvdUvoug
Hlag SUoKOANG Kat IPOBANHATIKIAG AUEPIKAVIKY|G CUMMAPAYWYN|§, XWPIG va mpodwaet )
BIKY) TOU Kivnparoypagikr avtiAnyn kat €xovrag 1I3pUoeL mpdopara Jia Sikrj Tou HKer
gTaipeia mapaywyng yta va prnopel va xpnuarodoTel kat va unootpilel o 8104 Tig tat-
vieg Tou: «eyw BEAW va kaAvw Tawvieg mou va eivat onwg n Zwrj Kat ano pia orTTikY ywvia
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S1aPopPETIKY), MPOKANTIKY). Oxt HEYAAa PIAH XOAlyouvTiavou TUrou, Beapatikd, mou na-
POAO Tou pou npotadnkav Ta anéppupa yiati pou eival adlapopa. OéAw va kavw Tat-
vieg mou va 1§ vikbw nMpwTa eyw o Blog e Suvartég OUYKIVIOELG Kal aAnBivoug
xapaktmpeg. Eival n npayparikry {wr) mou pe ouvapnaler.

NepiBwpio
To B€pa nou ohogpdvepa dianepvd to owveud tou Maokalefitg divovrdg Tou olTwg el
neiv ™ Baoikr Tou nPWT UAN eival ekeivo Tou neplbwpiou. Ot HPWEG TWV TAWIWY TOU
Sev elval oxed6v NMoTé opyavikd evVTaypévol OTo KOWVwVIKG oUoTnua Kat oTiq oTabepég
Tou. O EAGx10TOL TTOU UMOTACoOVTAL OTOUG KAVOVEG TOU KataArfyouv apyd rj ypriyopa
otn yeholonoinon. MeplBwplo onpaivel avtinapaywylkétTa: 0 MPWTAYWVIOTG TOU
Navayoowotn 1o xeywva eival Katoxog evog SIMAWHATOG Mou eV TOU TIAPEXEL Kaud
enayyehuatikr} 1EEodo oTo ZkUAo rou ayarouoe ta Tpéva n lotopia agopd évav veapd
nou efval anokAeloTika yonteupévog and tn {wr Tou nepmAavwpevou. O Eniyeteg
UEPES NMou yopyd KuAouv exTuliooeTal eE0AOKATIPOU O’ éva YNPOKOUE(O, XWPOG CUYKE-
VIpwOong avBpwnwy rou dev eival ma oe B€om va napdyouy (TOUAAXIOTOV E TOV TPOTO
ToU 1 Kovwvia To erBAarAel ota péAn G)’ n opdda Twv aoutodwvtep otny Edikr Be-
paneia yivovral éva pe To «Bepaneutr)», 0 onoiog Ba ENPene va Toug avapopPwoel Kat
enavevragel, kAt nou n BeopoBetnuévn unokploia dev pnopei mapd va katadikaoel oe
anotuyxia’ n ermpovn pe v onoia o nanmoug kat To nadi npwTaywvioTég Tou AukGpw-
10g, paxovral yia T didowon mg yng elvalr avaloyn pe T oTaon ekeivwv nmou napott
Hropolv va SouAéPouy eykataAeimouv’ kal TEAOG edv o MNétap ato AnarnAd kaAokaipt
Tou '68 g1 ekeivn T payikr) nepiodo g epnpeiag, yepdt and ¢avraciwoelg oAU mo
evdlapépouoeq and ta kabrikovra rnou n kowwvia erBaiAel (avaueoa ota onoia Ku-
plapyxo eival n napaywyikénra), and m peptd Tou o dnpooloypdpog nou aocxoAelrat
HE TO EUNOPIO HIKPWY TOLYYAvwY 0To PUAaKa dyyeAo eival POOPIOUEVOG AUETAKANTA
ot pova&ld kat oy o Tpayikr anotuyia. Autr) n idiaiteprn ouverkn {wrig ekdnAwve-
Tal, npooeyyileral kai karaypdetal pe dlaopeTikolug Tpdrnoug and Tawvia oe Tawvia.
Mropei va eival To anoTEAETUA OUYKEKPIHEVWY KOIVWVIKG-OIKOVOUIKWY avTIBEoewy, ané-
VavTL OTIG ONOIEQ TO AToHO Sev Uropel napd va unokUyel, 1) va ogelAetal o€ pia unap-
Elakr) em\oyr] (anpoodioplotn 1} andAuta ouveldntry aAAd oe kaBe mepirmTwon
TPAPnyuéVN NAvra oTig Mo akpaieg g ouveéneleg) r TeEAikd —kat 6t yiari eivat Atyétepn
onuavTikr and Tig dUo npPonyoupeveg- pnopel va eival povaxa to Baoikd dedopévo
HIAG OUYKEKPIMEVTG NAKIaG Tou atépiou, rou eite eival unepBoAikd veapd elte unepPo-
AkG NAIKIWHEVO yia va anoTeAe( HEPOG TNG nMapaywyikrg Meloyneiag, karakriyovrag
éto1 oe avtinap@Beon pall mg. Kat autd oupBaiver Oxi povaxa yiari eivat xwpig epddia
(MPooWPIVa 1) HOVIHA) YIQ OUYKEKPILEVEG KOIVWVIKEG AetToupyieg, aAAG yiati akpifwg
aut) n 1Slaitepn KaraoTaor Tov KaBloTda UMOKE(UEVO MOAITIOTIKG napdTalpo o' éva Kot
VWVIKO 10TO Tou EXEL avayAyel anOKAEIOTIKA WG Kupiapxo MOTEUW TOU TN AEITOUPYIKG-
TNTA KQL TNV QnOTEAEOUATIKOTITA.

Eniong aut n Baokr| BeparoAoyia eival otaBepa ouvBeSepEVN LE T OXEOT MOANG-
unaiBpou, nou eniong Sianepva ouvexws To £pyo Tou MaokAAefiTg kal nou TeAka e
BaMer v «evoxAnTikrj» napoucia g deutepng otnyv embupia aveEaptoiag kat
LOTOPIKAG NPWTIAG Tou 1 NOAN Ba BEAE va evOapKWVEL IBEOAOYIKA. YTIAPXEL Hia OKnvr
oro ZkUAo nou ayanouoe Ta Tpéva 6nou autr n akaraviknm duapxia ouvriBeral pe
eEaipeTixé TPONo: N konéAa nou BEAeL va «anodpace yia ) MaAlia @éavel oto @Tw-
X6 oTin TV yoviwv TG oTtnv nepipépeia Tou BeAtypadiou oe pa neploxr nou npa-
xTikd eival UnaiBpog, aA\G oto opifovra mg onoiag elofaiAouv (kouyol; anelnTikol;)
oL poutoupioTikol oupavoEUOTEG NG VEQG UNTPONOANG-HOVTEAD. H UnaiBpog, n yn, uno-
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pel va ekAn@Bel kAmoleg PoPES kal wg Katapuylo, GANEG PopEg AveTo AAAeG 6L, 1} oav
ia aneAelBepn MEPLOXT] OMoU KAVE(G Umopel va KaANePYNoeL TIG Yeudalodroelg Tou yia
eAeuBepia, 1 aképa Kal oav Medio SOKIUNG Yla TNV avdarnTugn Tng MPoowmKETNTAg Twv
atéuwv and T oTlyur] Tou 1 aypoTikr kouAtoupa Sev eival er’ oudevi, yia T YIOUYKo-
oAGBIKN Kowvwvia, va apxalohoyikd edpnua. e kAbe mepimrwon enavepgavifetat ora-
Bepd oav éva eidog anwenuévou aneiBapyou Kat aveEEAeYKTou, akpIBwg nwg To
nepBwpPLo dev Uropei mapd va empBeaidveTal wg TO U anaAeiPipuo UPMAPwHa eVeg
LOVTEAOU QVArTTUENG TOU OTOXEUEL OTNV TUPAT] EMIKUPLAPX(A TWV EMOVONAZOUEVWV
«|OTOPIKWY artiwv», Ta oroia Tautifovral eite pe To Kpdrog (0ootalloTike 1y 6xt) eite pe
10 Ke@dhato. O kivnuatoypdpog Tou MaokdAeItg Exovrag wg apempia pia dedniw-
PEVT EBVIKY] IBLATEPGTNTA KATAPEPVEL VA EXEL LA EUPUTEPN ATTXNOT) TIOU EVIAPEPEL
Kat apopd tn SuTiKG-eupwrtaikr) Kouktoupa tout-court.

KAQGIKIOHOG

O Mképav MaockAAERITG XPNOILOTOLEl oUXVA, MIADVTAG Yia TIG Tawvieg Tou, To eniBeto
«arm\ég» BENovTag va UodelEeL To AGYO TNG aUecdTNTAG TOUG KAl TNG IKavétTdg Toug va
£MIKOWWVOUV Kal TIEPA ard To YIOUYKOOAARIKO KOG yla TO Omoio Kat apxIka dnpioupyr-
Onkav. Mpodkertal Opwg yla Evav 6po Tou dev TIPENEL va pag eEanatd: n anAdémra
oroia unawviooetat o MaokdAieitg Sev EXEL va KAVEL O KA MEPITTTWOoT pe pia vaip
aAPNYNUATIKY 1} OKNVOBETIKY Poppa. Ot Tavieg Tou eival MavTa To anoTéAeoua Hag Ka-
TOX1G Kal yvwong o€ BABog Tou KAQOIKOU OXIHATOG TNG «Maldaywylkrig» aprynong. e
kaBepLd Toug Evag rpwag enwpietat (1 6a riBeAe va enwuloTel) To pOAo Tou madaywyou
OE OXEOM Me KAmolov AANO XapaKpa 1 Ke pla opdda, kat autég o poAog dev mapou-
oldZetal dvra pe BeTIkG MPOOMHO: KATIOIEG POPEG TA XAPAKTINPLOTIKA Tou eivat dipo-
pouUpeva yepdra elpwveia ri EekdBapo oapkaopd, aAG 6Twg Kat va XL 0 apnynuaTikog
Témog ™G dladpoprg Mg SIaHéPPWoNG TNG CUYKPAGTNONG KAt TG dlavonTikig wpipav-
ong Tou atépou eival évag BepeNdBNG Muprvag Tou €pyou Tou. AkOpa Ki étav otig dUo
TMPWTEG Tawvieg upiotaral pa SidBpwon Adyw TG EMAOYY|G VA TOVIOTE( TO HaUpo XIoUpop
o€ OX€om HE o «BeTIKA» ouvaloBrjuarta, eival TPopaveg Nwg ouykpotouvrat dUo Zeuyd-
pLa, N ox€om Twv onoiwv ivat onuadepévn and Jia Slapkr] Evraon Slaudpewong Twv Xa-
paktpwv. Aiyn onpacia €xel eEGNou edv oto Nauayoowaotn To Xeywva ) gryolpa Tou
natépa, YEoa amnd Ty upovn embupia Tou va gival yia To Yo 0 Hovadikég odnyoq oto
BUOKONO «emdyyeAa» ™G Lwr|g, 0To TEAOG KaTavtd T6o0 TIOAU YEAOIOG WOTE N OTLyjr| TOU
Bavdrou Tou ~AGyw UMEPBOAIKAG OlYOoUPLAS OTIG HEBGBOUG TOU— HETATPENETAL O° Eva
£(50g YKayk Omou To KWUIKG TTOIXE(0 KUPLAPXEL TIAVW OTO TPAYIKG™ KAaBWG eMiong Kal oTo
2KUAo rmou ayarouoe ta Tpéva To SLpopoUEVO Eival EYYEYPAUHEVO OTO YEYOVOG OTLEVag
VEAPSTEPOQ NPWag elval autog rou BEAeL va avardBel To pOAo Tou GUAAKA-TIPOOTdTT o8
OX£€0m He TN veapr) yuvaika ge uyr), KATL mou KaBloTtd avandé@euKTa Uataleg OAEQ TOU TIQ
TPOOTIABEIEG. Kal oV MEPITTWOon auTwy Twv 3U0 NPWWV TIPOOPIOUEVAV VA AroTUXOUV
ASYw TOU ayepUPWTOU XAOAToq avapeoa oTig aBepeAinTeg GINOSOE(EG TOUG KAl OTNV
TIPAYHATIKY) TOUG IKavéTtnTa va eivat autd rou 8a riBehav va givat, Kat Jovaxa Hetd to 8d-
vaTé TOUG —TTOU Kal YIa TOUG SUO EPXETAL e TPOTO arpdBAETTOo Kat mapd\oyo— avoiye-
TAL LA Xapapdada mpog To HEAAOV YIA TOU «ITPOOTATEUGLEVOUGH: KUPLOAEKTIKA UAIKY|, OTNV
nep(Twon Tou ayoploy, dtav ot SIAPKeLa TG ETIKASEIaq TEAETTG DEXETAL TNV ETiOKEWN
Tou piNou-pAvTaopa g OIKOYEVELAG, e TV pdTaon Souleldq ot Zoundia, kat MepLo-
06TEPO PETAPOPIKTIG OTM SeUTEPN TAWV(A LE TNV EPPAVIOT) Tou OKUAOU (Yia Ty Unap&n Tou
orofou fitav ma anoAUTwg VOO va appiBANeL Kaveis), akpiBdg ato Baydvi Tou pop-
myou Tpaivou émou 1 koréAa TagdeUel wg AABPEMBATNG, KUPLAPXOUKEVN TIO TIOAU and
mV eUpovVN TNG mapd and v eAnida.
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O1 Tawvieg érou autr| n Suvapikr ™G SLIapOPPWONG avadelkvUeTal PE Mo KAQOIKO
Tpdno eival xwplg appiBolia ol Enlyeteq uépeg nou yopyd kuAouv (n oroia agnyetrat mv
£10BOAY| EVEG MPWNV KAMETAVIOU — TIPOIKIOMEVOU He akataBAnT {wtikétnTa oto Bal-
Twpévo nepiBariov evég olkou euynpiag kal kupiwg oTo SwHATIO Mou polpdletal pe
TOV MO PEAAYXOAKS Kal PINATOEVO TPOPIUO), TO AUKOPWS (MPOPBANMUATIKY] QUEPIKAVIKT
oupnapaywyr, mou otoixloe MoAU otov MaokAMERITG KAMWG AMOCTEIPWHEVT Kal aval-
MKy oV TEAKY) TG HoP®PT), AAAAG KaTA Ta AAAQ UMOSELYHATIKY) OTN Slanpaypudteuon
Tou Bépardg G Kal yla To nwg agnyeitat o pdénua wrig nmou o yepd-nanmolq Yeta-
Side1 ora dUo eyydvia nou Tou EPMOTEUBNKAVY OL YOVEIG — JeTtavdoteg ot Mepuavia),
TO AntatnAd kaAokalpt Tou '68 (6mou eival kal mdAL o nanmoug rou naipvel ota xépla
TOU TNV KATAoTaom «guvodelovTag» ToV £Yyovo HEXPL TO Yeyovog rou Ba onudvel Ty
£(0056 Tou oV eviiAikn Zwry). Kat otig Eniyeeg uépeg rmou yopyd kuAouv kat oto Au-
KOPWG N OTIyur) «tng AeiEng kat mg napddoong» onuarodoteital and To BAvato Tou
nadaywyou. Kat otig 300 nepimtwoelg o 8dvarog karapBdvel otn didpkela pag yop-
G O€ Ja oTypr) 6rou 1) {wr) potadet va ekdnAwvetat W' 6An g T Xapd kat to kL. H
€10BoAr) ™G Tpaywdiag, avenavépbwtng oe pia Térola ouverkn, Sev 0pXNOTPWVETAL
and Tov MaokAAMERITG pE LETAPOPIKEG 1] CUMBOAIKEG POBETELS, aAd wg memento, wg
Hia UnevBUMIOT) TNG YEITVIaoMG QuTrig NG OKOTEIVIG Mapouaiag mou pag ouvodeuel O
KGBe oTiyur) ™G Unapgrq pag, akéua kat otig mo Egvolaoteq. Mia XpLoTIavikr] OTTTIKY
ywvia; O MNaokd\iefirg napadéxeral T xploTiavikr pida nou Bpiokeral otn Bdom g
NPOBANMATIKYG TOU, UNOoypappifovTag TauTdxPova NWG QUTY N «XPLOTIaVIKGTNTA» 0TV
npaypatikétnra ekppdaleral péoa and ekeiva Ta oTolxela Mou PEPVouV TO XPLOTIAVIOHS
KOVTA 0T0 6papa yia Tov kOoHOo kal v avBpwrivn Unap&n rnou eival kowvéd oe OAeq Tig
HEYGAEG BPNOKEIEG.

AuvomoTia TPog TOU YOVEIG
H eEENEN TwV npwwv Tou MaokdlieBitg npayparonoleital ndvra péoa oty anouoia
NG OWKOYEVELQG, HE TNV EWOLa TNG YOVIUNG Mapouoiag Trg MATpIKIG 1 TNG UNTPIKNG ¢i-
youpag. Autoi nou E€pouv va petadidouv v kAnpovoud Twv aglwv rnou eivar anapai-
MTEG yia va avTipeTwriooupe ) {wr eivat ndvra ot nAKIWHEVOL, oL ornoiot avravakAouv
~0E OXE0T HE TOUG UNIOAOINOUG HPWEG 1) aKOHA Kal e Toug BeaTéq- Ta XapakmpLoTika
EKEVWV TWV 0OPWV TOU OTIG NATPLAPXIKEG KOIVOTNTEG, TIG PILWHEVEG OTNV QyPOTIKY)
KOUATOUPQ, £Bplokav v oroudaidTnTa Tou KOVwVIKoU Toug pOAOU akpiBweg otny Ika-
vOTNTA TOUG va KANPoS0TOoUV 0NV KOWVOTNTA Kal OTOUG HETAYEVETTEPOUG £va LOVTEAO
YVWOTG Kal OUMEPIPOPAG, TIou va unopel va diatpel aképaia tn SUoKoAn wopportia
avaueoa oTo Aropo kai oty ouada, otn @uon kal otnv topla. ZIn Aavedvouoa
POPHA KOWVWVIKIG KPITIKIG MOU EVUTIAPXEL OTIG Tavieg Tou («dev BEAnoa noté va kavw
Gueoa nolimikég Tawvieg pe e§alpeon my Ewdir) Bepaneia mou eival pia MOATIKY peTa-
@opa navw oty unokpioia autol nou eival ot eEouoia kat oupnepipéperal avribera
HE 6,11 Aéet oToug GAAOUG va KAvouv») Bev EKSNAWVETAL KapIA EUMIOTOOUVN 0TV VES-
Tepn Yevid wg rubavé popéa aAlayriq. AvTIBETwWG ot vEoL wg Yiot kat Buparta pag yeviag
unePPBOAIKG KOPPOPHIOTIKNG Eival pdAAov popeig aBefaidmrag aBaoipwy @hodogwv
xat Yeudawodrnoewv. 1o Navayoowot 1o xewwva o Ntpdykav kai n Alovuna na-
vrpevovral aAAaG povaxa yia va Eepuyel 0 kaBévag Toug and Ty OIKOYEVEIQKY) TOU Qu-
Aaxr| kat 61 yia va Snuioupyrioouy pali kan kaivoupylo. H kduepa Toug «xaidelvew o'
£va oAU wpaio KukAKG TPABEAIVYK OTO VUPIKG KPERATL TNG MPWTTNG VUXTAG aAAG HETA
ané autr) v Tpugepn otiyuri n Tawvia Ba karaypdyet averénra OAeg TIG avTipAoElg
m¢Q kardoraong Toug. ‘Etot eivat kal oTo ZKUAO rou ayarnouoe Ta Tpéva: n andneipa Tou
veapou va yivel 0 «owtripag» g Mika 8a karairiet oty anortuyia kat oto 8avaro kai
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HOVAXA N EUPAVIOT —HE EVTOVN LETAPOPIKY) aia— Tou OKUAOU OTO TPEVO, 6rou Bprke
Kataguylo 1 KoréAa otny poandBeld g va Eepuyel, 6a apBAUVeL Kanwg v aioénon
™G emikeievng fttag. Emv Edikr) Beparneia o ylatpog evoUeTal Ta pouxa TG MATPIKIAG
pryoupag, edw uMo Katnyopia nmeplocdTepo art’ 6,TL o KABe GAAN Tawvia, EEYUUVWUEVT
WEQ oMV UMOKPLoia TG Kat oty adnedya embupia g yia eEouaia. AvtiBeta otov Ay-
YEAO pUAaKa 0 SNUOCLoYPAPOG MOU POPTWVETAL TO BAPOG TG Bacaviopévng Unapgng
TOU MIKPOU TOYYAVOU KUPLOAEKTIKA eEOVT@VETAL. AKOUN, OTIG TTPWTEG TAWVIEG, OTOV Ta-
Tépa Tou Nauayoowatn Tov Xewva péeneL va nmpooteBouv kat ot Yoveiq g Mika oto
SKUAO Tou ayarouoe Ta Tpéva, TavieAws avikavol va katahdBouv Ta npoBArjuata meg
KOPNG TOUG KAl VA UMOPECOUV VA EMNPEACOUV [E OTIOLOVIITOTE TPOTO TIG EMAOYEQ Kal
TIG anopdoelg mg.

Ané To €pyo Tou Maokdhieitg anokopifoupe pia aiobnon acuvreloTn kat avnouxa-
oTikn). H KptTik 0’ autd mou €yive n MouykooAaBia, oTiq GAUTEG QVTIPATELG NG, OTNV
gUKOA{Q e v ortoia Baoikd mPoArLaTa, OXETIKA e TNV wEILAavoT) Kat TV .ooppoTr-
HEVN HOPPWTIKT KAl CUVALOONUATIKY) SlapdpPwaoT Twv atépwy, MapaueAriénkav oto
6vopa NG «T00LaALOTIKYG» IBEOAOYIAG, TIOU TO LOVO ToU TNV anagxoAouoe rfjtav va ava-
napaydyel Tov eauto TG HEOW TNG MOATIKNG eEouaiag. H KpiTik Tou o’ 6Aa autd mepva
péoa amd pa oduvnper ouykpL(ou)an He Go0UG EMKUPWOAV autr TNV katdotaon dla-
QUAGOOOVTAG TNV KOWWVIKT Toug BEam. ZT0 €pY0 TOU avakaAUrTovTat kat avacuUpovtat
omv erupavela agleg, BeparoPUAaKag Twv onoiwv eivatl povaya n naldtepn yevid pia
YEVIA TIoU wp{pace oe Kapoug mou anatrovoav and ta aropa PIJIKEG EMAOYEG LOTOPL-
KNG euBuvng, ikavétnTa va mPoBAAOUV TIPOG TO LEANOV TNV EVEPYELQ TOU KABEVOG XW-
plotd, pe tnv eAnida evog Tpomou Unapgng (twv atduwv Kat g KowdtnTag)
TIPAYHATIKA SLaPOPETIKOG O OXEOM HE TO TapOV TOUG.

‘Evag ave&apTtnTog apnynTrig
AvapepBrKape MPONYOUUEVWG OTOV KAQOIKIOMO TNG A@NnYNUATIKI G KATATKEUNG TWV
Tawwv Tou MaokdAeitg kat map@AAnAa ato paupo xXioUpop (Laipo aAd Oxt Hovo) Le
TO oroio ToTiZel TIG LOTOPIEG KAl TOUG XAPAKTTPEG TOU. ZT1 BACIKY] VATOUPAALTTIKY) TIPO-
OEYYLOT) TTIOU TOV Xapakmpilel o MaokAAERITG MPOTOETEL pia TIEBapXNUEVN Kal TAY-
PWG ouveldnTornoinuévn dpaparoupyia, pavopevikd auddpunn. Kat mpdyuartt uropel
kavelq va unootpi&el mwg BEAEL va AMOTUNMWOEL TO TAEYUA Tpaywdiag Kal Kwpwdiag,
ané Ta onoia eivat griaypévn n Zwrj, aAAd Sev eivat kKaBOAoU EUKOAO va SNLOUPYNOEL
pia Tavia érmou autd To MAEYHA va JMopel va mapaydyet £va QUAUIKS KelUeVo, OTo oToio
TO XQUOYEAO Kal N CUYKIVIOT) va GUVUITAPXOUV OPHOVIKA ot eEENEN TNG APriynong.

O MaokaAeitg BPriKe OTOV KIVNHATOYPAPO TO «PUOIKG» TOU EPYAAE(0 yia va apn-
ynOel 1.oTopieg. H KvnuaToypagikr] Tou YPagry, N YOVIUN OXEOT) TOU E TOUG NBOomoLoug
(emayyeApatieg v) EpacITEXVEG) 0’ OAEG TOU TIG TAVIES, Ol PWTOYPAPIKEG TOU EMAOYEG,
TO OTNOILO TWV OKNVW@Y, N XPNon TNG HoUaikrq: 6Aa autd Tta orolxeia pnaivouv ot
oelpA Oe UIa OXEoM apolBaiou EMMAOUTIONOU TTOU avTavakAd TNV MPAayUaTtiky aydnn
TIOU EXEL YLO TO OWVEUA Kat 1) oroia kaBdploe, and To VIEoUTo Tou We To Nauayoow-
ot TOV XEuwva, TNV emAoyn Tou va «Zroel HovAxa yia To ovepd», e GAOUG TOUG Til-
Bavoug KivdUvoug Mou amoppEouV amnd pia TETOla andépaon Oe A KAataaTtaon onweg
autn mou emikpatoUoe TéTe otnv MouykooAaBia. Akdua kat n anotuxia pa tawiag
6nwg To Auképwg eival avappiBola AMOTEAECHA AUTYG TNG and@aong Kat akpiBeg yr'
auté dev Ba mpEnel va avtipeTwniZeral Ye evieAwq apvntikd Tpomo. O mAouTtog Twv
EUMEIPLWV TIOU OUCOWPEUTNKAV OTO MEPACHA TOU XPOVOU Kat oTa KaAd Kat ota doxnua,
eruTpénel Twpa atov Mképav MaockAaAefirg —6nwg Aéyape kat atnv apxr- va Soulelst
TOPA TIA HE pia pikpr) aAAa@ dikr| Tou eTalpeia napaywyng kat va urnopei va enetepya-
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Zetal Ta oxEdla nou Tov evalapEPOUV Kal va avalntd OIKOVOuIKoUg eTaipouq (n enod-
pevn Tawvia Tou Ba eival pa yaAkn oupnapaywyn) kat ou Ba tou erutpénet va eivat
anokAEIOTIKG UNeUBUVOG Kal APEVTIKG TNG KIVNUATOYPAPIKIG TOU apaywyr|g.

Cineforum, Tx. 276, loUAl0G-AUyouoTog 1988.
Metdgpaon and ta itaAikd: Owudag Aivapdg

A Cinema of Emotions

Towards the Understanding of Life
by Adriano Piccardi

When in 1971 a group of aspiring directors returned to Yugoslavia, after four years of study-
ing in the film institute of Czechoslovakia (FAMU), Yugoslavian cinema was facing a cre-
ative crisis, mainly due to the fact that the political establishment was aiming to suppress
the film movement that came to be in the 60s, known as the “Black Wave". The names of
those filmmakers were: Rajko Grli¢, Srdjan Karanovi¢, Goran Markovi¢, Goran Paskalje-
vié, Lordan Zafranovi¢. They were too aware of the differences among them to establish a
movement or a “wave”, although their collective Czechoslovakian experience (cinematic as
well as political) converged in the hope to contribute with their work to the revivification of
their national cinema; this experience was also a common denominator in their intention to
confront the cinematic reality of their country by making their own films.

It wasn't that easy. The “Black Wave" dealt with and challenged social issues with such
an aggressive and provocative manner that the political reactions to it reached a point
where Tito himself directly intervened, so that the department of information and enter-
tainment could be more efficiently controlled than in previous years. For several years, the
monopoly of the national film production was taken up by “white films”, as they were re-
ferred to by Paskaljevi¢ himself, while noting how slight and insignificant they were. They
constituted a cinema that was entirely directed towards heroic stories of resistance [and]
approved comedies full of optimism about the positive upshots of the political status quo.
Thankfully, during the same period, the launch and operation of the second television sta-
tion provided for those young directors a place of work that gave them the potential to ex-
plore and also a significant chance to come in contact with the greater public, one that was
unavoidably moving away from a cinema that no longer reflected social and individual con-
tradictions.

Goran Paskaljevi¢ shot approximately 30 documentaries for TV in less than two years,
openly confronting various aspects of the national dissatisfaction and waiting for the chance
to move on to the big screen. This opportunity presented itself in 1975, when he read the
script of Beach Guard in Wintertime by Gordan Mihi¢, one of the prime contributors and
most important personalities of the “Black Wave". The film was a notable commercial suc-
cess and was internationally recognized in major festivals (Golden Arena in the Pula Film
Festival, Cidalc Award in the Berlin Film Festival). It marks the beginning of a new cycle,
of which Paskaljevi¢ becomes the banner; and despite the hostility of the official (and po-
litically compromised) film criticism, he will bring to light the new face of Yugoslavian cin-
ema in the middle of the '70s by attracting international attention. From then on, Goran

- Paskaljevi¢ will continue his cinematic journey in a personal and independent manner, even
- facing the dangers of a difficult and problematic American co-production, without betraying
his own idea of cinema and by having established his own small production company, so
he can fund and support his own films. “| want to make films that feel like life, from a point
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of view that is different, provocative; not the grand, Hollywood-type spectacles, which were
offered to me and | rejected because | find them indifferent. | want to make films that | my-
self feel first, with strong emotions and true characters. It is real life that fascinates me”.

Marginalization
The theme that clearly pervades Paskaljevi¢’s work, providing him as it were with his es-
sential material, is that of marginalization. The heroes in his films are almost never organ-
ically integrated in the social system and its constants. The few of them that yield to its
rules end up, sooner or later, becoming ridiculous. Being in the periphery means counter-
productivity: the protagonist of Beach Guard in Wintertime has a diploma that offers no
professional outlet whatsoever; in The Dog who Loved Trains, the story is about a young
man who is utterly fascinated by the life of the vagabond; These Earthly Days Go Rolling
By takes place entirely in an old people’s home, a place of gathering for people who are
no longer productive (at least in the way that society demands of its members); the group
of outsiders in Special Treatment become one with their “therapist”, who should be re-
forming and rehabilitating them, something that the institutional hypocrisy can only doom
to failure; the persistence with which the protagonists of Twilight Time, the grandfather and
the boy, fight to save their land is analogous to the attitude of those who abandon it even
though they can actually work it; and finally, if Petar in /llusive Summer '68 is living that
magic period of adolescence, filled with fantasies way more interesting than the duties that
society necessitates (amongst which productiveness is foremost), the journalist who is re-
searching the slave trafficking of young gypsies in Guardian Angel is destined to experience
loneliness and the most tragic failure. This particular condition of living is manifested, ap-
proached and recorded in different ways in each film. It may be the result of specific socio-
economic contradictions against which the individual can only succumb; it may be the result
of an existential choice (either confused or completely conscious, but in any case always
pulled to its more extreme consequences); or, finally — and not because this is less impor-
tant than the previous two [explanations] — it may just be the fundamental fact of the spe-
cific age of the individual, who is either too young or too old to be a part of the productive
majority, thus ending up at odds with it. And this happens not only because [the individual]
is without equipage (temporary or permanent) for specific social functions, but precisely
because this particular condition renders him culturally and educationally unfitting — inap-
propriate in a social system whose main belief is functionality and effectiveness.

This principal subject matter is also closely linked to the relationship between the city and
the country, which is also recurring in Paskaljevi¢'s work and which finally enforces the “an-
noying” presence of the latter on the desire for independence and a historical lead that the city
would like to ideologically epitomize. There is a scene in The Dog who Loved Trains where this
invincible diarchy is weaved in an exceptional manner: the girl who wants to escape to France
reaches the meager house of her parents in the periphery of Belgrade, in an area that is es-
sentially the country, but whose horizon is invaded by (elegant? menacing?) futuristic sky-
scrapers of the new metropolis model. The countryside, the land, can sometimes be
interpreted as a sanctuary — sometimes comfortable and sometimes not — or as a free area
in which someone can cultivate his illusions of freedom or even as a test field for the person-
ality development of people, since the agrarian culture is in no way an archeological find for
Yugoslav society. In any case, it steadily reappears as a kind of an undisciplined and uncon-
trollable frustration, exactly in the way that the margin has to confirm itself as the impossible-
to-eliminate addition to a model of growth aimed at the blind dominion of the so-called
“historical causes”, which identify themselves either with the State (socialist or not) or the Cap-
ital. Paskaljevi¢'s cinema, having a professed national identity as a starting point, succeeds in
having a greater appeal that interests and pertains to the Western-European culture tout-court.
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Classicism
Goran Paskaljevi¢ often uses the epithet «simple» to describe his films, wanting to indicate
the reason for their immediacy and their ability to communicate beyond the Yugoslav au-
dience, for which they were initially created. This is, however, a term that should not deceive
us: the simplicity that Paskaljevi¢ is suggesting has nothing to do with a naif narrative or
mise-en-scene. His films are always the result of a deep command and knowledge of the
classic form of the «pedagogical» narration. In each of them, a hero takes on (or would like
to take on) the role of the pedagogue in relation to another character or a group and this
role isn’t always presented in a positive light: some times its characteristics are ambiguous,
fraught with irony or obvious sarcasm, but, in any case, the narrative place of the journey

. of the creation, the structuring and intellectual maturation of the individual is an essential

core of [Paskaljevi¢'s] work. Even when in his first two films, where, due to the choice to
emphasize black humor instead of more “positive” emotions, a corrosion exists, it is still ob-
vious that two couples are formed, whose relationship is marked by a constant tension of
character development. Little does it matter, then, that in Beach Guard in Wintertime the
figure of the father, through his intense desire to become his son’s sole guide in the diffi-
cult “profession” that is life, ends up becoming so ridiculous so that his moment of death —
because of his excessive certainty in his methods — is turned into a kind of gag where the
comic element prevails over the tragic. In The Dog who Loved Trains, the ambiguous stems
from the fact that a younger hero wants to take on the role of guardian-protector in relation
to the young woman who is fleeing, something that renders all his efforts futile. And in the
case of these two heroes, destined to fail because of the unbridgeable gap between their
groundless ambitions and their real ability to be what they want; it is only after their death
- which will arrive for both in an unpredictable and irrational manner — that a crack opens
towards the future for the “protected” ones: literally material in the case of the boy who, dur-
ing the funeral, receives a visit from the ghost-friend of the family who has a work propo-
sition in Sweden, and more metaphorical in the second film, with the appearance of the dog
(the existence of which was quite legitimately doubted at this point), precisely in the train
car where the girl is traveling as a stowaway, dominated more by her idée fixe than her

The films in which this dynamic of development is featured in a more classic manner are,
without a doubt, These Earthly Days Go Rolling By (which tells the story of an ex-captain,
gifted with an invincible vitality, who invades an old people's home and mainly the room he
shares with the most melancholic and sickly inmate), Twilight Time (a troubled American co-
production that cost Paskaljevi¢ dearly, somewhat sterile and anemic, but otherwise ex-
emplary in the discussion of its subject and in the way it narrates the life lesson that the old
grandfather imparts to the two grandchildren entrusted to him by the parents, immigrants
in Germany), lllusive Summer '68 (where, again, the grandfather takes the situation into his
own hands, “accompanying” the grandson until the event that will signal his entry to adult
life). Both in These Earthly Days Go Rolling By and Twilight Time, the moment of “arrival
and delivery” is signaled by the death of the pedagogue. In both cases death arrives dur-
ing a celebration, at a moment when life seems to manifest itself in all its joy and gusto. The
invasion of the tragedy, irredeemable in such a condition, is not orchestrated by Paskalje-
vi¢ with metaphorical or symbolic intentions, but as a memento, a reminder of the proxim-

ity of this dark presence, that accompanies us in every moment of our existence, even
- during the most carefree ones. A Christian viewpoint? Paskaljevi¢ admits to the Christian

root in the basis of his discourse, at the same time emphasizing that this “Christian mind-

- set” is in reality expressed through those elements that bring Christianity closer to the vi-

sion of the world and humanity that is common in all religions.
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Distrusting the Parents
The evolution of Paskaljevi¢’s heroes is always realized through the absence of the family
in the sense of a bountiful presence of either the father or mother figure. Those who know
how to pass on the heritage of values necessary for going through life, are always the eld-
erly; they reflect — in comparison to the other heroes or even to the spectators — the char-
acteristics of the wise ones who, in patriarchal societies rooted in agrarian culture, located
the importance of their social role precisely in their ability to bequeath to the community and
their successors a model of knowledge and behavior that could sustain the difficult bal-
ance between the individual and the group, between nature and history.

In this latent form of social criticism that exists in his films (“I never wanted to make overtly
political films, with the exception of Special Treatment, which is a political metaphor about
the hypocrisy of someone in power who behaves in the opposite way than the one he
preaches”), there is no sign of trusting the younger generation as a possible carrier of
change. On the contrary, the youngsters as children and victims of an overly conformist gen-
eration are probably vehicles of unfounded ambitions and illusions. In Beach Guard in Win-
tertime, Dragan and Ljubica get married, but only so they can escape their respective familial
prisons and not in order to create something new together. The camera “caresses” them in
a beautiful, circular traveling shot in the wedding bed of their first night together, but after this
tender moment, the film will mercilessly record all the conflicts of their situation. It's the same
in The Dog who Loved Trains: the young man’s attempt to become Mika’s “savior” will end
in failure and death; and only the — of intense metaphorical value — appearance of the dog
on the train where the girl has found refuge in her attempt to escape, will somewhat soothe
the feeling of impending defeat. In Special Treatment it is the doctor wearing the garments
of the father figure, accused here more than in any other film, stripped bear to its hypocrisy
and its voracious desire for power. On the contrary, in Guardian Angel the journalist who
carries the burden of the tortured existence of the young gypsy is literally eliminated. To
those first films, and like the father in Beach Guard in Wintertime, Mika’s parents in The Dog
who Loved Trains should be added, completely unable to comprehend their daughter’s prob-
lems and to try and influence in any way her choices and decisions.

From Paskaljevi¢’s work, we acquire an unusual and disquieting sensation. His criticism
of what Yugoslavia has become, in her unsolvable contradictions, [has to do with] the ease
with which basic problems, concerning the maturation and balanced educational and emo-
tional development of the people, have been ignored in the name of the “socialist” ideol-
ogy interested only in reproducing itself through political power. His criticism of all this
passed through a painful confrontation with those who validated this situation in order to
safeguard their own social standing. In his work, values are discovered and raised to the
surface, values whose guardian is only the older generation; a generation that came of
age during a time when radical choices of historical responsibility were demanded of peo-
ple, as well as the ability to project into the future each person’s separate energy in the hope
of a way of being (individual and communal) that is completely different in comparison to
the present.

An Independent Narrator
We previously referred to the classicism of the narrative structure of Paskaljevi¢’s films and
also to the black humor (black, but not only) with which he irrigates his stories and char-
acters. To the fundamental naturalistic approach that characterizes him, Paskaljevi¢ adds
a disciplined and utterly conscious dramaturgy, seemingly spontaneous. And, indeed, one
can contend that he wants to record the lattice of tragedy and comedy that life is made of,
but it is not at all easy to create a film in which this lattice can produce a [cinematic] text
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in which smiling and sentiment harmoniously coexist in the development of the narrative.

Paskaljevi¢ found in cinema his “natural” instrument in order to tell stories. His writing of his
stories, his fruitful relationship with his actors (be they professionals or amateurs) in all his
films, his cinematographic choices, the construction of the mise-en-scene, his use of music:
all those elements come are placed together in a relationship of mutual enrichment that re-
flect his real love for cinema, which determined - since his debut with Beach Guard in Win-
tertime — his choice to “live only for cinema”, with all the possible dangers that can come from
such a decision in a situation like it was then in Yugoslavia. Even the failure of a film like Twi-
light Time, is without a doubt the result of this decision and precisely for this reason it should
not be seen in a completely negative way. The wealth of experience that has been amassed
with the passing of time, the good and the bad, now allow Goran Paskaljevi¢ — as we said in
the beginning — to work with a small, yet his own production company, to handle the projects
that interest him, to look for financial partners (his next film will be a French co-production)
and to be completely responsible, the boss of his own film production.

Cineforum, 276, July-August 1988.
Translation from Italian: Lilly M. Papagianni

H avepwmvn IAapoTpaywdia
Zuvévreu&n otov Pov X6Aoyouet

Fképav, noTe NpwToEVSIaPEPBNKEG YIa TOV KIVIpaToypago kai Tn oknvodeaia;
Aev rjpouv napandavw and 15 1) 16 xpovwv étav o Kivnuatoypdpog Apxioe va pou Tpapd
mv npoooxr). Miyaiva noAu ouxva ot BiBALo6rkn Taviwv Tou Behtypadiou. O natpiéq
pou, Ot Aoipopitg, SouAeue ekel. ‘Hrav évag MoAU poppwpévog avBpwnog, évag dila-
VOOUMEVOG, TIONTIKA Opwg dev TUyxave g elvolag Twv apxwv. Xapn o' exelvov, kat
Héow exelvou, Xapn oTov (TaAIKG VEOPEAAIONO, EPWTEUTNKA TOV KIvnpaToypdpo. Méxpt
onfjuepa, eEakoAoubw va ruotelw nwg o KAEPG ModnAdtwy (1948) Tou Bitdplo vre
Zika, pia Tavia yepdtm ouykivnon kat unépoxn anAdtnra, Aéet neploodtepa yia my ra-
Ala ané onolodrjnote vrokavtép. ‘Etol, n aniémra £yive To miotelw pou. Mpooma-
Bouoa ndavra va deixvw avBpwnoug amiolg ki aAnBivolg, avBpwroug, dnAadn,
yepdroug npayuatikd ouvaiodrjuara nou dev kpuBovrav miow and T SIaAEKTIKY) kG-
notag MOATIKN G UAAGSAG, Hla TAom nou SuoTUXWG EMIKPATOUOE OTN YIOUYKOOAGRIKN
Kivnparoypagikr Blounxavia me enoxrq exeivng.

Nari épuyeg ané To BeAiypad yia va onoudaoeig oknvoleoia Kivnparoypagou
om FAMU, omnv Mpéya;

‘Orav peydAwoa apketd yia va Jrnopw va ndw oTo MaverioTruio, o narpiég Hou, Hou
eine nwg av npayuarkd réela va yivw oxknvoBEg Tou Kivnpatoypdgou Enpene va
naw omv MNpaya. Gewpoloe T FAMU wg v KaAUTEPN OXOAY| KIVNHaTOoYPApou oTov
x6opo. Exeivn mv enoxr} Sev rfitrav axpiBé va onouddoelg oty MNpaya.

Noioi GAAoi oupgormrég oou orn FAMU rirav ané m MNouykooAaBia;

Extég and epéva, avaueoa otoug HEANOvTEG oxnvoBéteg and T MouykoohaBia rirav
ot Zeprlidv KapavoBirg kat Mképav MapkoBirg and to Behtypadi, ot Paiko MkpArrg kat
Adpvrav ZappavoBirg and To ZAaykpeun, kal ot ewovoArjreg Ziko Zakap xai Méyxa
Nénopirg. Apydrepa, ripdav kai o Epip Kouotoupitoa and to Zapayefo kat 0 eovo-
Afjrmg Bidko ®Aarg ané m Atoupnidva.
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Mg frav va omoudaZeig ot FAMU; Mrjyeg ekei To 1967, 6Tav 1o Toéxiko Néo Kipa
firav oTo anokopUPwHE Tou Kai épuyeg To 1971, 6Tav To Néo Kipa eixe 1dn oprioe!
eEairiag TnG £10BOANG TWV OTPATEUPATWV TOU ZUHPWVOU TNG Bapoopiag otnv Mpdya.
Mpog peydAn pou kavoroinon kat and kabapr] TUxn, TonoBeTrOnka otnv Tagn Tou
‘EApap Khog. ®uoikd, yvwpifape 6Aa 6oa ouvéBavav TptyUpw pag oty Mpdya, &-
pape SuWG eNiong anod MPWTOo XEPL TOleG Ba 1Tav Ol CUVEMELEG TNG Katoxr|g ™G Mpd-
Yag Kat yia ) MouykooAapia.

Mg frav va éxeig yia kaényntr Tov ‘EApap KAog, évav karoxo Oaokap yia To Ma-
yagaki Tng Kevrpikrig 030U (1965);

"Hrav ol eutuxgoTepeg HEPEG NG LwN)q Hou. ‘Hrav omoudaiog 3AoKaAog kat OpANTTG,
Kt artoteAoUoe MATPIKY GryoUpa yia Tr YiouykooAdBikn opdda mg FAMU. Zrjuepa, Kol
TvVTag Tiow, EXw TV aiobnaon nwg fBeAe va pag UMoAldoEeL Pe Toug kapmoug Tng Toé-
XIKNG KIVNUATOYPAPIKIG Mapddoong, oav va prnopolcape He kdmolo tpémo va
ouvexiooupe anod ekel mou eixe orapatoet To Néo Kdpa.

Ki auto yive;

‘lowg. Zépelg, ekeivo Tov Kalpod, vouZa ot Ba prnopoloa va emaTpépw oty Mpdya
onorte rBela. Karépbwaoa éuwg va Eavarndw povo 15 xpdvia Jetd — yia v napouciaon
Tou Kaipou twv Oauudtwy to 1990. AvAueoa OToUG EMPAVEIG KAAETUEVOUG TNG TIPO-
BoANg fjTav KL 0 kaBnynmig pou, ‘EApap KAog, mou fitav Téte 80 ETWV.

‘Hrav Tnv Xpovid agou Tov eixav dexTei Eava miow orn FAMU. H «Behoudivn Ema-
vaoraon» Tou 1989 Ta cixe kavel 6Aa duvard. Opwg, 6nwg Bupdpal, e§akoloubouoe
va eival mMoAU evepyog T600 WG BEWPNTIKGG TOU KIVHATOYPAPou 600 Kal WG 10To-
pIk6g katd Tn didpkeia Tng eopiag Tou, omdTe Ba mpémel va fTav £€va MoAU CuykKi-
vNnTiKG Eavavrapwpa.

To xelpokpdmpua yla tov Kaipd twv Gauudtwy ritav ateAeiwto. H Tawia €ywve dektr| pe
peydho evBouataopd. O Khog onkwenke amnd tn 6€on Tou Kal APXLOE Va XELPOKPOTEL.
Tov prienkav 6Aot. ‘Ekava pia unékAion Kat eilta 0ag euxaplotw. Metd nAnoiaca Tov
a6 pou kaBnyntr kal eiknoa o xEpt Tou. Apxloe va kAaiet oav adi. Apydtepaq, ire
orov TUmo nwg fTav pia and Tig Mo wpeaieg Tawvieg mou eixe det MoTe. ‘Huouv oAU me-
prigavog. Bploképouy ekel avdpueoa otoug yiouykooAdBoug ouvadéApoug Lou and T
FAMU. ‘OAa Ta ‘Ookap Tou kéopou dev Ba prmopouoav va Je KAVOUV va VIO TETOLO ev-
Bouolaouo.

Fipioeq kamoia Taivia evéow eixeq kabnyntr Tov KAog otn FAMU;

Nat, Tov Kpto Xpdotka to 1969. And OAeq TIG TAWVIEG MIKPOU UIKOUG TIOU EXW KAVEL,
Bewpw Tov KUpto Xpdotka, mou yuploa T SeUTtepn XPovid Hou eKel, wg pia and Tig o
onupavTikég. H Tavia mpotdbnke wg TOEXIKN TUPHETOXT) 0TO PeoTIBAN Tawiwv Mikpou
Mrikoug Tou Opnepxdoulev. Téte duwg, eEatriag pag petardériong e e€ouoiag ot
FAMU, anayopeUtnke ané To AOYOKpPITH) TNG KUBEPVNONG TOU 1) BENKE «IIPOTRANTIKY
yla To 000laNoTIKG oUoTnua Kat eTBAARY Yia TV KOWWVIKY) TGEn». O MouiA MougAtyk,
o anoBavwv dleubuvtrg Tou PeaTIBAA Tou OpnepxAoulev, MOTEUE MWG £iXA MOAAEG TiL-
Bavétnreg yia To Meydho BpaBeio av mrjyava myv tawia puotika oto ®eoTiBaA. Osw-
pouae Tov Kipto XpdoTtka wg Hia and Tiq Mo MPWTATUMES Tavieg rou eixe det MOTE.

Kai mijyeq oto Opmepxdoulev pe Tnv Taivia;
ZkEPTNKa v npdéraon oAl kaipd. ‘HEepa dpwg nwg oiyoupa Ba pe anofalave and
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™ FAMU av mrjyaiva oto Ounepyxdoulev, ondte anopdaoioa va unv naw.

Kai o1 ouvadeAgoi oou otn FAMU; Mg avrédpaocav otnv anayépeucn g Taiviag oou;
Onwg (owg Ba nepipeveg, Eywvav puoTikég MPoBoAég Tou Kuplou Xpdotka otnv Mpaya.
Tnv tawvia eidav erupaveiq ToexoohoBdxot oknvoBETeg 6nwg ot Mpt MévZeA, aAAd kat ot
Mihog ®éppav kat IBav MNaocép Aiyo npiv uyouv and v ToexoohoBakia yia m Néa
Y6pkn. Ev pia vukti €yiva moAl yvwotdg oToug Kivnuatoypagikouq KUkAoug g Mpd-
yag. ‘Extote, unopw kat oupneplappavw kanoloug ToExoug oknvoBETeg avaueoa
otoug @iAoug pou, oknvoBETeg nou Toug Badpala and andotacn dtav MPWTOMIya otn
FAMU, kai Silammpw Ti§ QIAEG auTég HEXPL Kal OTjUEPQ.

Ti1 8€pa eixe n raivia anogoitnorig ocou ané tn FAMU;

210 TENOG TwV oTIoudwV Hou, To 1971, énpene va Napoucidow pia Tawvia MPOKEIUEVoU
va anogortrjow. Kabwg, 6pwg, kabwg rjpouv EEvog, n FAMU Sev eixe kapia urtoxpéwon
Va POU MapAoxel OIKOVOLIKY) urtooTripiEn yia va yupiow pia tawvia oty Mpdya. Onéte
enéotpeya oro BeAtypddi yia va npoonabriow va paZéPw Kanola xprjuata yia pia na-
paywyn oty TnAeépaon tou BeAtypadiou. ‘Eypaya éva gevaplo yia pia tTplavtdiertn
Tawia. Exeivn v enoxr} n mAedpaon oto BeAtypddi eixe pOAIG eykaividoel To SeUTepo
kavaAl g kat o Ot NTEBvT eixe SloploTel erkeaiiq Tou TUHATog ApauaTikwoy
Zewpwv. Tou npdteva To @puAo tou Adnor. Eival n 1otopia evég okAnpou ebipou mou
urfipxe otra BaAkavia pePIKEG exaTtovTadeg xpovia nply, yia va e§aieigovral and my
kowvwvia ot yépol étrav yivovrav «éva otépa napandvw» yia taopa. O dr NtéiBvt
evBouoldotnke pe To oxEDL0 ki £Tot Eekivnoe and Téte, 25 nepinou xpdvia npty, n eia
Kat n ouvepyaoia pag otig Tavieg kat ouvexiZetat péxpl onfjpepa. Ze 6Aa ta kowd pag
oxédwa ritav eite oUpPBoUAOG eite oevaploypdgog, auelliktog exBpog kat Tautdxpova
6eppdg pirog.

IKEQPTNKEG va MAPOUOIAOEIG TNV Talvia O KAmolo PeoTIRAA;

Mapouoiaca To GpuAo tou Adrot To 1972 oto ®eoTIBAA Tawviwy Mikpou Mrikoug kat
Nrokavrép Tou Beltypadiou, 6rou pag erkpétnoav pe 6pbia eneugnuia. lowg n tar-
via va rjrav 1600 netuxnuévn yati avripetwmia kanowa npofArjuara ekeivo Tov kaipod.
Mipia rawvieg eAelBepa akoAouBuwvrag kabapég ouvalotnuaTikég napopuioelg. Méxpt
onuepa, Bewpw To OpuAo Tou AGroT wg pia and Ti§ KAAUTEPEG TAIVIEG TOU YUpLoa TOTE.
Aéka xpéwvia petq, To 1983, n MraAdvra tou Napaytdua tou Zoxél lpapoupa, pia tavia
napoépolou NepLEXOpévou kat ouvalodnudrwy, kEpdloe To Xpuod doivika otig Kaveg.
Kanoiol nou éxouv 3¢t kat Tig dUo Taivieg dev unopovoav va karaAdpouv nwg eivat du-
varov va éxouv yivel napdpoleg napaywyeEg navw oto o 8éua and (téoo) diagopeTt-
KEQ KOUATOUPEG.

MNoiol oxnvoBéTeg Ot ENMpPEacav NEPICOOTEPO;

Zra ormrika pou xpévia, o Zepykél Naparlavog Goknoe T eyaAUTEPN ETPPON) ENAVW
Hou. Mali pe Tov Avtpél Tapkdgoki, o Maparlavop npénet va ouykaraAexdel avaueoa
0TOUG HEYAAUTEPOUG OKNVOBETEG TOU Kivuatoypagou GAwv Twv enoxwv. Ooo yia Tov
TapkOPoKI AOKNOE TN PEYIOTT NMVEULATIKY EMmppor| o' epéva kat Tiq Tavieg pou. Mpénet
va npoodéow, Gpwg, Nwg kardpbwoa va anopuyw To nveupatikéd Tou Badog, 600 rirav
Suvarév, oto £pyo pou. O kdopog Tou Tapkdgoki eival unepBolika autdxBovog, unep-
BoAa ynyevrig, kat 1 KIvnUaToypagikr Tou okéyn kat oL Evwoleq eivat unepBolika npo-
XWPNUEVES yia v enoxr} Hag. Mepikd xpoévia npiv aloBavenka nepripavog Kat Kanwe
aprixavog drav dxouoa and éva pwoo GormTr, nou eixe onoudacel oxknvoBeaia Kivn-
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paroypdgou og pia TGEn Tou Avipél TapkdPokL, 6Tt 0 KaBnynTig TOU XPNOOTOoI0UoE
TNV EVapKTrpLa oKNvI| and v tawia pou Nauayoowotns To XeWwva wg mapddetyua
QMOTEAETUATIKYG EVAPENG Kal KaATG Mapousiaong Twv NE®wv O pia Tawvia.

‘Orav yopiZeg To Nauayooworn 1o xeipwva (1976), o eMNPEACE N KWHIKH MapG-
300N Tou TOEXIKOU VEOU KUpATOG, £I81KOTEPA O1 TaIvieg Twv Milog ®dppav, IBav
Maoép kai Fipi MévTeh;

"Huouv kat eEakoAouBd va eipat uré TV EMMPELd TNG KWHIKNG MapAddoomg Tou TOEXIKOU
véou kUpatog. O YIoUYKOOAGBIKOG «HaUpog KIVNUAToypapog» OTEPETO XoUHop.
Qotb00, 0T yevéTelpd Hou, ekel am’ dmou mpogpxopal, oto BeAypddt, To xioupop
UNAPXEL 0TV KaBnuepivr] Zwrj, KL ET0L Eyive HEPOG OAWV HOU Twv Tawlwv. Xto Nauvayo-
0WOTN TO XEWWva To XloUUop e BoRBNae va empliow. Oa unopoloeg va melg 6L irav
la Tawia «Jadpou KIvnUatoypapou» e [ila TVEAd TOEXIKOU XloUpop.

Ti evvoeig Aéyovrag «va empBikow»; Mimwg o NauayoowoTng To XEINWVa SeV ETUXE
kahrig unodoxrg oTto ®soTiBAA Tng MouAa, To 1976, MapdTi o «palpog KivnpaToypd-
PoG» dexOTaV aKOpa eMBEOEIG EKEIVN TNV EMOXH;

Quudpal Kahd To MPWTO Hou PeaTIBAN TG MouAa. Ekeivn v emoxr, o Tito ouvrBige
va BAEmeL 6Aeg TIg Tawieg oTo vnoi Mnpiévt (Bavyka), £Ew akpiBwg amnd tnv akt mg
Xepoovrioou g ‘lotpla. KaBe andyeupa, o€ pia pikpr) mpoBAiTa, 0 MPoowrikég ToU pn-
XQVIKGG TIPoRoATiq ouvriBiZe va GEpvel iow Tig KOTieg and To Mmptévt pagf pe Ta véa yia

To av 1 Tawia dpeoe 1y 6x1 atov Tito. MoAu ouxvd, Ta BpaBeia g MolAa eEapTidvtav

and Tétoleg AaBPOXeEIPIKEG MANPOPOPIEG. ‘OTav 0 UNXavikeg EMECTPEYE e TV KoTa
Tou Navayoowotn to xewva, eire: «H MoRdvka (n yuvaika tou Tito) kat o Tito ve-
Aouoav kat xaxaviZav 6An v wpa!» Ondte oL exBpoi pou karatponwenkav. Zrov Tito
dev Apeoav Ol TAWVIEG TOU «aUpOouU KIVIUATOYPAPou», Tou Apedav GG Ol Tavieg pe
XtoUpop. Omndte 1 mvelld Tou X1oUpop O pia Tawia «padpou Kivnuatoypdeou», n €§u-
TIVI] QVaTporTr, N KIKEY ovnpLd, HMopeig va melg, anédwae, kal kEpdLoa To MPWTO Hou
BpaBeio oknvoBeoiag.

‘Orav o NauayoowoTtng 10 xeipwva cUPTIEPIAPONKE OTO S1AYWVIOTIKG THRHA TNG
MnepAivaAe Tou 1976, Aiyeg eBdopadeg mpiv amé To ®eoTiBAA TG MouAa, pepIkoi KpI-
TiKoi maparripnoav oti BacioTnke oTn BeAlypadEikn Mapadoon Tou «palpou Kivnpa-
Toypdgou» Tng lNouykooAaBiag, £131kG ornv Taivia Orav 6a ‘uar ma vekpdg (1968)
Tou Zika MAapAoBITG. ZUPPWVEIG B’ QUTHV TNV EKTIPNON;

ZUpewVW Nwg o NauayoowoTtng To Xewva ExeL ia Apear oUvSEaT) Kat CUVEXELQ KE TN
douleld Tou Zika MapAopiTg, Tov onoio Baupdlw meploodTepo an’ GAoug Toug Bete-
pdvoug ylouykoohdBoug oknvoBETeq. Ot EEOXEG KPITIKEG TNG Tawviag amd To BepoAivo
BoriBnoav moAU. Apydtepa, HETA To DeoTiBAA TG MoUAq, n Tawvia dpxioe va omndet Ta
Tapeia oty MouykooAaBia — map’ OAEQ TIQ MPOOTIABEIEG TWV «KOUOUVIOTWV KPITIKWOV»,
mou ) pionoav. To Kowé an\wg aydnnoe Ty Tawia.

EkTdg KI av kGvw AGBog o NauayoowaoTng 1o xeipwva ofpave Tnv apxr eveg véou
Kivnpartoypagou yia tn MNouykooAaia...

‘lowg va ftav kaipdg yia pta alhayr, yia kdroto eidoq petappiduiong. H «axoAr Tou
Behypadiou», Tou eixe oupBAaAel onpavTika oty MEowenoT Tou YLIouyKooAapkou Ki-
vnuatoypdgou ot SIEBV Kivnuatoypaikry oknvry, mepvouoe SUOKOAEG oTypég. O
Ntodoav MakaBgéylep ritav avaykaopévog va SoUAeUeL To eEWTEPIKS and TOTE Mou Ta
Muartripia tou Opyaviopou (1971) anoolpBnkav and Ty Kukhogpopia otn MouykooAa-
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Bia. O Zehip Zikvik, Tou onoiou To Early Works képdioe v Apyupr] Apkto otnv Mnep-
Awv@Ae Tou 1969, avaykdotnke va peravaotedoel ot Meppavia yia karolo kapd. O Ale-
Eavrep MNérpopirg Tou MNvwptoa kat eutuxtouévous Totyydvous avaykdoTtnke va otpagpel
ot oknvoBeaia Bedrpou. Mapdpola TUxn eixav kai ot kapiépeg Twv Moupioa T{6pTLe-
Birg, Zika Napropirg kat Bouk Mnaurutg. ‘Ooo yia 1o av o Nauayoowotns o xeuwva
€omnaoe Tov nayo, de Ha 1o nw eyw autd. MNpoowrikd, éviwba 6Tt To KAAUTEPO HTav va
HNV aoxoAn8w pe TNV MOAITIKY oTIg Tavieg pou, aAA@ pévo pe Ta avBpwniva ouval-
obrjpara. Tautéxpova, dev MPooTddnoa noté va KOAAKEWw TO KOG, Kl £TOL QOUVE(-
dnra képdloa v euvold Tou. ‘H £Tot Hou PAvnke.

Meré Tnv emituyia Tou Nauayooworr) 1o Xelpwva, firav eUKoAo yia oéva va yupioeig
TN SeuTepn Taivia oou;

To yupiopa g deutepng Tawviag Tou eival To mo SUoKOAO Npdyua yia €va oknvoBém.
Metd mv enttuxia Tou Navayoowotn 1o xeywva, piknoa pe tov Mképvrav Mixirg kat pou
£B3WOoE TNV NPWTTN ekS0XT] TOU MPWTOU TOU HUBIOTOPLATOG, TO OMoio KaL apydtepa dn-
pooieuoe, O okUAog rou ayartouoe ta Tpéva. ‘Hrav pa oAU rmo okoTewr otopia and
To Navayoowotn kal anopdoioa apéows va kavw To oevaplo pe tov Mixitg. Me eixav
enikpiver yla o TéAog Tou Nauayoowatrn), mou KAEVEL LE TN METAVACTEUOT) Iag Napéag
véwv avBpwnwv ot Zoundia. H teAeutaia oknvr} g tawviag Seixvel pia opdada véwv av-
Bpuwnwv oto Baydvi evég Tpévou kabwg exkeivo pmnaivel o’ éva touveA. Ma 1o ZkUAo rou
ayarouoe Ta Tpéva, ano@actoa Nnwg n MPWTN oKnvr) TG Tawiag Ba fitav evog Tpévou
kabwg Byaiver and éva Touvel, evi) OUOIaoTIKA Ba ELEPXETAL OE Hia TIOAU TILO OKANPEr
npaypatikotTa. 1o TEAOG NG TaViag, OKEQTOHOUV TO TPEVO va Eavaunaivel oTo Tou-
veA kai va EavaByaiver omv tpim pou tawvia. Tedikd dAa&a yvoun. Otav dpwg oké-
@ropal orjHePa TN YIoUYKOOAABIKN Mpaypatikdta, vouilw nwg n {wr ot Xwpea pou
pubuiZeral and elo6doug kal eEGdoug and MOAUAPIBa TOUVEA, Kat TOAU oBdaual nwg
6a peivoupe KOMNUEVOL Yia apKeTé kalpd oTo peyalutepo and autd. Zm MouykooAa-
Bia, exelvn v enoxr, urrpxe €vag KaouuT oL KAOKAvVTEP Mou uvriBIle va OpyavwVEL po-
vTéo oe 6An ) xwpa. Tov npooéhafa yia va pag ondrjoet pe ta stunts g Tawviag kat
xpnowonorjoaue Tov eEONMAIONS Tou 6nwg kat Ta dhoyd tou. O Mndra ZivoZivopitg, o
o yvwoTtég yiouykoohdBog nbornoidg ritav exelvog rnou énaile To poAo tou rpwa. Kard
™ SIApKEIa TWV YUPLOUATWY oTa Xwpeid, ouveldnronorjoaue 0Tt 0 Kaokavtép rrav mo
Snuo@Arig and tov Mnara kai, kabwg dev eixape xpripara va nmAnPwooulE Yia Ko-
HUNAPOOUG, EKHETAAEUTHKALE T SNUOTIKGTNTA TOU Yia va 0PYAVWOOULE MPAayLaTtika
povréo. O1 vBpwrol épxovrav pafika yia va ta napakoAoubrioouv Kal HE Tov TPOMo
autd pnopéoape va «eEaoPaiicoupe» Toug KOUNMApooug pag.

Néoeg Taivieg yupioeg pe To oevapioypago Mképvrav Mixirg;

0 Nauayoowotng To Xewwva frav n npwTn Jou tawia pe tov MNképvrav Mixirg. Apyo-
Tepa, ékava pali Tou aképa TECTEPIG TaVieg, and Tiq déka PeyAAou priKoug Tavieg nou
£XWw KAvel péxpl onjuepa. H ouvepyaoia pag oxknvoBETn-oevaploypapou KpAatnoe yia
navw ané 20 xpévia. Or anéyelg pag yia Tov kéopo kat ) {wr eivat napdpoteg. O MNkép-
vrav ouxva Eexivael v npdTaon Ki Eyw TNV TEAEIWVW.

Nwg aAMnAooupnAnpwveoTe o1 3U0 0ag wg opada oknvoBérn-oevapioypagou; Av
unapEel S10oPa YVWHNG, 1MOIOG VIKGEI;

Méxpt Twpa 600V apopoUoE Tig Tavieg, ndvra viwbape napdpola. Znaviwg diapwvry-
oaue noté oe onolodrinote B€pa wag Tawviag navra eixape my dia yvoun. Qordoo,
énore undpxel kanoia Slagwvia oTn NPOCEyylon eveg BEuarog, n yvwun pou ndavra
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enkpatel ylati TEAKA ey eipat o oknvoBgg. Eiuat mdvra autég rmou oTékeTal eKel
népa Pévog Tou, autdq Tou Exel TNV TEAKN) euBuvn. MapdAa autd, eival ofyoupo nwg
Xwpig KaAo oevdaplo dev yivetal moté kaAn Tawia. Ouwg, uropei mavra va Byet Jia Kakr
Tawia and éva eEAIPETIKG TEVAPILO.

Ti Aéte yia Tnv apoifaia enw@eAr] ouvepyacia oag pe Tov eIKOVOARTn AAeEavTep
Nérpopitg; Moia eival Ta duvard Tou onueEia WG KIVNHAToypagpIoTH;

a va KAvel Jlag mpwtng Taéng tawia, o oknvoBEG MPEMEL va EXEL TPWTNG TAENG ou-
vepYAteg. 'Huouv TuxepOG mou ta Bprikape pe Tov AAeEdvtep Métpopirg, évav and Toug
TILO EPEUPETIKOUG KIVUATOYPAPLOTEG TIoU EEpw Goov apopd To pwTiond. Me Boriénoe
ndpa MoAU He TNV MPWTN Hou Tawia, 6Xt HOvo wg EKOVOANTING, aAAd eniong wg rpay-
HaTikég BonBog oknvoBETn. Extdg am’ Tov «Métko» (ANeEQvTep METpopitg) andAauca
) ouvepyaoia otnv Auepikr kdrmotou dAAou pe Tov EEoxo EAAnva dleubuvtr pwtoypa-
¢iag kat eikovoArn Mwpyo ApRavit, mou ouvepydletal pe To ©63wpo AyyeASTIOUAO
OTIG TAWVIEG TOU. ZuViiBwg SuwG Soulelw e Tov «MéTko» Kat Tov «Mdm» (Midav Znd-
o11q). Katd ) yvapun pou o Zndoirg a nmpénel va oupnepAngBel avapeoa otoug mio
TaAavtoUxoug ELKOVOANITTEG TTou douAeUouv oty Eupwmn.

Ki 0 povTép oou; AoTeAei ONUavTIKG CUCTATIKG TNG £PYACIAG OOU WG OKNVOBETN;
Ziyoupa. OnoTte e pwTOUV YIa TOUG CUVEPYATEG TWV TAWLWY HOU, Urtoypappilw mdvra

To 6vopa g ‘OAya Zkpiykly. Eival katt mapandvw and HovTEP OAWV HOU TWV TAVIWV.

Aivel aut TV MpdéoBe), Eexwplom) MoldTnTa oe OAEG TOUG.

O1 Taivieg 0ou ouyva avap£povral o€ «rePIBwPIaKolg» TNG Kolvwviag, avepwioug
Xwpig Souleid fj xpripara, Gropa mou p6AIG £xouv Byel amo Tn QUAAKH, amoTuxnue-
voug kai anarewveg. Eival autoi o1 Gvepwriol arrokoppévol ané Tnv mpaypatikn {wn;
O1 nepBwplakoi kaBe Kowwviag ouxva deixvouv KaAUTepa TNV oryn TG ar’ 6,TL ekel-
vol Ttou €xouv Tietuxet ot Lwry. Nopilw 6ti kaBe Tawia, aképa Kat pa Kopwdia, Tpénet
va Exel pia Tvelld, pia voTa, KoWmVIKNAG KPLTIKAG, aAAd, GUOIKd, va pnv emBAAeTal
and To oknvoBE. MpEmeL va anoppeet and Ta MEMPWHEVA TWV NEWWV TIOU ATEIKOV(-
Covral omv Tawia.

H mponyoulpevn epneipia oou oTo yupiopa vrokipavTép oe Bori@nos kaboAou dtav
OoTPAPNKEG OTIG TaIViEG PEYAAOU PiKOUG;

To Eniyeleg u€peg rmou yopyd kuAouv gival n tio idlaitepn tawvia mou €xw kavel note. O
¢iAog pou, dikt NTEBIvT, mou SoUAeue yia v TnAedpaon tou Behtypadiou pou gy
TMNOE Jia pépa va yupiow éva dpapatornoinueévo VIokipavtép (docudrama) piag wpag He
npoUnoAoylopd 80.000 doAapiwv. Aev rjlHOUV QVaYKAOUEVOG va EEKIVIIOW QUECWG TNV
Edikn Bepaneia ki eixa Aiyo eAeUBepo xpdvo. AEXTnKaA TNV MPOoPOPd Kal aTpwenKa
ot douAeld yia va ypdyw To aevdplo. Mou mrpe Hovo TPELG NUEPES deSopEVOU OTL
yv@piZa kaAd To mepiBAANov oToug oikoug euynpiag, To Béua mou eixa SIaAEEEL yia To
oevaplo. H tawia yupiomke ge 16mm amokAEIOTIKA HE [ enayyeAuatieg nooroloug.
Kat katd ) Sidpkela Twv YUpLlopdtwy, Tou Kpdtnoav evveéa NUEPES, KatdAaBa nwg eixa
EUMAAKE( OTO va KAVW Kia TIOAU OMUAVTIKY Tavia yia péva: LouV ouctaocTika otn dia-
Sikaoia Tou va anoTiow GOPo TG OTOV MArmou Kat Tn yiayld pou Tou Je eixav peya-
Awoel and dUo etwyv, and TOTe MouU XWPLoav ot Yoveig pou. O ®irt NtéiBvt eide mv
kéra epyaciaq kat reeAe va KAVOURE aKOUA HEPIKEG HEPES YUPIOUATA MTPOKEWEVOU Va
@riagoupe pla Tawvia puboraciag peydlou prikouq. Omdte, enéotpeda ya va kavw
yupiopara pe éva KouTi GAI TTou 0 SlEuBUVTIG pWTOYPAPIaq Hou (ou SOUAEUE yia TV

e N




Goran Paskaljevié

TnAedpaom) eixe «kAEéYer» and v anobrikn. Zmv Tawvia autr, undpxet évag aubopun-
TIONOG Kal pia ankétnra rou (W' apéoel va) npodyw ot SOUAELd pou. Aekanévte Xpo-
via PETd, Kata TN SIAPKELa TWV YUPIOPATWY TNG AUEPIKIIG KArolou dAAou yia Ta onoia
eixa AaBet onuavtikn xpnuaroddtnon kat éva ouvepyeio 120 atéuwv Bpedrikape ota pe-
Eidvika aguvopa pe Tov Mikt MavoAoBitg va Kivnpatoypapoupe Hia oKnvrj oTIq GpTwxo-
yerroviég. O nmapaywydg pou, Avroudv vtre Khepudvt Tovép, avnouxouoe nwg Ba
yupiZape ™) oknvry pe téoa Aiya xprjpata. Tov kaBnouxaoa auéows Aéyovrag «Mnv
avnouxe(q auplo Ba eridEoupe okém noinon». O Mwpyog ApRavitg, o dieubuvtrg
PpwToypagiag Hou, Pe TNV KAUEPT OTOV WHO, KAl EYW HE TIG QVAUVIOELG TNG KIVIUATO-
ypapnong. Ot nuépeg népaoay, Kal Katapepape va dnuoupyriooupe pia and Tig mo
wpaieq okNVEG TNG AUEPIKNG KArTolou dAAou.

‘Hrav n Eidikr) Beparneia mepioodTepo €vag auTooxediaopog Kai pia mapEKkAion ané
TO OEVAPIO;

H Ewdwkn) Bepaneia eixe éva duvartd oevdaplo am’ To omnoio dev EEpuya katd m didpkela
TWV YUPLIopATwy, kabwg exkeivn Tnv enoxr| autd ritav 6pog yia kGBe oxeTIka danavnpery
Tawia. Opwg, eixa douréPel oAU kapd To oevaplo npty Eekivriow Ta yupiouara. H tat-
via eixe pmiaxrei pe Baon éva éxu 1dlaitepa netuxnpévo Beatpikd dpdua tou Ntoloko
Kopaoefirg, evég veapou, arAd rjdn oAU avayvwplopévou YIouykooAdBou Beatpikou
OuyYPaQEq, yia Tov omnoio o MOAEHOG fTav n MPWTN TOU EUMELPIa Ot ouyypaer, Kat
xpelalépouy MoAU Xpovo yla va tov «3idagw» nwg yiveral. Aekanévre xpdévia Petd, o
Ntouoko €ypaye To oevaplo yia To Underground tou Epip Kouotoupitoa, pali pe tov
onolo képdioav To Xpuod doivika otig Kaveg.

H Eidixrj Beparnreia eixe mpookAnBei va OUPPETAOKE! OTO SIayWVIOTIKG THAKA Twv Kavav.
Nat, kat n ermAoyr yia 1o 3laywvioTikd TUHA TN Xpovid ekeivn ritav oAU okAnper), JE Tat-
vieg Twv Koupoodoua, AAav Pevé, Mnourn ®og, MneptoAoUtot k.4. H nBornoldg pou Mi-
Aéva Ntpdapitg, képdioe To BpaBeio AelUtepou Muvaikeiou POAou. H Ewdikr) Bepaneia
napouoidomke otig Kaveg Alyeg nuépeg petd to 8avaro tou Tito. ‘OAn n ylouyKooAa-
Bikn anootoAr frav otnv KpouaZgt, viupévn ota palpa Kat gopwvrag Ty enionun
kovkapda tou Tito ota néra toug. ‘Huaotav Aol UNOXPEWHEVOL va SEIXVOUHE TIOAU
enmpeaocpévol ano To Bavaro Tou. To éBploka yeAoio va coulatrodpoupe otnv Kpoua-
Zér oav va akohouBouoape kndela. Ztnv Tapdroa tou KapAtov, éneca navw otov
MneptoAouTot nou rj8eAe 600 Tinota va Tou dwow Tnv kovkdpda pou, mpdyua rnou
ékava pe euxapiotnon ki apuéowg v Kapitowoe oto néro Tou. Mia wpa apydtepaq, mné-
paoca dima and 1o ylouykooAdBo napaywyo pou, évav nald a§lwpatouxo KOHouvi-
ot, nou navikofArBnke enedr| dev popoloa v Kovkapda pou. Apéowg Bewpridnka
«npodomgr». EEfynoa nwg v eixa dwoet otov MneproAoutol, peyaho Baupaotr| Tou
Tiro (kanuéve Mnepvapvro...) To (B0 andyeupa, dlactaupwdnka Eava pe tov napa-
ywyo Hou nou pou eine nwg eixe det Tov MneptoAouTot, ki £To1 unopeoe va emBefaiw-
0€L uovog Tou Ot Sev eixa net Yépara. ApEowg ERyale and Tny TOEMT Tou pa gouxta
KOVKApdeq «evBappUVOVTAG pe» va TIG HOIPAow oe GAOUG TOUG OMHAVTIKOUG avBpw-
noug nou rigepa.

H rawvia aurri 8a propouoce va BewpnBei WG PIa MOAITIKY HETAPOPA yia EXEIVOUG
nou eival ornyv ekovoia...

Merda mv eruruyia nou eixa pe v Tawvia ong Kaveg, képdioa pa unogngiétmra yia
Xpuor| Zeaipa ki ETor BpEBnra oTo XOAtyouvt. Akpiwe npiv and tnv Anovour} Twv Xpu-
owv Zeapwv, SriAwoa ot wa ouvévreuEn pou oto Hollywood Reporter nwg eixa avrAr-
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O€L TNV EUMVEUOT) Hou arnd Tov TiTo yla To XapakTripa TOU TUPAvVIKOU Kal UTTOKPLTY|
unevBuvou TG KAwIKAG. Miow oto Behypddt, eixa kataAngel oto oupnépaopua 6t dev
G&1Ze ia va kavw tawvieg ot MouykooAaia.

EutuxX®g, Katd tn SLGPKELa TNG Arovoung Twv Xpuowv Zeaipwv (0 MoAdvokt kEpdloe
Xpuor Zeaipa yia mv tawia Tou Teg) kaBépouv oto (Blo Tpanélt pe Tov KémoAa kat Tov
KapA MdAvtev, otov oroio n Ewdikr Bepaneia dpeoe ndpa moAu. Me p@moe yia To end-
HEvVo OxEB16 pou. Tou eia v amr otopia evég mamnoy ou avaykAoTnKe va avaAd-
BeL 1] PPOVTIBA TWV EYYOVIWV TOU, YLAT( Ol YOVE(g Toug eixav gpuyel yia m Meppavia yia
va Bydhouv xpripara. ‘Heeha va yupiow v Tawvia autn pe Tov (3lo Tpdmo pe To Eniyetes
UEPES TMOU yopyd KuAouv, ot dUo HE TPELG EBIONADES, KAl AMOKAEIOTIKA HE Un Enay-
yehuatieg. O KapA eire nwg ritav pia oAd wpaia wotopia kat mwg Oa rjeeAe va naiget
otV tawia. Metd to deinvo, o KapA pou eine: «doBdapat 6Tt eoeiq exkel ot ZepPia dev
EEpETE MWG va YpAyeTe éva enayyeApatikd oevaplo!»

OnéTe MWG yupioTnKe N Taivia TEAIKG;

O1 napatmpenoeig Tou KapA pe Bupwoav. Mavra nioteua 6t n épua and pévn mg dev
eivat n ouoia. Ondte, and kabapr| oupka, ékaroa pe Tov Gkt NTéRBwvT kat ypdyaue
éva auBevTikd apepikdviko oevaplo — xdpn o’ éva eyxelpidlo mou eixa PEpet oto XOAI-
youvt. Kat Tt éylve; H MGM avéAaBe tnv mapaywyr) g Tawiag. Qg anotéAeopa, xapn
o™ oupKa pou, KatéAnEa va KAvw Hia XoAyouvTtiavr) Tawia pe Tov Titho Aukdpwg,
rou maprixén om MouykooAaia kat yupiotnke otnv Eupwrm.

EnaviA8eg 6pwg apéowg PeTA pe To ArarnAd kaAokaipi Tou '68. ‘Hrav dpaye 1600
EMITUXNHEVO YIATI QVTINETOTIOTNKE WG éva Eekabdpiopa AoyapiaopHwV HE TO Mapel-
80v, pe To kahokaipi TG e10BoArig otV Mpdypa, e To TEAOG TOU KIVHATOG TOU «pay-
pou Kivnuaroypdagpou» orn MouykoohaBia;

Eivat ofyoupo nwg xwpig kaAé oevdplo, dev UMopeig va KAvelg KaAr Tawia. Ze 6,1,
OWG, HE apopd, TO OEVAPLO SEV QVTIMTPOOWIEUE TOTE TNV Ayia Mpagr), To MOAU-TIOAU
anoTeel To OKEAETO yla va GEPELG TNV Tawvia ot {wr). Ot tdmol, ot nBomoloi emmpedZouv
™V loTopia Kat ) TeEAKN| BEPOLOV «ypdpeTals aTo HoVTAZ. Mpoowrikd éxw YPAWEeL TO oe-
vApLo yla TPEIG and Tiq Tawieq pou (Emiyeleg uEPEG rmou yopyd KuAouv, Auk6pwg, Kat
PUAakag dyyeAog) kat Exw ouvepyaaTel oe GAa Ta undAotna, Kabwg Sev UMopw va Kavw
Tawia av dev SWow MPOCWIKO XapaKTrpa ato oevdplo. M autd kal pou dpeade TG00 N
ouvepyaoia pou pe Tov Mképvrav Mixitg. Mpdypartt, eubug eEapxiig eixa tTnv eAeubepia
va KAvw OAeG TIG AAAYEG, TIG avadourioEeLg, TIG TIPOTOETEG OKNVEG, TO GOVTO TTou 1BeAQ,
napoTt dev {Tnoa noTe va Uret To dvopud pou otoug TitAoug. Mpwv SouAéyet pali pou,
0 Mixtg ritav moAU yvwoTdg yia Ta oevdpla rmou gypage yia tov Zika MapAopitg (tov
MATEPA TOU KIVIHATOG TOU «Uadpou Kivnpatoypapou»), Mou XapakmpiZovrav and yia
kamola ENewpn xioupop. H ekmaideuor) pou ot FAMU omv Mpdyua épepe otV ou-
vepyaoia pag pia aiobnon Tou x1oUpop Kat Tou YEAoIOU TIOAU XapaKTNPLOTIKY) TOU TOE-
XIKOu Kivnuatoypdgpou Tng enoxrq. To AnatnAd kaAokaipt tou '68 amoteAel KaAd
napdadetypa. H wotopia mou o Mixitg pou eixe dwoel apopouoe Eva veapd enpo mou
avakaAUTTTeL Ty aydnn katd ) Sidpkela Twv KaAOKaIpv@yV Tou dlakondy. ‘Hrav pa
Kwuwdia xwpig moATikég mpoekTdoelg. Mou gavétav nwg Ba ritav rio evalagepov va
eloaydyw HEPIKEG OKEWELG YIa Ta YEYOVOTA TOu '68. ZT0 TEAOG, 1) Tatvia yivétav OAo Kat
TIEPIOOGTEPO MIA TIOATIKY) OATIPA HE TIOAU TIPOOWTIKA TOAITIKA OTOLXE(Q TIOU KE APO-
pouoav. H Tawia autr yvwploe peydin emtuxia étav Byrke ot MouykooAaBia. Autd
OUWG TIOU E EUXAPLOTEL TIEPLOTGTEPO Elval WG akdua Kal orjuepa, dekarpia xpdvia
petd, eival e§loou emtuxnpévn. Eniong xdpn oto AnamAo kaAokaipt tou '68 EavaBprika
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™V Yuxr) rou eixa kanwg Xaoel pe 1o Auképwg, TV MPonyoUHEVT Tavia pou oe napa-
ywyr Mg MGM. ©a pnopoUoeg va Meig nwg 1 «apepIkavikn» autr| Tawvia rfitav n xepo-
Tepn eunewpia pou. Mpayuatikd, katr' anafmor] Toug, eixa apeAws povoypayel kabe
oeAida Tou oevapiou pou yia 6An T SIGpKela TWV YUPLOPATwY. Ot «<EAEYKTEG» TOUG HOU
eixav anayopeUoel va Kivnuatoypapw otidrnote Sev rjtav ypaupévo. Toug emoruava
6t1 To oevaplo fitav Siké pou, aAAd dev ri8eAav va akouoouy Tinota. ‘EKTote, dev Exw
Sexrel noté va povoypdyw kapia oeAida oevapiou pou.

H raivia eixe kGmoio privupa; ‘H anAwg rirav pia 1oTopia yia 300 veapoug EPWTEU-
Hévoug;

Eixe épBel 0 kalpdq yla pag va TaKTomowjooUHE TOUG Aoyaplaopouq pag, Ke pia ai-
o0Bnon elpwveiag, va KoPoISEYOULE TIG SIKEG PMaG MAPAVONOEIG HETW TWV EUMEIPLWDV
Twv véwv avBpwnwyv. Alackédaoa ndpa rnoAu nou kopdideya ) dekia g peoaiag
TGENG, TOUG CUKOPAVTEG MOU NAvta nviyouv kaBe enavaotatiko kivnpa. Aképa Kat orj-
pepa, 6tav oképropal v Tawvia, EEpw 6T n dekia kat ) unokploia ouvexilouv va pag
nepiBaiouy 6nwg kat rpiv. Popdual éti Té€toleq ouverikeg Ba kGvouv Twpa v alkayr
Kal TNV HETaPPUBLOT) OTN XWPAa Hag OXESOV QVEPIKTT) Kat HEvw epBpOvInTog and To ye-
yovég 671 Ol CUUMATPIDTEG Hag Uropouv akdua kat va avéxovral Térola adikia.

Na To ®UAaka AyyeAo oTnpiXTNKEG OE EPTEIPIEG TNG MaISIKIG Oou nAikiag kai ot éva
VTOKIPavTEP TOU EiXEG Yupioel kGmoTe aTo BeAlypadi yia Tn Zwr Twv Tolyyavwv.
MNiow ota 1972, Aiyo agou anogoitmoa and v FAMU, yUpioa éva pikpou urikoug vro-
KILQVTEP Yyia TN YiouykooAaBikr) TnAedpaon navw ot {wr) Twv Totyyavwy, evog YKETO
nou eixe T' évopa EBpaiké vekpotragelo. Eixa nepaoet Ta naldika pou xpévia kovra o’
QauTr T Yerrovid, noAu Kovtd o' autd To YKETO ou, and pia napd&evn ouprwon, eixe
xtiotel ota epeira evég eppaikol vekpotapeiou. Zuvenwg, yvwplla kaAd ta €8iua, Ta
moTtelw Kat T puBoAoyieg Toug. H elkdva g prwxiag dev ETUXE TG EYKPLOTG TWV
apxwv TG NOANG Kat n Tavia E3woe Evauopa oe MOAEG oulnToelg oTa péoa padikng
evnuépwong. Kardény, ota péoa g dekaetiag Tou 1980, dtav To okAvdaAo yia v
epnopia naldiwy and Toug Tolyyavoug €yive npwt eidnon, enéoTpeda oTo YKETO autod,
ndavw an’' To nald eppaikd vekpotageio. Ze 15 xpoévia, tinota dev eixe alagel. Zu-
ykAoviomnka. ‘HBeAa va nw v wTopia Twv avBpwnwv autwy nou fouoav ya xpévia
mv (Bia ppiacTikr) aBAéTnTa. To oevaplo To epnvelotnka an’ 6oa dkouoa and Toug
KaToikoug Tou YKETO Kal and Ta apbpa Twv ePnuepidwy yia Ty epnopia Twv nadiwy.

MNa va ypayeig To oevapio pévog oou, npopavwg eixeq £vrova ouvaiodrjpara yia
TNV epnopia Kai To MoUANpa TwV NAISIVV TWV TolYyavwy o€ 6An Tnv Eupwmn.

To oevapio Tou ®UAaka ayyéAou, YPAPTNKE LOVOULAG, GAAG HETA and MOAANOUG WAVES
Yaklparog kat Siepedvnong. Onwg Ba €Aeyav ki oL Totyydvol, eixa avakaAuypel Tov Za-
Hma, «ro pUAaka ayyeAo nou diver {wry kat v naipvel, mou avrapeBel kat TiHwPE».
Navw an’ 6Aq, riBeAa va nw pa aAndivr| wtopia. ‘Etol emoképbnka ki GAAa Totyyavika
YKETO. Mou ripe Tpelg priveg va yupiow éAa ta ykéro g MouykooAaBiag. NMavrou pe
avriperomoay pe ownr). Kabwg épwg riepa m yAwooa kat Tig ouvriBelég Toug, ota-
Siaka képdioa Ty epriotoouvn Toug. Ot Totyydavol anAwg Sev riBelav va pikrioouy yia
TO PPIKIAOTIKO EUNOPIO AWV oTo onolo avagepdtav o Tunog.

MNa va yupioeig v Taivia aurr, Snpoupynoeg TNV NpwTn 1ISIWTIKY yiouykooAaBikr
eTaipeia napaywyng TaIvViKV peyalou prikoug.
Exeivn mv enoyr|, o1 etaipeieg napaywyriq rfirav OAeq kpaTikég kat napoTt eixe HOAIG ne-
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PAoEL €vag VOHOG TIOU EMETPETTE Va YivovTal IBIWTIKEG TAPAYWYEG, OUCIAOTIKA EMPOKETO
Kupiwg yla dlapnuotikég Tavieg. Kavelg dev eiXe TOAUNOEL va KATAMAOTE! P TV Ma-
paywyr| pag Tawiag peydiou prikoug. Mrjpa ) peydAn andépaon ki dpuca m Sikr pou
BTk eTawpeia, ™ Singidunum Film Productions. Auté 6uwg dev €yive T600 eUKOAQ.
STNV MPAYUATIKOTNTA, £V BPIOKGHOUY OTa PEDA NG TIPOETOIUACiag yia Ta yupiopara
Tou ®UAaka ayyéAou oL KpaTtikoi Asitoupyoi ou urtoBonBolaav TNV KIVNUAToYPagIKr
napaywyn, dkouoav 6tt o Kouotoupitoa, paf( pe tov Fképvrav Mixitg, To otabepd oe-
vaploypd®o pou, oxediaav va kavouv pia tawia pe to dlo Bépa, mou Ba ) xpnuaro-
dotouoe n Columbia. H Aoyikr] Tou kpdtoug ritav 6Tt o Kouotoupitoa, Tov omoio
urootrpilav obevapd ta xprjpara mg Columbia, EMPOKELTO va PE KATATPOMWOEL, OXL
pévo ot vrdmia ayopd al\d kat ot Siedvry. Omdte, and ) pa pépa oty AAAn, €xaca
gva peydlo PEPOG (EUTUXWG OXt GAO) TNG OIKOVOUIKNG eviaxuong rmou 8a AduBava, ki ap-
Xl0Q va Kwnuatoypapw W' évav eAdxioto mpounoloylopd. Ta yupiopata kpdmaoav €&l
£BBopAdES, KL eMeldr| o Kouotoupitoa Kivnuaroypa@oUaoe yia evvEa HIrVeg, 1 Tawvia Jou
Byrke Tiplv and ) 31k Tou (O Kaipds twy Totyydvwy), Kat EMeUPnUrBnke T6go and To
KOWG 600 Kal and Toug KPITIKoUG aTo Aekareveruepo Twv ZknvoBetwv atig Kaveg. Mou-
A\Bnke O€ TIOMEG XWPEG, KL AUTO EMETPEYE TNV ETAIPEIQ HOU Va CuVeX(Zel va mapdyet
TIg Tawvieg pou. NopiZw 6t o ®UAakag dyyeAog Ba pmopoloe va eival To onueio kaummig
Yia OAGKANPN TNV YIOUYKOGAGRIKT KIVIHATOYPAPIKY) Blopnxavia...

Karagepeg va neig 6Aa 6oa ri6eheg o’ autr TNV Taivia;

Eival 3UoKoAo va anaviiow o' autr) TV epwtnan. Ag moupe an\wg 6Tt o PUAakag dy-
YE€AOG MTav A onPavTikr otiypr} g {wig pou. Evauvauwoe v niotn pou nwg n Adon
ota mpoPAraTa Twv YKETO dev elval am\wg va Ta PETAPEPELG Oe VEO UEpog. OL Taty-
yavol eivat moAU MPooKOAANUEVOL OTIG TUVNBeleg Kal Ta miotelw Toug. MNdpte yia na-
PASELYHa TN GWTLA KMPOOTA and TO OTiTL — yia €vav Totyydvo eivat katt iepd. ‘H mv
Buaia evég apoevikol Zwou oto ZAuria, To pUAaka dyyero. 'H To cupBoAiké EEmlupa
TWV AUAPTIWV TOUG TNV AVoLEn, TNV auyr). Autd Ta £€0iua eivat otevd depéva Pe ) guon,
pE ToV {510 akpIBWG TPOTO TOU N OKOYEVELA KAl 1) KOWwVIKY Toug {wr) Baoilovrat o’
autr) ™ auvdear. O Totyydvikog HUB0og Tou GUAAKA AYYEAOU HE YONTEUE MAVTA, OoTE
Tov €BaAa otny tawia. v apxr) dev Eepa NG va ouvIETW LA TPAYHATIKY loTopia
He pa pubkn miom. ‘Emetra, éva Bpddu, ovelpeUtnKa TO MPWTO TMAAVO: LA UTTOKELMEVIKT]
kivnon g kduepag, mou kateBaivel and Tov oupavo, oav TNV MApPoUsia evoeg pUAAKA
ayyéhou. AuTo fiTav To KAELS( yla va «EeSIm\wBel» 1 Tawvia, va avakatéPw To GVELPO He
TNV MPAYUATIKOTNTA, Va CUVSEoW TN (avracia pe v aAnbela. Ki étot n tawia €yuve,
Katd pav évvola, To Siké Hou OVELPOo, TIapGTL, TIPWTA Kal TIdvw art’ 6Aa, aykdA\laoe pa
(PPIKTT KAl TPOUAKTIKN MPAYHATIKOTNTA.

O ®uAakag dyyeAog, O kaip6g Twv Baupdrwy, Kai n AUEPIKH KGmoiou GAAou Tipo-
oKkAOnkav 6Aeq va CUPPETAOXOUV OTO AEKATEVOHEPO TWV ZKNVOBETWV OTIG KAveg.
Ti eidoug oxéon £xeiq pe Tov Miép-Avpi NTeAS; ‘EXel YiVEl TO ASKAMEVOIHEPO TO OTIITI
OOoU OTO PECTIRAA;

Alo8dvopal oAU Tio Aveta oto AekaneverHePo TwV SKNVOBETWY art’ 6,Tt O OmoLodHnoTe
GN\o PEPOG. Kupiwg emedr) To TUAHa autd dev eival SlaywvioTikd. MoTtedw 6Tt n téxvn
dev MPEMEL va eKTIOETAL OTOV QVTAYWVIOO, SUOTUXWG OH®WG TIOANO( Snuloupyoi avayka-
Covtat vaTo kdvouv. Avapeoa otov Migp-Avpi NTEAS Kt epéva, UnApXeL, PUOIKG, Babld pia
Kal oeBaopdg. Auté dev onuaivel Spwg Ot maipvel GAeg pou TIG Tawies. MNa mapddeyua,
anéppiye To Tango Argentino, av Kal N Tawia sixe peyaAn erutuyia ot Beveria.
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O kaip6g Twv Baupdrwy yupioTnke oe pia yiouykooAaBikr mapape@dpia mepioxr,
6nou ZépBol ouv oE KPOaTiKo £€5aog, akpIBWG TNV EMoxr Tou Gpyioav Ta mpo-
BArfjpara ora BaAkdvia. To 6T n Taivia oou mapouoialel éva 6alpa oe pia opBS6doEn
exkAnoia, onpaivel 6T knpUTTEIG éva S6ypa MioTng, BpnokeuTIKOU MOTEUW Kal avo-
Xf§ peraku Twv BpnokeIWV;

O kaypdg Twv Bauudrwy PNGEL yia Tov napaloylopd TG ISE0AOYIKNG Tupavviag — ave-
EGpnra and To av npoépxetal and v MAEUPA TwV ANOAUTAPXIKWY KOPOUVIOTWY, N
ané ornolodrnote GAo ddyua. Mpoowrikd dev eipal Bpnokeudpuevog. Adyw Tng MPog-
AEUOTIG pOU Kal TNG eknaideuorq pou OpwG, efpal KovTUTEPA OTa XPLOTIaVIKA (BEWdN
ar’ 6,11 oTa kKopouvioTikA. Entiong, dev npénel va Eexvag 6Tt eixa ) peydAn Tiun va ou-
VEPYQOTW OTO 0evAplo autd (nmou Baot{étav oTo OPWVUNO HUBIOTEPNUA TOU) HE TOV
Mnépiohap Méxirg, Evav and Toug peyalutepouq oépBoug ouyypagpeis. Tnv enoxri Tou
Tito, o MnépioAaf népaoce dekaertd xpdvia otn uAAkn egartiag Twv SnUOKPATIKWY
TOU IBEWV.

‘Apa, otnv npaypankéTnTa, Kavelg pia SHAwon yia To nNveupaTiké kevé miow and
éva napeABovTiké MOAITIKS ouoTnpa, yia Tn diagBopd Twv MaAiWV ISaviKWV Kai TV
Gvodo evog véou pavaTiopou;

Aev 6a éAeya «pavatiopou». Ot fHpweg TNG Tawviag, napamiavnuévol 1 ox1, Jouv pe
omnoudaia 1davika kat okoroug, yia Toug onoioug Ba aywvioTouv He anopactoTikeTa.
Motetouy ekpiva nwg erugnrouv Ty eutuxia Tou avBpwrivou eidoug, Nwg Petd and
noA\amiég Buaieq Ba pTaoouv To oTéXO Toug: TV (Bpuon piag dikang kowvwviag. ZTo
HUaAS Toug, pénel kavelg va BAalel oty akpn T SiKr) TOU EUTUXIQ MPOKEIEVOU va eK-
NMANPWOEL TO HEYAAo auto 1daviké. Efte eival mpoonAutiopévol, avideol, 1 maparniavn-
Hévol, elval apooiwpévol YPuxr Kal owHatt oTiq apxEqg TG 13eoAoyiag yia v onoia
aywviZovral. H tawvia npénet va yivel karavont wg n Tpaywdia g «TupAdTNnTag» nou
odnyel oTo Pavatioud, wg n enavepPavion g avlpwrivng nABIOTNTag, aAAd eniong
wg 1o apxikd Eekivnua g napoloag KataoTaong: TG KaTapPEUOT§ OPIOUEVWY IBED-
AOYLOV Kal TV avaBiworn GAAwv ot onoieg, He T xpriomn Twv Slwv dmwy, potdlouy va
eival eEloou enkivduveq.

Mia xai n) Taivia TonoBeTeiTal xpovika oro 1945, pia emoxri mou moAAoi Aiyor ané To
mBavé oou koivé £lnoav and kovra O kaipdég Twv BaupdTwy poialer EAaPPWG vre-
HOVTE O KGmola onpeia.

Auté oupaivel yiari rieAa va yupiow v Tawvia autr eni 3éka xpdévia ry Téoo nepinou,
aA\G o1 MoAmikég ouvenkeg ot MouykooAaBia exeivo Tov kalpd Sev rjrav MoAU euvoi-
KEQ Y1Q TNV KIVIUATOYPAPIKT] KAt TNV KAAANITEXVIKY) Snjioupyia wg ouvolo. ‘Otav To no-
Amiké kAlpa otn xwpa pou AGAAaEe nMPog TO KAAUTEPO, Unépeoca ErTEAOUG va
npayuaronorjow autd To 6velpo To onolo elxa yia Téoo kapd. EAnidw n Tavia autr va
OupBAAEL 0TV KATAOTOAN) GAWV PAG TWV TAUMOU.

‘Orav yupileg v Taivia To 1989, époiale eniong oav va éxaveg éva MoAITIKG oxo6-
Aio yia T ouyxpovn karGoraon o MNouykooAaBia. Twpa, enTé xpévia perd, nwg
BAEneig To privupa Tou Kaipou Twv Baupdrwy;

To 1989, éva xpdévo npiv apxioel 0 NOAep0G, dev Ba MOTEUALE TO Tt ENPOKEITO VA UL~
Bel omyv narpida pou. AnAwg oxéyou Ta Tpia exarouplpla PeTous yauoug! Aev epw-
Teveoql KAnolov kat petd avapwriéoal: Eival pouoouApdvog; kpodmg; oéppog; Ondre
av undpye: éva privupa nou Siatpéxet 0AGKANPo Tov Kaiypd twv Bauudrwy, kat otnv
npaypankoTra, 6AEQ pou Tig Tavieg, Téte eival n ayanm. Eivai ny pévn andavmon oe pia
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evTEAWQ TPEA TOAITIKY Katdotaon. IMa tov Katypd twv Oauudtwy xtioape pia ekkAnoia
kovtd o’ éva xwpld mou dev eixe Sk Tou. Ot dvBpwrot fjtav opB630Eol, ald fouoav
oe kKaBoAIKY epLoxT). Aev eixav Tomo Aatpeiag, ondte BPEONKALE VA TOUG TIPOOPEPOULE
BpPNOKEUTIKN TaUTSTNTA. ‘HBgAaV va 3latnprjoouV To KTiPLo wg eKKANGia Kat META Tou
QUyape. ZTo KATw KATW, ElXE KATAOKEUAOTE! WG AKPIBEG avTiypapo TwV HETAIWVIKWOV
ekKANOWOV ota BaAkdavia. OL Tolxoypagieg Kat ol elkOveg rTav (Bleg |’ exeiveg mou Bpe-
Onkav oTo HECALWVIKO OEPRIKO LOVAOTNAL TNG ZTOUVTEVIKA.

Kai xpnoiponoiénke To oknVviké auTté Tng Taiviag Karémv wg eKkAnaoia;

Nat, xpnotuorowenke. Ot gépBol xwpikol TG 0p88d0ENg miomg pnépecav va yloptd-
oouv éva Mdoxa oe SIkr Toug ekkAnoia. ANG pia Kuptakn mpwi, otig 22 Anpihiou 1990
(ota yevéO\d pou) ot Kpoditeg eEéAeEav pia dkpa de&d kuBépvnon. Ondte oe pia vixta
6\a eEagpaviotnkav... Kt eyw mpoonaboloa va kdve pia Tavia yia tnv avoxr, yia éva
0pBGB0ED XWPLO TIOU QVTIOTEKGTAV OTOUG KOLOUVIOTEG 0TO TEAOG Tou B Maykoopiou
MoAEpOU, Yla TO XPLOTIAVIOHS EVAVTIOV TOU KOOUVIOpoU. Z1juepa, dleEdyetat évag mo-
Aepog avdueoa otig Bpnokeieg, To TENOG Tou omoiou dev eival opatd. Elpwveia g
TUXNG, MMOPE(g va melg, av eEap€aoupie To MO0O TPAyLKo ivat.

MNuwg unodeyTrikav Tnv Taivia otn MouykooAaBia; MAinwg Tnv mape€rfynoav;

H tawia am\wg kévrploe ) dlapdyn ot MouykooAaBia. MPoownikd TV Katatdoow
oAU YnAd avapeoa oTIG MapaywyeEg Lou Kat VOUIZw ATt e Tov kalpd Kat ato péAAov 6a
Bpel T dikaiwpaTikr) g B€on kat Ba avayvwploTel yia Tig aAnbivég Tng avBpwIoTIKEG
agfeq. H epmetpia pou pe mv Tawia omyv Mpdya @aiveratl va empBeatdvel T yvoun
aut.

To Tango Argentino karamadverai i’ éva 6£€pa mou XpnoIHOTIOINOEG AMOTEAECHATIKA
ovo Emiyeieq pEpeg mou yopyd KuAouv Kai, 0° £va CUYKEKPIPEVO BaBud, oTo AUKGPwS
- 3nAadn, Toug NAIKIWPEVOUG avBpWTIIOUG Mou unepacTifovral Kari To omoio mi-
oTeUouV. Z& yonTEGOUV Ol NAIKIWHEVOI;
Oewpw TO Emiyeleg UEPES MOU yOPYd KUAOUV WG Hia ard Tiq KAAUTEPEG Tawvieg pou. Eivat
OKETN ouykivnon, Kt eipat otyoupog 6Tt propei va npoPAnBei Eava kat petd and exard
Xpovia. H tawia eival e§atpetikd avBpwmivn Kt eivat pia amir wtopia. Mépaca v nat-
SIKr) HoU NAKia He Tov tamoy Kat T ylayld pou, ondTe katavow Baditara Toug Heyd-
Aoug avBpwroug kat Viwdw Ta mpoBArpatd Toug. Ma péva avtimpoowneyouy T cogia.
AugTuX®G, GHWG N AVBPWITIVI UNXAVT] EXEL KATAOKEUAOTEL e TETOLO TPOTO, TIOU HOAIG
HGBelg OAa oxedOV Ta onpavTika ot Zwr, 1 Sla n Zwn oe agrivel. Otav édwoa to poAo
Tou XoUAwo MémoBitg otov Mixa AAEkattg, Evav and Toug MEYAAUTEPOUG YIOUYKOTAG-
Boug nBormololg Tou KIVNHATOYPAPOU Kal Tou BEATPou GAWV TWV EMOXWY, O YIATPOG
TOU e mpoeldomnoinoe OTL oL TBaveTNTEG Va TEAEIWOEL TNV TAWViEg ATav WIKPES, Sedo-
HEVQV TwV IPoBANUdTwY uyeiag Tou. Opwg o Mixa ri@eAe ndpa moAu va nai&et to poAo
kat map’ 6Aa ta pioka (dev ipouv pévo oknvoBETNG, aAAd Kat mapaywyds), apxicape
Ta yupiopata naipvovraq kéBe duvatr mpo@UAAEn yia va unv eEavtAndei teeing. Me
Xapd dlanmotwoape OTL N UYe(a Tou KAAUTEPEUE HEPA HE TNV HEPA Kal WG 1) SOUAEId
Tou €3Ive peydAn euxapionon. ZTo TEAOG TWV YUPLOUATWY, LE SESOUEVER TIQ BEATIDOEIG
QUTEG, O YIaTPOG TOU EMPETE VA CUUPWVIOEL OTL TO KAAUTEPO QAPHAKO Yia Tov Mixa
rirav va yupioet pia aképa tawial (Enueiwon: O Mixa A\ekotrg £Znoe GA\a tpia xpévia
HETA TO YUPLOpA NG Taviag autnig).

Kat énwg E€pelg, To Tango Argentino eival ) lotopia evég ayoplol Tou KatapEpvel va
BydAet pia opdda nAkiwpévav avBponwy and Tov ABapyd Toug Kal va Toug KAvEL va
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avakaAuyouv Eava Tig xapég e {wrig. EmmAéoy, HETA v nMpepiépa g Tawiag oto
BeAypdady, évag pihog pou TAEQWVNOE, KataxapoUuuevog enedr] o 10xpovog Y1og Tou,
Tou eixe {NTMoeL va Tov ndet va Set Tov nanmou Tou, oTov onolo dev eixe dwoel kapia
onuaocia péxpl ToTe.

H TonoBeoia oTnv Auepikr kGrrorou GAAou fitav To MrpoukAiv. Kavw AG8og éTav Aéw
6m n Tavia gaiveral va gival éva {eoTé aykGAiaopa Tou apepikavikou Tpomou fwrig;
Evvoeig av ayandw mv Auepikr}; Nat, puoika kat v ayandw. Mou apéoel idlaitepa n
15éa Twv HMNA wg éva «xwveutrip, Hia avapelgn eOvikoTiTtwy, MOATIopWY. MNa péva
eival pua épopen xwpa yari, o' érnota ywvid Tou MrnpoUkAly kat va otabelg, Sev eivat
noté 1o (dlo elval ndvra noAU SlagopeTikd. AvtiBeta, koita ) MouykoohaBia. ESw, ei-
paote adéA@La oy AUV TNV (Bla YAWOooa, Kt OpwG KAVOULE TTOAEHO YIa VA XWPLOTOUNE
HeTa&l pag. Zmv Auepikr], 6AotL autoi ot dlagopeTikoi dvBpwrot {ouv pali. ‘Hrav xapd
yia péva va kavw v Auepikrj karowou dAAou. Mua pépa petprioape 20 SIaPOPETIKEG
e0vikéTNTEG avAueoa oTo ouVEPYEIO Kal Toug nBornoloug.

H Apepikrj kGrrolou dAAou ouvraipiaoe Toug Miki MavéAoBiTg kai Top Kévri og pia
Taivia y'a Toug HETavAoTEG TTOU £pXovTal oTnV ApEpIK and S1aPOPETIKEG KOUATOU-
pEG Kai unéBabdpa, Kai 0 pévog Toug TPOTOG Va EMKOIVWVIOOUV Eival HEOw amAo-
noinpévwy, oacpévwv ayyAikwv. Mou @aiveral oav va eival éva pGAAov 3UoKoAo
eyxeipnpa eubig eEapxrig, SES0PEVWV OAWV QUTWV TWV CUVONKWV.

Zexvag nwg N dia n wropia eival anAr). Ot anA£q 1oTopieg, auTtég rou dinyouvral TV
kaBnuepvr) Zwr) ouvnBlopévwy avBpwnwy anoteAouoav navra To Baciksd Béua Twy Tat-
vidv pou. ‘Exw npoomadrioet va plEw ¢we OTIG KOWVWVIKEG Kal TIOMTIKEG MAEUPES NG
XWpag pou, Ty ornoia eykatéAewpa érav Bubiotnke otnv eBvikioTiKY) TPEAa. KouBa-
Aovoa v npwTr ekdoxr) Tou oevapiou Tou Mképvrav Mixitg yia v Auepikr karotou
dAou yia apkeTd kaipd oTig anookeuéq pou. H kapdid g tawviag autrg apxioe va
Xtund pia and Tig MoAAEG opEg Mou ermokéPnka T Néa Yopkn, énou avakdiuya
£vav Kavoupylo KOOHO, TOV KOOHO TWwV EUYKPESWY, Evav KOOHO NOU CUVEXIOE va Hou
Sivel véeg aloBrioeiq kGBe pépa, oAU SlapopETIKEG and ekelveg Mou anoppéouv and Tiq
NEPIOOOTEPESG QUEPIKAVIKEG TaVIEG. MOANOI GvBpwWIOL NMoU yvWpLoa HOIGZouV HE TouG
NPWES TWV TAVIWV HOU. ZOUV O QUEPIKAVIKO £3aPOg £3W Kal TTOANG Xpbévia, oL OKEWYELG
TOUG OUWG oTPEPovTal AtyOTEPO 1) MEPLOCATEPO MPOG TNV XWPa HUAAS Toug, £va xap-
Havt ovelpwy kal npaypatikétnrag. Me v Auepikr) kdnoou dAAou, fiBeAa amwg va
SWow OTO KOWVO HIa MPOoWrTKY aroyn yia éva and Ta no Kpioua KowwvioAoyikda Bg-
HaTa TOU OTjUEPQ: TN HETAVACTEUON.

"Hrav 6pwg o1 ouverikeg napaywyrig £ToIPEG va SiaxelpioTouv €va TEToI0 EupU Kal oUv-
BeT0 KOIVWVIKG BEpa 6nwg TN peravaoreuon oto MpouxAiv an’ 6Aa Ta mBava pépn;
Npénel va eioal paloxioTrg yia va epyaleoal kaTw and TETOIEG XAOTIKEG OUVOKEG.

Ag 10 Soupe wg eENG. Ot Mikt Mavoropfirg kat Top Kévtt, ot Mn@yto kat AAGvoo, eival pia
napalhayn tou Mapa&evou Zevyapiou nou To éxkavav SnUoPuEg ot MoudAtep Matdou
kat TZak Aépov. O Top npoépxeTal and Hia OKOYEVELQ ITAAWV HETAVAOTWV oty Zxwria.
O Mixi éxet Souléer pall pou kat naaidtepa, otov Kapod twv Oauudrwy kai oto Tango
Argentino. O« nBornoioi Eepav apkeTa npdyuara yia To nou To nmyaivape eubug eEap-
x1S. To puoTikd, av BéAetg va To neig €10, firav va Toug Kavoupe va Souléyouv kaha
pali. Na péva, ot nBonotoi eivat ot vBpwnot nou kavouv pia wropia moteut. Eivai ta
o onpavnika dropa oro miard. H éugaon diveral navra oroug nBornotols. Ondre eipat
NOAU NPOCEXTIKGS OTO va Bpw TN 0WOTH aTpuéopalpa, va Snuoupyrow To kAipa mg Tar-
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viag, and v npw KIOAAg HEPa TwV Yuplopdtwy. Auté eival To mpwto. Metd épxetal
N KAuePQ, ot BETELG KAl OL KIVITELG, O PWTIONSG, TA UNTOAOLTA.

EuxaploTiienkeg mou képdioeg To BpaBeio koivou yia TNV Auepikrj Kamoiou GAAou
oTo ®eoTIBAA TwV Kavwv 1o 1995;

Nat, euxaplotiénka, yla va nw mv aArBela. Molog dpwg kepdilel oy mpaypaTikéTTa
éva Bpapeio kowou; MoAU peydho PEPOG NG TING deL aToug néomololg Kat 6xL oTo
OKNVvoBETT. AuTol eival eKeivol TIoU TPOCPEPOUV Ta avBpwiva ayyiypara mou épxovrat
and v kapdid. Metadidouv éva ouvalodnuaTiké avTikTumo, Kl GUVAITBNUATIKY) EUMEL-
pia oto kowd. Kard ua évvola, maifouv Tiq Yuxeg toug. O Mikt kat o Top dev eival ka-
66Aou nBomotoi Tou TUMou Tdpe Ta AePTA Kat TpExa. Av frav, To Kowd Ba To
kataAdfaive apéowg.

Ki 6puwg n Apepikrj kGmmoiou dAAou gival pia Taivia yia Toug anmoTuxnHEvoug,yia Toug
Xapévoug Tou pe kAmolo TpOTo Vikolv oTo TEAOG, amAWG HE TO va KoitaZouv Tn {wn
iola oTa pdaTia Kai Pe To va avTipeTwmifouv KaBe mpoBAnpa £Tol dnwg £pxerai. Eival
auTé To mepnTouoiaké B8€pa Tou Mképav MaokdMepiTg;

Aev E€pw TNV andvinon ¢’ autr| TNV epWTNaom — eNKPLVA. To HOVO ToU UMop®w va Tw
eival mwg 0’ autr T ouykekpLévn Tawvia untdpxet emiong kat moAUqg Mképvrav Mixitg.

Kda6e popd mou ouvavtidpaote o kdmoio S1e6vEg peoTIBAA, poiGlelg mavTa va XeIg
pia 15¢a oTo pUaAS oou yia kdmoio véo oxédio. Ti yiveTal 6Tav TimoTa Sev Mpoxwped; -
Amo oAU vwpig, avakdluya Ot ot Tawvieg eEaptidvral mdpa moAU and ) xpnuarodo-
TNoM Kat wg Ta KaAd oevdpta dev 6a 0dnyrioouyV oNwodNMOTE QUECA OTNV MAPAYWYT).
Ondte €kava To Emniyeleq LEPES ITOU Yopyd KUAOUV eV Tiepipeva va Eekivriow v Edikn
Beparnteia, katto Tango Argentino evéow Mepipeva yia tnv Aueptkr kdrotou dAAou. Autd
evvow Otav Aéw mwg eipal mavra £roiog kat tkaveg va yupiow €va and tpia véa oxeg-
3la mou €xw O€ TPOETOIAcia.

Yrndpxouv ki GAAa oxédia oTra unéyn;

Autr) T oTtypr| ipoeTolaw T véa pou Tawvia, Ty Mupttidarnodrikn mou Ba YupLoTel oTo
BeAypddi. Mpdketrat yia pia gupnapaywyr) g etaipeiag pou Ticket Production, rou
€xel €dpa To Mapiol kat T MAC Productions Tou Clermont Tonnerre kat v evioxuan
Tou Canal+.

(H ouvévreugn €yive oto Behtypddl, Tov loUhio Tou 1996 kat avaBewpr|Bnke ard To oknvobeEm
Tov Okta)BpLo Tou 2009.Anpooedmke ato RiBA0 Tou Pov XGAOYouUE,

La Tragicomedia Humana, 41 Semana Intematiocional de Cine de Valladolid, 1996).
Metagppaon: Zwr-Muptw PrnyorouAou

A Human Tragicomedy
by Ron Holloway

Goran, when did you first become interested in cinema and in making film?

| was not older than 15 or 16 when cinema began drawing my attention. | used to go very
often to the film library in Belgrade. My stepfather, Filip Acimovi¢, worked there. He was a
highly educated man, an intellectual — but politically he was not in favour with the authori-
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ties. He used to stand in front of the door of the film library and take care of box office tick-
ets. Later, however, he found real work and established one of the world' s large film li-
braries. With him — and through him, with Italian Neorealism — | fell in love with the cinema.
To this day | still believe that Vittorio de Sica's Bicycle Thieves (1948), a film full of emo-
tions and magnificent simplicity, tells more about Italy than any documentary. Thus, sim-
plicity became my credo. | always tried to portray simple, true people. That is, people full
of real emotions and not wrapped in the dialectics of a political pamphlet, as unfortunately
prevailed in the Yugoslav film industry at that time.

Why did you leave Belgrade to study film direction at FAMU in Prague?

When | was old enough to attend a university, my stepfather told me | should go to Prague
if | really wanted to become a film director. He regarded FAMU as the best film school in
the world. At that time, it was not expensive to study in Prague.

Who were your fellow students from Yugoslavia at FAMU?

Besides myself, among other future directors from Yugoslavia, there were Srdjan Karanovi¢
and Goran Markovi¢ from Belgrade, Rajko Grli¢ and Lordan Zafranovi¢ from Zagreb, and
the cameramen Zivko Zalar and Pega Popovié. Later, Emir Kusturica from Sarajevo and
cameraman Vilko Filac from Ljubljana joined us.

What was it like to study at FAMU? You arrived there in 1967, when the Czech New
Wave was at its height, and departed in 1971, when the New Wave had been snuffed
out by the Warsaw Pact invasion.

To my great satisfaction and sheer luck, | entered the class of Elmar Klos. Of course, we
were aware of all that was going on around us in Prague. But we also knew firsthand just
what the consequences of the occupation of Prague would be on Yugoslavia.

What was it like to study under Eimar Klos, an Academy Award winner with

Jan Kadar for The Shop on Main Street (1965)?

Those were the happiest days of my life. He was a great teacher and lecturer, and he was
a father figure to the Yugoslav contingent at FAMU. Today, looking back, | have the feeling
he wanted to implant in us the fruits of the Czech film tradition, as though we could some-
how continue on where the New Wave was leaving off.

And did this happen?

Maybe. You know, back in those days, | thought | could return to Prague whenever | wanted
to. But | was able to return there only after 15 years — for the presentation of Time of Mir-
acles in 1990. Among the prominent guest present at the screening was my professor,
Elmar Klos. At that rime, he was 80.

That was the year after he was welcomed back at FAMU. The “Velvet Revolution” of
1989 had made it all possible. But, as | recall, he was still very active as a film theo-
retician and historian during his exile. So it must have been a very emotional reunion.
The applause for Time of Miracles was immense. The film was accepted with much en-
thusiasm. Klos rose from his seat and began to applaud. Everybody followed. | took a bow
and said thank you. Then | approached my old professor, and kissed his hand. He started
to cry, like a child. Later, he said to the press that this was one of the most beautiful films
he had ever seen. | was very proud. Here | was among my fellow Yugoslav colleagues
from FAMU: all the Oscars in the world could not make me feel so thrilled.
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Did you make a film under Professor Klos at FAMU?

Yes, Mister Hrstka, in 1969 and A Few Words about Love in 1970. From all the shorts I've
made, | regard Mister Hrstka, produced during my second year there, as one of the most
important. The film was proposed as a Czech entry for the Oberhausen Short Film Festi-
val. But then, due to a shift in power at FAMU, it was banned by the government censor:
he found it to be offensive to the socialist system and harmful to the social order. Will
Wehling, the late director of the Oberhausen festival, thought | would have a good chance
for the Grand Prix if | were to bring the film secretly to the festival. He regarded Mister
Hrstka as one of the most original films he'd ever seen.

And did you go to Oberhausen with the film?
| considered the offer for a long time. | knew that | would certainly be expelled from FAMU
if | went to Oberhausen, so | decided not to go.

What about your colleagues at FAMU? How did they react to the ban of your film?
As you would expect, there were secret projections of Mister Hrstka in Prague. The film was
seen by Véra Chytilova and Jifi Menzel, also by Milos Forman and Ivan Passer just before
they left Czechoslovakia for New York. Prominent Czech cineastes were at the screenings.
Overnight, | became rather well known in Prague film circles. From that time on, | could
number Czech directors among my friends — directors whom | had admired from a distance
when | first arrived at FAMU — and | cherish these friendships up to the present day.

What was your graduation film at FAMU about?

At the end of my studies, in 1971, | had to present a film in order to graduate. But, as | was
a foreigner, FAMU had no obligation to offer financial means to make a film in Prague. So
| returned to Belgrade to try and raise some money for a production at Televisija Beograd.
| wrote a script for a 30-minute film. At that time Belgrade had just opened its Second Pro-
gram, and Filip David was appointed head of the Drama Section. | offered him The Legend
of Lapot. It's the story of a cruel habit existing in the Balkans some hundred years ago,
about eliminating from society old people when they've become "a mouth too much" to
feed. Filip David was enthusiastic about the project — and thus our friendship and mutual
collaboration on films started back then, some 25 years ago, and continues up today. In all
of our mutual projects he was either advisor or dramaturge, like a ruthless enemy and warm
friend at the same time.

Did you consider a festival for the film?

| presented The Legend of Lapot in 1972 at the Belgrade Short Film and Documentary
Festival, and was hailed with a standing ovation. Perhaps the film was so successful be-
cause | faced few problems at that time. | was making films freely and following pure emo-
tional impulses. Up To this day, | regard The Legend of Lapot to be one of the best films
I've ever made. Ten years later, in 1983, Shohei Imamura's The Ballad of Narayama, a film
of similar content and feelings, was awarded the Golden Palm at Cannes. Some people
who saw both films couldn't understand how similar productions could be made in differ-
ent cultures on the same theme.

Which film directors have influenced you the most?

In my student days Sergei Paradjanov had the strongest influence on me. Together with An-
drei Tarkovsky, Paradjanov should be numbered among the great cineaste directors in the
world and of all time. As for Tarkovsky, he had the greatest spiritual influence on me and
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my work. But | must add that | have managed to avoid his spiritual depth as much as pos-
sible in my own work. Tarkovsky's world is too autochthonous, too indigenous, and his cin-
ematic thought and concepts too advanced for our time. Some years ago, | was proud and
rather embarrassed to hear from a Russian student, who had studied film direction in a
course taught by Andrei Tarkovsky, that his professor used the opening scene from my
Beach Guard in Winter as an example for effective opening and good presentation of char-
acters in a film.

When you made Beach Guard in Wintertime (1976), were you influenced by the comic
tradition of the Czech New Wave, particularly by the films of Milo§ Forman, Ivan

. Passer, and Jiri Menzel?

| was - and still am — under the influence of the Czech New Wave comic tradition. The Yu-
goslav "black film" lacked humor. However, in my homeland, where | come from in Bel-
grade, humor can be found in everyday life, and thus it became a part of all my films. In
Beach Guard in Wintertime humor helped me to survive — you might say that this was a
"black film" with a touch of Czech humor.

What do you mean by "survive"? Wasn't Beach Guard in Wintertime well received at the
1976 Pula festival, even though the "black film" was still under attack at that time?

| remember well my first Pula festival. At that time, Tito used to look at all the films on the
island of Brioni (Vanga), just off the coast of the Istrian peninsula, and always just prior to
their screenings in Pula. And each evening, on a small pier, little Major Leka used to bring
back prints from Brioni with the news as to whether Tito liked the films or not. Very often,
the Pula prizes depended on this slight-of- hand information. When Major Leka returned
with my print of Beach Guard in Wintertime, he said: "Jovanka (Tito's wife) and Tito were
laughing and giggling all the time!" So my enemies were beaten. Tito did not like the "black
films", but he enjoyed films with humor. So, that touch of humor in a "black film", that clever
twist, that bit of shrewdness, you might say, paid off —and | won my first director's prize.

When Beach Guard in Wintertime was programmed in the competition at the 1976
Berlinale, a few weeks before the Pula festival, some critics remarked that it drew upon
the Belgrade tradition of the "black film" in Yugoslavia for inspiration, particularly Zika
Pavlovi¢'s When | Am Dead and Pale (1968). Do you agree with this assessment?

| agree that Beach Guard in Wintertime has a direct link and continuity to the work of Zika
Pavlovi¢, whom | admire the most among veteran Yugoslav directors. The splendid reviews
for the film from Berlin helped a lot. Later, after the Pula festival, the film started to break
box office records in Yugoslavia, in spite of the efforts of "Communist critics" who hated the
film. The audience simply loved the picture.

Unless | am mistaken, Beach Guard in Wintertime hailed a new cinema in Yu-
goslavia...

Perhaps it was time for a change, for some kind of reform. The "Belgrade School", who had
helped considerably to boost Yugoslav cinema to the international film stage, were having
a tough time. Dusan Makavejev had to work abroad after WR - Mysteries of Organism
(1971) was withdrawn from circulation in Yugoslavia. Zelimir Zilnik, whose Early Works
won the Golden Bear at the 1969 Berlinale, was forced to emigrate to Germany for a time.
Aleksandar Petrovi¢ of | Even Know Happy Gypsies fame had to turn to directing theatre.
Similar fates affected the careers of Purisa Djordjevi¢, Zika Paviovi¢, and Vuk Babié. As to

- whether Beach Guard in Wintertime broke the ice, this is not for me to say. | personally feit

——
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it was best not to deal with politics in my films, but solely with human emotions. At the same
time, | never tried to flatter the audience, and thus unconsciously gained their sympathies.
Or so it seems to me.

After the success of Beach Guard in Wintertime, was it easy for you to make
your second film?
Making his second film is the most difficult thing for a director. After the success of Beach
Guard in Wintertime, | spoke to Gordan Mihi¢ and he handed over to me the first version
of his first novel, which he subsequently published, The Dog Who Loved Trains. It was a
much darker story than Beach Guard, and | decided right away to do a scenario with Mihi¢.
| had been criticized for the closing of Beach Guard, which ends with the emigration to
Sweden of a group of young people. The film'’s last scene is of the group of young people
in a train compartment as it enters a tunnel.
For The Dog Who Loved Trains, | decided that the first scene of the film would be of a train
as it emerges from a tunnel, but is actually entering a much harsher reality. At the end of
the film, I'd thought about the train re-entering a tunnel and re-emerging in my third film. |
finally changed my mind. But when | think today about Yugoslav reality, | think that life in
my country is regulated by entries and exits from numerous tunnels, and I'm quite afraid
that we’ll be still stuck for quite a while in the longest of them all.

In Yugoslavia at the time, there was a cowboy stuntman who used to organize rodeos

throughout the country. | hired him to help us carry out the stunts in the film, and we used .

his equipment as well as his horses. It was Bata Zivojinovi¢, the most famous of Yugoslav
actors, who played the role. During the filming in the villages, we realized that the stuntman
was more popular than Bata, and as we didn’t have the money to pay for extras, we took
advantage of his popularity to organize real rodeos. People came in mass to attend, and
that’s how we were able to "afford" our extras.

How many films have you made with screenwriter Gordan Mihi¢?

Beach Guard in Wintertime was my first film made with Gordan Mihi¢. Later, | made four
more films with him — out of ten of my feature films up to now. Our director-screenwriter col-
laboration has lasted for more than 20 years. Our views on the world and life are similar.
Gordan often starts with one sentence, and | finish it.

Do the two of you complement each other as a screenwriter-director team? If there's
a difference of opinion, who wins?

So far as the film itself was concerned, we always feel alike. Hardly ever did we disagree
on any film subject; we always shared the same opinion. Still, whenever there was a dis-
agreement on an approach to a theme, my opinion always prevailed because in the end |
am the director. I'm always the one standing there alone, the one with final responsibility.
Nevertheless, it's certain that without a good script there is never a good film. However, a
bad film can always result from an outstanding screenplay.

How about your mutually beneficial collaboration with cameraman Aleksandar
Petkovié? What are his strengths as a cinematographer?

In order to make a first class film, the director must have first class collaborators. | was
lucky to hit it off with Aleksandar Petkovi¢, one of the most inventive lighting cinematogra-
phers | know. He helped me very much with my first film — not only as cameraman, but
also as a real assistant director. Besides "Petko" (Aleksandar Petkovi¢) | have enjoyed
working on Someone Else's America with the splendid Greek cameraman, Yorgos Arvani-

p—



Goran Paskaljevié

tis, who collaborates with Theo Angelopoulos on his films. But | mostly work with "Petko"
and "Papi" (Milan Spasi¢). In my opinion Spasi¢ should be listed among the most talented
cameramen working in Europe.

And your film editor? Is this an important component in your work as a director?
Definitely. Whenever | am asked about the collaborators on my films, | would have to un-
derscore the name of Olga Skrigin. She is more than just the editor of all my films. She
brings that extra certain quality to all of them.

Your films often deal with “outsiders” in society, people without work or money, in-
dividuals just out of prison, losers and conmen. Are these people cut from real life?
Outsiders in any society often show better the decay of a society than those who have suc-
ceeded in life. | think that every film, even a comedy, must have a touch, a note, of social
criticism — but, of course, not imposed by the director. It has to come out of the destinies
of characters portrayed in the film.

Did your past experience of making documentary films and directing dramas for tel-
evision helped you in any way when you turned to a feature film project?

These Earthly Days Go Rolling By is the most exceptional film I've ever made. My friend
Filip David, who worked for Belgrade Television asked me one day to make a one-hour fic-
tion-documentary on a budget of $80,000. | wouldn't have to make Special Treatment right
away, and | had a bit of free time. | accepted the offer, and saddled myself down to write
the scenario. It took me only three days, given that | was well acquainted with the atmos-
phere in retirement homes, the theme I'd chosen for the scenario. The film was made in
16mm with only non-professional actors. And during the filming, which lasted nine days, |
understood that | was in the act of making a very important film for myself: | was actually
in the process of rendering homage to my grandparents who raised me from the age of two
after my parents got divorced. Filip David viewed the rough copy and wanted us to shoot
for a few more days in order to make a full-length fictional movie. So, | went back to shoot-
ing with the roll that my photo director (who worked for the Television) had “stolen” from the
warehouse. In this film, there is spontaneity and a simplicity which | favor in my work. Fif-
teen years later, during the filming of Someone Else’s America, for which | had received sig-
nificant funding and a crew of 120 people, we found ourselves at the Mexican border to film
a scene in the slums with Miki Manojlovi¢. My producer, Antoine de Clermont Tonnerre,
was worried how we were going to shoot this scene with such little funding. | reassured him
right away by saying, “Don't worry; tomorrow we are going to make pure poetry.” Yorgos
Arvantis, my photo director, with his camera on his shoulder, and |, with my memories of
filming. The days passed, and we managed to create one of the most beautiful scenes in
Someone Else's America.

Was Special Treatment more like improvisation and a digression from the scenario?
Special Treatment had a strong scenario which | rather stuck to during the filming, since at
the time that was a condition for a relatively costly film. But, | had worked for a long time on
the scenario before | began to shoot. The film was created on the basis of a not particularly
successful theater drama by Dusan Kovacevi¢, a young, but already very recognized Yu-
goslav drama writer, for whom this was his first experience in film writing, and | needed a lot
of time to “teach” him how that was done. Fifteen years later, Dusan wrote the scenario for
Emir Kusturica's Underground, along with whom he won the Golden Palm in Cannes.
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Special Treatment was invited to participate in the competition at Cannes.

Yes, and the selection from the competition that year was very tough, with films from Kuro-
sawa, Alain Renais, Bob Fosse, Bertolucci, etc. It was my actress, Milena Dravi¢, who won
Best Actress for best female supporting role. Special Treatment was presented in Cannes
a few days after Tito’s death. The entire Yugoslav delegation was on the Croisette, dressed
in black and wearing the official Tito badge on their lapels. We were all obliged to appear
very affected by his death. | found it was ridiculous to amble along the Croisette as if we
were following a funeral procession. At the terrace of the Carlton, | ran into my friend
Bernardo Bertolucci who wanted more than anything for me to give him my badge, which
| did with pleasure, and he immediately pinned it on his lapel. An hour later, | passed my
Yugoslav producer, an old communist official, who panicked that | was not wearing my
badge. | was immediately considered a “traitor.” | explained that | had given it to Bertolucci,
a great admirer of Tito’s (poor Bernardo...). That same evening, | again crossed paths with
my producer who told me he had looked up Bertolucci, and therefore was able to confirm
for himself that | hadn't lied. Right away he pulled out of his pocket a handful of badges,
“encouraging me” to distribute them to all the important people | knew...

This film could be categorized as a political metaphor on those in power...

After the success | had with the film in Cannes, | received a Golden Globe nomination, and
so | found myself in Hollywood. Just before the Golden Globe ceremony, | stated in an in-
terview with The Hollywood Reporter that | had drawn inspiration from Tito for the charac-
ter of the tyrannical and hypocritical clinic reporter. Back in Belgrade, | came to the
conclusion that it hadn’t been worth it to no longer film in Yugoslavia. Fortunately, during
the Golden Globe ceremony (Polanski received the Golden Globe Award for his film Tess),
| was seated at a table with Coppola and Karl Malden, who liked Special Treatment very
much. He asked me about my next project. | told him the simple story of a grandfather who
had to take care of his grandchildren, because their parents had gone to Germany to earn
money. | wanted to make that film in the same way as These Earthly Days Go Rolling By,
in two-to-three weeks, and exclusively with nonprofessionals. Karl said it was a lovely story,
and that he would like to play in the film. After dinner, Karl told me, "I' m afraid you people
in Serbia don't know how to write a professional script!"

So how did the film get made in the end?

Karl’s remarks made me angry. | always thought that form in itself is not of the essence.
So out of sheer spite | sat down with Filip David, and we wrote an authentic American
screenplay — thanks to a booklet | had bought in Hollywood. And what happened? MGM
took over the production of the film. As a result, thanks to my spite, | ended up making a
Hollywood film, under the title Twilight Time, produced in Yugoslavia and shot in English.

But you bounced back with the lllusive Summer ’68. Was it so successful because
it was viewed as reckoning with the past, with the summer of the Prague invasion,
with the end of the “black film” movement in Yugoslavia?

It’'s certain that without a good scenario, you can't make a good film. But, as far as | am con-
cerned, the scenario has never represented the “Bible”, at the most, it's groundwork for
making a film come to life. The places, the actors influence the story and the finale version
is “written” in the editing room. | personally wrote the scenarios for three of my films (These
Earthly Days Go Rolling By, Twilight Time, and Guardian Angel), and collaborated on all the
others, since | can’t make a film without personalizing the scenario. That's what | liked the
most in my collaboration with Gordan Mihi¢. Indeed, right from the beginning, | had the
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freedom to make all changes, restructuring, additional scenes, backgrounds, that | wanted
to, even if | never asked for my name to be beside his on the credits. Before he had worked
with me, Mihié¢ was especially known for his scenarios that he wrote for Zika Pavlovié (the
father of the “Black Film” movement), which would be characterized by a certain lack of
humor. My training at FAMU in Prague brought to our collaboration a sense of humor and
ridicule so distinctive of Czech cinema at the time.

The lllusive Summer '68 is a good example. The storyline that Mihi¢ had given me was
that of a young adolescent who discovers love during his summer vacation. It was a com-
edy without any political connotations. It seemed to me that it would be more interesting to
introduce some thoughts about the events of '68. Finally, the film became more and more

. a political satire with very personal political elements concerning me. This film met with

great success when it came out in Yugoslavia. But what pleases me the most was that it
even today, thirteen years later, it is still just as successful. It's also thanks to /llusive Sum-
mer '68 that | rediscovered the soul which | had somehow lost with Twilight Time, my pre-
vious film produced by MGM. You could say that this “American” film was my worst
experience. Indeed, at their request | had naively initialed each page of my scenario
throughout the filming. Their ‘controllers’ had forbidden me to film anything other than what
was written. | pointed out to them that it was my own scenario, but they didn’t want to hear
anything about it. Since that time, I've never accepted to initial any page of any scenario.

Did the film have a message? Or was it just a story about two young people in love?
The time had come for us to settle up accounts with a sense of irony, to make fun of our
own misconceptions through the experiences of young people. | enjoyed very much mock-
ing the cowardice of the middle class, sycophants who always suffocate every revolution-
ary movement. Even today, when | look back at the film, we recognize that cowardice and
hypocrisy continue to surround us now as before. I'm afraid that conditions like these will
now make change and reform in our country almost impossible to achieve. And I'm aston-
ished by the fact that our people can even endure such injustice.

For Guardian Angel you drew upon experiences from your childhood and from a
documentary film you had once made in Belgrade on Gypsy life.

Back in 1972, shortly after graduating from FAMU, | made a short documentary for Yu-
goslav Television on Gypsy life in a ghetto called The Jewish Cemetery. | had spent my
childhood near this neighborhood, close to a ghetto that, by a strange coincidence, had
been built on the ruins of a Jew cemetery. So | knew well their customs, beliefs, and
mythologies. The image of poverty did not meet with the approval of town authorities, and
the film gave rise to a great deal of discussion in the media. Then, in the mid '80s, when
the scandal about Gypsy child-trading made news headlines, | went back to that ghetto
atop the old Jewish cemetery. After 15 years, nothing had changed. | was shattered. |
wanted to tell the story of these people who had lived for years in the same horrible mis-
ery. The screenplay was inspired by what | heard from the ghetto's inhabitants and from
newspaper articles about the child-trade.

Since you wrote the screenplay yourself, you obviously felt very strongly about the
business of selling and trading gypsy children across Europe.

The script for Guardian Angel was written at one stretch. But only after seven months of re-
search and investigation. As the Gypsies would say, | had discovered Saybia, “the guardian
angel who gives life and takes it away, who rewards and punishes". Above all, | wanted to

 tell a true story. So | visited other Gypsy ghettos. It took me three months to make a com-
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plete tour of all the ghettos in Yugoslavia. Everywhere | was greeted by silence. But as |
knew their language and habits, | gradually won their trust. Gypsies simply didn't want to
speak about that horrible child-trade written about in the press.

In order to make this film, you created the first private Yugoslav full-length film com-
pany.

At that time, film companies were all state-owned, and even if a newly-passed law would
allow you to make private productions, they were essentially limited to publicity films. No
one had dared to launch oneself into the production of a full-length film. | took the plunge
by creating my own private firm, Singidunum Film Productions. But this was not done so
easily. Actually, while | was in full preparation for the filming of Guardian Angel, the State
functionaries who were supporting the cinematographic production, heard that Kusturica,
along with Gordan Mihi¢, my usual scenarist, was planning to make a film on the same
theme, backed by Columbia. The State’s logic was that Kusturica, strongly backed by Co-
lumbia’s money, was going to beat me not only on the domestic market, but on the inter-
national one as well. Therefore, from one day to the next, | lost a good part (but fortunately
not all) of my possible financial support, and | began filming with a minimal budget. The film-
ing lasted six weeks, and because Kusturica filmed for nine months, my film came out be-
fore his (Time of the Gypsies), and was acclaimed by both the audience and critics at its
presentation at Directors’ Fortnight in Cannes. It's been sold in numerous countries, which

allowed my company to continue to produce my films. | think Guardian Angel could have

been the turning point for the whole Yugoslav film industry.

Did you accomplish everything you wanted to say in this film?

That's a hard question to answer. Let's just say that Guardian Angel was a significant mo-
ment in my life. It reinforced my belief that the solution to the ghetto's problem is not sim-
ply to move to a new place. Gypsies are very much attached to their habits and beliefs. Take
the fire in front of a house, for instance. For a Gypsy, it's something sacred. Or sacrificing
a buck to Saybia, the guardian angel. Or the symbolic washing of their sins at a spring at
dawn. These rites are strongly connected to nature, just as their family and social life are
founded on this connection. The Gypsy legend of the guardian angel has always fasci-
nated me, so | put it in the film. At the outset | didn't know how to link a realistic story to a
mythic belief. Then, one night, | happened to dream about the first shot: a subjective move-
ment of the camera, coming down from the sky, like the presence of a guardian angel. This
was the key to "open up" the film, to mix dream with reality, to link imagination with the
truth. And so the film became, in a sense, my own dream, although, first and foremost, it
embraced a terrible and alarming reality.

Guardian Angel, Time of Miracle and Someone Else's America were all invited to par-
ticipate in the Quinzaine des Realisateurs (Directors' Fortnight) at Cannes. What
kind of relationship do you have with Pierre-Henri Deleau? Has the Quinzaine be-
come your festival home?

| feel more at home at the Director’s Fortnight than at any other place. This is mostly be-
cause this section is not competitive. | think art should not be exposed to competition, but
unfortunately many authors are forced to compete. Between Pierre-Henri Deleau and my-
self exists, of course, deep friendship and respect. But this does not mean that he takes
any of my films. For example, he turned down Tango Argentino, but the film turned put to
be quite a success in Venice.




Goran Paskaljevié

Time of Miracles was shot in a Yugoslav border area, where Serbs live in a Croatian
comer, just when the troubles in the Balkans began. Since your film features a mir-
acle in an Orthodox church, are you preaching a doctrine of faith, of religious belief,
of tolerance among religions?

Time of Miracles speaks about the absurdity of ideological tyranny — regardless of whether
it comes from the side of the authoritarian Communists, for from any other

dogma. | myself am not religious. But due to my background and my education, | am nearer
to Christian ideals than to Communist ones. Also, you mustn't forget that | had the great
honor to work on this scenario (based on his novel by the same name) with Borislav Peki¢,
one of the greatest Serbian writers. During the time of Tito, Borislav spent seventeen years
© in jail because of his democratic ideas.

So, in effect, you were making a statement about the spiritual vacuum under a past
political system, about the corruption of past ideals and the rise of a new fanaticism?
| would not say "fanaticism." The film's heroes, whether deluded or not, live with great ideals
and purposes, for which they will fight with determination. They sincerely believe that they
are searching for mankind's happiness, that after multiple sacrifices they will reach their
goal: the foundation of a fair society. In their minds one needs to disregard his own happi-
ness in order to fulfill this great ideal. Be they indoctrinated, ignorant, or deceived, they are
devoted body and soul to the principles of the ideology they're fighting for. The film should
be taken as the tragedy of "blindness" which leads to fanaticism, as the recurrence of
human stupidity, but also as the early beginnings of the present situation: the collapse of
certain ideologies and the revival of others which, by using the same weapons, appear to
be quite as dangerous.

Since the setting for the film is 1945, at a time experienced by very few in your po-
tential audience, Time of Miracles appears somewhat outdated in certain respects.
That's because | had wanted to make this film for ten years or so, but political circum-
stances in Yugoslavia in those days were not very favorable to cinematographic and artis-
tic creation as a whole. When the political climate in my country changed for the better, |
was finally able to make this long-cherished dream come true. | hope this film contributes
to the suppression of all our taboos.

When you were shooting the film in 1989, you also seemed to be making a political
statement on current affairs in Yugoslavia. Now, seven years later, how do you view
the message in Time of Miracles?

In 1989, a year before the war started, we wouldn't have believed what was going to hap-
pen to my country. Just consider the three million mixed marriages alone! You don't fall in
love with someone, and then ask yourself: Is she a Muslim? A Croatian? A Serb? So if
there's a message running through Time of Miracles — in fact, through all my films — then
it's love. That's the only answer to a completely mad political situation. For Time of Mira-
cles we built a church nearby to a village that didn't have one of its own. The people were
Orthodox, but they were living in a Catholic area. They had no place to worship, so we
found ourselves providing them with a religious identity. They wanted to keep the building
as a church after we left. After all, it was constructed as an exact replica of medieval
churches in the Balkans. The frescoes and icons were identical to those found in the me-
dieval Serb monastery of Studenica.

Was that movie set later used as a church?
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Yes, it was. The Serb villagers of Greek Orthodox faith did get to celebrate one Easter in a
church of their own. At that time, | had even decided to marry again in this church. But on a
Sunday morning — on April 22 (my birthday), 1990 — the people of Croatia elected an ultra
right wing government. So overnight everything disappeared... Here | was trying to make a
film about tolerance, about an Orthodox village resisting Communists at the end of the Sec-
ond World War, about Christianity versus Communism. Today, there's a war going on be-
tween religions, with no end in sight. An irony of fate, you might say, save that it's all so tragic.

How was the film received in Yugoslavia? Was it perhaps misunderstood?

The film only spurred controversy in Yugoslavia. | personally rank it very high among my
productions, and | think that with time and in the future it will attain its rightful place and be
recognized for its true humanistic values. My experience with the film in Prague seems to
confirm this opinion.

Tango Argentino picks up a theme you used effectively in These Earthly Days and,
to a certain extent, in Twilight Time — that is, old people who stand up for something
they believe in. Do senior citizens fascinate you?

| regard These Earthly Days Are Rolling By as one of my best films. It is pure emotion, and
| am certain that it can be shown again a hundred years from now. The film is extremely
human — and it's a simple story. | spent my childhood with my grandparents, so | deeply un-
derstand old people and feel their problems. For me they represent wisdom. Unfortunately,
however, the human machine was created in such a way that just when you learn nearly
everything important in life, life itself leaves you.

When | assigned the role of Julio Popovic to Mija Aleksi¢, one of the greatest Yugoslav the-
ater and cinema actors of all time, his doctor warned me that the chances of his finishing
the film were small, given his health issues. But Mija absolutely wanted to play this part and
despite the risks (I was not only director but also producer), we began shooting taking every
precaution that he wouldn't tire himself out too much. We were happy to notice that his
health improved day by day, and that working gave him much pleasure. At the end of the
filming, taking into account these improvements, his doctor had to agree that the best rem-
edy for Mija was to make another film!

And as you know, Tango Argentino is the story of a boy who manages to pull a group of
old people from out of their lethargy and makes them rediscover the joys of life. Further-
more, after the film's premiere in Belgrade, a friend phoned me, overjoyed that his 10 year-
old son had asked him to be taken to see his grandfather, whom he hadn't paid any
attention to up until then. (Note: Mija Aleksi¢ went on to live another three years after this
film was made).

The setting for Someone Else's America was Brooklyn. Am | mistaken when | say that
the film comes across like a warm embrace of the American Way of Life.

You mean: do | love America? Yes, of course, | do. | especially like the concept of the
United States as a "melting pot", a mixture of nationalities, of cultures. For me, it's a beau-
tiful country because, on whichever corner of Brooklyn you might stand, it's never the same,
it's always very different. By contrast, look at Yugoslavia. Here, we are brothers who speak
the same language, yet we are making war to separate each other. In America, all these
different people live together. It was a pleasure for me to make Someone Else's America
- one day we counted 20 different nationalities among the crew and actors.

Someone Else's America paired Miki Manojlovi¢ and Tom Conti in a film about im-
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migrants to America who come from different cultures and backgrounds, and whose
only means to communicate is through a simplified, broken English. It sounds to
me like it had to be a rather difficult undertaking right from the very beginning,

all things considered.

You forget that the story itself is uncomplicated. Simple stories, those that tell the everyday
life of ordinary people, have always been the main subject of my films. | have tried to throw
light on the social and political aspects of my country, which | left when it sank into nation-
alist madness. | carried the script of Someone Else's America around in my luggage for
some time. The heart of this film started beating during my many stays in New York, where
| discovered another world, the world of émigrés. A world that kept giving me new sensa-
tions every day, far from those that emanate from most American films. Many people I've
met are like the characters in my films. They had lived on American ground for some years,
but their thoughts are always more or less directed towards their native country, their for-
mer life, creating a blend in their mind, a blend of dreams and reality. With Someone Else’s
America, | simply wished to give the audiences an intimate point of view on one of the
most crucial sociological topics of today: immigration.

But were the production conditions ripe to handle such a broad and complex social
theme as immigration - to Brooklyn of all places? You must be a glutton for pun-
ishment to work under such chaotic conditions.

Let's look at it this way. Miki Manojlovi¢ and Tom Conti, Bayo and Alonso, are a variation
on the "Odd couple" made popular by Walther Matthau and Jack Lemmon. Tom comes
from a family of Italian immigrants to Scotland. Miki had worked with me before, in Time of
Miracles and Tango Argentino. The actors knew pretty much where we were heading from
the very beginning. The secret, if you want to call it that, was to get them to work well to-
gether. For me, actors are the people who make a story believable. They are the most im-
portant individuals on the set. The accent is always on the actors. So I'm very careful to
strike the right atmosphere, to set the mood of the film, right from the first day of shooting.
That's the first thing. After that comes the camera, the placements and movements, the
lighting, the rest.

Were you pleased to win the Audience Prize for Someone Else’'s America at the 1995
Cannes festival?

Yes, | was, to be very honest: But who really wins an audience prize? So much of the credit
goes to the actors, and not to the director. They are the ones who provide the human
touches that come from the heart. They transmit an emotional impact, an emotional expe-
rience, to the audience. In a sense, they play their souls. Miki and Tom are not at all like
the take-the-money-and-run actors. If they were, the audience would know it right away
100.

Yet Someone Else's America is a film about losers, losers who somehow conquer in
the end only by looking life square in the face and by facing each problem as it comes
along. Is this the quintessential Goran Paskaljevi¢ theme?

| don't know the answer to that question — honestly. All | can say is that there is a lot of Gor-
dan Mihi¢ in this particular film too.

Whenever we met at some international festival, you always seemed to have an idea
in your head for a new project. What happens when nothing pans out?
Very early on, | discovered that films depend on financing very much — and that good scripts
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will not necessarily lead immediately to production. So | made These Earthly Days Go
Rolling By while waiting to get started on Special Treatment, and Tango Argentino while
waiting upon Someone Else's America. That's what | mean when | say I'm always ready and
able to shoot one of three to five new projects held in preparation.

Any more projects on the wing?

| am right now preparing the shooting of my new film The Powder Keg, which | will shoot
in Belgrade. It is a co-production between my Paris based production company TICKET
PRODUCTION and Antoine de Clermont Tounerres MAT PRODUCTION, with the support
of Canal +.

Belgrade, July 1996, re-edited by the Director in Oct. 2009. La Tragicomedia Humana,
Semana Internacional De Cine de Valladolid, 1996: 168-184.

O1 Zéppol ival MOAU KaAoi oTo paupo Xioupop
Tou av Tourev

Mg nriye n kivapatoypdgnon tng Mupimidamobikng; XpelaoTikare kamoia €131kn,
emionun ascia;

‘OAa Ta yupiouata €yvav oto BeAtypddt. Adeleg Kivnpatoypdenang dev undpyouv. H 2ep-
Bia eival pa xwpa mou Zet oTo XAog. Asv UTTPXE KAuia OpoIdTnTa He Ta KaBeoTwTa Twv
AVATONK®OV XWPWV EKEIVNG TNG eMoxn|g. Emrméov, dev katadikaw pévo autoug mou eivat
Twpa omv e§ouoia, aAd, OAGKANPEO TO TONTIKO OVAPL, CUUTEPINABAVOHEVNG TNG aTto-
KAAOUEVNG QVTIMOATEUOT|G MOU EKUETAMEUETAL TO XA0G QUTO KL EVBlAPEPETAL HOVO Va YE-
pioeL Tig Togneg mG. H KUBEPVN o Sev eVBIAPEPETAL YIa TOV Kivnpuatoypdpo. Mia tawvia Sev
uropei va avatpéel Eva kKabeotwg, aAAAG oL Avepwriol Ttou Byaivouv otoug SPOHoUG JIto-
poUve. AuTS akpLRWG KAVAE MEPUOL YIA TPELG UAVEG 1) EATIBA EMECTPEWE, TAV UNEPOXA.
‘Emnetra 6Aa KoukoUuAwBnkav 1 avapébnkay, kat Twpa OAol eivat arnokapdiwpevol... Metd
™V Kukhogopia g Tawviag, 6tav didBacav TiG CUVEVTEUEELG HOU, Ol KUBEPVNTIKESG EPN)-
HeP(deg pou emTéBnkav BAvauoa wg «mpoddTn Tou oépPikou Aaou». Me eixav aprioet va
KIvnpaToypagpw eAeUBePQ, Kat ot aviidpdaelg pdav dtav eidav To anotéAeoual

Bprike n Taivia diavopr orn Zeppia;

Duoikd, aA\G dev pnépeoa va eEaoPaAion TI§ KAAUTEPEG KIVNUATOYPAPIKEG alBOUTEG,
ondte SldAeEa pia malid aiBouaa ouvedpiwv Tou eixe dlApOPPwWOEL O TEPATTIO Kvn-
paroypdgo xwentikdtrtag 1700 BEoewy. Aev eixa dikalwpa va BAAw oute kav pla
apioa omv moAn. MoA\dG aveEdpnta péoa padikhg evnEépwaong HAnoav yia Ty Tawia,
EUVOITTWG, OWG, TimoTa dev AéxBnke atnv TAedpaon. NMapdia autd, n aiBouoa rirav
KATApeoTn yla MOANEG eRBopAdEG. H Tawia €yive KaAT, and otéua oe oTtéua Kat Xapn
TNV Napoucia GAWV autwv TwV MaclyvwoTtwy nNoomoLwy.

ZupBaivel HEPIKEG POPEG, Ta auTapyika KaBEOTWTA, yia va Ka8apioouv Tn ouvei-
dnor Toug, va EMITPEMOUV, OE OPIOHEVOUG KIVIIHATOYPAPIOTEG, AKOHN Kal O’ EKEI-
VOUG TNG avTimoAiTEUONG, Va QVTINMPOOWITEUCOUV TN XWPA TOUG O PEOTIRAA TOU
eEWTEPIKOU.

Autd eival akrBela, oty nepirrwon mg /Tupmdarnobrikng Spws, dev eixa kapia unoompiEn and
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™ ZepBia. H MaAia xpnuarod6moe 1o HeyaAuTepo HéPog G Taviag pali ue o FYROM, v
EMGSa katmv Toupkia. Onére, ev rjiouv UNoxpewpévog va JTmow oe kavévav and ) Zep-
Bia ddewa yia va delEw Ty Tavia oe Efva GeoTiBAA 1j 08 KIVIATOYPAPOUG TOU EEWTEPIKOU.

Tig Taivieg mou Byaivouv otn ZepBia T1g eEA€yxel kGmola emTpon| Aoyokpioiag;
‘Ox, elval xdog motéyte pe! Ta xpripara eival ota xépla Twv KEPSOOKOMWY TOU TIOAE-
pou, Kt 1 unéAoinm xwpa eivat anopn. Autd eival To anotéAeoua evog napaloyou
eundapyko nou e§aoBévioe Toug avBpwnoug, Oxt To kaBeoTwg. AnGAUTn KatddAyn. M’
autiv akpiBwg v aneArmoia pAdel n tawvia pou.

Ynapyel 6pwg eAnida otnv Mupmdamobrikn;

Nai, n eAnida eivat ) tehikr} eE€yepon Tou veapou avdpa. H eAnida eival va pabaivelg
va avtidpdg evavria oe kGOe pn dnpokpartikr npdgn. Zm xwpea pou, de yvwpioape noté
dnuokparia. MNvwpioaue pévo diktaropeg o Tito mo ouykaAuppéva, o MAGoeBITg, o
avoixtd. Zm xwpa pou, oxedov 6Aa Ta péoa padiknig evnuépwong eAéyxovral, kal dev
apkel n avriBeon Twv dlavooupevwy. Aev EKMPOCWMOUV LA APKETA HEYAAN SUvapn.

O néAepog unovoeital, aAA@ dev napouocidleral moTe.

Aev riBeAa va pirjow yia T Boovia. ‘Exet yivet mAéov g pédag, énwg to Bietvap otig
apepikavikeq Tawvieg Afya xpévia npiv. Eivar oxedév oav pia pop@ri ekHeTAAEUONG TNG
Booviaknq ouykpouong va yupilelg Tavieg ornou o duTtikég dnpootoypdgpog owlet v
kardotaon. ‘Ooo yia péva, vopilw 6t undpyxouv dUo napalnAeqg ZepPieq: n enionun,
v onoia dev ayanw Blaitepa, kat n Zeppia Twv KaBnuepvwy avBpwnwy nou unope-
pouv and Tiq Kupwoelg, and éva avunéPpopo KaBeoTWE kal and pia apavraoTr Twxela.
Axdpa 6pwg KL av auplo avaykaovrav va Byouv otoug SpOHOoUG, TOUG anacxoAel Téoo
n kabnuepvri erBiwon, nou Ba popdvroucav un xdoouv Tig pilepeq SOUATOEG TOUG,.
lMvovrat anaBeig. H Bia eivat napoloa, al\d xaAivaywyeiral. Anévavti otny kardotaor)
Hag, n Eupwrm dev E€pet 11 B€om va ndpel. Korr@Ere Tt yiveral oto Papmouty€t: Ta npdy-
para apxioav va kivouvrat pévo étrav epgaviotnke n MavrAév OAunpdrr. Kat ruotevere
npayuatika 6t oL apepikdavol ipav aniwg yia va owoouv v naykéoua eprivn; Ma
ekeivoug ol Koupdol oto Ipdk eival kahoi, aA@ ot Toupkot Koupdol, ekel 6rou npénet
Va UNMEPAOTIOTOUV TIG AUEPIKAVIKEG BAoELS... Av aupio BopBapdioouv ) Zeppia, yarti
autd pnopei va oupel, pofdual 6t To TEAOG G Taviag pou Ba anoel npoeidonotn-
TIKG. Aev Ba €xw AAAN erAoyr| art’ To va yivw eBvikiotrig. Av ot 300 HOoU YIOL Kal 1) -
TEPQ HOU OKOoTWVOvVTav oToug BopBapdiopoug, N avridpaor pou Ba rirav avandégeukta
anoikr). Eivat tpopaxTiké!

AuTé akpifwg mou mpoomnabei va ano@uyel n CUYKEKPIPEVN Taivia eival o1 amAoikES

avndpaoeiq.

Autég eival 0 Adyog nou ermpévw e pa SiayvwoTikr ™G Yuxrig avrl va elpal Gueca
nolimikég. O tithog Mupimdanobrxn eivat ouvwvupo Twy Bakkaviwv, alAa éAot pag
Exoupe yivel pikpég nupmdanobrikeg. Otav eipat oto BeAtypddl, yivopar pépog g
{Buag rerapévng arpdopaipag, eEopyilopal moAU ypnyopdrepa... H yuvaika pou to ai-
oBdverar ki autr). Ma napadetyua, n oKNvr| oTny apxr KE T ouykpouaor) Twv 300 oxT-
pdrwy, nou naipvel napdloyeg dlaotaoceig, eival idiaitepa aAnBogavriq. H anAr npdagn
TOU VQ NPOOTIEPACELS KAMOLOV LE TO QUTOKIVITTO oou Jnopel va Tov kavel va Bydiet To
6m\o Tou. ZupBaiver NOAU ouxva oto Behtypadi orjuepa, xat oL GvBpwnot Sev karala-
Baivouv ané nol npoépxeral. My npayuanko™ra, NPoépxerat and To yeyovog ot
Zoupe o' éva Tepdomo kKAouBi. OAa éxouv aAAGEet 1600 NMoAU. Oxi noAl kaipéd npw, &i-
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Xape avouxtd diapatripla, uropolcape va Ta&idéyoupe avtoy, oe avtiBeon e GAAeG
00CIANOTIKES XWPEG. Ol LIKPES EMIXELPTOELG, T IBLWTIKA egTiatdépla, avBodaav, Utrpxe
ula kdmota eAeuBepia. Twpa, GUWS, N YEVIA TOU YloU Hou EXel BPeBEl PUAAKIOUEVT),
Xwpig Bewpnuéva diapatmpla i xpriHata. Kat oav ta {wa oto khouBi, apxifoupe va né-
PTOULE O évag MAvw oTov AAAO.

‘Exouv xa6ei Ta onpeia avapopds.

H Zwrj dev aiCel timota ma. ZuvnBioape va BAEmoupe avBpwroug va nedaivouv aToug
Spdpoug. O méAepog éprace ota olvopd pag. MoAoi dvBpwrol Exouv oTalel ekel Le
To {6pL GANOL EXOUV TAEL Yia TINATOIKO. ETonp®G, Spwg, 1) ZepBia Sev KNPUXTNKE MOTE
o€ epndAepn katdotaon. O Ew KGOPOG BeV EXEL TPOOTIABNOEL KU IBlaiTEPA va KATaAd-
Bel Tt oupBaivel. ETa TNAEOTTTIKA PEMOPTAL, Ol SNUOCLOYPAPOL EXOUV HOVO Eva AemTd
yla va eEnyrjoouy ta ndvra oto Bsatr). OndTe, MPEMEL va KatadelkvUEeLG TO KAAS Kal TO
Kak6 apéowg. Z& 6,Tt apopd T olykpouon oto K6oopo, ot ZépBol mapouatddovratl wg
oL Kako{ kat ot ANBavoi wg ot Kahot... 1) alykpouaon 6uwg autr eivat oAU mepimAokn! Zag
opkiZopal mwg urtoPépouy dvepwrol kat ard Tig dUo MAeUPEG. Katd ta dAAa, étav ert-
okérreoal T Boovia, eivat évag moAUTipog AiBog, évag mhoutog and MOAEG dlapope-
TIKEQ KOUATOUPEG, OTtou GAot oL AvBpwrtoi Aoty v dta yAwoaoa kat ouv o €vag dima
atov AA\o. H kapdid pou yéuiZe mavra and xapd kabe ¢opd mou miyava oto Zapd-
yieBo... KatahaBaivouv Gpaye ot FaAAoL orjpepa Oti ot Béoviol poucouApdvol ivat Z€p-

Bot mou mpoonAuTioTNKav oTo IoAdu TPV and mévre aldves; Eivat ot Sot dvBpwrotmiou -

OKOTWVOUV 0 €vag ToV GAAO.

ZTnv Taivia autr, PIAGTE yia 6Aa autd pe TAAGyIo Kal ap@ipporto Tpomo.

‘HBeAa va PAoW Yia TO TIWG OUYKAIVOUV Ta MEMPWHEVA TWV ATOpwY, ONwG Ot €va Aa-
BUpwvBo. To mempwpévo pou emnpedlel To Siké oou Kal outw kaBeEng. Kat kaveig dev
uropet va Eepuyel and T oneipa autr g Biag. Zta Ztyudtuna, Tou ARTpay Ta me-
TpwpEéva eivat mapdMnAa, kat Eavasvaovovtal HOvVo OTo TEAOG, LE TO TEITHO.

Ztnv MupimidamoBrikn, eival cav va EEKIVATE HETA TO OEIOHO...

Autd To €{dog g d6unong ritav kawvoupyto yia péva. ‘Otav dpxioa ) diadikaoia Tou
povTdl, dev iEepa nwg Ba £Ryatve. OL (Bleg oL OKNVEG eixav Hia ECWTEPLKN dUvapn, Xapn
otoug oAU yvwatoug nbormotolg mou eixav cuppwvrioel va nai&ouv oy tawia. Oa
Aetroupyouoe GpwG N Tavia oty oOAGTNTA g; Aev r16eha va eival pia avboloyia, al\a
Hwa Tawia mou va anoteAeital ano €va KopATL, Kat Hovidptoa To OAo MPAyua oe TPEL-
oTHLoL ERSOUADEG, TO TILO YPIYOPO ToU £ixa KAvel ToTe. Eina «A, Asrtoupyei!» kat dev
Eava-agxoArienka.

To oevapio frav moAu Eekabapo ;

Nat, aAAd yia apddetypa, GAAAEa eVIEAWG Tr) OKNVI] 0TO TPEVO HOAG TIPWV TNV KWVNa-
ToYPaProw. ZTnv apxr, 0 AGZapoug, o0 UMOEEP TOU OKOTWOE TOV KAAUTEPS Tou iAo,
apou ouvednromnoinae 6Tt OAN Tou 1 Zwr| fitav éva Yeua, dev migteue oe Timota rma. M-
ogouoe v avBpwndmra, eldIkA TG yuvaikes. Eide éva dpop@o kopitat ato Baydvy, ap-
XI0€ va NG TV MEPTEL, Kal 1 KoméAa ERYale pia xeipoBoupida kat v anac@dhioe. Katd
™ didpketa Tou MoAépou otn Boovia; propouoeqg va ayopdoelg pa xepopfoupida ya
MEVTE YEPHAVIKA pdpka. Tig xpnotonolovoav yia va naifouv éva eidog pwokng pou-
A€tag ota Kagevela... ZKEPMKA, emavalapBavw Tov EaUTO pou, akGua pia Blan oknvr.
‘O\arjTav EToIa YIa Va apx{OOUE Va KIVINHATOYPAPOULE T VUXTEPLVY] OKNVY, TO TPEVO,
To ouvepyeio, kal efa aroug nBornolouq «davraZopal To TEAOG TNG OKNVIG QUTYG EVTE-
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AWG SlagopeTika. Oa dexteite, xwpig va nefte tinota o évag otov AAAOV, va auToKTovr-
oete and aneAroia. Ané nou propel va npoépxetal aut n xelpopopBida; lowg o ap-
PABWVIAOTIKGG 00U va OKOTWONKE OTO LETWTO KL E0U va Tov MeVOE(g, va éxel napaldpel
Ta npaypatd tou». Ae GoBApOLV va Nw OTO TUVEPYE(O pou va MepIpével. Toug eina «Aev
E€pw akdpa Tt akpiBwg npdketral va Kavw, aAd e(acTe 0To owoTd SPGHO.»

M6Aig n nBoroldg dANae pouxa, dtav EByale T pivi poloTa ™G Kat pOpede palpa,
N OKNvr| mrpe oxriHa, kat vopidw ot eival n kaAutepn oknvr} g Tawviag. Tinota dev Aé-
yetal, 6Aa pévouv 0To AppnTo, OTNV Evraom avapeoa otoug dUo fpweg. To TakdL dev
Ba Eexwvrjoel noté. Akdpa kat To veapd ayopl, yla To ornolo piAnoa otnv AAAn oknvry, To
okdel and 1o eopo Tou... ‘OAot oL nborolol rjtav anioTeuTtol. ZUPPWVNOoav va PE ako-
AouBrijoouv oty nepINéTela autr, napapepifovrag Ta eyw Toug. TN Xwpea pou eivat
6Aot Toug otap. O kabévag Toug fEepe OTL elxe T SIkN Tou, pkper) B€on omv Tawia. To
HikpS pOAO TG Kupiag oTo AewPOPE(o, KE T Youva and aiemol yUpw ar'’ To Aaiud mg,
epuriveuce n MAéva Ntpdpitg, nou eixe kepdioel To BpaBeio deltepou yuvaikeiou
poAou otig Kaveg yia to péAo tng omv Edikr Gepaneia.

Metda ané evvéa ef3ouadeq yuplopdtwy To ouvepyeio ritav eEavrAnuévo. Ki ot nbo-
notof exeivol rou eixav kavel pévo duo pépeq yupiopara pag eimav érav ouvavmer-
kape, «Eiote akéun {wvravoil» ‘Hrav n mo ouveetn tawvia nou €xw kavel noté. Evvéa
eBdouadeq ouvexouq alayrg oKnvikwy kat nlorowwv. ‘Hrav oav va ékava oktw 1
evvéa Tawviegq pikpou prikoug tautoxpovwg! O dieubuvtrg pwtoypagiag pou, Mikav
Znaorrg, éxkave anioteutn douAeld. Mou €dwoe v eAeuBepia va TonoBetriow v Ka-
pepa 6rou 1BeAa, akdpa Kat Pe VUXTEPIVO PWTIONO... 'HBeAa va €xw Hia MOAU KIVITIKY
kauepa, mou, kard m didpkela kabe oknvrig, Ba oupape 6o Kal KOVTUTEPA OTa NPo-
owna Twv néornolwv. Zmv apxr|, ot NOOMoLol UIMOPE( va VIWOoOUV EVOXANHEVOL and TV Ko-
vrivémra piag kauepag 35 mm. O elKOVOAAITING NMPOTEIVE EUPEIEG YwViEG, pa o
eAKuOTIKT] oUVvBeoT. To ouvepyeio katdAaBe dpwg 6T To UPog NG Tawviag a&e aut
mv napeioduon, oav ol YwVIEG auTEG va rjtav KAEUHEVES and TV MpaypankétTa, oav
va r\8eAa va kdvw Toug nborotoug va rmdrgouv €§w and v 086vn.

NpoomnaBeite, woTé00, va KPATHOETE pia andéoraor).

Eival pia Tawia mou nepléxet moAu xioupop kat epnatypd. O ZépBot eivat moAd kaloi
ato paupo xoupop. Tov nponyouuevo OkTwPplo, étav Toug aneidnoav 6t Ba Bop-
Bapdioouv To BeAtypadi, fjpouv oy noAn. To xapapa ora kageveia, ol avBpwrol ne-
plpevav va néoouv ot BopPeg, nivovrag kat yehwvrag. EAappwg veupikol, alAd, outwg
1 G\wG... Kat évag Tunog Eypaye e TepaoTia ypaupara €Ew an’ 1o oniti tou: «Eunpog
Aonév! Anogaoiote yia va Eépw av 8’ apxiow va Bapw To omitt pou 1y dxil»

H 18¢éa g exdiknong eival napoloa o 6AOUG 0AG TOUG PWES.

H ouyxwpeon dev undpxet ma exel. Mpénet va padeig va Zeig pe v adiaAagia. Auto
eival nou pe Tpopdlel. H vodog Tou eBvikiopoU Snuioupyel autnh TNy TuPAGTNTA
@raive 6Aol oL GAoL yI' autd nou oupBaivel o epdq. Av undpxet éva prjvupa otny Tai-
via autn (napém Sev p' apéoet moAu autr n A£En), Ba pnopouoe va eival 6t ot ou-
MNATPLOTES HOU, OE AN TN Sidpkela TG Taviag, NMPENEL va KAvouv oToug EQuTOUG
TOUG TNV EPWTNOM, «Aev E(HAOTE KI EE(G eniong Atyakt évoxol yi' autd rou aupBai-
vouv;» To Tpéxwv kaBeotwg eEdrTel Tov eBvikiopd. Tov xpnoyionolel yia va aokel pe-
yaAutepo éAeyxo. Eival To Téhog g Siadikaciag g okéyng. O GvBpwriol unopouv
va eAéyxovrat moAu o eukoAa drav xapaxkmpifouv Toug anékw wg evoxoug, eite
eival o1 Kpodreg, ot Mepuavoi, ot kdrokol Tou Barikavou...
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ZTnv Taivia oag, 6Aol o1 fpweg eival GAAoTE BUTEG KI GAAoTE BUpaTa.
AKkpIBWG. OMot eival BUpata, K GAot gival évoxol, eKTég and To veapd, ekeivov and
Yevid Tou 20xpovou yiou pou. Ziyoupa, dev eival n yevid Tou mou eivat n évoxn.

(ZuvévteuEn mou €ylve aTo Tieplodiké Positif, Tov Mdaptio Tou 1999,
eI’ euKalpia NG KukAopopiag g Tawviag otn MFaAAia,

akp1Bwg riptv apxioouv ot BopBapdiopoi tou NATO o) Zeppia).
Metdppaon: Zwr-Muptw PnyorniouAou

Serbs are very good at black humor
by Yann Tobin

How did the filming go for The Powder Keg (aka Cabaret Balkan) ? Did you need any
special official authorization?

Everything was filmed in Belgrade. Authorizations for filming don't exist. Serbia is a country that
lives in chaos. There was no comparison with the regimes of Eastern Countries at the time. Fur-
thermore, I'm not only condemning the current ruling power, but the entire political class, in-
cluding the so-called opposition which takes advantage of this chaos and is only interested in
filling its own pockets. The government isn't interested in filmmaking. It doesn't care. A film can't
overthrow a regime, but the people who take to the streets can. That's what we did last year
for three months; hope returned, it was wonderful. Then, everything was covered over or taken
back, and now everyone is demoralized... After the release of the film, when they read my in-
terviews, they brutally attacked me in the official journals as a "traitor to the Serbian peo-
ple." They had let me film freely, and the reactions came when they saw the resuit!

Was the film released in Serbia?

Of course, but | wasn't able to get the better theaters, so | chose an old congress hall that had
been transformed into an immense 1700-seat movie theater. | didn't have the right to put up
even one poster downtown. Several independent media spoke of the film, but obviously noth-
ing appeared on television. In spite of this, the theater was filled to capacity for several weeks. It
became a cult film, thanks to word of mouth and to the presence of all the well-known actors.

It sometimes happens that authoritarian regimes, to clear their conscience, allow
certain cineastes, even those of the Opposition, to represent their country in festi-
vals abroad.

This is true, but in the case of The Powder Keg, | had no support in Serbia. It's France that
financed the majority of the film, along with Former Yugoslav Republic of Macedonia,
Greece, and Turkey. Therefore, | didn't have to ask anyone at all in Serbia for any author-
ization to show the film at foreign festivals or in movie theaters abroad.

Are films that are released in Serbia controlled by a censorship committee?

No, it’s chaos, believe me! Money is in the hands of war profiteers, and the rest of the coun-
try is destitute. This is the result of a senseless embargo that weakened the people, not the
regime. Total depression. And this is the despair that my film speaks of.

But there is hope in The Powder Keg?
Yes, hope is this young man’s final revolt. Hope is learning to react against any non-de-
mocratic act. In our country, we've never known democracy. We've only known dictators;
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Tito in white gloves, MiloSevi¢é more openly. In my country, the media are almost all con-
trolled, and the opposition of the intellectuals is not enough. They don't represent a large
enough force.

War is understood, but never shown.

| didn’t want to talk about Bosnia. That has become fashionable now, like Vietnam in the
American films a few years ago. It's almost a form of exploitation of the Bosnian conflict;
making films where the western journalist saves the day. As for me, | think that there are
two parallel Serbias: the official one that | do not hold dear to my heart, and a Serbia of or-
dinary people who are suffering from sanctions, an intolerant regime, and from an unimag-
inable poverty. But even if tomorrow they had to go out into the streets, they're so
preoccupied by their everyday survival that they're afraid of losing their meager little
jobs. They are becoming apathetic. Violence is present, but contained. Faced with our sit-
uation, Europe doesn't know which position to take. Look what's happening in Rambouil-
let: things only started moving when Madeleine Albright showed up. And do you believe that
the Americans have only come to save world peace? For them, the Kurds in Iraq are nice,
but the Turkish Kurds, where they have to defend American bases... If tomorrow they bomb
Serbia, because that can happen, | am afraid that the end of my film would be caution-
ary. I'll have no other choice than to become a nationalist. If my two sons and my mother
are killed in the bombing, my reaction will be inevitably simplistic. It's terrifying!

What this film precisely tries to avoid is simplistic reactions.

It's for this reason that | adhere to a diagnostic of the soul rather than be directly politi-
cal. The title The Powder Keg is a synonym for the Balkans, but we have all become little
powder kegs. When | am in Belgrade, | fall into the same tense atmosphere, | fly off the han-
dle much faster... My wife senses this as well. For example, the scene at the beginning of
the crash between the two vehicles, which takes on unreasonable proportions, is very plau-
sible. The simple act of cutting in front of somebody in your car can provoke him to pull out
his gun. That happens very often in Belgrade at the present time, and people don't under-
stand where it comes from. In reality, this comes from the fact that we live in an enormous
cage. Everything has changed so much. Not so long ago, we had open passports; we could
travel anywhere, in contrast to other socialist countries. Small businesses, private restau-
rants flourished, a certain freedom existed. But now my son's generation finds itself locked
up, without visas or money. And like animals in a cage, we're starting to bump into one an-
other.

Reference points have been lost.

Life isn't worth anything anymore. We're getting used to seeing people die in the streets. War
has reached our borders. Many people have been sent there by force; others have gone to
plunder. But officially, Serbia has never been in a state of war. The outside world hasn't made
much of an effort to try to understand what's happening. In televised reports, journalists only
have a minute to explain everything to the viewer. Therefore, you have to point out the good
and the bad instantly. As far as the Kosovo conflict is concerned, the Serbs are shown as the
bad guys and the Albanians are the good guys... but this conflict is very complex! | swear
there are people suffering on both sides. Otherwise, when you visit Bosnia, it's a gem, a rich-
ness of many different cultures, whose people all speak the same language and live next to
one another. My heart used to be full of joy each time | went to Sarajevo... Do the French un-
derstand today that the Bosnian Muslims are Serbs who were converted to Islam five cen-
turies ago? It's the same people who are killing each other.
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In this film, you speak of all this in an oblique and fluctuating way.

| wanted to speak of how the destinies of each person converge, like in a labyrinth. My
destiny influences yours, and so on. And no one can escape this spiral of violence. This
construction is very unusual. In Altman’s Short Cuts, destinies are parallel, and reunite only
at the end, with the earthquake.

In The Powder Keg, it’s as if you were beginning after the earthquake...

This type of construction was new for me. When | began the editing process, | didn’t know
how it would turn out. The scenes themselves had an intrinsic force, thanks to the well-
known actors who had agreed to play in this film. But was the film going to work in its en-
tirety? | didn't want an omnibus, but rather a film in one piece, and | edited the whole thing
in three and a half weeks, faster than | had ever done. | said, “Ah, it works”, and | never
touched it again.

Was the scenario very clear-cut?

Yes. But for example, | completely changed the scene in the train just before filming. At the
beginning, Lazarus, the boxer who was coming to kill his best friend after having realized
that all his life had been a lie, didn’t believe in anything anymore. He hated humanity, es-
pecially women. He saw a pretty girl in the compartment, began to make advances on her,
and the girl pulled out a grenade that she set off. During the war in Bosnia, you could buy
a grenade for five German marks. They used them to play a sort of Russian roulette in
cafes... | thought, I'm repeating myself, another violent scene. Everything was ready for us
to film the night scene, the train, the crew, and | said to the actors, “| see the end of this
scene completely differently. You're going to accept, without saying anything to each other,
to kill yourselves, out of despair. Where could this grenade come from? Perhaps your fiancé
died on the front and you're in mourning, you've picked up his things.” | wasn’t afraid to tell
my crew to wait. | said to them, “| don’t know yet exactly what I'm going to do, but we're on
the right path.” As soon as the actress had changed, when she took off her mini-skirt to wear
black, the scene was shaped, and | think it's the film’s best scene. Nothing is said, every-
thing lies in the unspoken, in the tension between the two characters. The trip will never
start. Even the young boy whom | spoke of in the other scene flees out of fear... All the ac-
tors were incredible. They agreed to follow me in this adventure, putting aside their
egos. They’re stars in my country. Each one knew that he had his little place in the film. The
little role of the lady in the bus with her fox fur around her neck was played by Milena Dravi¢,
who had won best supporting actress in Cannes for her role in Special Treatment.

After nine weeks of filming, the crew was exhausted. And those actors who had only
filmed for a couple of days said to us when they bumped into us, “You're still alive!” It was
the most complicated film I've ever made. Nine weeks of constantly changing settings and
actors. It was as if | had made eight or nine short films at the same time! My director of pho-
tography, Milan Spasi¢, did an incredible job. He gave me the freedom to place the cam-
era wherever | wanted, even with night lighting... | wanted to have a very mobile camera,
which, during each scene, would zoom in closer and closer to the actors’ faces. At first, the
actors can feel bothered by the closeness of a 35mm camera. The cameraman suggested
wide angles, a more attractive composition. But the crew sensed that the film’s style de-
served this intrusion, as if these angles had been snatched from reality, as if | wanted to
make the actors leap out from the screen.

You do, however, try to maintain a distance.
This is a film that contains a lot of humor and ridicule. Serbs are very good at black
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humor. Last October, when they were threatening to bomb Belgrade, | was in town. At the
crack of dawn in the cafes, people were waiting for the bombs to drop, drinking and laugh-
ing. A little nervous, but all the same... And a guy wrote in huge letters on the side of his
house, “Come on! Make up your mind so I'll know whether or not to start painting my
house!"

The idea of revenge is present in all your characters.

Forgiveness no longer exists over there. You have to learn to live with intolerance. That's
what scares me. The rise of nationalism is generating this blindness; it's everybody else
who is responsible for what is happening to us. If there's a message in this film (although

~ I don't like that word too much), it would be that my countrymen should ask themselves the

question throughout the film, “Aren’t we also a bit guilty for what’s happening?” The current
regime excites nationalism. It uses it to exercise more control. It's the end of the thought
process. People can be controlled more easily by labeling outsiders as guilty, whether it's
the Croats, the Germans, the Vatican...

In your film, all the characters are at times victims and guilty.
Exactly. Everybody is a victim, and everybody'’s guilty, except the young man, the one from
my twenty year-old son’s generation. It's surely not this generation who is guilty.

Interview made in Positif, March 1999,
upon the film's release in France,
just before the beginning of the NATO bombing of Serbia.

H onupepivi karaoraon Tng o€pPikng Yuxng
Tou MipoAtouurt Boukopitg

Fopioeg 1o Mwe o Xdpi éyive Sévdpo omv Iphavdia pe Tov KoAp Mivei oTov kipio péo,
Kai pe Toug veapoug Zikiav Mép@i kai Képi Kévrov. MNari oty IpAavdia;

H Tawia pinéer yia mv adiaAafa kat To mapdloyo pioog, eival ) woroplia evég avBpwrnou
nou dnoupyel exBpoug navrol yupw Tou, Tou Prdvel va Aéet « Evag avBpwnog PETPLE-
Tal and m duvaun Twy exBpwv Tour. Aev gou Bupilel autd Tov ZAdunovrav MAGoeRITg;
"HBeAa va yupiow pa aAnyopikr] Tavia ot ZepBia, aAAa rirav aduvarov, agou 0 MAG-
oeprg eEakolouBouoe va eival omyv eEouaia, ki eyw fipouv persona non grata. Anopa-
owa va naw omyv lpAavdia, a kat ot IpAavdol €xouv Toug SIKOUG TOUG MPOALWVIOUS
exBpolg kal poldlouv kanwg pe Toug ZEpPoug, edika omyv Eepokepakid Toug. Kard m
Sidpkela g Kivnuaroypaenong, £yive pia pivi enavaoraon oro Behtypadi kat énece o Si-
KTaropiké kaBeotwg. Mnépeoa va emoTPEY Kal va GavraoTtw pia véa tawvia nou va
agopd m xwpa pou. EEaxolouBel va Siadpaparileral om Zeppia, drou npotipw va kavw
TIQ Tavieg Hou, axépa Kat KE o Airég ouverikeqg an’ 6,1 ot Auon.

Ti ot evénveuoe va yupioeig To Ovelpo Xeipwvidrikng Nuxrag;

ESw xat kdnoto kaipd, ot ouverkeg otny ZepPia £xouv anPOKAAUTTTA EMITPEYEL TNV ETL-
orpo@r) oty eEouoia Suvapewv Tou NaAiol kaBeotwrog Tou IAdunovrav MASoepiTg,
av ka1 and myv niow népra. ‘Exouv apxioet va naifouv ra mahia roug noAmxd naxvidia
K €xouv BAAel unpootd m unxavr) mg nponayavdag Eava. Me To npéoxnua Twv 3n-
HOKPATIKWY «ExAOYWV» Kal We TN SikaloAoyia Tou «kahou g xwpag», n ZepPia orjuepa

€xel yiver 6unpog exeivwv nou v éoupav oe SExa Xpévia aiaTnPWV OUYKPOUTEWV KAt
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OIKOVOMIKAG oTaoiudmTag. H Zwrj ouvexiletat oav 6Aa autd va éxouv Eexaotel, oav Ti-
nota va unv éyive noté. ‘Etol, éva eidog «auTiopol» Exel avartuxBel Ki €xel Kupleloel
uépog Tou oépPiKou TANBUOHOU Kat NG AT Tou £Bvoug. OndéTe dpXLoa va OKEPTOHAL
navw o’ auto To BEpa.

T1 propeiq va pag meig yia TovV auTiopo;

Aev EEpw Kat TIOAG yia To Bépa. Emkowvavnoa pe eidikoug mou pou €5waav mAnpo-
Qopieg yU' auty TNV appwWoTLa, Mou Xapakmpiletal Bacikd and pia epgavag AN
avarTtugn oe 6,TL apopd otV Kowwvikry aAnAenidpaon. Auté ogeiletal kupiwg oTo
Yyeyovég 6Tl yia TO QUTIOTIKG ATOO, Ol OKEYELG Tou elval (Bleq pe OAwv. Ondte dev vid-
Be1 TNV avaykn va EMKOWVWVIOEL L TOUG AAAOUG Kal, CUVETIWG, ETWTEPIKEUEL TOV KOOHO
Tou. MNapdAa autd Ta droua He auTIoRS €X0UV TNV TUXN Va £XOUV KAVOVIKY VOnuoauvn.
Katd ) Sidpkela piag eMmokEPEWG [ou, Oe £va KEVTPO YLa auTIoTIKA natdid, ouvdavinoa
™ MoBdva, éva dekarpldxpovo Kopital. ‘Ekava MoMEG HEPEG Va VIwow TIAAL 0 EaUTOq
pou WETA amd TNV MPWTN Hag ouvavinon. ‘Hrav yeydho ook yia péva, apoul frav n
PWTN ¢opd ot {wrj Hou Tou poloa e KATIOLOV TIOU VA UTTOPEPEL amnd auTIoNO. ApE-
owg, yonreutmka and m Modva. Eival éva nadi S1apopeTikO KL wOTO00 TOTO CUYKL-
VINTIKO Kal Yepdro Zwr. MOAIG CUPPWVNAOEL va EMIKOWVWVOeL pali oou pe To Sik6 g,
OuUXVA QVATPETTTIKO TPOTO, 0ou eTPUAGTOEL aEéxaaTeg ekmANEelg. ‘ETot éypaga to oe-
vaplo yia to Ovelpo Xewwwvidtikng Nuxtag padi pe to giko pou Okt NTEBvr.

Ti pmopeiq va pag armokaAUyeig yia Tnv IoTopia;

H tawia dinyeirat my otopia Tou Aaldp, evég dvdpa mou POALG anoPUAAKIOTNKE, PHETA
ané déka Xpovia otn GUAAKY KL EXeL anopaacioel va EepopTwhel To Bapu Tou mapeABoy,
£Tolpoq Ta va Eekvioel pia kawvoupyta {wr, 0€ Jia Xwea mou, Kt autr eniong, gaive-
Tal MPGBupn va odeuoel Pog €va kaAutepo péEAoV. O Aaldp diactaupdveTal Je
Mdova kat mv képn mgq Mopdva, €va autloTtikd mawdi, MPGoPuUYeg Kat ot dUo and tn
Boovia mou, énwg kat o {dlog, BENouv va Eexdoouv To SUOKOAO TapeA86v Toug. Ta Tpia
autd évra, Ta Tpaupatiopgva and m fwrj, 8’ apxioouv va avakaAUrrouv Toug eautouq
Toug. Ztyd otyd Ba xricouv pia Zwr) pali kat 8a yivouv owkoyévela. H emiotpwaon g
TUXNG 6uwG B’ apxioel va payilel, kat oL Hpweg Ba koppatiactouv Eavd and Ty npay-
HaTikSTNTa Hiag kowvwviag mou, mapd ta gavoueva, Sev Exel eyKataAeipel To Ik TNg
3U0oKOAO APEABOV.

‘EXe1G KAvel pia moMITIKn Taivia;

‘Oxt, map’ 6,Tt apxIka 1 13€a pou 1POe ar’ auTr) TNV «aUTIOTIKI)» KATAoTaon otny onoia
€xel eMAake( Eva PEpog Tou OEPRIKOU TANBUCHOU. AUTO TIOU HE EVBIEPEPE KTV 1) LOTO-
pia autrq ™G ouvdavinong avaueoa oe €vav Avdpa pe PPIKTO MapeABOV, ou eixe gu-
AakiloTel yla déka xpoévia, KL ffrav amokAelopévog amnd tnv kowwvia egairiag Ttou
£YKAHATOG TOU, KL auTOU TOU QUTLOTIKOU KOPITOLOU, QOKAEIOMEVOU Kt auTou amnd Tnv
Kowwvia, Ox eEarriag kamolou AdBoug g aAd ASyw TG appwaoTiag TG. H MOATIkN
peTapopA v onoia avrinpoownelel eival mapoloa PGvo OTo GOvTo.

Ti oe ékave va amopacioeig va emAEEeIG éva aAn8ivd auTioTIKG GTopo yia va naigel
TO poAo Tng Mopava;

duoikd, apEowg Hag YEVWIONKE TO EPWINUA Yia TO Tolog 6a urnopouoe va naiget To
POAo Tou auTiaTikou nadiol. Oa Enpene va yupiooupe v Tawia pe m Mopava r pe
éva nadi mou Ba propouoe va urnoduBel To POAo evOG QUTIOTIKOU atdpou; Ta mpoBAY)-
pata mou avékuyayv rirav dUo. To mpwTo fitav n aubevTikdtnTa Tou Xapaktmpea. ‘Hrav
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oapég nwg P6vo €va auTioTiké naidi 6a urnopoloe va ekPpdacel npayuatikd Tt eivat ot’
aAriBela o autiopdg. Qotéoo, fitav eEiocou 0agég NWG To va Kivnuatoypageiq éva au-
TioTiké naudi eivat moAU nepirAoko kal napakivduveupévo kal nwg, an’ 6,tt riEepa, Ka-
vévag oknvoBETNq dev To eixe kavel péxpt TéTe oe peydlou prikoug Tawvia. To dedtepo
npépAnua frav n «ndikr» Meupd. MNpdyuari, 8a prnopouoe va Bewprioel Kaveig 6Tt To
va Baieig éva autiotiké nadi va naifel oe pia tawvia anotelel eni@eon omyv aklonpéneia
Tou eEartiag ™g avarmpiag Tou. Aordv, Bprika Ty andvinon oTnV EpWTNoT) auTr) oTo
Kelpevo g AlakrpuEng Twv AKawPATwy Twv Avammpwv ATéHwy, Moy €xouv BYAAeL Ta
Hvwpéva ‘EBvn, kal To onoio Aéel nwg KABe ATopo Mou elval MVEUNATIKA 1} OWHATIKA
avdnnpo éxel Ta (Bla dikawwpara e Toug undAotnoug oto va éxel npdopaon ot 6,Tt
unopel va Tou MpooPEpeL 1 kovwvia, eidika oe 6,TL apopd oty eknaideuon 1} Tov o-
Atiopd. Ané v GAAn, étav SlaBadet kaveig TG SIaPoPETIKEG EKBETELG TWV EIBIKWY,
autg TG aoBévelag, 6AoL TOUG CUNPWVOUV NMWG O KAAUTEPOG TPOMOG EVOWHATWONG
TWV QUTIOTIKWV AV OV Kolvwvia eival va Toug EMTPEWPOUE va KaTavorjoouv To
KOWVWWIKOG Toug MepB@Aov, va avartiEouv Tig Se§I0Tég Toug Kat va aurjoouv v au-
TOVOW(a TOUG OTO Enakpov HE To va Ta Bondrjcoupe 600 To duvatdv NePIOTGTEPO OTO
va eykaraAepouv Tov eowtepikd Toug kGopo. Ot edikol, Tovifouv emniong To YEYOVOq
nwg, MOAU ouxvd, Ta QUTIOTIKA ATopa avTieTwriovral wg aAOKOTaA 1) TPOUAKTIKG évta,
napdti n ouvavinon pali Toug eivat moAU nAouota. ‘Oha 6oa pnopouv va yivouv yua va
QuErooupE TN YVWOT KAt TNV Katavonomn Jag yt' autr| Ty appwoTia dev urnopouv napd
va odnyrfoouv o€ pia KaAUTEPN EVOWHATWOT] TWV QUTIOTIKWY aTOPWY OTNV Kowvwvia
pag.

Noia firav n avridpaon Twv enayyeApartiwv nBonoiwv éTav Toug eiMeg 6T EMPOKEITO
va nai§ouv pali pe éva aAnBiva autioTiké dropo;

Zmv apxr ritav Afyo ayxwpévol, étav 6uwg n Mdaova, nou nailet m unrépa omv tawia,
Gpxioe va ermokénreral  Mopdava kat TNy MPaypatikr] me unNTépa, To dyxog ypriyopa
petapAriBnke oe éva évrovo ouvaioBnua Tpupepdmrag. Kat dev ritav eUKoAO yia
Mdova, nou epxdrav kaBe opa ar’ To Zapdyefo yia va ermoke@tel ™ Mopdava. Ané mv
G\, iBeAa n npwtn ouvavimon tou Aaldp pe  Mopava va yiver kara m didpkeia mg
KIVNUaToypaenong,.

Karé Tn SiGpkeia TG Kivnparoypaenong, naparipnoes kapia alkayri orn oupne-
pipopa g Mopava;

Nat. Zmv apxry, fitav «aveEAeyktne, pe v évvola Ot €ékave pévo 6,1 fiBeAe. Autog
firav 0 AGyog nou, yia napadelyua, aprivape my kauepa va ypdget yia 15 pe 20 Aerrtd
drav KIVNHaroypapouoape Hia oUvroun oknvr) HéxpL ou anoomouoa Ti§ avTidpaocelg
nou avriorolxouoav oty lotopia. ‘Enerra, Aiyo Alyo, GpXI0e va ev3lapEPETal yia Toug
avBpwnoug TPLyUpw TG Kat GpxIoe va aviidpa otig odnyieg pou. ©a unopouvoa va nw
6m, e évav Tpdno, Gpxioe va «unoduerarr To pOAo Q. H kardoraorn aut pe ava-
ykaoe va eAappivw To yupilopa 6o rirav Suvardy kai va xpnoonoujow duo pivi DV
KQuEPEQ: N Tavia HETAPEPBNKE 0T ouvéxela O Popud 35mm. Autd Spwg Mou pou
é5woe T PeyaAUTepn xapd rirav n aAAayr| ot oTaon Twv avBpwnwy oTo Xwpld me
MoBava. Baowd, an' érav éuabav nwg énae oty rawvia pou pe tov Aalap Potéfoxi,
nou eival naciyvworog ot ZepPia, ki an’ drav eidav Toug TPelg pag va nepnardue padi
oroug Spépoug, apkerol avBpwrot nou ouvriBiav va yupvave Ta kepdahia Toug ané mmy
@\ drav énegrav ndvw ot MNofdva kai v oKoyEVELd NG, oruepa TN pwvalouv pe
TO kPG ™G Gvopa Kai T xaperdve. Ondre, pe TN ouykaTdBeon Twv yovidv Kat Twv yia-
TPWV ™G, NMou MV napaxoAouBoloay £5w KAl APKETA XPOVIQ Kal Mou TfTav Napovres
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Katd TN SldpKela TG Kvnuatoypdenong, anopdoioa Tehikd va BdAw  Mopdva va
naiEet To péAo Tou auTioTikoU nawdlol oty Tawia pou. TeAewwvovrag, 6a riéeAa ankig
va napabéom my Spopen autr Gpdon tou kabnyntr| Topkiepirg «H peyaitepn Bia
Tou pnopel va aokroeL kaveig oe éva autioTiké nadi eival va To aprioet va adpavrioet
(M€0Q) OTOV QUTIONO TOU.

Moia véa onmiki TNG 0épRIKNG MpaypaTikéTnTag npoogépouv O1 Aioi650&or;

>V Mupmdanobrikn (1998), katryyea my navroduvapia g Biag otoug kGAoug
Mg o8pPIKNgG Kovwviag Kkatd ) didpkela g dikratopiag Tou MinéoeBitg. To Overpo
Xewwvidrikng Nuxtag (2004) pAGel yia Tov autiopd péoa otov omoio €xel méoel Eava éva
OAGKANPO KOUUATL TNG OEPPIKAG KoVwviag HETA T SOAOpOVIa TOU MPWTOU SnUoKpaTl-
KoU pwBuroupyoU, Zépav NZivt{itg. Ta 1davika primkav oto pagl, kat 6ot avegaipe-
TwG ol moNmkoi Eavdpxloav Ta EMIXELPHHATA TOUG Yyl va UMePaomiotolv Ta
oupgépovta Toug. KaBévag Toug Exel apxioet va HolpdaZel YelTikeg EATIdES kat va Sivet
UTIOOXEDEIG TIOU BeV EXEL Kapia mpdBeom va npayuartonojoel. Katr' auté tov Tpémo,
anogdactoa va 8w To Béua g YeUTikng alolodoiag otoug Atotédogoug, Kat Kavo-
vTdg To, dnuiotpynoa v Tphoyia pou yia ) Zepia mg teAeutaiag dekaetiag.

Ti koIv6 €XouV oI I0TOpPIEG TTOU amapTifouv Tnv Tavia;

Mapdtt dev oUVBEOVTAL EMONWG, OL TIEVTE AUTEG LOTOPIEG OUVSEOVTAL IBEOANOYIKA HEOW
™G YeuTikng aolodokiag. Méoa am’ autég, MPOOoTIABnaoa va amnelkoviow T ONUEPIVI| Ka-
TAOTAOT ™G OEPRIKNG YUXIG.

Moieg a&ieq kai 18€eq ané Tov Kavrivr Tou BoAtaipou éxouv S1apop@WoEl TNV ouaia
NG Taiviag gou;

Audpiol awwveg mipty, o BoAtaipog ouvtdpa&e v Eupwrn pE TO QVATPETTIKG TOU apl-
orolpynua, Kavrivt. ‘Evag pévo apoplopdg and to £pyo autd ftav apketog yla va
eunveloel v véa pou tawvia Ot Aotédo&ol. Zupewva pe Tov BoAtaipo, «aiolodokia
eival n Tpéha Tou va empévoupe Tt eiacTe eviEAWG KaAd, dtav ellaote SUTTUXIOUE-
Vo,

©a prmopouaoav ol IoTOPIEG QUTEG va I0XUOUV O€ OTOIOSHTTOTE HEPOG TOU KOOHOU,
oénwg yiveral pe To £pyo Tou BoAtaipou;

Metd mv avtidpaon Tou Kotvol amv ripoRoAY) Twv Aiot65oEwv oto Topdvto, katdhaBa
611N PelTikn atotodokia dev ival anokAeloTIKA oépPiko mpovéuio. ‘Exel dpaye l0RA-
AeL 0’ GAo Tov onuePIVO KGOHO GNWG CUVERALVE Kat aTov Kalpd Tou BoAtaipou; Eipacte
£rolpol va aAAEoupE Ta Mpdypara, 1 MPOKETal va Mapapeivoupe «aloldd0Eo, KOA-
Anpévol otn Adorn; Kat molog pag €xet ompwEet exkel; EAv, apou douv v tawia pou, ot
Bearéq kdvouv oToug eauTtolq Toug TIG (BlEG EPWTHOELG TIOU §KAva KL £YW, | SNULOUP-
Yia Twv Aot6d0&wy Ba a&lel Tov KATo.

Zmv Taivia oou ) Mupmdamobiikn, mapouaoialeg T ZepPia Tou MiAGéoeBirg. ‘Hrav Ta yu-
piopara Twv AI01650EwV MO GVETa TWPA TTOU UTTAPXE! SNHOKPATIa 0T XWPa gou, 1 undp-
Xouv onpddia anopubormoinong oTov Tpémo mou BAEMEIG Tr) OEpRIKN TTPAyHATIKOTNTA;

‘Otav yupvouoa v /Mupttidanodrikn to 1998, fitav akpiBws otnv apxr) Twv Blaiwv ye-
yovétwv ato KéooBo. Ze jia ouvévteuEn mou eixa dwoel oty ttalikn epnuepida La
Republica kata ) S1dpKeLa NG KIVNUATOYPAPNONG, E(Ma MW 1) Kakr) TOALTIKY) Tou Mi-
A6oepirg oo KéooBo enpoketto va pag odnyroel oe néAepo. ‘Eva urjva petd, n o eEg-
xouoa ogpBikn epnuepida, n Politika, Mou Tnv enoxr ekeivn eleyxérav and Tnv
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KuB€pvnom, dnuooieuce éva GpBpo OTO OMOI0 HE AMOKAAOUCE TOV «UEYAAUTEPO MPO-
56 Tou oépPikou Aaou». To GpBpo KatéAnye Aéyovrag 6Ti Ba EnMPETE va PUAAKIOT®,
aKkOpa Kal va EKTEAEOTW, Kal WG av HHouV EVTIHoG, Ba EMPETE va QUTOKTOVIOW. Z1-
pepa, dev dlakivduveuelg nMAgov T {wrj oou, av EKPPAoElq 18Eeq avTiBeTeq e exelvoug
nou eivalr omv eEouoia, yla napadetypa, av TOAUNOELG va KPITIKAPELG KATIOLOUG uyr)-
A6Babpoug noAtrikoug. H kardotaon eival dpa «mo dvetn» an'’ étav yupila mv Muptr-
Sarnobrjkn, aA\G anéxel oAU and To va eival IKavorounTIKY yla pia SnUoKPATkr Xwea.

To paitpo yiolupop eival pia otadepd Tng Taviag. Mari xpnopomnoieic Té60o ouxva v
€IpWVEia yIa va aneikovioeig Tnv mo Aurtnpévn, Tnv mo aneAmopévn nAsupd Mg Zwig;
ZT1G MPONYOULEVEG TAIVIEG HOU, UNTAPXEL TTIOAU MEPLOOGTEPO XIoUHOoP art’ 6,TL OTIG TIO
npéoareg, yari orjuepa, YeTd tov apamped diapehlopud g MouykooAaBiag kat Hetd
and 6Aa autd Ta PPIKIaoTIKA eykArjuata Twv onoiwv urrpgape autdérnreg HAPTUPES,
elval pUOIKO TO XIOUHOP va EXEL UNMOXWPNOEL anévavTt oTr OKOTEWVY] auTr] MAEUpd g
Zwrig. AAAG, eival aképa napdv, akéua Ki av mpdkerral yia €va o rikpd xioupop, apoul
axdpa kat oTig coBapdTeEPEG KATAOTACELG, UNAPXEL IAvTa évag KOKKOG XI0UHOop, Kl auTd
elval mou pag errpénel va emPBlOVOUpE.

Nwg xarapepeg va BaAeig prpoord Tnv Taivia Honeymoons, Tnv npwro aABavé-
o€pPikn oupnapaywyn ;

Kard ) didpkela g okAnperig, oapavraxpovng dikraropiag tou EvBép Xdtla, dev eru-
Tpendrav oe kavévav and m ZepPia va ermokegtel ) yerrovikr) AABavia, ndvw oto €5a-
pog g onoiag Bpiokovrav didomnapta apkeTég ekatovradeq xAadeg nmoAuBoAeia.
Zruepa, HETA TIG ouyKpoUoEelg oto K6ooBo, kal aAt pévo évag pikpég aptbudg ZépBwv
ano@aoilel va eruoketel v AABavia. H npokat@Anyn kat r) Kakr moATikr), £Xouv Oup-
BdaAel oe pia AavBdvouoa adlalaia avapeoa ota dUo £6vrn. Tpia xpdévia npty, o Mkevk
MNepuén, évag veapog {wypagog kat ouyypagpeéag, kat o0 ouvadeAddq tou IAip Mrnodtka,
eniong ouyypagéag kai Kivnuatoypapikég napaywydg, pe kAkeoav avandvrexa va
Sei&w Tpelg and Tig Tawvieg pou ora Tipava. Enpékerro yia v Mupitidanolrikn, To
Ovepo Xeywwwidtikng Nuxrag kat Toug Atoiédo&oug, tn AeyOuevn «0€pPIkn Tphoyia»
pou. MNpénel va opoAoyriow 6t dioraca, aAAa@ ritav 1600 enipovol rou TeAkd evédwoa
kat mrjya ora Tipava. ‘OAo Tov kaipé nou naifovrav ot Tawvieg pou, 0 Hovadikég Kivn-
paroypagog Twv Tipdvwy rirav kataueotog: urfpxav 6plol aképa kat otoug Sladpo-
poug. Ak6pa kai orjpepa Bupdual To aouvrBloTa MAPATETAUEVO XEIPOKPSTNHA OTO
TéAOG KGBE MPOPOANG Kal TIG EPWTTIOEIG TOU akpoatmpiou, mou dev fitav MoTé Kakd-
Bouleg aA\G andAuta eKpIvelg, EEurnveg kat Sikaleg, pe MoAU ouvaiodnua. Auté nou
He eEEMAnEe neploodtepo firav To YEYovog nwg To aABavikd koo yvwpIle Tig nepio-
00TEPEG Ao TIG MPWTEG HOU TAVIEG XAPN OE NMEIPATIKEG KOMIEG MOU, MPAKTIKA fiTav 0
povog Suvardg Tpénog va pabel kavelg Tig oépPikeg Tavieg. Kard m Sidpkeia mg npw-
mg pou eniokeyng oty AABavia, To Aexéuppio Tou 2006, yvwpioa moAloug diavoou-
HEVOUG NOU OKEPTOVTAV GHIOIA HE HéVa, KaL TOU HTav unepavw kdle eidoug napagpopou
eBvikiopoU. Avak@luga nwg ot AABavol kat oL ZEpBot, napdTt PAoUv evieAwg dlagope-
TIKEQ YAWOOEG, £XOUV MOAAA Kovd, iSlaitepa T Babia eruBupia va yivouv avanéonaocto
xoppdn mg Eupwnng. Kara m Sidpkeia exrevav oudnmmoewy ndvw and éva notipt
paki, pou yewnBnke n 15éa va npoonabriooupe, p€oca ané Ti§ ouVSUAOUEVEG Hag NPo-
ond@beleg, va yupiooupe pia Tavia y onoia 8a oxnvoBeToloa Eyw UE PEIKTO OuvEpP-
yeio. Mia eBdouada perd v emotpo@r| pou and v AABavia, Eypaga Ty npwm
ouvoyn.

7
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Eival pia mepitAokn Taivia;

davrdotnka Ty Tawia oav €va Tpirtuxo. H aABavikr} lotopia, pe Tnv ouvepyaaoia Tou
'kevk MepuETt, apopd éva veapd Zeuydpt rou BEAeL va @uyel and v AABavia yiati ot
OUVBNKEG BEV TOUG ETUTPEMOUY va {joouv OTO EMAKPO Tr OXEOM Touq. H €pPikn LoTo-
pia AL eivat yia éva veapd Zeuydpt mou B€AEL kL autd va del ot duTikr] Eupdrm pe
v eAnida 6Tt ekel Ba Exouv MeploTdTEPEG eUKalpieg am’ 6,1t otn ZepBia. TéAog, TO
Tpito YEPOG ouVUPaivel Ta MENMPWUEVA Twv dUo autwv euyaplwv. Ot loTopieg Toug Ee-
TuAiyovtal TapdAAnAq, ot (dlot duwg dev cuvavtidvral moTe, 6nwg 8a ouvéBatve oe pa
ouvnBlopévn Tawia. QoTtéoo, ijial MEMEIOUEVOG TIwG OTO TEAOG G Tatviag ot Beatég 6a
gxouv TNV evtUnwon mwg ol véol autoi avBpwmot Bpiokovral atov {dlo pavraclakd
XWPO, EVOow MEPIUEVOUV OTO KATWPAL TNG Eupwrng: ot ANBavoi oe éva Alpavi atnv
Nétia Itahia, kat ot Z€pBot oTa ouyypikd ouvopa aTo Tow SWUATIO eVEG MIKpoU O1dn-
podpopkol atadpou. Mapdha autd, HETA TNV TIPWTN TIKET aroyorTeucn ata olvopa
autoU Tou TG00 TIPACIVOU «KAAUTEPOU» KOOMOU, €va KavoUupylo pwi ENUePWVEL yia
6Aoug Toug.

Nwg eEehixTnke n ouvepyaoia; YnrpEav S3UCKOAIEG;

H dnuoupyia ™G KOWNG auTrq KIVNLATOYPAPIKAG TApAYwyNG, MOU aUETWS OVOUd-
omke Ta&idia tou péArog, Katéotn duvar éva Xpovo apydTtepa, 6Tav SEXTIKALE Ot-
KOVOUIKY] evioxuon and to ZépRiko Yroupyeio MoArriopol kat To AABaviké Kévtpo

Kwnpuatoypdgpou, kabag erniong kat ané v etapeia Apugilla Film Commission. H ki-

VNHATOYPAPNOoN TMPOXWENOE XWPIG HEYAAEG SUOKOAIEG, TMAPOTL EMIKOWVWVOUCAUE E-
Ta&U pag oe éva Kpdpa ayyAlK®v, YOAK®V Kat ITaAK@V... MeTd and duo priveq mou
nepdoape padi, ol anoxalpeTiopol avdpeoa oto oepPiko Kat To aABavikd auvepyeio
fTav ouyKvNnTikoi, oxeddv peAodpapatikoi, Ohot eixav ddkpua ota pdtia Toug. OAot B€-
Aape va yupiooupe akdépa pia tawvia padl... kat pia aképn... Eivat agloonueiwto to nwg
oL ZépPol kat ot AABavoi nBoroloi dev ouvavtiOnkav mote, napdtl Enatgav oy Bla
Tawia. H mpwm Toug ouvdvtnon Ba yivel oto GeoTIBAA Kivnpatoypdpou otn Bevetia.

AuUyouatog 2009
Metappaon: Zwr-Muptd PnyortouAou

The Present-day State of the Serbian Soul
by Miroljub Vuckovic

You filmed How Harry Became a Tree in Ireland, with Colm Meaney in the main role,
and with young Cillian Murphy and Kery Condon. Why Ireland?

The film speaks of intolerance and irrational hate, the story of a man who makes enemies
all around him, for he even says, “A man is measured by the force of his enemies”. Does-
n't that remind you of Slobodan MiloSevi¢? | wanted to make an allegorical film in Serbia,
but that was impossible, since MiloSevi¢ was still in power, and | was persona non grata. |
decided to go to Ireland, since the Irish have had their centuries-old enemies, and some-
how are similar to Serbs, especially in their stubbornness. During the filming of the movie,
a mini-revolution and the fall of a dictator's regime took place in Belgrade. | was able to re-
turn and imagine a new film about my country. It's still in Serbia where | prefer to do my
films, even with more modest conditions than in the West.

I s S a4 e v e
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What inspired you to make Midwinter Night's Dream?

For a while now, circumstances in Serbia have openly allowed a return to power of the
forces of Slobodan Milosevic's old regime, albeit by the back door. They have begun to
play their old political games and start up the propaganda machine again. Under the guise
of “democratic” elections and with the excuse of “the country's best interest”, Serbia today
finds itself hostage to those who dragged it into ten years of bloody conflicts and economic
stagnation. Life goes on as if all has been forgotten, as if nothing ever happened. Thus, a
kind of “autism” has developed and seized part of both the Serbian population and the na-
tion's elite. So | started to reflect upon this theme.

What can you tell us about autism?

| don’t know a great deal about it. | contacted specialists who gave me information about
this iliness, primarily characterized by a development clearly deficient in social interaction.
This is primarily due to the fact that for an autistic person, his thoughts are the thoughts of
everyone. Therefore he doesn't feel the need to communicate with others and, conse-
quently, he interiorizes his world. Nevertheless, persons afflicted with autism are blessed
with normal intelligence. During a visit to a center for autistic children, | met Jovana, a 13-
year-old girl. It took me several days to feel like myself again after this first meeting. It was
quite a shock for me, since it was the first time in my life that | interacted with someone suf-
fering from autism. | immediately fell under Jovana's charm. She's a child who is different
yet so touching and full of life. Once she agrees to communicate with you in her often dis-
concerting manner, she has unforgettable surprises in store for you. It is thus that | wrote
the screenplay for Midwinter Night's Dream with my friend Filip David.

What can you reveal about the story?

This film tells the story of Lazar, a man who has just spent ten years in prison and who has
decided to rid himself of his heavy past, and is ready to start a new life in a country that also
seems willing to move towards a better future. Lazar crosses paths with Jasna and her
daughter Jovana, an autistic child, both refugees from Bosnia who, like himself, want to for-
get their difficult past. These three beings damaged by life will start to learn about them-
selves. Little by little they will build a life together and form a family. But the veneer of
change will start to crack, and they will be torn apart again by the reality of a society that
has not given up its own difficult past, in spite of appearances.

Have you made a political film?

No, even if initially the idea came from this state of “autism” in which a part of the Serbian
population finds itself involved. What interested me is the story of this meeting between a
man with a terrible past, who was locked up for ten years, excluded from society because
of his crime, and this autistic child, herself excluded from society, not by her own fault but
simply due to her iliness. The political metaphor she represents is present only in the back-
ground.

What made you decide to choose a real autistic person to interpret the role of Jovana?
Of course, the question immediately arose as to who would play the role of this autistic
child. Should this film be made with Jovana or with a child who would play the role of an
autistic person? Two problems thus emerged. The first was the authenticity of the charac-
ter. It was clear that only an autistic child could truly express what autism actually is. But it
was equally clear that to film an autistic child is very complicated and risky and, to my
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knowledge, no filmmaker had yet done so in a feature-length film. The second problem re-
garded the “moral” aspect. Indeed, one could consider that to make an autistic child act in
a film represents an attack on her dignity due to her handicap. Well, | found the answer to
this question in the text of the Declaration of Rights of Handicapped Persons distributed by
the United Nations, which says that each person who is physically or mentally handicapped
has the same rights as others to have access to what society can offer them particularly re-
garding education or culture. On the other hand, when one reads the different reports by
specialists of this illness, all agree that the best way to integrate autistic children into soci-
ety is to allow them to understand their social environment, to develop their abilities and to
increase their autonomy to the utmost by helping them as much as possible to leave their
interior world. These specialists also emphasize the fact that too often autistic persons are
viewed as strange or frightening creatures, even though meeting them is very enrich-
ing. Everything that can be done to increase our knowledge and understanding of this ill-
ness can only lead to a better integration of autistic persons in our society.

What was the reaction of the professional actors when you told them that they were
going to have a real autistic person as a partner?

At first, they were a bit anxious, but when Jasna, who plays the mother in the film, started
to visit Jovana and her real mother, this anxiety was quickly transformed into a strong feel-
ing of tenderness. And it wasn't easy for Jasna who came from Sarajevo each time to visit
her. On the other hand, | wanted Lazar to have his first meeting with Jovana take place dur-
ing the filming.

During the filming, did you notice any changes in Jovana's behavior?

Yes. At the beginning, she was “uncontrollable”, in the sense that she only did what she
wanted. This is why, for example, we let the camera roll for 15 to 20 minutes when filming
a short scene until | got the reactions which corresponded to the story. Then, little by little,
she became interested in the people around her and started to react to my instructions. |
could say that in a way, she started to “act” her role. It is this situation that obliged me to
lighten the shooting as much as possible and to use two mini-DV cameras; the film was
then transfered to 356 mm format. But what gave me the greatest pleasure was the change
in attitude of the people in Jovana’s village. In fact, since they know that she acted in my
film with Lazar Ristovski, who is very well known in Serbia, and since they had seen the
three of us walk in the streets, a certain number of people who used to turn their heads
when they ran into Jovana and her family, today call her by her first name and say hello to
her. Thus, with the consent of her parents and her doctors, who have been observing her
for a number of years now and who were present during the filming, | finally decided to
have Jovana play the role of the autistic child in my film. To conclude, | would just like to
quote this beautiful phrase by Professor Tomkiewicz: “The greatest violence that one can
do to an autistic child is to let it stagnate in its autism”.

What new view of Serbian reality does The Optimists offer?

In The Powder Keg (1998), | denounced the omnipresence of violence in the bosom of
Serbian society during MiloSevi¢'s dictatorship. A Midwinter Night's Dream (2004) speaks
of the autism in which an entire part of Serbian society once again finds itself after the as-
sassination of its first democratic prime minister, Zoran Djindji¢. Ideals have been shelved,
and politicians of all levels have again taken up their arguments to defend their own inter-
ests. Each one of them has begun to spread false hopes and make promises that they
have no intention of fulfilling. It's in this way that | decided to tackle the theme of false op-
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timism in The Optimists, and in doing so, | created my trilogy on the Serbia of this last
decade.

What do the stories that make up the film have in common?

Though not formally linked, these five stories are ideologically linked by false optimism.
Through them, I've tried to depict the present-day state of the Serbian soul.

Which values and ideas from Voltaire’s Candide have shaped the essence of the film?
Two and a half centuries ago, Voltaire shook Europe with his subversive masterpiece Can-
dide. It only took one single aphorism from this work to inspire my new film The Opti-
mists. According to Voltaire, «Optimism is the madness of insisting we are all well when we
are miserable».

Could these stories be adapted to any part of the world, just as Voltaire’s work can?
After the public’s reaction at the screening of The Optimists in Toronto, | understood that
false optimism isn't specifically Serbian. Is the world really invaded by false optimism now
as it was during Voltaire's time? Are we ready to change things, or are we going to remain
«optimists», mired down in mud? And who has pushed us into this mud? If, after having
seen this film, viewers ask themselves the same questions as | do, making The Optimists
would have been worthwhile.

In your film The Powder Keg, you portrayed MiloSevi¢'s Serbia.Was the shooting of
The Optimists more comfortable now that there is democracy in your country, or are
there signs of disillusionment in your vision of the Serbian reality?

When | filmed The Powder Keg in 1998, it was right at the beginning of the violent events
in Kosovo. In an interview | gave to the Italian newspaper La Republica during the filming,
| said that MiloSevi¢'s bad politics in Kosovo were going to lead us into war. One month
later, the most prominent Serbian newspaper, Politika, controlled by the government at that
time, published an article calling me “The greatest traitor to the Serbian people”. This arti-
cle concluded by saying that | should be put in prison, even shot, or if | were honorable, |
should kill myself. Today, you no longer risk your life if you express ideas contrary to those
in power, for example, if you dare to criticize certain high-ranking politicians. The situation
is therefore “more comfortable” than when | made The Powder Keg, but far from satisfac-
tory for a democratic country.

Black humor is a constant in the film. Why do you use irony so often to portray the
saddest, most desperate side of life?

In my earlier films, there is much more humor than in my present-day ones, because today,
after Yugoslavia's bloody break-up, and after all the horrible crimes we witnessed firsthand,
it's natural that humor has receded, faced with this dark side of life. But it is still present,
even if it is a more bitter humor, because even in the gravest situations, there is always a
grain of humor, and that's what allows us to survive.

How did you manage to initiate the film Honeymoons, the first Albanian-Serbian co-
production?

During Enver Hodxa's cruel, forty-year dictatorship, no one from Serbia was allowed to visit
neighboring Albania, over whose soil were scattered several hundred thousand defense
bunkers. Today, after the conflicts in Kosovo, there is still only a very small number of Serbs
who decide to visit Albania. Prejudice and bad politics have contributed to a latent intoler-
ance between the two nations. Three years ago, Genc Permeti, a young painter and writer,
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and his colleague llir Butka, also a writer and film producer, unexpectedly invited me to
show three of my films in Tirana. Those were The Powder Keg, A Midwinter Night's Dream,
and The Optimists, my so-called «Serbian trilogy». | must confess that | hesitated, but they
were so insistent that | finally gave in and went to Tirana. During the entire time my films
were shown, Tirana's only movie theater was filled to capacity; people were even standing
in the aisles off to the side. Even today, | recall the exceptionally long applause at the end
of each showing and the audience's questions, which were never malicious but utterly
open, intelligent and fair, with much emotion. What most surprised me then was the fact that
the Albanian audience was familiar with the majority of my early films through pirated
copies, which was practically the only way to become acquainted with Serbian films. Dur-
ing my first stay in Albania in December of 2006, | met many intellectuals who thought like
1 did, who were beyond any kind of fiery nationalism. | discovered that Albanians and Serbs,
although they speak two completely different languages, have much in common, notably
the deep desire to become an integral part of Europe. During long conversations over a
glass of raki (brandy), the idea was born that we try, through our combined efforts, to make
a movie, which | would direct with a mixed crew. One week after my return from Albania, |
wrote the first synopsis.

Is it a complex film?

I imagined the film as a triptych. The Albanian story, with the cooperation of Genc Permeti,
is about a young couple who wishes to leave Albania because circumstances don't allow .
them to live their relationship fully. Next, the Serbian story is about a young couple who also
want to go to western Europe in the hope that they will have more chances there than in
Serbia. Finally, the third part intertwines the destinies of these two couples. Their stories un-
wind parallel to each other and they never meet, as would usually be the case in standard
films. However, | am convinced that at the end of the film viewers will have the impression
that these young people are in the same imaginary space, while they wait on the thresh-
old of Europe; the Albanians in a port in southern Italy, and the Serbs on the Hungarian bor-
der in the backroom of a small railway station. Nevertheless, after the first bitter
disappointment on the border of that so green "better" world, dawns a new morning for
both.

How did the collaboration come along? Were there any difficulties?

The creation of this joint production film, which we immediately called Honeymoons, became
possible one year later when we received financial support from the Serbian Ministry of Culture
and the Albanian National Film Center, as well as the Apugilla Film Commission. The filming
flowed without any major difficulties, even though we communicated with each other in a mix-
ture of English, French and ltalian... After we spent two months together, farewells between
the Serbian and Albanian crew were touching, almost melodramatic; everyone had tears in
their eyes. We all wanted to shoot just one more film together...and one more... Itis of note that
the Serbian and the Albanian actors have never met, even though they have acted in the same
movie. Their first meeting will be at the film festival in Venice.

August 2009
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®IAMOIPA®IA / FILMOGRAPHY

1969 Pan Hrstka / O kUplog Xpdotka / Mister Hrstka (up vrok. / short doc.)

1970 Neékolik slov o lasce / Atya Adyia yia mv aydrmn / A Few Words about Love (j vrok. / short doc.)
1971-74 Dosljaci / Or veopeppévol / The Immigrants (oeypd 30 i vrok. / series of 30 short docs)
1972 Legenda o Lapotu / O BpUAog Tou Adnot / The Legend of Lapot (uu / short)

1972 Stocni Trg od 7 do 3 / To eBpaikd vekpotageio / The Jewish Cemetery (up / short)

1973 Deca / Madid / Children (up vrok. / short doc.)
Sluga / Yrinpémg / Servant (up / short)

1974 Teret / Bapog / Burden (up vrok. / short doc.)
Kapetan Janko / O karnetdv MNavko / Captain Janko (up / short)
Potomak / O andyovog / The Descendant (up / short)

1975 |1z pobede u pobedu / And vikn oe vikn / From Victory to Victory (up vrok. / short doc.)
1976 Cuvar plaze u zimskom periodu / Nauayoowotng To xeydva / Beach Guard in Wintertime
1978 Pas koji je voleo vozove / O okUAog rou ayartouoe Ta tpéva / The Dog Who Loved Trains
1979 Zemaljski dani teku sipad / Enyeieq pépeg nou yopya kuhoUv / These Earthly Days Go Rolling By
1980 Poseban tretman / E\dikr} 6epaneia / Special Treatment

1982 Suton / Aukéwg / Twilight Time

1984 Varljivo leto '68 / AnatmAé kahokaipt Tou '68 / lllusive Summer '68

1987 Andjeo ¢uvar / ®UAakag ayyehog / Guardian Angel

1990 Vreme ¢éuda / O kaipdg Twv Baupdrwy / Time of Miracles

1992 Tango argentino

- 1995 Tudja America / H Apgpixr} karnoou GAou / Someone Else's America

e 1998 Bure baruta / H nupmdanobrikn / The Powder Keg (aka Cabaret Balkan)

2001 Kako je Hari postao drvo / Nwg o Xdapt €yive 3évrpo / How Harry Became a Tree
2004 San zimske noéi / Ovelpo xewwidrikng vixrag / Midwinter Night's Dream

2006 Optimisti / O1 aic630&o1 / The Optimists

2009 Honeymoons / Ta&idia Tou péATog
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O kUpi0g XpaoTka [1969]
Pan Hrstka / Mister Hrstka

ZxknvoBeoia-Zevapio-Movral / Direction-Screenplay- Editing: Goran Paskaljevi¢
dwroypagia / Cinematography: Fero Tomik

Movrtday / Editing: Goran Paskaljevi¢

Mouoikr] / Music: Mouoikry apxeiou / archive music

Napaywyr / Production: FAMU (Czechoslovakia)

AiGpkeia / Running Time: 10" Aoripépaupo / Black & White 35mm.

' EEwtepixd, autég o anAds, oxed6v apeArs epydtns Kat n oxEorn Tou e TOuG ouvadéA-
@oug Tou Sev npokaAel urtoyieg. O kUpLog XpdoTka, BUwS, EXEL A HUOTIKT EnayyeAua-
Tk evaoxoAnon...

On the surface, this simple, rather naive worker and his relationship with his colleagues ap-
pears quite innocent. But Mister Hrstka has a secret part-time job...

Zx6A10 Tou oknvoBEéTn

AT 6AEQ TIG HIKPOU phKoug Talvieg rou ékava, Bewpd Tov KUpto XpdoTka wg pia anod
TIG TIO ONUAVTIKEG yia péva. Tn yUploa kata t didpkela g de0TEPNG XPOVIAg Hou
otn FAMU (tn oxoAR Kivnuatoypdagou g MNpdyag), kat mpoTabnke yia TOEXIKN Cup-
HeTOX 0To eoTIBAA Tawvi@v Mikpol Mikoug Tou Ounepxdoulev. Ot eMepXOUEVES
apxég TNG OXOANG, 6UwG, anaydpeuoay TNV Tawvia wg «mpooBANTIKN yia TO 0oolaAl-
oTik6 oUotnua kat eruBAaBn yla v KovwvIKN Tagn» kat katéotnoav ocapég nwg av
myaiva v tawvia oto Ounepxdoulev Ba anofaridpouv and T oxoAr. Map'o6Aa
auta kavoviotnkav kanoleg kpudég MPoPoAég TG Tawviag, 6rou, avapeoa oe ai-
Aoug, v eldav ot Mpt MévZeA, IBav Naoep kat Midog ®dppav kat Eapvika Bpébnka
va pe éxouv dextel oTig TaEelg Twv oknvoBeT@v Tou Toéxikou Néou Kipatog...
napo6Ti elpal and m ZeppPia.

Director’'s comment

Of all the shorts I've made, | regard Mister Hrstka as one of the most important to me. It
was made during my second year in FAMU (the cinema school in Prague), and was pro-
posed as a Czech entry for the Oberhausen Short Film Festival. But the incoming author-
ities at the school banned the film as “offensive” to the socialist system and harmful to the
social order” and made it clear that taking the film to Oberhausen would mean my expul-
sion from the school. Nevertheless, some secret screenings of the film were arranged,
where it was seen by Jifi Menzel, Ivan Passer and Milo§ Forman, among others, and | sud-
denly found myself accepted into the ranks of Czech New Wave directors... even though
| am from Serbia.
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O 6puUAog Tou Aarmor [1972]
Legenda o Lapotu / The Legend of Lapot

IknvoBeoia-Zevapio / Direction-Screenplay: Goran Paskaljevié
dwroypagia / Cinematography: Milan Spasié

Movrdag / Editing: Mihailo lli¢

Mouoikr / Music: Goran Paskaljevi¢

HBomoioi / Cast: Tisa Radenkovic

Napaywyr / Production: Belgrade Television (Yugoslavia)
AiGpkeia / Running Time: 26. ‘Eyxpwpo / Color 35mm.

Bpapeia / Awards:
Apyupd MetdAAwo / Silver Medal - Belgrade Short Film and Documentary Festival 1972

Z' éva opewvo xwptd, n kowotra AlBoPoAel uéxpt Bavdrou Toug NAKIWUEVOUG LOAS Bew-
pnBel 6t autol Sev elvat mAéov apketd napaywywkol wote va a&ilet o KOrog va Toug ou-
VITIPOUV.

In a mountainous village the community stones elderly people to death once they are
deemed no longer productive enough to be supported.

Ix6A10 TOU OKNVOBETN

H Tawvia anogoitor|g pou. Apopd éva okAnpd, nakid €8ipo, nou epappoldtav kanote
ota BaAkdvia, ki eixe yevvnBel and tov évrovo nmpaypatiopd nou ouvodeUel MOANEQ
POpEG TNV UNEPBOAIKY PTWxELA. T KAvoupe dTav KAMnolog napasival peyalog yia va ep-
yaote(; Mnopei n kowvétnra va ouvexioet va unootmpilel éva aropo étav n Xpnoius-
™td Tou anévavti g €xel pTAcEL 0To TEAOG TNG; =avaBAgnovrag v Tawvia npéogara,
ouveldnronoinoa nwg ektédg an'’ To 0Tt eivat pia and Tig Tavieg Hou Mou MPOTIHW, eivat
eniong kat pa and Tig KaAUTepEg pou. Aéka 1y neploodtepa xpévia an' étav yupioa To
©puAo tou Adror, o Zoxél lpapoupa epgaviomke pe v MnaAdvra tou Napayidua, pia
Tawvia nou €xet MoAAG kovd otoixeia pe T Sikr) pou Kat mMpe 1o Xpuod doivika Twv
Kavav pali tou oy lanwvia. Ma GAAn pa gopd pe kardninge n daniotwon nwg éva
«torko» Bakkaviké €810 eEéppale kAT naykéoua avepwrvo.

Director's comment

My graduation film. It's about a cruel old custom, once practiced in the Balkans, born of the
intense pragmatism that sometimes accompanies extreme poverty. What do you do when
someone is too old to work? Can the community continue to carry a person whose use to
them is at an end? Seeing the film again recently, | realized that, as well as being one of
my favorites among my films, it's also one of the best. Ten or more years after | made The
Legend of Lapot, Shohei Imamura came along with The Ballad of Narayama, a film that
shares a lot of ground with mine, and brought the Palme d’ Or back to Japan from Cannes
with him. Once again | was amazed to find that a “local” Balkan custom was an expression
of something universally human.
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NauayoowoTng To xeipwva [1976]
Cuvar plaze u zimskom periodu / Beach Guard in Wintertime

IknvoBeoia / Direction: Goran Paskaljevié

Zevapio / Screenplay: Gordan Mihié

dwroypagia / Cinematography: Aleksandar Petkovié

Movtag / Editing: Olga Skrigin

"Hxog / Sound: Herman Kokovej

Mouoikr| / Music: Zoran Hristi¢

KaAirexvikrj SieuBuvon / Art Direction: Dragoljub Ivkov

HBomoiof / Cast: Irfan Mensur (Dragan), Gordana Kosanovié (Ljubisa),
Danilo-Bata Stojkovié (o natépag / father), Dara Calenié (n 8&ia / aunt),
Mira Banjac (n untépa / mother), Ruzica Soki¢ (Udovica),

Dragomir Felba (o8nyog / driver), Bata Zivojimovié, Pavle Vuisi¢, Faruk Begoli,
Ana Krasojevi¢, Bora Todorovi¢, Mi¢a Tomi¢, Stevan Minja, Janez Vrhovec
Napaywyr / Production: Centar Film (Yugoslavia)

Aiapkera / Running Time: 89'. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards:

Eidiké BpaBeio mg Erurporm|g - ®eot. BepoAivou 1976 / Special Jury Prize - Berlin IFF 1976
Bpapeio Golden Arena & Bpapeio Kprmikwv / Golden Arena Award & Critics’ Prize - Pula FF 1976
Tawia g xpovidg ot MNouykooAaia / Film of the Year in Yugoslavia

O Nrtpdykav eivat évag veapos xwp(§ mpoontikég. O yAuog Twv yoviwy TOU KatappEet kat
0 H6vog T(tAog oroudwyv rou Exet va erudel&et eivar ané m ZxoAn MpoéAnyng Mupkaytwy.
Map’ 6Aa autdq, eivat atot6d0&0g. Mavrpeverat T pAevada Tou kat T ouvinpel kdvovrag
SOUAELEG TOU NOSAapLoU, LE AOKOPUPWA TNV NPOaAnyr Tou otn B€on Tou vauayoow-
ot o' éva BEPETPO rou Exet KAE(OEL yia To xeywva. ESW To GVEIPO TOU vEAPOU EPWTEU-
pévou nepva v votar dokwaola. O Ntpdykav ouveldnronotel 6Tt kat ot YOovel§ Tou
OVEIPEUTNKAV KAMOTE KATL KAAUTEPO arnt’ autd rou teAikd kardgepav ot {wrj kat 6t ot
EUKOAEG AUOELG, QKOWN KL QV UNIAPXOUV, TO HOVO MOU MPOoPEPOUV elvat pia povaxikn dta-
PuYT} POG GYVWOTO NMPOOPIOHO.

Dragan is a young man with no prospects. His parents’ marriage is on the rocks and his only
qualification is from the School of Fire Prevention. But he is an optimist. He marries his
girlfriend and supports her via a series of dead-end jobs, which culminates in his appoint-
ment as Beach Guard at a holiday resort which is shut for the winter. Here, young love's
dream meels its ultimate test and Dragan realizes that his parents, too, once aspired to
something more than the life they finally settled for, and that easy solutions, even if they
exist, offer little more than a lonely leap into the unknown.
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Mia yAukémikpn, avlpwmivn Kwpwdia
ToU Pov XoAoyouei

H kaAUtepn, 6a YmopoUoEe va TeL KAVE(G, YIOUYKOOAGBIKY] Tavia Twv TEAEUTAIWV TPLOV Xp6-
vV, o Nauayoowatng to Xeywva gival pua apotpaywdia and éva gppeéoko, kavoupylo
Tahévro, Tov képav MaokANEeRITS rou anogoimoe and mv Akadnuia Kivnuatoypdpou
g MNpdyag, FAMU, kai éptace, Jéoa and UKpoU PrKoug TAvieg Kat TNAEOTTTIKEG Mapa-
YWYEG, 0’ aQuTrv €8W, TNV TIPWTT TOU LEYAAOU UrKOUG Tatvia, TG00 YONTEUTIKY| Kat Beppr),
TIou otyoupa Ba BPEL armiXnon 0T XWPA Tou Kat 0To EEWTEPIKS. Mia MOAUXpwN CUAAOYT],
aoteiwv npwwv eEacPalilel T ouvexr) MPAodo MG avBpwivng autrq kwuwdiag, HEXPL
TO YAUKOTIIKPO TEAOG LIaG 0EUBEPKOUG APriyNnomng YIa TOV ArOTUXTHEVO YAHO evog veapou
ZeuyaptoU. Téoo 1 Tawvia 600 Kat 0 OKNVOBETNG TPETEL Va KEPSITOUV TNV avayvwplon (av
Sy kat Tig 5Aapveg) oto PeoTiBAN Kivnuatoypdgou Tou BepoAivou, kat a&ifouv kat ot dUo
va KAvouv To YUPO TwV EMEPXOUEVWV BIEBVWV KIVNLATOYPAPIKWV PETTIBAA.

Mia oAGkANnpn mapddoon Bpicketal riow and To Nauayoowotn To Xeywva mou eKTel-
vetal PExpl To Togxiko NEo Kupa kat Tig kwpwdieg Tou Midog ®éppav and m pa Hepid,
KaL and mv aAAn péxpl Ta oevapla twv Mképvrav Mixitg kat Aoupnioa KoZopdpa yia Tiq
Tawvieg Tou Zika Mapropirg. O TeAeutaiog Bor|Bnae To YIoUYKOTAABIKS KIvnatoypdpo va
kepdioelL ™ Slebvr) ipoaoxT| oTo TEAOG TG dekaetiag Tou 1960 pe To =unvnua tou Apou-
paiou (1967) kaw To Otav Ba ‘uat rua vekpog (1968). Eniong, ot Mixitg kat KoZopdpa yupt-
ogav To Crows g 316 Toug gevdaplo To 1969, étav o YIouyKooAaBIKGG Kivnpatoypdpog
ritav oto Zevib Tou, Kat UNIAPXEL LA OUOLOTNTA QVARECT OTOUG TIPOdPOHOUG autoug Kat
OTOUG MAPAAOYLOHOUG, TO avAAAPPO XI0UKOP Kal TOV MOVO evog ISEAALOTT) TIou avalntd
€vav 1dn xapévo oKomo.

O Nrtpdykav eival évag veapdg avdpag mou dev Taipldlet moubevd. Aev €xel HOPPWON
yla va mv emkaAeoTel kal dev Unopel va Bpel pia SouAeld ™G apeokeiag Tou. Qotéoo,
eival epwTeUPEVOG Kat BEAEL va anopakpuvOel amnd Tnv olkoyEvela Kat To TIEPIBAAOV Tou,
padi pe my eEloou apelr] KoréAa Tou, AloupTtika, OTdTe SEXETAL TNV AMOMOVWHEVT) SOUAELA
€VOG VaUayoowaTT) TO XEUWVA HOVO Kat OV Yia va BAAEL Jia oTéyn Tdvw and To KEPAAL
Toug. Kabuwg 6pwg 1 aydrmn toug Bpiokel aprixava To SpOUo TG OAOKAPwOTiG TG O OU-
valodnuartiké eninedo, 0 YAuog Toug naipvel droaka my Katw BOATa, kabwg ot U0 olko-
Yéveleq mailouv évav ouvexr|, KaTaoTPoPIKd POAO OTO Va TOUG BPOUVE €va PEPOG OToV
KOOWO TToU va Toug TaIPLAZeL. Ze KATOLEG OKNVEG avapeoa aTo aydpl Kat Tov matépa (mou
Toug unodlovtal o veopepHEVog ‘Ippav Mevooup Kat o Betepdvog Bearplkdg néornotég
Nraviva ZtéZkofitg), oTig oroieg ) aydrn Kat To o ouvuPaivovTal E TN CWHATIKY) EK-
YUpvaon alA\d Kat pe T padpdmTa, UNAPXEL LA CUMTOVETIKY| EKKANOT Yia Ta avBpwrmva
Slkawwpara akpIBWG KATw and v EMPAvELa TNG SIAOKESACTIKIG AUTNG loTopiag.

H aloBnom mg Aemropépelag kat g arpéopatpag tou Maokdheprtg eival to duvard on-
pelo g Tawiag. H eAelBep), OTOXAOTIKT) KAUEPA TOU (UMEPOXES EYXPWHES EIKOVEG amnd
Tov AAeEdvtep METpopirg) mpoodidel monTikég SlaoTACELG 08 QUTY) TNV KWHIKY) mapat -
oM MG OKOYEVEIAKNG {wN\G: 0 ATEPAG, £vag a1dnNPOSPOMIKGS UNIAANNAOG Le dipa yia
KaAUTEPQ MPAYHATA MOU EMIKEVTPMVOVTAL KUPIWG OTNV KOWMA TOU 1) UNTEPQ, TIOU TIOTE d¢
orapard va pAd Kat va avakareletal oTig UroBEoelg Tou euyaplol Kal oL auwdviol Kau-
YAdeq avapeoa OoToug OUUMEBEPOUG, TIoU TEAIKA 0dnyouv OtV KatdpPEUOT) TOU YAuoU
paZf pe v adéla avendpkela Tou Ntpdykav. 1o TéA\og, o arépag nedaivel (Boutdel o
£va naywyeEvo moTdapt HETA and €va akopa mouctondpoxo YeULQ), TO KOPITOL EMOTPEPEL
oTiiTL oToV MATéPa Tou Kat To aydpt aveBaivel o’ éva Tpévo yia ) Zoundia — mpog éva rnoAu
Ay6TEPO PEANOTIKG MAPASELCD and ekelvov TTou AP ae oTo oTi(TL.

Me Toug katdAAnAoug xelplopouq o Nauayoowatng to Xeywva 8a pnopoUoe va ExeL ert-
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Tuxia oe epmopIké eninedo Onwg Kat HE TO anarmTiké, 0EUSEPKEG KOG, agou TO Prvupd
Tou elval apkeTd anio kal karavonTto o éva eupu, SIEBVEQ eninedo.

Variety, loUAog 1976.
Metagppaon: Zwr-Muptw PryortouAou

A Bittersweet Human Comedy
by Ron Holloway

- Arguably the best film to emerge from Yugoslavia in the past three years, Beach Guard in

Wintertime is a tragicomedy by a fresh new talent, Goran Paskaljevi¢, who graduated from

‘ Prague’s FAMU Film Academy and worked his way up through shorts and TV productions
~ to this debut feature of charm and warmth that will surely find resonance at home and
- abroad. A motley collection of funny people keep this human comedy moving nonstop to a

bittersweet and in an observant tale of a young couple’s frustrating marriage. Both the film
and the director should win recognition (if not laurels) at the Berlin film festival, and both de-
serve to make the rounds of coming international festivals.

A tradition lies behind Beach Guard in Wintertime that stretches back to the Czech New
Wave and the comedies of Milo§ Forman on one side, and on the other the scripts of Goran
Mihi¢ and Ljubi$a Kozomara for Zika Pavlovi¢'s films. The latter helped to raise Yugoslav cin-
ema to world attention in the late 1960s with The Rats Wake Up (1967) and When | Am Dead
and Pale (1968). Mihi¢ and Kozomara also made Crows from their own script in 1969, when
Yugoslav cinema was at its peak, and there is a similarity between these forerunners and the
absurdities, light humor, and pain of an idealist in pursuit of an already lost cause.

Dragan is a young man who doesn't quite fit anywhere. He has no education to speak of
and can't find a job to his liking. Yet he is in love and wants to break with his family and sur-
roundings together with his equally naive girlfriend, Ljubica, so he takes the isolated job of
a beach guard in winter just to get a shelter over their heads. But as their love awkwardly
finds its way to fulfillment on the sentimental level, their marriage goes clumsily downhill as
the two families play a constant, destructive role in finding for them a compatible place in
the world. Some scenes between the boy and the father (played by newcomer Irfan Men-
sur and veteran stage actor Danilo Stojkovi¢), in which love and sex get woven together
with physical training as well as being hilarious: there is a sympathetic plea for human rights
just below the surface of this amusing tale.

Paskaljevi¢'s feeling for detail and atmosphere is the films' strong point. His quit, medi-
tative camera (lovely color images by Aleksandar Petkovi¢) brings poetic qualities into this
droll observation of family life: the father, a railroad employee with a hunger for better things
centered mostly in his belly; the mother, who never stops talking and interfering in the young
couple’s affairs; and the eternal quarrels between in-laws, which ultimately lead to the
breakdown of the marriage in addition to Dragan'’s stumbling inefficiency. In the end, the fa-
ther dies (he jumps into a freezing river after another nonstop meal), the girl goes home to
her father and the boy is on a train to Sweden - to a paradise far less realistic than the lost
one at home.

With proper handling Beach Guard in Wintertime could make it on the commercial level
as well as with critical, observant audiences, for its message is quite simple and compre-
hensive on a broad universal plane.

Variety, July 1976.
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O okuAog rmou ayamouoe Ta Tpéva [1978]
Pas Koji Je Voleo Vozove / The Dog Who Loved Trains

ZxknvoBeoia / Direction: Goran Paskaljevié

Zevapio / Screenplay: Gordan Mihié

dwroypagia / Cinematography: Aleksandar Petkovi¢

Movrag / Editing: Olga Skrigin

"Hxog / Sound: Herman Kokovej

Mouoikr / Music: Zoran Hristi¢

KaAAirexvikr) SieuBuvorn / Art Direction: Dragoljub Ivkov

HBonoioi / Cast: Svetlana Bojkovi¢ (Mika), Irfan Mensur (veapdg / young man),
Velimir- Bata Zivojinovi¢ (kaouprnén / Cowboy), Pavle Vuisi¢ (8eiog / uncle),
Danilo Stojkovic (natépag / Father), Dusan Janicijevi¢ (Zoutt / Zuti),
Gordana Pavlov (adeAgr) / sister), Ljiliana Jovanovi¢ (untépa / mother).
Mapaywyr / Production: Centar Film (Yugoslavia)

AiGpkeia / Running Time: 90". ‘Eyxpwpo / Color. 35mm

Aiakpioeig / Distinctions: AlaywvioTiké Turipa - ®eot. Bepohivou 1978 / In competi-
tion - Berlin IFF 1978

‘Eva kop(rot nou 1o Aéve Mika, katadikaouévo yia Slakivion vapkwIikwy, SpaneTeveL Katd
™ peETaPopd me ue o Tpévo. H Mika ovelpevetal va ndet otov adeApo g oto [lapiot,
aMd un éxovrag oute xpripara oute diaarripto, avaykdletar va dexrel n Boribela evog
NPWnNV KAoKavtép, 0 onoiog NePLOSEUEL O’ ENAPXIAKES MOAELS napouotalovrag Eva npw-
10yovo Béaua povtéo. Kab' 0ddv, naipvouv uall toug éva aydpt rrou avalntd tov —and

| Kkapd- xauévo okUAo Tou, o ornoiog Exet exnaideutel va avefokarepaivel oe 1péva. Orav

0 veapog ouveldnronowel 6t o Kaouundl npokewrat va napadwoet m Mika otnv aotuvo-
pla, ™ npoteivel va v ndet autég oto BeAtypddt pe  unxavr tou. Exel, n Mika ripo-
onaBel v' ayopdoet éva diapartriplo ue xprjpara nouv EkAeye an'’ tov Kaouundt, aAd ot
kakonowol piAot ™G v eEanarouv Kat KATaoTPEPOUV TN Unxavrj Tou ayoplou. Aneyvw-
ouévn, n Mika npoonaBeil v’ anaAAayel an’ To tpupepd aydpt nou eEaxoAouBel va BéAet
va m BonBrioet kat aveBalvel o' éva Siepxduevo Tpévo. Kabug To ayopt npoonabel va my
npoAdpel, tpauuatileral kat MEPTeL. Ki v 1 PPIKIAOTIKY OKNVI) QrouakpUveTat anoé ta
udna mg, n Mika BAEne 6Tt To okuAl Tou ayoptou ouvra&dedet padf e oTo TPEVO.

A girl named Mika, convicted of drug smuggling, escapes from the transport train. Mika
dreams of going to her brother in Paris, but without money or a passport she is forced to
accept the help of a former stuntman who is now touring provincial towns presenting prim-
itive rodeo shows. On the road they pick up a boy in search of his long-lost dog that was
trained to jump on and off trains. When the youngster realizes that the cowboy is going to
turn Mika in to the police, he offers her a ride to Belgrade on his motorcycle. Once there,
she attemplts to get a passport with money she stole from the cowboy, but her criminal
friends deceive her and the boy's bike is destroyed. In desperation, Mika tries to get rid of
the affectionate boy who still wants to help her by jumping onto a passing train. Trying to
catch up with her, the boy injures himself and falls under the train. With the horrific scene
moving further and further away from her, Mika notices the boy's dog calmly riding her train.
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Movayxikég Yuxég oTo Spopo
ToU Anurjtpn Kepkvou

H tawia 3pdpou £xel v kataywyr) g otig HIA, pe To dpdpo wg B€pa va ouvioTtd éva
OUOIWOEG OTOIXE(D TNG apePIKAVIKNG KouAToUpag, epmotifovrag T puBoAoyia Tou Ki-
vnuatoypagikou eidoug Tou youéatepv. Mapadooiakd, o dpduog ekppddet pa avadlr-
o, pia ermbupia yia eheuBepia kat alkayr, yia avakaAUYelg Kat VEEG ouvavtroelg. Me
™V ep@Avion Tou Zévotaotou KaBardpn (Ntévig Xomep, 1969), ol Tawvieg dpduou, mou
ouyyeveUouV pe To TiveUpa Tou euBAnuatikol pubiotoprjpatog Tou T¢ak Képouak, 2to
dpduo (1957), dlapoporotolvral and v napddoon Tou B€patog Tou dpdpou Kabwg
KaTadelkvUouV TNV MVEURATIKY TTAPEKKALOT) TNG ALEPLKNG Kat T Babld kpion Twv agliv
™G. ‘Etol, T0 e0wTepIKO Ta&(dL, To omnoio unodnAwvetal and 1o dpduo, dev Ba odnyel
mAgov, 6w GAAOTE, 0NV UMEPRAOT TOU £AQUTOU, TNG avBpWITivng guvenkng, aAAa 6a
enavahapBdaverat and to €va otddlo oto AMo, Xwpig TEAKA va odnyel moubevd.! To
£{50¢ auTd £xelL AMOTEAEDEL TINYY] EUMVEUONG YLA TTIOAMOUG OKNVOBETEG 0E OAO TOV KOTHO
(B Bévtepg, Baktep ZdAeg, Aumndg Kiapootdpt, K.d). Meta&l autwv ouykataA€yetal
Kt 0 Mképav MaokANeRITS e To ZkUAO mou ayanouoe Ta tpéva (1978), Tatvia mou ekTu-
Aooetal ota TéAn Tng dekaetiaqg Tou '70 ot goolaloTikn MouykooAaBia tou Tito.

O OKUAOG Iou ayanouoe Ta Tpéva otnpifetal oe Ja amAr loTopia aTo eniKevIpo g
oroiag Bpioketat n Mika (£BetAdva Mmndikopitg), ) omoia otnv poomndleld g va ava-

{nmjoel pia kaAutepn Zwrj oto Mapiot, avapetyvieTal oe AaBpeUMOPLO VOPKWTIKWY, Ka- -

TadlkAZeTal Kat atn guvéxela dpanetelel. Mn €xovrag duwg xprinata rj diapartrplo
avaykaZetal va SoUAEYEL yia Eva TIPWNV KAOKAVTEP KAOUMMOIKWY Tawiwyv (BeAwip
Mridra ZiBoyivopitg) o omoiog rneplodelel oty enapxia Sivovtag mapactAoelg POVTEO.
310 dpopo cuvavtouv Evav oppavo £enpo (Ippav Mevooup) mou avalntd To XapEvo
TOU OKUAO, 0 OTo{0g €xel ekmadeuTel woTe va propel va mdad ota tpéva. Ot {wég Twv
TPV QUTWV AOKANPWV 3la0TaupwVovTal, Oxt OUWG Kat 0 YUXIOUOG TOUG 1) Ol avAYKES
TOUG: KaBEvag TOuG Mapapével HOvog, emdlwkovTag HEoa and TNV MEPTAAVNOT Kal TIG
TIEPIMETELEG TNV MPOOWITIKY) OAOKA)pWaT), XWPIg emTuxia wotdao.

H Tawia anotelel Téoo €va oxoAo navw otig anpdBAerTeqg avarponég mg {wng 600
KAl HLa KPITIKY) HATId MAVw OTT YIOUYKOOAGRIKN Kovwvia TG TepLO30u EKEIVNG, KAl Ou-
VoML pe To Otav Ba ‘uat rua vekpog (1967) tou Zika MapAopirg. Kat otig dUo Tawvieg ou-
vavtoUpe Ppweg Yepdroug Zwvrdavia kat dia yia Zwn aAA nbid anaeiqg kat adldpopouq
oe Bépara 13eohoyiag, evw YIVOUAOTE HAPTUPEG EVOG OIKOVOUIKA UTTOBABULOHEVOU TIEPL-
BAM\oVTOG Kal Hlag OKANENG KOWVWVIKNG MPAYHATIKGTTAG, ou avadelkviovtal and T va-
TOUPANIOTIKY], OXESOV VTOKILEVTAPIOTIKN, Kivnuatoypdenon Twv dUo oknvoBetwv. O
MaoKAAERITG EMIKEVTPWVETAL OTOUG AMOKATIPOUG, EVA OTOLXEIO TTIOU SLATPEXEL OAO TOU TO
£pY0, BewpwVTag WG «0€ KABE KoVWVIa Ol AoUTCAVTEP SEXVOUV OUXVA TNV MAPAKY TNG
TOAU kaAUTepa and OTL EKEIVOL TTOU EXOUV METUXEL 0T {wr) TOUG».2 AKOAOUBEL AotV )
31adPOUN TWV KIVNHATOYPAPIKWY TOU XAPAKTIPWV Kat Slepeuvd To epBAANOV Toug, ava-
dewkviovrag péoa and autouq Evav KOOUO aToploTIKG, KaXUmorTo, Xwpiq aAAnAeyyun,
Grou amouatalel N OIKOYEVELQ KAl AUPLOBNTETAL 1) TTATPLKY] Tir), Ki OTIOU Ta XPrjHaTa arno-
TeAoUV TO povadikd Oxnua yla my eutuxia. ‘Onwg xapakmpelotikd Aget ki n Mika: «Xwpig
Ae@Td, £dW dev eloal Timota.

Me e&aipeon To oppavé aydpt (To povadiké xapaktrpa rnou diatneel akéua Ty abw-
6tnTd Tou) mou mpoetdomolel TN Mika yla v ernikeipevn Mpodooia Tou KAoUUMAL, OAoL
oxedOV Spouv e yvwpova Tov EauTd Toug: N (Bla n Mika oTip@xVveL TN ouykpatoUuevn
NG MPOKEIUEVOU va YAITWOEL T GUAANYN NG, O KAOUUTOL, TPOKEIUEVOU VA NV UIAE-
Eel, oxedlalel va karadwoel ™ Mika, n orola €xet 11dn ipodobei ané Toug ouvepydreq
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™G Kal 0T ouvéxela rpodidetal Eavd and tov ZouTt. Onwg XapakmmpIoTiKA AEEL KL 0 Ka-
ouprnél o Mika: «Aev npénel va eprioteveoat kavévav. X' 6An pou ) fwrj npoomna-
Bouv va pou mouv To aipa. ANAG Sev 8a Toug agriow. Av ontdow Tov Aaipé pou Ba eival
yla tnv ndptn Hou Kt 6x1 yia KArnolo onayy£tt YOuEoTepv». AuTOG 0 Kuviopog Bonba
TOOO0 TOV KaouunoL 6oo kat T Mika va erupuwvouv —«H guAakn pe GA\ake. Kaveig dev
Ba pe mdoel Eava» dnAwvel oty untépa ™mg-, o' avtiBeon pe To aydpl, To ornoio Ppi-
OKEL TPayIké Bavaro kuvnywvrag ) Mika and abwdtnra kat povagid.

O MaokA\iePitg ouTe nNBIKoAOYEe( oUTE EIBAVIKEUEL TOUG XAPAKTTIPEG TOU, Anopelyo-
vrag €101 Ta otepedtuna. Toug Mapouotalel e Ta MPOTEPHATA KAl TA PEIOVEKTAATA
TOUG, avadelkvUel Tov avBpwriopd Toug, Tov MéBo Toug yia ) wr). Toug oupnova kat
Toug aykaAldZel pe {eotaotd, avapetyvuovtag v TpugepdTrTa pe m Bia, To Xioupop pe
10 dpdapa. Emmpeaocpévn ané Tov (Taliké veopeallopd, n alodntikr} Tou MaokdAepitg ev-
OWHATWVEL TV MPAYHUATIKATITA otV Tawvia — pe v €Eoxn Kivnuartoypdenor) tou AAe-
Eavrap MétkoPitg nou otnpifetal oTn ASMTOPEPELA KAl TPOTPEPEL OKNVEG EEAIPETIKNG
opOoPPLAG Kal atpdopalpag. H 0EkAvg HE TIG MEPIOTPEPOUEVEG KOUVIEG, KATA TV oroia
0 kaouundl «oaynvever T Mika, 1j To gvéAe g Tawiag, érou Ta ddela Baydvia odn-
youvTal OTIG TEPUATIKEG TOUG YPAUHEG, avTPEUOUV TO PEAAMOUO HE TNV Moo Kat Aet-
TOUPYOLV WG HETAPOPEG YIa TNV MEPITAGVNON Kal To adEEod0 G {wrig TwV XapakTripwy.

O 0KUAOG rou ayarnouoe ta Tpéva Sev AOKE( HOVO KOIVWVIKY| KPITIKY). Amonvéel na-
pAAAnAa kai pia évrovn unap&lakr SiaBeon n onoia exppaletal nokNoTpénws, péoa
and ™ SlapopeTkGTNTA, TNV ano&gvwar, T pdarain nPoomndeela Twv XapakTrpwy va
@pBAaocouv ekel nou ermbBupolv. Me ) wr) va Toug unepPaivel, YeERATn avatpornég kat et-
pwvela, n uévn Bepaidtnra nou €xouv ol PweG Mg Tawviag elivat o «dpbéuog», o pova-

~ 8ikdQ TONOg 6rou TEAKA uropouv va undpgouv. ‘EoTtw ki av autd onuaivel va Bpiokeoat

o' éva adelo Bayovy, xwpiq va EEpeig nou kateuBuvetal, napéa e €va okuli, Exovrag
rndNoEL OTO TPEVO KAMOLoU GAAOU.

1. Vincent Pinel, 2006, ZxoA£g, kivrjuara kat £dn otov kivnuaroypaeo. ABriva, Metaixuio, 2006: 52-54.

| 2 o Ron Holloway, Goran Paskaljevi¢ La Tragicomedia Humana.Semana Intemacional de Cine de Valladolid, 1996: 174.

loUAl0g 2009

Lonesome Souls on the Road
by Dimitri Kerkinos

Road movies originated in the USA, and the road subject-matter introduces a fundamental ele-
ment of American culture that seeps into the mythology of Westemns as a cinema genre. Tradi-
tionally, the road represents a quest, a desire for freedom and change, for discoveries and new
encounters. The film Easy Rider (Dennis Hopper, 1969) marks a tuming point: road movies made
in the spirit of On the Road (1957) — Jack Kerouack's emblematic novel - bring a new element
to the traditional road movie and reveal the difference of opinions prevailing in America as well as
the country’s deep spiritual crisis. Now the interior voyage represented by the road, doesn't lead
anymore, as it used 1o, to a transcendence of the self and of human condition, but it keeps re-
peating itself from one leg of the jouney to the next, and finally leads nowhere.' This genre has
become a source of inspiration for many filmmakers across the world (Wim Wenders, Walter
Salles, Abbas Kiarostami, and others), and among them Goran Paskaljevi¢ with his film The Dog
who Loved Trains (1978), a film set at the end of the 70s in Tito's socialist Yugoslavia.
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The Dog who Loved Trains is based on a simple story revolving around Mika (Svetlana Bo-
jkovic), who in her efforts to leave for Paris to find a better life, gets enmeshed in drug dealing;
caught once, she is imprisoned but manages to escape. However, she has no money or pass-
port and is forced to work for a former stuntman in cowboy films (Velimir-Bata Zivojinovié) who
tours the countryside with a rodeo show. On the way they meet a young orphan (Irfan Mensur)
who is looking for his lost dog whom his father trained to jump on and off trains. Though the lives
of these three outcasts intersect, their way of thinking and their priorities do not: each one remains
alone, unsuccessfully seeking personal fulfilment in their travels and adventures.

The film is as much a commentary on the unexpected reversals of fortune in life as a critical
look at the Yugoslav society of the time, and shares common points with Zika Pavlovié’s When
I am Dead and Pale (1967). In both films, set against a background of slumped economy and
harsh social reality which both filmmakers illustrate in a realistic, aimost documentary-like, man-
ner, we meet heroes full of vitality and thirsting for life but morally apathetic and uninterested in
any kind of ideology. Paskaljevi¢ focuses on the outcasts throughout his film, believing that “out-
siders in every society often show its decline much better than those who have succeeded in
life”.? He therefore follows his characters on their way, keenly noting their surroundings; what
emerges is an self-centred world of individuals who are full of suspicion, a world in which soli-
darity, family and paternal respect have no place; a world where only money is believed to bring
happiness: in Mika’s typical comment, “You're nothing without money there.”

With the exception of the young orphan boy (the only character to retain his innocence) who
warns Mika of the cowboy’s impending betrayal, practically all the other characters act self-
ishly: Mika herself pushes her prison mate in order to evade capture; the cowboy, wanting no
trouble, plans to turn Mika in, and she herself has already been previously betrayed by her as-
sociates and is betrayed again by Zuti. The cowboy characteristically remarks to Mika, “You
shouldn't trust anyone. All my life they’ve been trying to bleed me dry. But | won't let them. If |
break my neck; it'll be for my own sake not for some spaghetti western.” It is thanks to their cyn-
icism that both the cowboy and Mika manage to survive —“Prison changed me. No one’s going
to catch me ever again,” Mika tells her mother —, in contrast to the boy who, in his innocence
and loneliness, finds a tragic end as he runs after Mika.

Paskaljevi¢ doesn't preach, he doesn't idealize his characters, he avoids all stereotypes. He
presents them with their qualities and their shortcomings, highlighting their humanism, their de-
sire for life. He feels empathy for them and embraces them warmly, mixing tenderness with vi-
olence, humour with drama. Paskaljevi¢’s aesthetics, influenced by ltalian neo-realism,
incorporate reality in the film — with Aleksandar Petkovi¢'s superb shots that dwell on details and
offer us scenes of unique beauty and mood. The sequence with the roundabout swings, in
which the cowboy “charms” Mika, or the final scene of the film in which the empty wagons are
being driven to their terminal lines, combine realism and poetry and metaphorically illustrate the
aimless wandering and impasse in the life of the characters.

The Dog who Loved Trains is not only a critical look at society. It also radiates an intensive
existentialist mood which is expressed in many ways, through diversity and alienation, and
through the characters’ vain attempt to reach the goal they have set themselves. Life, with its
reversals and irony, outstrips them and the only certitude they possess lies in the ‘road’, which
is the only place where they can continue to exist. Even if it means finding oneself in an empty
wagon, ignoring where the train is going, and in the company of a dog who has just jumped into
someone else’s train.

July 2009
Translation into English: Maria Teresa von Hildebrand

1. Vincent Pinel, 2006, Ecoles, genres et movements au cinéma. Larousse, Paris, 2004.
2. Ron Holloway, Goran Paskaljevic. La Tragicomedia Humana. Semana Internacional de Cine de Valladolid, 1996: 174.
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Eniyeieq pépeg mou yopya kuhouv [1979]
Zemaljski Dani Teku / These Earthly Days Go Rolling By

ZxknvoBeoia-Zevapio / Direction-Screenplay: Goran Paskaljevié
dwroypagia / Cinematography: Milan Spasi¢

Movrtéag / Editing: Olga Skrigin

"Hxog / Sound: Rajko Smederevac

Mouoikr] / Music: Zoran Simjanovié

KaAhirexvikr] SieuBuvon / Art Direction: Dragoljub Ivkov
HBomoloi / Cast: Dimitrije Vujovi¢ (Kanetaviog / Captain),

Obren Helcer (ouykdrowkog / roommate), Sarlota Pesi¢ (Charlota),
Mila Keca (kowvwvikr| Aetrtoupydg / Social worker)

MNapaywyr / Production: Centar Film, Belgrade Television (Yugoslavia)
AiGpkeia / Running time: 85'. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: Tawia Tng xpovidg ot MNouykooAaBia / Film of the Year in Yu-
goslavia.

Aiakpioeig / Distinctions: AlaywvioTiké Turjpa - ®eot. Bevetiag 1979 / In competition -
Venice IFF 1979

‘Evag nAkiwpévog kanetdviog et pévog evoow urnopel kai ta Bydlet mépa. Me t ou-
vra&rj Tou ki éva uikpo6 eloédnua nou Bydlet {wypagifovrag noptpéra, Ta karapép-
Vel pia xapd. Twpa Ouwg £prace n oTiyur) Mou nMpénet va et oe ynpokoueio. Map’
6Aa autd, o Kanetdviog dev nroelral, kat udAlora To akuatdtaro néiko kat 1o Kl
Tou peradidovral o' 0A6kAnpo tov oiko euynplag. ‘OAot pall etoiudlouv ™ yoptn
™¢ napapovig e Mpwrtoxpovids ornv onola eivat kKAAeouévol kat ot ouyyevels
TOUG. AKOUN KI © QVTIKOIVWVIKOG Kal ypouooudng ouyKatoikog Tou Kanetdviou umai-
Vel O1yd otyd oto kAlpa ¢ npoetoipaoiag.

An old sea captain has lived on his own as long as he has been able to. Between his pen-
sion and the portraits he paints for a little spending money, he has done all right. However,
the day finally comes when he must enter an old folks home. Undaunted, his high spirits
and zest for life infect the whole home with enthusiasm as they prepare a New Year'’s Eve
party for visiting relatives. Even the Captain’s withdrawn and sour old roommate at the
home eventually joins in.

H Zwn eival yia va tn olupe
tou TZep Avtplou

Tnv npwtn @opa nou eida To Enlyees uépeg rnou yopya kuAouv Tou MNkodpav Naokaiie-
BITg VOUI0Q, TOUAGXIOTOV HEXPL TIG TEAEUTAIEG OKNVEG, NMWG EMPOKEITO NAVW-KATW YA
éva anié vrokuavrép. Mévo drav pdBape 6t o kanerdv BoukoBirg néBave oké@rnka
nwg o Bavarog Tou KevrpikoU Npwa rirav iowg unepBolika BoAry agrynuankr egg-
AEn yia pia ravia anéAura pn-puborAactikr). NMapdéAa autd, napéueiva eAappwe apé-
Baiog’ To owwrmAd kKAdua Tou kupiou MNpévrirg érav éuade Ta véa yia To TEAOG Tou iAoy
Tou époiale MOAU Mo «aAnBivo» and TG NEPIOCGTEPES KIVIHATOYPAPIKESG EpUNVEiES. Ki
Opwg firav nBonoiia -6nwg £yive caPég kanoleg pépeg apydrepa drav eida Tov kUpLo
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Mpévtitg— 1 pdMov Tov Oumpev XEAOeP Tou ixe UNtoSuBEe( Tov MpPEvTITG — 0" éva pIKPS
poho oty Ewdikr Bepareia, mou o MaokdaNeBirg yUploe éva xpévo UeETd To Eniyeies
UEPEG MoU yopyd KUAOUV Kt GXt M6vo auTd, aAAd ekel emiong, otnv WeTéneita Tawia,
varog Eava o Ntiuitpt BoUkoBitg, o urtoTiBépeva VekpOg KameTAvIOg, TTIOU ENPAVG rTav
akdépa owog kat aBAaprig.

AuTr, Aoy, fitav n anédelEn nwg To Eniyeleg HEPEG MouU yopyd KuAouv Sev ritav
«ar\G» 8va VTokiuavtep. Ki woTéoo n Tawia —Tou eixe YUPLOTEL amOKAEIOTIKA LE [N emay-
yehuatieg nforoolg, oe dwdeka POVo NUEPES Kat oe 16mm- aneikoviZel EekdBapa v
TPAyUaTKGTNTa TG {wnig oTov oiko euynpiag rou eptypdet. Mapdtt aoxoAstral pe To
avTiKTUMO TtoU ExelL N APLEN Tou BoUkoBitg oTtoug AAAOUG KATOIKOUG TOU OTITIOU, EKEIVOG
apxIKA XpPNotueUet oav éva eidog INTpou PEow Tou omoiou padaivoupe Afya mpdypara
Y10 TO TG ASITOUPYE( TO OUYKEKPIUEVO HEPOG: OL TPWTEG SUO OKNVEG —OL EPWTTIOELG TIOU
Tou KAvel 1 Yuvaika Tou Sleubuvel To HEPOG, Kal 1 EevAynon Tou Tou Yivetal oe didpo-
POUG KOWVOXPNOTOUG XWPOUG TIPLV 03nynBel oTo SwHATI® Tou- 6Xt HOVO Hag Aéve kdmola
npdyuata yia my ripoiotopia Tou BoUkopitg (Mpwnv vauTikeg Kat KameTaviog motaud-
TAOLOU, £XQAOE TO OTITL TOU PETA TNV KATAPPEUOT) TOU YAHOU TOU, KAl KATAvinaoe va (et oe
ua mapdyka), aAAd, pag Sivouv Kal pia 13€a yla v rjauxn, enavaiapBavopevn HovoTo-
via ™G Zwng TOMWY TPOPLUIWV TOU I3PUNATOG. 211 OUVEXELD, woTda0, 0 BoUkopitg eival
AyéTepo £va mabnTiké UroKaTdoTarTo yia eAg Toug Beatég, Kat eploodtepo évag &al-
PETIKA EVEPYOQ TIPWTAYWVIOTNG, KABWwG 1 Xapd g wriq mou viwbel —ayand to ¢aynto,
TO TIOTO, TN HOUCIKY| Kal LAAAOV eival KAMwG epwTUAOG, av Kpivoupe amnd Tnv avenaiodnta .
(PAEPTAPLOTIKY) TOU CUUMEPLPOPA aMEvavTL Oe KAToLEG armd TiG Yuvaikeg TPOPIIOUG— aro-
SelkvUeETaL arPOTuEVa HETABOTIKY]. ZXeSOV AUECWG TIPOTEIVEL, OXeSIAZEL KAl SlopyavwVel
aKpOodoEelg yla To MApPTL TNG nmapapoviig g MNpwtoxpovidg oto omoio GAoL OL EVOIKOL EV-
Bapplvovral va CUPHETAOXOUV W’ OTTolo TPOTO VOUIZouv KatdAAnAo. Ki 6ot potdZouv ev-
Bouotaopévol — pe povn eEaipeo, Alydkl ElpwVIKd, TOU OUYKATOIKOU Tou Boukopitg,
Kupiou lMpévtirg.

Edw eival, am’ 600 propel va el Kaveig, To anueio mou o MagkANeRITg ExeL EMBANEL
Kdrola opoldTNTa He apriynan av Kat To JeYaAUTEPO PEPOG TwV G0wV BAEMOUNE ¢pai-
VeTal va ompiletal otépea oe Karnolo ei{dog mpoundpyouaag, EKTOg 086vng, mpaypa-
TIKOTNTAG, N avtiBeon avapeoa oToug XaPaKTrPeG Tou BoukoBitg kat Tou Mpévtitg
(touhdyioTov €10l énwg nmapouactaZetal otny 086vn) MPOTPEPEL Lia eukatpia ya dpa-
patik avarrtuén. O Mpévtirg, pabaivoupe, £xace Tn yuvaika Tou dUo xpovia mptv Kat
EMPAVWG O YLOG TOU JeV TOV EXEL ETUOKEPOE( TOTE TMEPVAEL TOV TIEPLOTATEPO XPEVO TOU
Eam\wPEvog oTo KPERATL, e TO MPOOoWITO OTPAUMEVO OTOV TOiX0, Bpnvwvtag v uyeia
Tou. Ot GAAoL évolkol Tou ofkou Tov Bewpolv «3UoKoAo» 0 BoUkoBITg, waTtdoo, mapdTtt
o MNpévritg Tou €xel kKaraoTtrioel anoAlTwg capeqg Nwg S Bewpel Tn guykatoiknon ato
{510 dwpdTio wg kahodexoUpevn eEENEN, anogpaacilel owwrnAd va yivel gidog pagi Tou
Kal, arnoTEAETUATIKA, VA TOV PEPEL TH{OW OTN XWPA TwV WwVTavav.

Kt edw eivat To mpoBANpa: o MaokANEeRITG eumAoUTICeL ETUTAHSELA TN JIKPY) TOU «OTO-
pla» pe MAnpopopieq OAwV Twv EI8WV TOU ouvSEovTal HE Ta AAANAEVAETa BEuaTa Tou
XPOVOU TToU TEPVAEL, TOU EPRHEPOU TNG EUTUXIAG, TWV CUVETELDY NG dladikaciag Tou
yriparog kat Tou Bavdrtou. Tpayoudia Tpayoudiolvral, momjuara anayysAAovral, acteia
A€yovral, EUMEIPiEG apnyouvTal O€ KAMoLa OTLyHr) HEXOL TTOU BAEMOULE TOUG TPOPILOUS
va napakoAouBoUlv TiG TEAEUTAIEG OKNVEG TOU OpUAou Tou AGTOT — [La TNAEOTTTIKY Tal-
via Tou 1972 mou o MaokAAEeRITG eixe Yupioel yia pa maldtepr), OKANEOTEEN EMOXT
6Tav ol NAKIWHEVOL TWV OPEIVAV XWPLWV, HOAIG BewpolvTav 6Tt Sev rjTav MAEoV apKETA
napaywytkol yia va oguvrnpeneouyv, AlBoBolouvtav péxptl Bavdarou. ‘ONeq QUTEG OL Ae-
TITOUEPELEG AAAOLWVOUV TIG VTOKILEVTAPIOTIKEG TAEUPES TNG TAVIAG WE Jia BEpaTik ou-
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vox1)” erunAgov, n NPooéyyion Tou MaokdMePitg Sev eival anokAEOTIKE «PEANOTIK»,
agou n tawia Bpibet eniong and otiypég EUYAWTING Kivnuatoypagikrg noinong. H
EVapKTTPLa OeKAvg, mpiv and toug TitAoug g apxrig, 6rou o BoukoPitg EeMpoBArAel
ané v kaAupa Tou SimAa oTo NOTAL, yia va Xaipetioel £va rmAoio nou nepva péoa ot
XEHWVIATIKN Kataxvid, anoteAel 1dn wia firma unevBupion éti n {wry ouvexidel va npo-
xwpd aveEdptnra and onoleodrjnote aAay£g punopel va pag ouppaivouv wg dropa’ To
MAGVO HE Ta paupa Kopdkia, TOoo ouxva OUOXETIONEVA HE TO BAvarto, nou unepiravrat,
{owg kal va agrivel éva unovooUuevo Mwe KAMoleg aAAayEqg eival OPIOTIKEG, KAl OUM-
Baivouv o€ 6Aoug pag.

ZTIyHEQ ToU XpPnoluedouv wg urnevBuion Bavdarou (memento mori) papovral xwpiq

' pa@r| oto nMAoUo10 UPAoHa NG napanAavnTikd averuTdeuTtng Kat 0e UPOG VIOKILAVTEP

agriynong mg tawviag. Mia ané tig Alyeg ¢opég rmou o Mpévtitg agrjvel To SwpdTid Tou
yia éva nepinaro, Tov BAEMOUE va nepnard péoa o' éva vekpotageio mnyaivovrag otov
Tago Qg yuvaikag tou (to yeyovég 6Tt o BoukoBitg, mou Tov akoAouBei, oéBetal mv
avdykn TOU OUYKATOIKOU TOU YIa (BIWTIKGTNTA KAl GPOVTIZEL va unv Tov MPo@Taoet
éykaipa eival éva Pétpo g Spapatikriq kal PuxoAoyikrg euaiobnoiag mg Tawviag) ap-
yotepa, Tov BAENOUKE va emOTPEPEL and Evav nepinaro, kat kabweg oTPEPEL TO NMPO-
ownd TOU Kal KOITAEL HEoa ar’ To Napdbupo Toug UNGAoLToug va SIakoopoUV TO OTiTL
yia mv Mpwtoxpovid, potalel oxedov oav pavraopa p€oa oy Puxpr) Tou anopdvwor).
Mpdypar, Kt 0 510 yvwpilel MOAU kaA@ TN vekpo-Lwvravn unapér Tou' étav o Bouko-
Birg avalnrwvrag BoriBela yia va SIaAEEEL YOupouvaKia yla TO EMEPXOHEVO payomndT,
avapépel 0Tt 0 OUYKATOIKOG TOu fiTav MaAtd €uropog, o Mpévtirg Aéet ouveoTaApéva pe
KATNyopnHartikr) ouvaiveon: « Huouv kanote».

H tawia tou NaokdAiePitg eival, Aordy, pa and ekeiveq Tig omavieg kat Bappaléeq
KIVNUATOYPaPIKEG SOUAEIEG TTOU TOAOUV va napadéxovrat nwg n Zwr kat o Bdavarog
elval adlaxwploTta: and T oTiyuri mou YEVWIOUAOTE, 1) uévn ofyoupn ouvéneia eivat 6t
Ba neddvoupe. Ki Spwg n tawvia dev anoteAel anatoiéd0Eo pHolpoAdt” avtifeta, empEvel
6t n Lwn eival exel yia va ) {jo0upE, Kt OX1 YIa va TN XAVOULE OE EYWKEVTPIKT] BAIYN).
H naparerapévn oknvri Tou NApTL, He Toug NAIKIWHEVOUG EopTAZovTeg va yivovral 6Ao
Kal 1o ekdnAwTIKO( 0TO TPayoudt, To NoTd, Kat To xopd Toug, dev elval pévo évag ume-
POXa ERPUXWTIKOG UHvOG oTnv avBpwrivn JwTikétnTa kat T @iia, aAAd kat n rhodo-
Eia Tou BoUkoBitg, To ox€dio «Adfapog» —n anokardoraon g {wrg otov Mpévrirg-
anodewvieral emtuxég. ‘Hrav pa apyn diadikaoia, nou o BoukoPitg Epepe eig népag
HE HIKPA, MPOOEKTIKA Bripara — pe To Tpayoudt piag unaiavrag oty nouxia Tou dw-
pariou Toug, yia To e@riePo TG {wng’ pe Tov apyd, ownnAd nepinaro pali pe Tov
MNpévrirg SinAa oTo NOTAWL HE TOV HECOVUKTIO B(0KO LE TO GaynTo Kat TO MoTé nou Tou
PEPVEL OTO KPERATL NE(BOVTAG TOV VA OUVTPOPEYPEL TOUG EOPTALOVTEG OTO KATW NATWHA

- (npdyua nou TeAika exeivog kavel ' éva anpdopeva kat EEoxa nadlaopévo oTiA, W' Eva

Tpayoud! yia évav Gvdpa nou apveiral va agrioet va mapouv TO YIO TOU Yia TOV MOAELO).
To reAeutaio otddio, Mg nveupankhg oduooeiag Tou Mpévrirg kabioraral, puoka, du-
varé ané To Bdvaro Tou Boukofirg. ‘Otav akouel Ta véa oTo voookopue(o, 0 kaBapdg,
ouykhoviopévog névog Tou Mpévrirg Tou Bupile néoo fwvraveg eEaxolouBel va eival.

- Aev eival va anopel kaveig, Aordv, nwg kabwg neprnard yia To onit, pévog dinka oty
* 6xBn Tou norauou, kat BAENEL Eva GAO MAOIO va MEPVAEL HECA OTNV KATaxvia XapoYe-
Adet. Ki n Jwr) ouvexileral.

louAiog 2009
Merdagpaon: Zwr-Muptw PryonouAou
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Life is for Living
by Geoff Andrew

The first time | saw Goran Paskaljevi¢’s These Earthly Days Go Rolling By, | felt — at least
until the final scenes — that it was more or less a straightforward documentary. Only when
we learned that Captain Vujovi¢ had died did | think that the central character’s death was
probably too neat a narrative development for a film that was wholly non-fiction. Even so,
| remained a little uncertain; Mr Predi¢’s silent sobbing at the news of his friend’s demise
seemed far more “real” than most film acting. But acting it was — as became clear some
days later when | noticed Mr Predic¢ — or at least Obren Helcer, who had played Predi¢ —in
a small role in Special Treatment, which Paskaljevi¢ made a year after These Earthy Days;
not only that, but there too, in the later film, was none other than Dimitrije Vujovié, the al-
legedly dead captain, still very evidently alive and well.

Here, then, was proof that These Earthly Days was not “just” a documentary. Yet the film
— made entirely with non-professionals in the cast, and shot in just 12 days on 16mm —
clearly reflects the realities of life in the retirement home it depicts. Though it concerns the
effect Vujovi¢’s arrival has on the home’s other inhabitants, he initially serves as a kind of
filter whereby we learn a little about how the place functions: the first two scenes — of his
being interviewed by the woman who runs the place, and being shown various public
spaces before he’s taken to his room — not only tell us a little of Vujovi¢’s background (a
former sailor and riverboat captain, he lost his home after the breakdown of his marriage, -
and was reduced to living in a shed) but give an idea of the hushed, repetitive monotony
of life for many in the institution. Thereafter, however, Vujovi¢ is less a passive surrogate
for us spectators than an extremely active protagonist, as his joie de vivre — he loves food,
drink and music, and is probably something of a ladies man, judging by his faintly flirtatious
behaviour with some of the female inmates — proves surprisingly infectious. Aimost imme-
diately he’s proposing, planning and auditioning for a New Year's Eve party at which all the
inhabitants are encouraged to perform in any way they see fit. And all seem enthusiastic —
with the sole exception, somewhat ironically, of Vujovié¢’s roommate, Mr Predic.

It's here, as far as one can tell, where Paskaljevi¢ has imposed some semblance of a nar-
rative; whereas most of what we see appears firmly grounded in some kind of pre-existing
off-screen reality, the contrast in Vujovi¢'s and Predi¢’s characters (at least insofar as it ex-
ists on screen) offers an opportunity for dramatic development. Predi¢, we learn, lost his
wife a couple of years previously and is apparently never visited by his son; he passes
most of his time lying in bed, face turned to the wall, bemoaning his health. The home’s
other inhabitants regard him as “difficult”; Vujovi¢, however, despite Predi¢’s having made
it extremely clear that he doesn’t view room-sharing as a welcome development, quietly de-
termines to befriend him and, effectively, to bring him back into the land of the living.

And there’s the rub: Paskaljevi¢ fleshes out his slight “story” with all manner of subtle de-
tails linked to the interrelated topics of time’s passing, the transience of happiness, the con-
sequences of growing old... and death. Songs are sung, poems recited, jokes told,
experiences related; at one point we even see inmates watching the closing scenes of The
Legend of Lapot—a 1972 TV film made by Paskaljevi¢ about an earlier, harsher era when
the elderly in mountain villages, once deemed no longer productive enough to be sup-
ported, were stoned to death. All these details inflect the documentary aspects of the film
with a thematic coherence; furthermore, Paskaljevi¢'s approach is not exclusively “realist”,
since the film also abounds in moments of eloquent cinematic poetry. The opening pre-
credits sequence, of Vujovi¢ emerging from his riverside shed to wave at a boat passing in
the wintry mist is already a gentle reminder that life keeps flowing on regardless of what
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ever changes may befall us as individuals; a shot of black crows — so often associated with
death — flying over might even drop a hint that some changes are final, and befall us all.

Moments that serve as a memento mori are sewn seamlessly into the rich fabric of the
film's deceptively casual documentary-like narrative. On one of the few occasions when
Predi¢ leaves his room for a walk, he's seen walking through a cemetery to his wife's grave
(the fact that Vujovi¢, who's following him, respects his roommate’s need for privacy and
delays catching up with him until later is a measure of the film’s dramatic and psychologi-
cal delicacy); later, he's seen returning from a walk, and as his face stares in through a
window at his colleagues decorating the home in preparation for the New Year, he looks al-
most ghostly in his chilly isolation. Indeed, he himself is all too aware of his living-dead ex-
istence; when Vujovi¢, seeking help in the selecting of piglets for the coming feast, mentions
that his roommate was in the trade, Pedri¢ demures by emphatic assent: “| used to be.”

Paskaljevic's film, then, is one of those rare and brave cinematic works that dare to ac-
knowledge that life and death are inseparable: once we are born, the only certain conse-
quence is that we shall die. But this is no miserabilist dirge; to the contrary, the film insists
that life is there to be lived, rather than wasted in self-absorbed grief. Not only is the long
party scene, with the senior celebrants becoming ever more exuberant in their singing,
drinking and dancing, a wonderfully heartening hymn to human vitality and friendship, but
Vujovi¢'s ambitious, Lazarus-like project — the restoration of life to Predi¢ — turns out a suc-
cess. It's a slow affair, achieved in small, careful steps — singing a ballad, in the quiet of their
room, about life’s transience; strolling silently with Predi¢ by the river; bringing him a mid-
night tray of food and drink in bed and persuading him to join the celebrants below (this he
finally does in surprisingly and superbly passionate style with a song about a man refusing
to let his son be taken away to war). The final stage of Predi¢’s spiritual odyssey, of course,
is made possible by Vujovi¢'s death. When he hears the news at the hospital, Pedri¢’s
sheer, shocked pain reminds him just how alive he still is. No wonder, then, that as, walk-
ing home alone along the riverbank, he sees another boat pass by in the mist, he smiles.
And life goes on.

July 2009
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Eidikn} 6epaneia [1980]
Poseban Tretman / Special Treatment

IxknvoBeaia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Goran Paskaljevi¢, Dusan Kovacevié, Filip David
dwroypagia / Cinematography: Aleksandar Petkovié

MovTag / Editing: Olga Skrigin

‘Hxog / Sound: Sini$a Jovanovic-Singer

Mouoikr / Music: Vojislav Kosti¢

Ixediaopdg mapaywyrig / Production Design: Dragoljub Ivkov

HBomoioi / Cast: Ljuba Tadi¢ (Ap. IAtg / Dr. lli¢),

Milena Dravi¢ (kowvwvikr Aettoupydq / Sscial worker), Petar Kralj (nforoidg / actor),
Radmila Zivkovié (népvn / prostiture), Milan Srdoc (yépog / old man),

Bora Todorovi¢ (BloAloTrg / violinist),

Velimir Zivojinovi¢ (unetBuvog eoTiatopiou / restaurant manager),

Pavle Vuisié (o natépag tou / his Father), Dusica Zegarac (Jelena),

Danilo- Bata Stojkovi¢ (Stevo), Predrag Bjeli¢ (Dejan)

Napaywyoi / Producers: Milan Zmuki¢, Dan Tana

Napaywyr / Production: Centar Film (Yugoslavia), Dan Tana Productions (USA)
AiGpkeia / Running time: 94'. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: BpaBeio kaAUtepnq B’ yuvaikeiag epunveiag (Milena Dravic),

e€ nuuoeiag - ®eot. Kavwv 1980 / Best Supporting Actress Award (Milena Dravi€),

ex aequo - Cannes IFF 1980

BpaBeio Golden Arena kaAutepou oknvoBétn / Golden Arena Award for Best Director -
Pula FF 1980

Tawia mg xpovidg oty MouykooAapia / Film of the year in Yugoslavia

| Awakpioeig / Distinctions: Yroyriio yia Xpuor Zgaipa kaAitepng EevéyAwoong Tat-

viag 1980 / Golden Globe Nomination for Best Foreign Film 1980

Eruxepwvrag évav eUpUTEPO KOIVWVIKO Kal OATIKG oxoAlaoud, n —~ouxvd Eexapdiotikn
aAAd ndvra diaokedaotikn- autr kwuwdia udag napouotdlet To ylatpo kat Kpupo ot
IAtrg, 0 onoiog Beparnevet Tov aAKOOAOUO Twv AAAwV e OtNPa nuyun Kat LA EKKEVTPIKT
HEBOSO. Xpnoyonowivrag mn Houotkn Tou Baykvep, ua edikr dlatra pe urjAa kat aokr-
oelg ou powalouv ByaAuéves arno Kivouueva oxédia, o ylatpog elvat nenelouévog ot ot
aoBevelg Tou Ba yiatpeutouv. Autd nou Baocavilet Toug MepLOoOTeEPOUS elvat n arria nou
Toug 0drjynoe e§apxriq otov aAkooAlouo Kt £Tot 6tav o ylatpos ouvodeuet 5L and autoug
0’ éva kovtvo {uBonoieio -BéAovrag u’ auto Tov Tpono v’ anodelket v erutuyia e pe-
B80680u Tou- enépxetarl To xaog. Evag aoBeviiq «rotiler ta urAa pe aAkodA (BAEnouue
Suo aoBeveig va Toouykpilouv Ta urjAa Toug MAveutuxelg) kat otn ouvéxeta n Sloiknon
rou fuBornoteiou kat ot —eniong- aAkooAkol epyalouevol TOU OUUUETEXOUV OTa Kapa-
yxioQAikia Twv aoBevwv...

Providing a larger social and political commentary, this occasionally hilarious but consis-
tently funny comedy looks at a closet alcoholic, Dr. llich, who treats alcoholism in others with
an iron hand and a zany therapeutical approach. Between the music of Wagner, a diet in
which apples figure prominently, and exercises that look like a chicken trying to take off
and fly, the doctor is convinced his patients will be cured. What really ails most of them is
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what caused their alcohol problem in the first place, so when the eccentric doctor takes six
of his patients to a nearby brewery to demonstrate the success of his treatment, chaos re-
sults. First the apples taken on the trip are spiked by one patient (two of them “clink” their
apples in joy) and then the brewery management and its own alcohol-addicted crew add
to the patients’ antics...

‘AvBpwriol dixwg pTepd

tou Nikou ZaBBdtn

Agou avauiBoAa o dvBpwrtog Sev eivat MOUA, TTe yiarti 0 SoKTwp ‘INITG, 0 MPWTaYWVIoT G
™mg ESIKIiG Beparneiag Kal QEUPETNG LIAG «TTEPANATIKIG» HeBdSouU aneEdptnong and To
OWVOTVEUQ, EMEVEL Va BAZEL TOUG £EL TAAQMWPOUG AOBEVEIG TOU vVa TPEXOUV O KUKAOUG
naoyiZovrag va netdgouy; Mati ar\d To METayua Tou MouAloy glval 1) Tio KOWVGTOT HETa-
Popda Mg aneAeUBEPWONG Tou AAkoOAKOU ard To mABog, TG opLoTIKIG Bepaneiag Tou. Kat
0 I\Tg, TIoU ETUXELPEl va TNV eTTUXEL e T Biatn EmoTpogr) Tou aAkooAikoU ot ¢uan), eivat
uAoTopag Gt H6Vo TG Kowvotoriag aAAG Kat g autandmg. H peBodoAoyia Tou avarpg-
XEL OTNV apxXaloAoyia mg YuxlaTpIkig, otov 180 awwva Kal Tig andrelpeq Beparneiag péoa
ané «tm Beatpikr} avanapdoTtaon». v MPAgN autd onuaivel Gtt oL aoBeve(s, extég and
™ oTapTIATIKN MEBapxia, TNV UYLEWT] SIaTPOPN HE UNAQ, TNV LMOUPAVIKT TIPOTIOVNOT OtV
Kivnom Tou TouAloy Tiou pabaivel va MeTd, TPENEL Bacika va upioTavTal T OKNVIKY) avana-
pdoTaon Tou TPaUKATog Kat Tou EeMeapoU Toug: va maifouv Toug eautolg Toug Eava kat
Eavd, oe Beatpikd VIeKSP Kal e «ELBIKA EPE».

Méoa Kt €Ew amnd T oknvrj autou Tou pikpoU BeETPoU KUPLAPXEL O OKNVOBEMG-yIaTpog:
€ TO EMPBANTIKG MapdoTtnua, Tov TPpaxid dueco AGyo Kat To Babu BAEUUA Tou, oAopdvepa
oNuAdla auoTnPENG AUTOPUBUIONG, EPUNVEUEL TO POAO VO OYIOU, VITOEIKOU ulepav-
Bpwrou. Mponayavdifovrag adidkomna ) duvaun g BEANONG Kal XopnywvTag Hia urep-
B000AOY(a EKOTATIKIG BAYKVEPIKIG LOUTIKIG, KATAPEPVEL VA KPATAEL TOUG AOBEVE(G TOU
S€ouioug g Bepaneiag. ZTo MPWTO TETAPTO NG Tawiag 6An autr n enidelEn duvaung,
Tapd TV EUAVAYVWOTY) UTIOKPITIKY| TNG, HOLAZEL va €xel pEpet anoteléopara. Ot aoBeveiq
Seixvouv apkeTd KOAG PUBUIOUEVOL OTO KATW®AL TNG aneEdapmong Kt £Tot kepdifouv To
TPOVOULo TG £E630U amnd v KAWIKT yia va JETapEPOUY, oav Biacog ot meplodeia, mv
MapdoTaoT] ToUG OTn OKNI| Jlag ertuxnuévng ZuBomotliag. O otdxog Toug ouvdudlel To
TEPMVOV LETA TOU wPeAipou: 6xt Hévo Ba anodelEouv GTL £XOUV VIKIOEL TOUG TIEIPATpoUq
Tou owonvedparog, dpa dikatouvrat va mdpouv eErmrplo, aAA kat Ba JeTapEPouy Eva
NXNPS QVTIAAKOOAIKS HVUHA OTO TIPOOWIIKG TG EMIXEIPNONG, TO OMOIO TN {NHIWVEL JE TNV
QveEEAEYKTN TAOT TOU P0G TO TOTO.

‘Opwg KTEG TWV TEXWV TNG KAVIKG O TIPAYHATIKOG KOOHOG ival pa ZodykAa mg unep-
BoAr|g kat oL aoBeVE(G, TTOU KUKAOPOPOUV |iE OOIONOPPES OTOAEG KAl TA ONUASIa TG Ka-
TAMEOTIKIG AYWwYTiG OAOPAVEPT OTO OWHA KAL TN CUMMEPIPOPA TOUG, HOLAZOUV EKTOG TOTTOU
KaL Xp4Vvou: gav YEPAOUEVA VEUPGOTIAoTaA Tou KamyiTikoU. ‘Otav otauatolv o’ éva enap-
Xlak6 eoTiaTéplo, peAayxoAKol kal avépexTol, Hmopouv va napayyeAouv HOVO LETAANKS
vepd, evw oto Simaveé Tpamnédl kamolog BaAkdaviog Mapyavrodag karaBpoxBilet Eva ohd-
KANPO YNT6 YOUPOUVOTIOUAO, TIVEL TOV AUIMAKO KAl TEAIKA LETAPEPETAL OTNKWTOG artd T He-
Buopévn kat BopuBwdn napéa Tou. Ta xepdtepo eivat &L piv o Bsam g MPOAdReL va Sexrel
4tin dxapn anooTEPNON TWV HETAVONUEVWV AAKOONKWOV TOUAAGXIOTOV OTHaivel T owmpia
TOUG and TETOla BEQUATIKY) QUTOKATAOTPOMPN, TO AVTIAAKOOAIKG UETWITO EXEL 1N Slappa-
yei oe duo onpeia. Mpwta o yiarpdég kareBdadel Eva nompt uripa EEw arnd To ormikd nedio
TWV A0BEVWV TOU, EVA) UMPOOTA OTA PATIA TOUG, HE Hia Evrova BEaTpIkr] XEIPOVORIa XUvel
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OTO NATWHA TO MOTPL NMOU TOU PEPVEL TO YKapodvt yia va anodelEel v autokuplapxia
Tou. "Yotepa o npwnv AaxelonwAng Toévra, o npeoBUTepog TG opadag Kat avertidektog
Bepaneiag, KAEBeL éva Prnouka aAkoOA and To payali kai To relipapa YAoTpdel oy anop-
PUBHION Kat TO XAog.

MNwg aMuwwg Ba propouoe va eEgAixBel 1 loTopia oe pa Tavia mou aneoviZel Tov akko-
OANOUOS WG CUUITTWHA ag BabuTtepng Kal aviamg KowwvIKrg Slarapaxriq kat 6xt 6nwg Tov
avrhapBaverat o ‘INTg, wg aduvapia g avBpwruvng euong; ‘Otav To HIKPG VOOOKOUEIAKS
Aew@opelo pravel omv €5pa mg {uBoroliag, pia avnouxTikr eéva, mou BupiZet olkovo-
HIKG kpay 1 mOAepo, urntodéxeTal Toug erBareq. To pévo onpeio Lwrig otnv Gdela Kat pe-
AayxoAr| éAn eival pa tepdotia oupd avBpwnwy, rou, napd | Ppoxr, nepiuévouy
avunépova yia éva notrpl nupag, MPoopopd g Emxelipnong, 6rou o ylatpdég npdkerrat
va napouaidoel  pEBoSE Tou. ZTo Selmvo rou napartifetal mpog Tiurv Tou, o ‘IArTg mapa-

| mpel 6Tt pua térola npakTikry evlappuvel enkivduva —av dev npowbel Eexkddapa- Tov aA-

| KOOMOMOS kal 0 pavarikég kahopaydg kat nétmg dieubuvtrig ™G {uBoroliag avtiéyel
| adidgopa: «Eival pua nakid napddoon». Alyo apydtepa o natépag Tou TEAEUTAlOU, LE El-

PAVIOT) YPAPIKOU EMAPXIWTT HIEKPY], KATAOTPEPEL TNV NMONTIOUEVN atpudopaipa Tou Sel-

| nvou: Eeputpwvel and To noubevd yia va Inmioet Savelkd and To yio Tou Kal KataAryel va

SlarnkToTel pe To yiarpd. Aképa o kpauyaA£o Selypa coolaMoTIKOU HAPKETIVYK Eival
éva ytyavtiaio notipt yepdro pripa nou deondlel oty eicodo g etapeiag. «Efval To pe-
YAAUTEPO OTOV KOOWO», loXupiZeTal neprigpava n Karoa, n yorreuTikr} unedBuvn moArmioT-
KWV exdnNAWoEwWY TG eTapelag oav va Eevayel Toug NPooKeKANUEVOUG OToV UPYO TOU

ALPEA, EVW UMOKUTTTEL OTOV QvBPIoHS Tou ‘IATG pe v mpwTn patd.

Ze OUYKPOUQOT) HE TNV NMAvTodUvaprn BEOMIKN MEAyHATIKGTNTA Twv Madwv Kal G erno-
piag Toug, n aoBevikr) hapotpaywdia mg kaBapdmrag rou naoxiet va otmoet o «Blacog»
TWv AAKOOAIKWY, Bev Exel kapa TUxn. Idlafrepa érav naileral péoa «oTo oTépa Tou AUKOU»,
oTI§ eykaraotacelg pag fuboroliag érou ol epydteq SOUAEUOUV KPATWVTAG A pnupa
0TO XEPL HE TIPOKANTIKY) avepeAld, eivat pévo Jimpua eAdxiotou xpdévou va nepdoel n ana-
YOPEUHEVT) 0UOia OTO OWHA Twv KAAEoUEVWY. Ki auté oupBaiver To (Blo kibAag Bpadu, eva
0 avUnornTog ylarpdg PAEPTAPEL CUYKPATNUEVa Le TNV KAtoa oty ermoTtpo@r| Toug and 1o
Seinvo pe To SieuBuvtr) g {uBornoliag. O apetavontog Toévra, pe pa neAwpla ouptyya,
peTayyilet ota piAa Twv oUVTPOPWY TOU TO MEPIEXOHEVO TNG UIMOUKAAAG MOU EXEL KAEWEL
ané mv TaBépva kal Toug Ta popddel TeAeToupyikd. ‘Otav dokiudouv Ta aAkooAouxa
@pouTta, 6oL nabaivouv éva pIKPO OoK, aAAG Kavelg de dlapaptupetal. Maliota n npwnv
noépvn MiAq, nou €xet pret anoAUTwg oTo VONUa, CUVORIZEL LE |Ia XELpovopia TNV rikpr -
pwveia mg oknviig: ToouYypIZeL priAa (oav kpaoonéT™Pa) HE TOV AATTPLO KEPAOTT.

AN 1M OTIyur) MOU 1) «KEPKOMOPTA» TOU AVTIGAKOOAIKOU ppoupiou xel avolket Slariara,
Ta ndén Twv npwraywviotwy avadlovral aveEEAeykta oy empavela. H akaravikm er-
Bupia Tou Toévra yia notod, nou TeAikd Ba kara@épet va Tivagel ) Bepaneia SAwv oTov
aépa. O avikavonoinrog néBog Tou ZTéR0, 0dnyol Tou Aewgopeiou kat xagiE Tou ‘IArrg, yia

™ Suotuxn MeAéva, nou Bpnvel my anwAeia mg kndepoviag Twv nadiwv mg. H aneAmoia
rouneonaouMépxo nou pévo peBuopévog pmopel va naikel xwpliq va Tpaulilel, aAl\d
drav niver, Egxvael Tig ara@xeg Tou. HavaawéhmwnMMnouanmob(b:nvqev&m

menommmmnoﬁammm-mmnm@'mNm

. gyxard@Aewri Tou and T yuvaika Tou, Nou NPOTILNOCE va APrioeL «TETOIOV QvTpax, Onwe A£et

0 ZTéB0 KauapPWVOVTAG TOV, YIa va aKOAOUBNOEL KANOIoV PEPEYYUO KAANTEXVT), EPUAIO
Twv nabuwv, om Malia. Ze ouvduaopd, GAeg auTég oL apviiég Suvaperg 8a SlaAloouv v
TEXVITIT) ouvoxT) TG opdGdag kat Ba Pépouv To Nelpapa Tou yIaTpou Miow oTo undév.

101



102

rképav MaokdahiepiTg

Tnv endpuevn kat potpaia pépa, Alyo miplv mapouciaoTel n KAAA MPOETOIHAcHEVT Kal Sida-
KTIKT} TapdaTaoT Twv aoBevy, pia «autooxEdIa» Kal UNSevioTIKY) avBpwrivn Kwpwdia Ko-
PUPWVETAL OF MIKPOETEIOOSIA TIOU TO MAPAAMANAO HOVTAL Ta avtimapabetel HeBOdIKA.
Zagvikd o ZTéRo kAvel mpdtaon yduou ot MeAéva péoa o’ €va e, YEWHETPIKG OKNVIKO
ané oToiBeg pe MOAUXPWHA Kapaaia, HOVo yia va eloTIPAEEL TNV TATEWVWTIKY) andppupr .
Tautdxpova o ‘INTG Ttivel eKAEKTA MOTA Kat EpwToTPONEL e TV Katoa oTo MOAUTEAEG, Nt
PWTIOUEVO YPAPEIO TNG Mou HOLGZEL pe KaBa pmnap. Xwpig emripnon, ot untéAotrol aprdZouv
mV eukapia va pebuigouv Pe Toug epydrteq g ZuBoroliag. Eivat n ottyur) Tou Mdpko, Tou
Hovadikou nBorolol g mapeag va Aduget. Méoa ot yevikn euwxia, apxidet va anayyeA-
Aet éva ovoAoyo and Tov Eppiko tov 40 Tou MipavtéAo Tdéoo KaAd Tou 1) ¢ppdon «...eloTe oav
Komadt poRaTa, MOUAEPIKA, SLIOTAKTIKA KAt EPHUEPQ...» NXEL TaV AUEDT) KPITIKY) TWV YEBU-
OMEVOV KPOAT®Y TOU. ‘Opng TIOAU oUVTOWA 1) Vi Tou Tov TPodidel. ALETWG PETA EPXE-
TaL n oelpd mg Mika va deiEel 6T n Bepareia g £xel SWOEL KATIOIO AUTOEAEYXO, YLOTL VW)
QPNVETAL KOKETIKA VA TApacupBel O pia Hiker aroBrikn and évav Vo Kal epwtUAo epydm),
apveital va urokUYeL o) peuyoléa emBupia piag oTiyprg Kat SnAwvel 6t avalnrel ota-
Bepr| oxéan. AvtiBeta o INTg Xapilel omyv Kdroa évav peydho opyaopd Kat Ot OUVEXELD,
XWPIG va xAoel oUTe Xvog amd Tr VapKIooWoTIKY akapyia Tou, pixvel KoAUpLo ota pdria
TOU. H amnpoad6KITTn XELPOVouia, EpUnVEUEVT) e Ty eEaipeTm Se&lotexvia Tou Atouuma Té-
vTItg, yiveral mapdgeva dipopoupevn). Mropei va onuaivel oAl Baditepa mpdypara yia 1o
XOPAKTPA EKTOG ard TO TIPOPAVES, GTL TPOoTIabel va oBrioeL Ta onuddia Tou YAoTPRua-
TOG TOU OTO KPUPO ToU TIAB0G, TIou Exel BaABe(l va Egpllwoel amnd Toug GAOUG. s

‘OuWG 0 AVapLORITINTOG MPWTAYWVIOTHS autoU Tou KwkoU pwadikou eivat o ZtéBo. Tu-
PAWHEVOG AT OPYT) YLA TN XUASTITA MOoU ELoEMPAEE ard ) MeAéva, avakaAUTTTEL TOUG UT6-
Aormoug HIodYUpvouq Kal atourti oto pebuat Péoa ota vioug, omou TeAikd o Toévra Tov
KAEIBWVEL kal ETAeL To KAEWD(. Otav, akoUyovtag and ) UKPOPWVIKY) TOU EpYooTaciou
Pwvr} Tou Kupiou Tou, ouveldnrorolei 6Tt o ‘IATg, mapd v aneAmoia Tou and To XAAL Twv
aoBevay, €xel apxioel Ty mapdotaon xwpeiq autdy, o ZTéRo KataBAMeL unepdvBpwrmn
mpoomndBela va eAeubepwbel and ) GUAAKN Tou, xavetal ato AaBUpvBo Twv EyKaTaoTd-
OEWV TOU EPYOOTACIOU Kat KataAryel va kAvel HakpoBoUTt 0To MEAWPLO TIOTTPL Undpag.
MoAU apyd Spwg: ot «nBorolol» £Xouv EKTPOXIAoTEL arnd Toug POAOUG TOUG KAl O YIaTPag,
mou ot B€om Tou 2TER0 XelpileTal droala Ta EISIKA EQE, EXEL TIVIEEL TO AKPOATIPLO OF Ka-
Tvoug Kal maoyilel pdrala va To Kpatrget oy aifouoa pe éva avrinabnrikd, LopaNoTIKO
AoyUdpLo TIoU HOLAZEL avnouXNTIKA e PAaoloTikG TIapaAriPnua.

Ze delTepo eNinMedo, aUTY) 1) aPrjynon G OTAdIAKY|G TITWONG EVOG EMMPHEVOU KAl UTIOKPITT)
KOMTTOYLQVVTT), TIOU amoTUYXAVEL OIKTPd, dTav amonelpdral va eAEyEEL TV YuxT] KAl To owpa
TWV aoBevav Tou, apBpwvel pia Sidgavn TIONTIK TapaBoAr] yia v anotuxia g nyeoiag
™G peTamoAepkng MouykooAaBiag va ouvdudaoel Ta BETIKA TOU avatoAlkoU 0oaIaNoHoU Kat
Tou duTikoU kartaAlopol o’ €va VEO OVTENO, Alya Xpdvia Pty Tov Teayké SlapeNopd g
Xwpag. To ¢pidoko Mg «Bepaneiag pe avBpwrivo mpdowro» Tou ‘INTG urovoei étt o ou-
vmeEn twv d0o ouomudrwy Byrkav oy eNMPAvela Ta apviTikd Toug: 0 Gacifwv autapyi-
Op6G, N EKMETANAEUOT) TOU ATOpOU, 1 SlapBopd, 1 LOOMESWTIKY| YPAPEIOKOATIA. AKGUA TIO
analoiédo&a, N TKEY KATAANEN TG Tawiag Seixvel 6Tl 0 anwWTePOSG OKOMOG TOU «TIPOOSEU-
TikoU» JOVTEAOU TjTav HOVO 1) latidvion Jiag VEag Hopgrig Tupavviag rou eEQUSETEPWVE TA
UTTOKE(EVA TNG OF La Lopgr) TABIACTIKNG TadnTikdmrag. Ma va pn ouoKOoTIoEL auTr TV
avdayvwoan), n oknvoBeoia Tou Maokdhiefitg kpatdel and v apxr) WG To TEAOG NG Tawviag
™ N@AAIa napamenTikGTTd mG, TV aPnynuaTtky peuotémra pag kadapriq opuag
Tou Sev UMEPTOVIZEL TIQ KWHIKEG KATAOTACELG KAl QVaTPOTEG, OUTE MAPACTUPETAL OE HEAO-
SpapaTIkEG OUYKIVAOELG 1) 08 TIPOOPE(G OTO BAAKAVIKG OVERA OTIMOTIKEG UNEPBOAEG.
Qotdoo dev anogelyel va KAe(oeL v Tawvia W' évav oUvTopo ouvalodnuaTikG-romTid erti-
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Aoyo. Otav o pavog kUkAog g Beparteiag Eavapxizel, o ‘I, eEopyiopévog and my npo-
Sooia Twv aobevwy Tou, OTAUATAEL TO ASWPOPEIO TIOU TOUG PEPVEL THIOW 0NV KAIVIKT], TOUG
ByaZel o’ éva npaowo, Bpoxepd Tortio kat Toug Kavel yupvaotikry. Méoa and ta t{aua Tou
Aew@opeiou 6rou Ta pudkia TG BPoxT§ KUAOUV oav aguykpdtrta SAakpua, 0 KPS YI0G
TOU YIaTPOU MOU EKWV AKWV EXEL OUPBE( 0’ GAN TNV EKTPWHATIKY) EKOTPATEQ TOU NMATEPA TOU,
NapaKkoAOUBE( TIG KWHIKOTPAYIKEG PryoUpeg TOUG va kavouv kauyelg. “Yotepa Tig BAEneL va
xavovral riow and éva UYwpa, avefokateBAaZovrag Ta xépla oav atpoPIKES PTEPOUYES.
Byadel Ta yuahid, okouriel Ta pdma kat otpépel To BAEUUa rpog Ta ndvw. Me cut, otov
GEova Tou BAEupaToq Tou natdlol MEPVALE 0TV TEAEUTAIQ EIKGVA: OTOV AMnENTIKO, TUVVE-
praouévo oupave, £EL moulid (6oa kat ot avBpwriol dixwg PTepd Tou ‘IAITg) NeTouv nave-
Hop®a, Meprigava kat eEAeUBepa.

Zemréuppng 2009

Humans without Wings
by Nikos Savvatis

Given that man is not a bird, why does Doctor lli¢, the protagonist of Special Treatment and in-
ventor of an “experimental” alcohol treatment method, insists in making his six miserable pa-
tients run around in circles flapping their arms and vainly attempting to fly? Simply because a
bird's flight is the most hackneyed metaphor of an alcoholic’s liberation from addiction, and sig-
nifies the final cure. And lli¢, who tries to hit on this final cure by violently sending his patients
“back to nature”, is master of both cliché and delusion. His therapy is based on “theatrical en-
actments”, a method that dates back to the very beginnings of psychiatry in the 18th century.
Actually what this therapy mainly consists in — besides putting the patients through a Spartan
discipline, a healthy diet of apples and farcical callisthenics — is having them enact their own
downfall and degradation over and over again, in theatrical sets complete with special effects.

On and off this small theatre the stage director-cum-doctor reigns supreme. With his im-
posing bearing, his harsh directness of speech and his deep gaze — elements that underline
an austere self-control, he plays the role of a post-Nietzschean dbermensch. Continually pro-
pagandising willpower and prescribing an overdose of grandiose Wagnerian music, he man-
ages to rein in his patients with his therapy. In the first quarter of the film all this exhibition of
power, though obviously hypocritical, apparently achieves its goal: the patients seem to be
making good progress on the road to sobriety and eventually acquire the privilege to leave
the clinic and take, like a troupe of «travelling players», their «show» to a flourishing brew-
ery. The purpose is twofold: one, to prove to themselves their own personal achievement -
they are now strong enough to resist the temptation to drink and therefore have rightly gained
their exit ticket from the clinic-, and two, to deliver a strong anti-alcohol message to the brew-
ery staff, whose uncontrolled drinking on the job is harming the firm’s productivity.

However, beyond the clinic walls real life is a jungle, and the patients, who go about in uni-
forms with the marks of their harsh discipline stamped on their faces and behavior, appear to
be out of place and time- like a group of aged Sunday school puppets. Sad and cheerless at a
provincial restaurant, they are allowed to order only mineral water, while at a nearby table a
Balkan Gargantua is consuming an entire roasted pig and drinking himself unconscious until

 his boisterous companions finally carry him away. The worst part is that even before the film
- viewer has come round to admitting that the depressing privations the repented alcoholics are
- being put through will at least result in saving them from such spectacular self-destruction, the

:
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down a glass of beer at the bar, but a little later, in front of his patients, he ostentatiously pours
out the beer from the mug he had ordered in a demonstration of willpower. Then, the eldest in
the group, Ceda, a former lottery seller who has remained impervious to the cure, steals a liquor
bottle and from then on the entire experiment goes haywire and finally collapses into chaos.

The inexorable progression of the doctor’s project to ruin is the logical course of a narrative
in which alcoholism is presented as the symptom of a deeper social ailment and not, as Doc-
tor llic sees it, as a weakness of human nature. When the hospital van reaches the brewery
town, the patients are met by an eerie sight reminiscent of war or a financial crash: in the empty
and dismal town, the only sign of life is a long queue of people standing in the rain, impatiently
waiting for a glass of beer — courtesy of the very brewery where the doctor has come to prove
the success of his new method. At the dinner given in his honor, lli¢ remarks that this practice
dangerously encourages — even promotes-alcoholism. To this the business manager, an un-
repentant bon vivant, simply replies: “It's an old tradition”. A little later his father, a picturesque
local drunkard, wrecks the atmosphere of the refined dinner party by suddenly appearing on the
scene to borrow money from his son, and an altercation with the doctor ensues. An even more
blatant example of socialist marketing is represented by the gigantic beer mug standing at the
entrance of the brewery. “This is the largest in the world” Kaga, the charming P.R. lady of the
company, proudly informs her visitors like an Eiffel Tower tour guide while she falls for the doc-
tor’s manliness at first glance.

In contrast to the invincible dirty reality of passion and its mongering, the weak farce of whole-
someness that the “theatre troupe” of alcoholics tries to put on does not have even the slight-
est chance. In particular as it is taking place in the lion’s den: the brewery itself where the -
carefree employees provocatively hold a beer mug in one hand as they work. Inevitably, it is only
a question of time until the forbidden substance finds its way into the visitors’ hands and down
their throats. This is exactly what happens that same evening when the unsuspecting doctor is
busy flirting discreetly with Kaca after the dinner party. The unrepentant Ceda uses a mon-
strous hypodermic needle to inject the contents of the liquor bottle he has stolen earlier at the
restaurant into the apples which he then ritually offers to his companions. All of them feel a
slight shock at the first bite but nobody breathes a word. Only Mila, an ex-prostitute, quickly re-
alises what is going on and ironically sums up the scene by clinking her apple — as if it were a
wine glass — with that of their mischievous companion.

From the moment the anti-alcohol fortress gate bursts open, the restrained passions of the
protagonists uncontrollably gush forth: Ceda’s invincible need for drink — which causes the final
disruption of the group therapy; the unsatisfied passion of Steva, the van driver and llic’s stool-
pigeon, for the unhappy Jelena who grieves because as an alcoholic she’s lost her children’s
custody; the despair of Marko, the actor who can only overcome his stammer when he is drunk,
but when he drinks he forgets his lines; Mila’s deep insecurity which impedes her from enjoy-
ing an ephemeral love affair; the self-contempt of Rade the musician who is incapable of per-
forming in respectable venues, and can only play music when drunk in wine cellars and brothels;
and finally lli¢’s anger at his wife who left him — “such a man” as Steva admiringly puts it — for
a good-for-nothing totally unreliable artist somewhere in France. All this negative energy accu-
mulates until it causes the disintegration of the artificially coherent group bringing the doctor’s
experiment back to zero.

On the next, and crucial, day, just as the edifying performance is all set to take place, an im-
promptu and nihilistic comedy, staged in short episodes which are juxtaposed by parallel edit-
ing, reaches its climax. Out of the blue, Steva, against a prosaic, geometrical background made
by piles of colourful crates, asks Jelena to marry him, but she refuses him meekly. At the same
moment, llic, in the subdued light of Kaga’s luxurious office that looks more like a cosy bar, is
flirting with her and drinking a choice brandy. Realising that their watchdogs are away, the rest
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of the patients grab the opportunity to get drunk with the brewery workers. This is when Marko,
the only actor in the troupe, comes into his own: amidst the general partying he begins to re-
cite a monologue from Pirandello’s Henry the Fourth, so brilliantly that the line “.... you are just
a flock of sheep, poultry, hesitant sheep...” rings as a direct criticism of his drunken compan-
ions’ sorry state. But then suddenly his memory fails him. It is then Mila’s turn to show that the
therapy has offered her some sort of self-control: she willingly follows a young flirtatious worker
into a small depot but refuses to give in to a passing moment of pleasure and tells him she is
looking for a lasting relationship. In the meantime, lli¢ offers Kaga a strong orgasm and then,
without for an instant losing his phlegmatic narcissism, puts some drops in his eyes. Through
the impressive mastery of Ljuba Tadi¢’s acting, the unexpected gesture becomes strangely
ambivalent. It reveals a much deeper truth about lli¢'s character than just the obvious: a des-
perate attempt to cover up the traces of his relapse into the passion he wants to uproot from
his patients.

Unmistakably, however, the funniest character in this comical mosaic is Steva. He walks away
in blind fury after Jelena’s refusal and finds the rest of the group frolicking half-naked and blind
drunk in the showers of the brewery; Ceda manages to lock Steva in the shower-room and
throws away the key. When Steva hears his master’s voice on the brewery loudspeakers, he
realises that lli¢, despite the desperate state of his patients, has decided to carry out the per-
formance; without him. With a superhuman effort, he breaks free from his prison, gets lost in
the labyrinthine corridors of the brewery, and finally has no other means of escape but to dive
into the gigantic beer mug. Too late: the “actors” have strayed from their roles and the doctor,
who in Steva's absence clumsily handles the special effects, has managed to practically choke
everyone in the audience in a cloud of smoke. They all start to leave as a frenzied llic tries to

- recapture their attention with a moralistic exhortation that sounds a little too much like an ag-

gressive fascist speech.

On another level, this account of the gradual fall of a hypocritical charlatan, who fails miser-
ably in his efforts to control the body and soul of his patients, is a clear substitute — a few years
before the tragic dismembering of the country — for the political failure of the Yugoslav post-war
government to find a model that would combine the best of two worlds: eastern European so-
cialism and western capitalism. The fiasco of the therapy implies that the fusion of both systems
has brought out the worst in both: a fascist-like authoritarianism, the exploitation of individuals,
corruption, and steamrolling bureaucracy. More depressingly, the bitter end of the film shows

~ that the main purpose of the “progressive” model was only to perpetuate a new form of tyranny
- which neutralises its subjects by reducing them to childish passivity. In order not to obscure

this metaphor, Paskaljevic maintains throughout the film an observational sobriety, a narrative

- fluidity and a clarity of form that never insists on the comical situations and twists of the plot,

never gives in to melodrama or to the stylistic extravagance characteristic of Balkan cinema.
Nevertheless, he can't resist closing the film with a short, touching and poetic, epilogue. lli¢, fu-
rious at his patients’ betrayal, stops the van that is taking them back to the clinic and orders them
to start exercising in a green and wet landscape: the therapy's vicious circle is resumed. Inside
the van, behind the windows on which the rain drops glide like so many tears, the doctor’s small

- son —who willy-nilly has followed his father on his demented campaign — watches the funny yet

tragic figures exercising in the rain. He then sees them disappear behind a small hill, flapping
their arms like atrophied fowl. He takes off his glasses, wipes his eyes and looks upwards. A
cut on the boy's eyeline brings us to the last image: in a menacingly overcast sky, six birds (as
many as llic's wingless patients) are soaring high, free and beautiful.

September 2009
Translation into English: Maria Teresa von Hildebrand
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AnatnAd kaAokaipi Tou ‘68 [1984]
Varljivo Leto '68 / lllusive Summer ’68

Iknvo@eoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Gordan Mihi¢

dwroypagia / Cinematography: Aleksandar Petkovi¢

Movrdai / Editing: Olga Skrigin

‘Hxog / Sound: Sinisa Jovanovi¢-Singer

Mouoikr} / Music: Vojislav Kosti¢

KaAAirexvikrj ied8uvon / Art Direction: Miljien Kreka Kljakovi¢
HBomoloi / Cast: Slavko Stimac (Petar), Danilo- Bata Stojkovié (natépag / Father),
Mira Banjac (untépa / mother), Mija Aleksi¢ (nanmoug / grandfather),
Sanja Vejnovic¢ (Bela / aunt), lvana Mihi¢ (lvana),

Dragana Varagi¢ (ddokahog / teacher)

Napaywyég / Producer: Goran Paskaljevi¢

Mapaywyr / Production: Centar Film (Yugoslavia)

AiGpkeia / Running time: 88, 'Eyxpwpo / Color. 35mm

BpaBeia / Awards: Meyaho BpaBeio & BpaBeio Kowvou / Grand Prix & Public Prize -
Orléans FF 1984
MeyaAo BpaBeio Tng Emtpormg/Grand Jury Award - Bastia IFF 1984

Me otopké pdvro tn lNouykooAaBia tou Zrpatdpxn Tito katd ) SiGpkela Twv aneAeu-

. Bepwrikwv Kvnudtwy Tou 1968, n kwuwdia autr pag napouvotdlet tov MNérap kabuwe evn-

Awverat kat avaldntd mv aydnn - twpa rnou avakaAuye mv unapén me. O nartépag rou
elvat évag anduakpog dvBpwriog nou BéAet o Métap va enkevipwOel oToug Babuoug Tou
érot wote va eEaopalioet Eva kaAo péAdov (kat va yivel kaAog pap&otns), éuwg o tio-

. yad6pog nanmnoug Tou Tov karaAaBaivet kat tou Sivel Ti§ katdAAnAeg oupuBoUAES. ZTo ue-
. 1aku, o MNérap epwredetal T veapr) kabnyntpid Tou kat napd Alyo va tiva&et otov aépa
| g onoudéqg Tou 6tav npoonabel va v exSiknBel enewdr) ékave Undvio oTo MOTAuL ue To
. iAo ™g. AMG To ouvaloBnuatiké autd nAnyua Anouoviétat yprjyopa étav o lérap yvw-

. pilet wa xaprwuévn KoréAa, n orola eruokENTETAL TV NMOAN UE A veaviky opxTioTpa.

Kat 1ote o épwrag avolyet Ta Prepd Tou.

- Set against the backdrop of liberalization in Marshal Tito's Yugoslavia in 1968, this comedy
. is about the coming of age of Petar as he looks for love just about anywhere, now that he

has discovered it exists. His father is a distant sort who wants him to focus on his grades

- so he will have a chance at a good future (and be a good Marxist), but Petar’s card-shark

U

of a grandfather understands and offers him the advice he needs. Meanwhile, Petar has a
crush on his beautiful teacher and wreaks havoc with his academic standing by trying to
get back at her for bathing in the river with her male companion. This affront to his feelings
is soon forgotten when he meets a charming young woman who is visiting the town with a
youth orchestra — and love takes off from there.
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®bpog TIPRG o€ pia epnpeia
™G NrouunpdaBka Adkitg

‘Otav Byrike To AtatnAd kaAokaipt Tou '68, itav HOAIG N €ktn Tavia Tou MaokaNeBTg,
KL 1) TILO «TOEXIKN» arnd OAEG TIG PonYOUHEVEG TOU 600V apopd T Sour ToU MEPLEXO-
pévou gG. H evtUnwon autr| dev dnpioupyrbnke pévo eneldr) o Mképav MaokaMepirg
gival évag and Toug o MapaywylkoUq Kal Tio emTuxnuévoug Z€pBoug Habnteég g
FAMU tng Mpdyag, aAAd, udAhov, enedn n avenaiodnt edpaiwon g povetovng
EMAPXIAKNG ATHO0PAIPAg 0NV TAWV(A TOU, 1 XIOULOPLOTIKY) QMEIKOVIOT) TWV TOTIKWV Xa-
PAKTHPWYV, N AKOAOUBIa TWV VOOTOAYIKWY QVAUVIIOEWY, KABWG Kal n TonoBEman mg
eMBiwoNG ™G MPOCWTIKIAG {Wrig TWV NEWWV TG Taviag oto enikevtpo g, cuvdEovTal
dueoa pe TIg dnuIoupyieg Twv daokAAwv Tou enovopalouevou «Tagxikou Néou Kipa-
T0G» (MEVZEN, ®bpuay, Mdaoep...).

To yeyovdg eival, Mwg Ot MPAYUATIKEG CUYYEVEIEG Kal Ol dnuloupyikoi aTéxot Tou Ma-
OKANERLTG — OMWG TO TILO MPOCWTIKG EEOTIAOUA TIOU EVOAPKWVETAL OTNV auBépunT™
@UOoM Kat To HeAayXOAIKO TEMPWHEVO TWV NPWwwV — eival EekaBapol kat mpoPaveig oTig
TIPONYOUMEVEG TalViEG TOU, AN @aivetal 6Tt aTo AatnAd kaAokaipt Tou ‘68 €xouv Bpet
TO SIKAIWHATIKG TOUG OTI(TL.

H méveiun avakAnon Tou mapeAdovTog, TG Tapaxwdoug Kat EVTovng XPovidg Katd
3lapkela g oroiag o 510G 0 dnuIoUPYOS anoxapEmaoe Ty abwdtnrta g Nadikig
Tou NAkiag, wpAZovtag ot OKIA TWV KOWWVIKOTIOAITIKWY YEyovoTwy, Edwae {wr o’
auth Tn oxed6v auTtoPloypapikr Tawia, érou o oevaploypdpog Mképvrav Mixitg ki o
oKknvoBEMG Mképav MaokdaAlepitg Bprikav oAU eUKOAQ [ia Kowvr YAwooa, dnuioup-
YWVTAG LG POMAVTIKY Kal TOAITIKY KwHwd(a, 1] akpiBEaTepa, pia AUPLKS-TIONTIKY ad-
TIpa ™G SPANATIKAG Kal aoTe(ag Xpovidg Tou 1968.

To AnatnAd kaAokaipt Tou ‘68 elval n Aupikr loTopia evog amhou veapou, Tou Métap,
TIOU, O€ KATOLEG TIAEUPEG, HOoLAleL pe Tov Maupo [ritep Tou dépuav, Kt o oroiog mepvaet
TO KAAOKa(pL TNG anopoitorg Tou and To gXoAelo aTnV EISUANAKY| TIATPLAPXIKY) OEP-
Bikn eEoxr, dmou apxiCet va akoUyeTtal n nxw TwV MoAUTdpaxwv, Slebvwv Tdoewv. O KO-
opog tou lMétap eivat Tautéxpova GavraoTikdg Kt aAnbivég, Katolkeiral and yuvaikeg,
QUTA «Ta OKOTEWVA aVTIKEIPEVA TOU TIOB0U evOg veapoU AvTpa», YUVAIKEG TTAVTPEUEVES,
VTPOMAAA GUVOURAIKA KOPITOla, MPOKANTIKEG SAOKAAEG, YEPODEUEVEG EQYATPLES... OL
QadEEIEG EPWTIKEG TIPOOEYYIOELG TOU KAl N KAAOKALPIVY) TOU wpiuavon, cuvdéovtal, ot-
KodopouvTal kat evivovral péoa and eneloddia g wrig oTnv JIKEY TOAN, Ta onoia
emmpedlovral, woTéao, and TI§ EIKOVEG TWV LABNTIKWY avatapaxdv ot ZopRdvvn, oTo
Mapiot, ané Tig PASGYeQ TwV BopBwv vardAu oto Bletvay, and v ouvtpipr g «Avot-
&ng ™g Mpdyag» kat v avarporr] Tou NToUunoek, and Tig Halikég SIadNAWTELG TG
veohaiag rou Tig otapdtoayv pnpootd and t yépupa tou Néou Behtypadiou ev ava-
povr) Tou Adyou Tou ZTpatdpxn TiTo...

ANAG 600 epgavr Kt av eival Ta yeyovota autd otny MPoowrikh Zwr KAMowwy npwwy,
KL e131kd oTou marépa tou Métap, n TadTior| Toug W' autd eival Hévo ermpavelakr, Ki Oxt
n Bdon 1 n kipla artia Twv MPORANUATWY NG OIKOYEVELAg OTO OTIiTL, drtou avlilouy, pe-
PIKEG POPEG 0BUVNPA, OL VEQVIKEG TANYEG TOU MABOUG KAl TNG avanopaaloTikATTag
Tou Mérap (ZAABko Ztiparg).

To daBdnro ekeivo €10g, 1968, KL 6Aa Ta yeyovoTa Tou dev eival mapd éva euxdplaoto
Bounté pe To omoio 0 dnUPYOG AKOAOUBE! GAEG TIG LATAIWOELS KAl TA ECWTEPIKA OU-
valedrjpara tou Métap. O MaokdAePiTg avapépetal oe GAa aQuTd e pia \ria sipwveia,
Kal xapoyeAd kahompoaipeTa otn vooTporia Twv eVNAKWY TNG HKENG TIOANG, eV, HE
™ XPnrom 1nou kAvel atoug Kavoveg g ¢apoag, divel Eupaon oTiq MONTIKEG eEENEEIQ
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™g enoxn|g. Meploodtepo an’ onoudrnote, To £id0g autd Tou eunatypou Ppaivetal ka-
AUtepa oto xapaktrpa tou natépa (Nraviho-Mndra ZToikopItrg), evog aibvia avacpalr
ENapxwt UnarArlou, piag aAnBivriq BaAKavikriq «ke@aArig NG OIKOYEVEIag», KaBwGg
enfong kat o' autév Mg pntépag (Mipa Mnaviarg) n e§ouoia g onoiag neplopiletat
ota «BaAkavikd» PETpa uag pikpng néAng. Tnv wtopia epmioutilel n napouoia Tou
nanmou Tou Métrap (Mixa AAekotTq), evég YONTEUTIKOU ETIIKOUPELOU, TIOU NIPOOdISEL ia
aképa didoraon otny Tawvia. H oxéon tou e Tov Métap eivat ouowdng kat ZwTikrg on-
paoiag yia to EedimAwpa ™mg poipag Twv npwraywviotwv. Aprivovrag ektég Tov na-
Tépa kal dnuioupywvrtag pia yépupa emkowwviag petagy nammou Ki gyyovou, o
MNaoxdAiepirg kaAel To Beartr| va nPoPAnUaTIoTe! MAvw ot OUYKPOUOT) TWV YEVEWY, OTIG
NOIKEQ MPOKANTELG KAl TIG OUVEMELEG TNG.

H otopia Twv yoviwv Tou Métap, ot ouvtoueg avadpopuég oTig Siebvelg moATikég ava-
TapdaEelg, n avaxwpenon g SHOPPNG veapr|q ToExag — Tou veavikou ndboug Tou Métap,
oL POKANOELG TG Poupvaplooag, TG BiBABNkapiou kal mg pappakonotou, 6Aa autd
Ta BaupaoTd pag pikerg moAng, anoteAolv Yneideq pe avBpwriveg HOPPEG o éva
Hovadiké pwoaikd. H Baokr yneida eival ekeivn oTo KEVTPO, Kelvn Mou oupBoAIlel v
KATamANKTIKY) Oknvr) oty ornoia o natépag, pe ddkpua and kabapr) avlpwrivn aduva-
pia, dlaknpuooet 611 a&idel pia kaAutepn {wry, aAd dev embupel kapia Mok aAaym.
O @6Bog eival mo duvardg an’ 6Aaq...

To AntatnAd kaAokaipt Tou ‘68 elval n) ouvaloBnuatikr NapatrenoT Tou dnuioupyol
Y1Q TN CUHNEPIPOPA TWV armAwv avlpwnwy katd ) Sidpkela Jiag nmoAU onUavTIKig loTo-
PIKA xpovidg, otnv onoia, av T doUue and v patd Twv véwv, dev mg opeilouy Tinota
1o 1dlaitepo. Eival pia kakonpoaipetn Tawvia, MANUUUPIOUEVN e TNV aTtpuéopalpa Tou
®6ppav kat Tou MEvZeA, nou papTupa Tig akadnuaikég kataBoAég Tou MaokAMERITS Kt
eniong 6t o (310G, WG dNuIOUPYOG, AV KEL OE [a NBIKY kat AUpIKY) epnelpia nou dev Ba
YEPAOEL NMOTE.

louAiog 2009
Metdgpaon: Kwvoravrivog MNAatiwmeg

A Tribute to an Adolescence
by Dubravka Lakic¢

When the lllusive Summer '68 appeared, it was only Paskaljevi¢'s sixth film, and the most
"Czech" of all of his earlier works as far as the structure of its content was concerned. This
was not achieved only because Goran Paskaljevi¢ is one of the most productive and most
successful Serbian students of Prague's FAMU, but rather because the subtle monotonous
provincial atmosphere in his film, the humorous portrayal of local characters, the succes-
sion of nostalgic memories, and making the intimate survival of the film's characters focus
point, are directly associated with creations of the masters of the so-called "Czech New
Wave" (Menzel, Forman, Passer...).

The fact is that Paskaljevic¢'s real affinities and creative objectives — such as the intimistic
surge that embodies itself in the spontaneous nature and melancholic fates of the charac-
ters — are clear and obvious in his former films, but it seems that in lllusive Summer they
have truly found their rightful home.

The mournful evocation of the past, of one turbulent and intense year during which the

- author himself bade farewell to his own innocent childhood, reaching maturity in the shadow

of social-political events, gave birth to this semi-autobiographical film where scriptwriter
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Gordan Mihi¢ and director Goran Paskaljevi¢ easily found a common language, at the same
time creating a romantic and political comedy, or more precisely, a lyrical-political satire of
the dramatic and humorous year that was 1968.

The lllusive Summer '68is the lyrical story of one simple young man, Petar, similar in some
ways to Forman's Black Peter, who spends his post-high school summer, in the idyllic patri-
archal Serbian countryside where the echo of tumultuous and worldly tides is beginning to be
heard. Petar's world is both imaginary and real, populated with women, those "dark objects
of a young man's desire", married women, shy girls of his own age, provocative teachers,
busty workers... His awkward advances and maturation over the summer are connected,
built and linked through episodes of small-town life, which are nevertheless affected by im-
ages of student unrest at the Sorbonne in Paris, napalm bomb flames in Viet-Nam, the down-
fall of the "Prague Spring" and the toppling of Dubcek, the massive youth protests that were
stopped in front of New Belgrade's overpass to await Marshal Tito's speech...

But however present these events are in the intimate lives of certain characters, espe-
cially in Petar's father's, the identification of these same happenings are only external, and
not the basis nor the main cause of the family troubles at home, where sometimes painfully,
Petar's (Slavko Stimac) youthful wounds of passion and indecision have blossomed.

That notorious 1968 with all its events is only a pleasant hum with which the author fol-
lows all of Petar's frustrations and internal feelings. Paskaljevi¢ refers to all this with mild
irony, and smiles good-naturedly at small town adult mentality, while by his use of the con-
ventions of farce, the accent is placed on the political realities of the times. Above all, this
kind of ridicule is seen through the character of the father (Danilo-Bata Stojkovic), an eter-
nally insecure provincial clerk, the true Balkan "head of the family," and also the mother
(Mira Banjac) whose authority is reduced to the true "Balkan" and small-town scale. The
story was enriched by the presence of Petar's grandfather (Mija Aleksi¢), a charming epi-
curean who adds an extra dimension to the film. His relationship with Petar is vital and cru-
cial to the unfolding of the protagonists’ destinies. Leaving out the father by creating a
bridge between grandfather and grandson, Paskaljevi¢ calls upon the viewer to reflect on
the conflict of generations and on its ethical challenges and consequences.

The story of Petar's parents, rapid flashbacks of worldwide political turbulence, the de-
parture of the beautiful young Czech girl — Petar's youthful passion, the provocations of the
baker woman, the librarian, and the pharmacist, all those small town wonders, all those
are pebbles with human profiles in a unique mosaic. The key pebble is the one in the mid-
dle, the one that symbolizes the startling scene in which the father, with tears brought on
by pure human helplessness, declares that he is for a better life, but not for political change.
Fear is stronger than everything...

The lllusive Summer '68 is the author's sentimental observation of the behavior of ordi-
nary people during one important year in history, to which, when looked upon from a youth-
ful viewpoint, its contemporaries owe nothing in particular.

This is a good-natured film, full of Forman and Menzel's atmosphere, that testifies to
Paskaljevi¢'s academic roots, and to the fact that as a creator, he also belongs to an ethi-
cal and lyrical experience which will never grow old.

July 2009
Translation into English: Patricia Andjelkovic¢
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®UAakag ayyehog [1987]
Andjeo Cuvar / Guardian Angel

IxknvoBeoia-Zevapio / Direction-Screenplay: Goran Paskaljevié
dwroypagia / Cinematography: Milan Spasié

Movrdag / Editing: Olga Skrigin, Olga Obradov

"Hxog / Sound: Sini$a Jovanovi¢-Singer

Mouaoikr / Music: Zoran Zimjanovié

KaAAirexvikri 8ieuBuvon / Art Direction: Milenko Jeremié
HBonoioi / Cast: Ljubisa Samardzi¢ (Dragan), Jakup Amzi¢ (Chayne),
Neda Arneri¢ (Mika, n kow. Aertoupydq / Mila, the social worker),
Saban Bajramovié¢ (o natépag Tou Toaivé / Chayne's Father),
Mejaz-Majo Pasi¢ (Junko)

Napaywydg / Producer: Goran Paskaljevi¢

Napaywyrj / Production: Singidunum Film, Jugoart, Morava Film (Yugoslavia)
AiGpkeia / Running Time: 88", ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: BpaBeio CIFEJ / CIFEJ Prize - Rio de Janeiro 1987

Aiaxpioeig / Distinctions: Zuppetoxr) oto Aekaneverjuepo ZknvoBeTwy - PeoT.
Kavwv 1987 / Participation in the Director’s Fortnight - Cannes IFF 1987

O puAakag dyyeAog o' autrj T okAnpn Tawvia eivat autdég nou dev NPooTatevel Ta ukpd
nadid Twv Tolyydvwv and to va nwAnbouv okAdBol ot ouupoples opyavwuévwy n-
Tidvwy, NoptoPoAddwy kat KAEPTwv o' 0AdkAnpn v Eupwnrn. Ané ) otyur nou 6a
unouv otn «80uAeld», autd ta nawdid avryuetwnilovratl ue Bavavoo TeOno Kat n napat-
kpr ane@ela nAnpwvetat ue akpala oadlotikd Baocaviotripia. v tawvia BAEnMouue nwe
akoun Kt 6rav kanowog evdiapepBel yi' autd ta naidid kat ta Bonbrioet va Eepuyouv an’
autr v Katdaotaorn, EAdxoTa urnopouv va karopBwoouv apou, akoua ki av éva natdi
EMOTPEYEL OTO XWPLO Tou, ouvroua nelBetral va nwAnbel kat ndAL yia va unopéoet n ot-
Koyéveld Tou va Tpagel.

The guardian angel in this harrowing film is the one who doesn't protect gypsy children
from being sold into virtual slavery with gangs of organized beggars, pickpockets, and
thieves all over Europe. Once “on the job", these young children are treated viciously, and
even the mildest disobedience is met with extremely sadistic tortures. However, in this film,
even when someone from outside takes an interest in an individual child and tries to help
him escape this situation, there is little he can do, because even when the boy is returned
to his home village, he is persuaded to sell himself again so his family can eat.
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Aaytdpa yia dikaioouvn
™m¢ Ntéumnopa Mnavyk

H apdotaxtn, ouxva pataiwpévn, Aaxtdpa yia dikatoolvn rou Kuplelel oOASYuxa Toug
Apweg Tou Mképav MaokAAEeRITG PTAVEL G’ Eva GUYKIVITTIKG anokopupwpa otov dUAaka
AyyeAo Tou 1987. [dwpévn and pia andéaraan 22 xpévwy, n Tavia eEakoAouBei va eivat
KAUOTIKY) KAl KATAMANKTLIKY], TUALYHEVT] OE Jla HUOTNPLddn alpa pehayxoAiag mou apé-
0WG UMOBNAWVEL WG MOAA TiEpLoodTEPa KpUBovTal Mow am’ TNy eMm@Avela g LoTo-
piag. dawvopevikd, apopd To EUMOPIWY TWV NMABLWV TWV Tolyyavmy, Tou andyovral,
nwAouvtay, 1} «daveilovrar and ToUG CUYYEVEIG TOUG 0 AEUKOUG SOUAEUTIOPOUG 0NV
Eupwrm, érou ta ekpeTtaletovral domiaxva wg Intidvoug kat kKAEPTeg. Kat’' autr) mv
gvvola n tawia eivat TpodyyeAog TOU POMAVTIKOTIOMNUEVOU E(50UG YIa TOUG EUTUXIOME-
VOUG Kal TOUG BUCTUXIOMEVOUS VOUAdeG mou olvtopa Ba epgaviZétav (o Kaypdg twv
Totyydvwy Tou Kouotoupitoa Byrke Tov EMOUEVO XPOVO) Kal MPOAEYEL TNV MAnBwpa
TWV TAWVLWOV TIOU Slepedivnaay To BEWA NG MapAvounG HETAVACTEUOTG amnd TNV AVaToAr
katto Noto pla dekaetia apydtepa. Eival oxedov povadikr oTo nwg anekoviet To avtl-
Kelevo TG wg éva EEvo MOAITIOO oL vOpoL Tou oroiou dev umopouv va evtaxBolv oe
1} va yivouv anodektol and T AuTIKY] Kowvwvia.

Av Kat n Tawvia anotelel éva duvatd KowwvioAoyiké oxOAwo, eival, wotéoo, mavw ar’
6\a n woTopia Tou dnpoatoypddou Ntpdykay, evog évtidou avdpa, evoq (autdrm) pap-
TUPQ, Kal EVOEXOUEVWG TOU UAAKa ayyEAou Tou TitAou. O NTpdykav, Tov onoio uro- °
dletat o AoupniZa Zauaptditg (Evag dnUoPIAng nboroldg mou ypriyopa €yive oAU
YVWOTOG Mapaywyoq Kat oknvoBETNG), elvat Evag YONTEUTIKOG, EKAETTTUCHEVOG BEAL-
YPadElog, mou EEpel mwg karnviZouv To TolyAapo Kal mwg popoulv Ty kanapvriva. Ta ye-
Aaotd Tou pdria ouvdudlovratl W' éva UKPO, HOVILO XapOYENO TIOU OUXVA HOLAZEL EKTOG
TOmou — agou, o€ TENKN) avalua, Taipvel ouvevteUEelg amnd UiKpd naidid mou €xouv
anaxBel and Tig olkoYEVEIEG TOUG Kat €Xouv TArPpwG urtotaxBel. Metd and Afyo, To ¢t
Alk6 auto xapdyeho anoktd éva eidog andkooung onuaciag, oav o Ntpdykav va ritav
KATL IEPLOTOTEPO and anmAOG PEMOPTER, KATL TTLO KOVTA 0’ évav mpootdmm ayto. Otav yi-
vetal pilog pe Tov Todly, éva dyplo naidi mou 0 aAKOOAIKOG TOU MATEPAG TO TOUANTE
aTov povoxelpa douléunopo Mouoa, Eekiva ia KaAoTpoaipeTn avBpwrtoTIKY] aro-
OTOAY| pE anMPOBAENTO AMOTEAECHA.

e G\\o eninedo, o NTpdykav eival K o 510G vag TAnywEVog Avdpag mou Zet VoG, Xwpig
va ExEL EMAPN e TV arnoEevwpévn Yuvaika Kat To Yio Tou. H eppiovr] Tou va «BonBrget: Tov
Todw va Bpet pia kaAdtepn {wrj propel va e&nynBel wg pia acuvedinm avadyjmon evog avtt-
KATAOTATT) YIOU YIa VA UTIOKATAOTHOEL EKEVOV TTou £xace. ‘Otav mpwToouvavtd To ayopl oe
jta opadIKY) CUVEVTEUEN UMG TV EMOTTTEQ JLAG KOWWVIKY|G AsttoupyoU, o Todw — Tov oroio
unodUeTal Xwpig (xvog ouvaioBnuaTiopou 1 oUoToANG o Makourt AuZik, TToU TIPOEPXETAL KAt
OTnV MEAYHATIKOTTA and LA TotyyAvikn KowaTrTa — £ival To Tio eresTiké and Ta nawdid, To
Ny6tepo ouvepydao. O Ntpdykav padaivel wg To natdi eivat TaAavtoUxog LoUoIKAg, oav
TOV MATEPA TOU, KAl 1) TEPIEPYELA TOU TOV 0BNYE( OTO HUOTNPIWSEG HEPOG TTOU, 0TV Tawia,
elval yvwoté wg n MoéAn Twv Totyydvwy, Jia PTwxoyerrovid arnd XapdoTira, owpous OKou-
udlv kat adéomota youpolvia drou puodyupva nadid pe Bpduika npdowna naifouv kat
AvBpwrot {ouv 600 KAAUTEPA UIMOPOUV, £XOVTAag ETATREWEL Eva MANd eRPaiKG VEKPOTAPEID
OE TIPOoWPLVO HEPOG dlaBiwong.

2710 0OUPEANIOTIKG QUTO XWPO, TTOU CUVUNIAPXEL LIE TIG TIPOOEYHEVES, BAPETA OLOIEG OEIPES
OTUTWV TOU KopouvioTikou BeAtypadiou, o Ntpdykav Exel TIG PWTES TOU QWIAX(ES HE TOV TO-
TG TipoioTapevo, mou apveftat aBevapd ot yiveral epnédplo nawdwy. Onwg kat va €xeL, 0
Todw dev elvat exel. Endépevn otdon, frahia, ériou o Ntpdykav KAvel KAToleg EPEUVES 0TV Tie-
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ploxr) Béveto kat avakaAurttel To ayopt urodouAwpévo otov agévir Tou, Moloa. Avti va
eEayopdoel Tov Mouoa, énwg Ba riBeAe o Todiy, otrivel wia nayida oe ouvepyaoia pe mv
raAikr) aotuvopia- o Mouoa épwg EeyAlotpd elkoAa ané ta dixrua Toug agou npwra Ba-
oavioet To ayopt. Eivat n otyuri mou o Ntpdykav Egyeldet Tov eautd Tou 0Tt éva EUTUXIOUEVO
TéAOG elval Suvartdv- erPBiBaleral oe éva TPévo yia To Beltypddi pali e ToV HWAWTIOUEVO,
QGAAG EUYVWHIOVA IPOCTATEUGHEVO TOU, VopiZovrag 6 Ba {rjoouv pal{ eUTUXIopEVOL Yia AvTa.

O1 Tawvieg Tou Maokdhiepirg dev avadimoav noteé Tig EUKOAEG AUCELG, OUWG, Kat 0 PU-
Aakag AyyeAog, and autr T oTyur], El0Ayel pia GAAn kataypagr] mg NPAayHankstmnrag.
Eva) npv n 35mm kdpepa KivnuatoypapoUoe TIG TOYYAVIKEG PaBEAES, WG Eva KOUUATL
uYnAoU EMMESOU VTOKIMAVTEP, TWPA 1 OKNVI| LETABANETAL OE £vaVv KATVIOUEVO, OVEL-

' piké vuxTeEPIVE KOOHO MOU MTAAAETAL Artd TNV UNVWTIKY HOUOIKY Tou Zépav Ziuldkopirg. O

HéBuoog narépag Tou Todw Tpayouddel To KaBnAwTIKG pouoikd Béua Tng Tawviag yia To
WG apPWOTNoav N yuvaika Tou Kl 0 YI0G TOU Kl EKEivog fiTtav MoAU GTwxdq yia va Toug
Bpet Beparneia, péxpt mou évag YUAaKag AyyeAoq Tou epPavioke o’ éva OVELPO Kal Tou
napriyyee va opdagel éva kabapdaipo, aompo kpldpl. Tpayoudiopévo extég Tou agn-
ynuatikoU mMaioiou SAwV Twv NPWWV TG Taviag, To UNMEPPUOIKG AUTO HOUCIKO VTEP-
AoUdlo avaykdalel To Beartri va oke@Tel TIg artieg g grwyiag. Eniong, elodyet myv TeAkr

. maparetapévn oekdvg g Tawviag oty onoia o Ntpdykav mmyaivet yia tekeutaia popd

oty MNéAN Twv Totyydvwy kat anoppo@drat evreAws, onwg ota MNadida tou MNapadeioou,

- and TV EKOTATIKY| HOUOIKT], TO XOPd Kal TOug eoptacuoug. H aioBnon kivduvou mnou ka-

padokoUoe oe OAn T Sldpkela TG Taviag perarpénetal oe kabapd TPOHO aTov OTeVS Aa-

© BUPWVEO TWV YERATWY Kamvé SPOHWV Kal TOU HEBUOUEVOU EERAVTHMATOR,.

H tawia teAewvel, petd ané 85 évrova Aenrd ota onoia kabe ywvia mg kapepag ka
KGBE ypauur] Tou SIaAGYou HETPAEL, HE pia avTioTpo@r] TG AYng movZé and yepavo
nou Gvolge v Tawvia. ESw €ykerral To HuoTriplo: av oto apxiké mdvo nou Eexivael ané
ToV oupavd Kal Tavel oto oniti Tou Todwy, n orTiky ywvia eivat autrj Tou AyyéAou, Tot-
avou ormikr} ywvia eivat autd To TeAikéd MAdvo nou npokalel avarpixiha; Téroleq epwti-
oelg BéTouv pévo ot oroudaieq Tawvieg otig ornoieq 1 dladikacia g Kvnuatoypaenong
eivalr avanéonaora Sepévn He To vénua g otopiag nou neptypagetal. O duAakag Ay-
yeAog eivat ofyoupa pia and autég.

louAiog 2009
Metdppaon: Zwi-Muptw PnyonouAou

Yearning for Justice
by Deborah Young

The searing, often frustrated yearning for justice that fills Goran Paskaljevi¢'s characters with
heart and soul reaches a poignant climax in Guardian Angel of 1987. Seen at a distance of 22
years, the film is still pungent and astounding, enveloped in a mysterious aura of melancholy
that insistently suggests much more lying below the story's surface. It is, ostensibly, about the
human traffic of gypsy children who are kidnapped, sold or “rented” by their relatives to white
slave traders in Europe, where they are mercilessly exploited as beggars and thieves. In this
sense the film is a precursor of what was shortly to become a romanticized genre about happy
and unhappy nomads (Emir Kusturica's Time of the Gypsies was released the following year)
and forecasts the explosion of investigative films about illegal immigration from the East and

. the South a decade later. It is almost unique in depicting its subject as an alien culture whose
* laws cannot be contained within or co-opted by Western society.

115



116

rképav MaokdhiepiTg

Though the film is a powerful sociological statement, however, it is above all the story of
the journalist Dragan, an honest man, a witness, and presumably the guardian angel of the
title. Played by Ljubisa Samardzi¢ (a popular actor soon to become a well-known producer
and director in his own right), Dragan is a charming, sophisticated Belgrader who knows how
to smoke a cigarette and wear a trench coat. His laughing eyes are matched by a small, con-
stant smile that often seems out of place — he is, after all, interviewing young children who
have been kidnapped from their families and beaten into submission. After a while, this
friendly smile takes on a kind of otherworldly significance, as though Dragan were more than
a mere reporter and something closer to protective saint. When he befriends Chayne, a wild
boy whose alcoholic father may have sold him to the one-armed trafficker Musa, he launches
into a well-intentioned humanitarian mission of unpredictable outcome.

On another level, Dragan is himself a wounded man who lives alone, out of touch with his
estranged wife and son. His obsession with “helping” Chayne to find a better life can be ex-
plained as an unconscious search for a surrogate son to replace the one he has lost. When
he first meets the boy in a group interview under the supervision of a social worker, Chayne
— played without a trace of sentimentality or self-consciousness by Jakup Amzi¢, who comes
from a real gypsy community — is the most aggressive of the children, the least cooperative.
Dragan learns he is a talented musician, like his father, and his curiosity leads him to the
mysterious place known in the film as Gypsy Town, a shantytown of hovels, garbage heaps
and unfenced pigs, where half-naked tykes with dirty faces play and people live as best they
can, even turning an old Jewish cemetery into makeshift living quarters.

In this surreal space, co-existing with the neatly boring row houses of Communist Bel- '

grade, Dragan has his first skirmishes with the local boss, who vehemently denies children
are being sold. In any case, Chayne is not there. Next stop, Italy, where Dragan does some
investigating in the Veneto area and finds the boy enslaved to his master Musa. Instead of
buying him off Musa, as Chayne would like, he lays a trap with the Italian police; but Musa
easily slips through the net after torturing the boy. This is the moment when Dragan illudes
himself a happy ending is possible; he boards a train for Belgrade with his bruised but
grateful protégé, imagining they will live together happily ever after.

Paskaljevic’s films have never gone for the easy solution, however, and Guardian Angel,
from this point on, enters another register of reality. Whereas before the 35mm camera filmed
the gypsy favelas like a slice of heightened documentary, now the scene shifts to a smoky,
dreamlike night world pulsing with Zoran Simjanovi¢’s haunting music. Chayne’s drunkard fa-
ther sings the film’s haunting theme song about how his wife and son are sick and he was
too poor to find a cure, until a guardian angel appears to him in a dream and orders him to
slaughter a pure white ram. Sung outside the narrative framework to all the characters in the
film, this eerie musical interlude forces the viewer to consider the reasons of poverty. It also
introduces the film’s long final sequence in which Dragan goes to Gypsy Town for the last time
and finds himself immersed, Children of Paradise-style, in trance-like music, dancing and
festivities. The sense of danger that has been lurking throughout the film turns into sheer
fright in the narrow labyrinth of smoke-filled streets and intoxicated revelry.

The film ends, after an intense 85 minutes in which every camera angle and every line
of dialogue count, with a reversal of the high-angle crane shot that opened the story. Herein
lies the mystery: if, in the opening shot that starts in the sky and tracks into Chayne’s house,
the point of view is that of the Angel, whose is that shiver-inducing closing shot? Questions
like these are only raised by great films in which the filming process is inextricably bound
to the meaning of the story being told. Guardian Angel is certainly one of them.

July 2009
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O ka1p6g Twv Baupdrwy [1990]
Vreme Cuda / Time of Miracles

Zxknvo@eoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Goran Paskaljevié, Borislav Pekié¢

(Baoiopévo oto opwvupo BiBAio Tou / based on his novel)

dwroypagia / Cinematography: Radoslav Vladi¢

Movrai / Editing: Olga Skrigin, Olga Jovanovié¢

‘Hxog / Sound: Sinia Jovanovié-Singer

Mouoikr / Music: Zoran Simjanovi¢

Ixediaopég mapaywyrig / Production Design: Miodrag Nikoli¢

H@ormoloi / Cast: Pedrag Miki Manojlovi¢ (Nicodimos), Dragan Maksimovi¢ (Lazarus),
Svetovar Cvetkovi¢ (0 veapdg Meooiag / young Messias), Mirjana Karanovi¢ (Martha),
Danilo-Bata Stojkovi¢ (lan), Mirjana Jokovi¢ (Maria)

Napaywyoi / Producers: Goran Paskaljevi¢, Biljana Prvanovi¢

Napaywyr / Production: Singidunum Film (Yugoslavia), Channel Four, Metropolitan
Pictures (UK)

AiGpkeia / Running Time: 98°. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: BpaBeio FIPRESCI / FIPRESCI Award - San Sebastian IFF 1990
Tawia g xpovidg ot MNouykooAaBia / Film of the year in Yugoslavia

Aiakpioeig / Distinctions: Zuppetoxr) oto Aekaneveruepo ZknvoBetwy - ®eot. Kav-
vwv 1990 / Participation in the Director’s Fortnight - Cannes IFF 1990

O B’ NMayx6ouiog MoAeuog Exet uoAlg teAetwoet. Ot kouuouvioTés Bplokovrat otnv e§ou-
ola. Metd ) vikn Tou paotopou, 0 ENOUEVOS OTOX0S Tous elvat Eexkdbapog: n eEaAewm tou
Ocou ~ ua dadikaoia yvwotr 1oTopikd Kt ané dAAeg enavaotdoelg. Ze [ua UKpry ylou-
ykooAapikr) noAn, érav to torukd oxoAeio kaiyeral kat anogpaoiletat oto £§¢ ta uabrj-
uara va yivovrat otnv eKKANoia, 0 TorKoG KouUatapxns enyével -napd tg diauaptupieg-
oV EMKAAUYN TWV ayloypaQuiv Kat Toloypa@uuyv. ZUvtoua ot EIKOVES arokaAurTovrat
Kat ndAt niow an’ o oofdrioua kat o aokarog Aalapoug, o ornoiog néBave ano eyxkau-
para nou unéotn otnv nupkaytd, avaocraiverat. 'H prinwg teAwa dev elxe nebdver; O MNko-
pav MNaokAAEBITg kararuaveral pe Tis SIAPopeS HOPPES nioTng ~BpnoKeUTIKNG Kat
KOOUIKTIG—, Kat M€ TO A0 rou autég Suvduet yewouv.

World War Il has just ended. The communists have come to power. With fascism defeated,
their next task is clear: the eradication of God, a process historically familiar from many rev-
olutions. In a small Yugoslav town, when the local school burns down and classes are
moved into the town church, the local Party leader insists — despite protests — that the
church'’s icons and murals be painted over. But soon the icons begin to reappear through
the whitewash, and the schoolteacher Lazarus, who died of injuries sustained in the fire,
rises from the dead. Or could it be he didn't die at all? Goran Paskaljevi¢ plays with the
clash of faiths - religious and secular -, and the fervor they engender.

19
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MeTéwpn emoxn
Tou Avtpldvo Mkapvtt

To épyo Tou Mkdpav MaoKANERITG EXEL CUVEIOPEPEL OTUAVTIKA, and Ta HEoa g dexae-
Tlag Tou *70 péxPL Ta TEAN NG Sekaetiag Tou '80, otV Katavenom g YIouyKooAaBIKig
kowvwviag. ‘Eva avepd mou, Slapéoou g 131altepng MePLyPaPnq MG UPrG TWV KOWVWVI-
KWV OXECEWV, KABWG KAl QUTWV PETAEU TWV YEVEWY, UMOPETE VA EENYNOEL TIG SUOKOAEG
KaBwg Kat Tig dtapatvopeveg mbaveg eAmideq péoa o’ éva totopikd mMaiolo mouoto oe
avTtipdoelg.! H évBepun mPoorAwoT) Tou oTa AToHaA, KPATWvTag GHWG TIG AMOCTATELG
and Ta érnola KaBnouxaoTika oupnepdopara: autd eEaN\ou dev ritav Kat Téoo SUOKOAO
va Ta aAleUOEL 0TA QVadUOUEVA CUNITTWHATA TTOU TIPOEKUTTTAV arod TIG TILO XAMEPTE(G Kau
TEPIBWPIAKEG KATAOTATELG YIa TAPAdelyua, ia PIGIKr) SUoTILoTia TIPOG TOUG ATEPEG Kal
and v AAAN Jia EMPUAGKTIKSTITA TIPOG TOUG VEOUG, TIou évtag natdid kat Bpara pag
YEVIAG UMEPBONIKA KOPPOPHUIOTIKIG, (pAvralav Hovo wg BepatopUAakeq aBepaidmrag,
patalodogiag kat PeudaloBrioewy. Mia LOTOPIKY] Kat NOIKN TPAYHATIKOTITA TOU EiXE PO-
31460 OTIG O TPAYIKEG MAPEKKAITELG Kal (0wg e uTEPBOAIKT| atyoupld otnv opn
Kpion, 6nwg 6a prnopoUcape va MPOCOETOUE EK TWV UGTEPWV.

3TO £L0AYWYIKO TOU KE(UEVO Yia Tov Mképav MaokAAeRITg, 0To MAQ(OL0 TOU aplepw-
parog oto €pyo Tou Tou dlopydvwaoe To Bergamo Film Meetings to 1988, o Giuseppe
Ghigi Tévioe peTa&u AAwV: «Kapia and Tig emtd peydlou prikoug tawvieg Tou dev aoxo-
Aeital pe Tov MOAENO NG aneAeUBEPWONG, TNV KOAEKTIROTOMOT TWV KAANEPYT oWV
edapwv, T PriEn He Tov ZTAAlY, Ta peydAa mpoBArjuata g edpaiwong Tou CoolaAl-
ouoU (n Tio cuyyevikn pe To Béua autd eival n tawia Ewdikr) Beparteia). To BAEUMa Tou
OKNVOBETN oTpEPeTal aAAoU, 0NV «Q0THAVTT», GUYXPOVN TPAYHATIKOTNTA, OTa HIKPA
unap&lakd dpduara mou eUMAEKOUV VEOUG Kal YEPOUG, OToV Kabnuepivo péxeo yia ermt-
Biwom, omv replBwptonoinony. Ki eivat 6Aa aAnBivd, 6oo eivat aAnBivé Kat To Yeyovog
ott miow anoé ekelivo To BAEUNA, TOOO OTEPEQ AYKIOTPWHEVO 0T GUYXPOVN EMOXT, deV
propel mapd va elval autovonTn n UNapén Hlag ormikng okordg KaAd e3palWHEVNQ
OTO Va KPIVEL TO TIEPIEXOHEVO TWV YEYOVOTWV Tou TN dnuioupynoav. Ki av n unapgn
autg TG amoyng Sev «UETAPPATTNKE» TIOTE O€ EIKOVEG, AuTO ogeileTal emniong oto
Yeyovdg Oti, mapadootakd, n EVaoXOANon HeE EKEV TNV LOTOPIKN TIEPIOSO AViKE OTO
EMOVOUATOHEVO «AEUKO OVEHA», TOV KIVINATOYPAPO TOU «YIOUYKOTAGBOU UMapmdx», oy
oTiq deKaeTieg Tou '60 kat Tou ‘70, Bplokdtav oe erionun aviinapddson e To «uaipo
olvepd», TIOU 1jTav VEQVIKG, OPYLOMEVO Ki ETIIOETIKG TIPOG Ta olyxpova ripofAruata.

‘Otav o MaokANeRITg anopdaioe va acxoAnei Ue To acuvrBloTo yU' autév B€ua, n
kardotaon eixe 1dn emdelvwbel, Kat n xwpa Tou eixe Bublotel otnv ARUCTO TIoU GAoL
yvwpiloupe. O KIVNUATOYPAPLOTIG TO anopaciZet Alyo mpiv and Tnv TEAIKN rTaon,
wBoupevog and Tnv avaykn va avaloylotel Tig Babitepeg aitieg plag anoouveeong
ou eixe 110N apxioel. «TnTawia mpeénet va v det kavelg wg Tpaywdia g TUGAWONG
niou odnyel oto pavariopd, oy avapiwon mg avBpwrivng BAakeiag, aA\d Kat wg Jia
ELOAYWYT] OTN ONHEPLVY] KATATTAOT): OTNV TMTWOT] OPIOUEVMV IGEOAOYL®Y KAl TNV ava-
YEvvnom KAmolwv AAAWV Ol OTIOIEG, XPNOILOTIoIVTAG Ta Bla péoa, anodewviovrat egi-
JOouU ETIKIVOUVEG».?

O MaokaNepitg, Aomdy, SLaAgyel yI' auTr) TV oduvnper Kataduor) oTo apeABdV wa
EexdBapa aAAnyopikr} mpoogyylon. Ta oTopikd yeyovéta anoteholv To Govro (Bpt-
OKOUQaOTE OTOV ZEMTEUPPLO TOu 1945, 0 MOAEHOG HONG EXEL TEAEWWOEY), Hali HE TIG TO-
AITIKEG Kal IBEONOYIKEG ETIMAOKEG TIOU Ta OUVOSEUOUVY Ot {wEg GHWG TWV KATOIKWY TOU
XwptoU oUvVTopa Pnaivouy O A «METEWPN EMOXT|» (EMOXT) OPANATWY, AMOKAAUYPEWY,
Baupdrwy), érou 6Aa Ta evAEXOHEVA TUYKPOUOVTAL Yia [ia TEAeUTAa Gpopd, TPV 1 ETL-
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BOAr) TG opaASTNTAg and TOUG VIKNTEG, OroloL KL av eival autol, unode(Eel noleg nép-
Teq Ba npénel va napapeivouv oploTika kAeloTéG. Kal eival TEAIKG, o' autrjv v enox,
n orofa Aetoupyel wg LOTOPIKY) SIaXWPLOTIKY YPauur, mou Ta droua, ot MPdEeig kat Ta
Adyla avadeikviovral péoa and pia noAUNAOKN aneikévior), To TeAkd vénua mg ornoiag,
6nwg moAU owotd napatrpnoe o Paolo Vecchi?, Sev prnopel va eivat auté evég npona-
yavdioTtikou guAladiou pe MONTIKG MeplexOpevo. «<H aAAnyopia arnokaAurTet (...) v
anouoia vorjuarog nou evedpeUel 0TO vONua (...), TIG KATAOTPOPIKEG SUVAUELG TTIOU
Spouv oty lotopia. H oxéon avaueoa ota onueia kat oo vénua yiverat npopAnua-
TiKn. Ynapxouv Ta onueia aAd to vénud toug katappéel. To onueio napouaidetal wg
andéonaoua, ondpayua, Opadoua, ouvtpiput. Mveral, dnAadr|, akpiPwg Eva arinyo-
piké onpelo»*. AkohouBwvrag Aonév autd To povondri, H enoxr twv Bauudtwv GEPVEL
Oe oUyKpouom TI§ pHEPEG NG loTopiag pe To oToixnua Tou lepou, agrivovtdag pag oto
TEAOG va QvaAOYIOTOUHE NMAVW OTA AMOopEVAPIa TOU KOWVOU Toug vauayiou.

O MaokdNiePitg dev emvoel, oUTE MPOOPEPEL PPOUBEG EANIBEG MapPNyopIds. ZTo pi-
KPOOKOTIKO Ki EUBANUATIKG Xwplouddkt g Biraviyla dev ouykpouovral 0o Siapope-
TIKG oup@épovta (6tav pnaivel oTnv PHEoT TO CUMPEPOV Ui avaouykpdTn o), E0Tw Kat
npoowpivr, eivat ndvra duvartr)), aAAd 0o KOoHOBEWPTOELG Yia TOV KOO, U0 I5EEQ
nou Sev anodéxovral cuppiBacud pe Toug avtindioug, napd Yévo v unotayr Tou.

H tUpAwon rou dev emTpEneL 0Toug avBpwnoug va £pBouv avTIETWTOL e TNV EUMEL-
pia, kat va enw@eAnBolv an’ autrjv, akéua kat and my Mo acuvriBloTn, EKSNAWVETAL WG
HETaPOPA HEOW TNG NaPaBOANG TWV TOLXOYPAPLWY TTIOU KAAUTTTOUV TOUG TOIXOUG TNG Mi-
kPNG ekkAnoiag Tou xwptou. H mpdagn mou emKUPWVEL TNV EMEPXOHEVT] KOWVWVIKY] XEL-
pagemon, elvat n erkaAuYr Toug pe Eva oTpwHa aoBEoTT), £T01 WOTE va OTAPATI|TOUV
va Hetadidouv To euayyeAIKO TOUG UVUMA OTIG EMOUEVES YEVIEG, ONWG E(Xav KAVEL pE
OAeg TG nponyoupeveq. To TeAeutaio (akdpa ki av ritav To povadikd, Ba rirav idn ap-
KeTo) and pia oepd Baupdrwy, nou anoteAel Tov enidoyo g Tawviag, eivat n opLoTIKY
Toug auTé-eEapavion, oe avTioTolia pE TNV anégaom g KowaoTrTag: v emAoyr] Toug
va unv BAEnouv avti va agricouv avoixro - SlaBéoo Tov eautd Toug aTnv au@iBoAia.

Qot600, kat oTo GAO oTpardnedo Ta npdypara dev eival kaAitepa. H okdruun owri-
HOUYYQUApa TOU EPNMITN, TOU QIVIYHATIKOU QUTOU «Jeooiar» ou EpXETal yia va KAOovi-
OEL TOV ENAvAoTaTikd evBouoIaoud TwV XWPIKWY (TOUAGXIOTOV OXt TwV o aSIGAAKTWY)
eival idn éva onuadi Gpvnong enkovwviag, To onoio odnyel avandé@eukra ot ou-
yKpouaom kat otny eruke(pevn firra. Tt pEAAOV uropel va €xel pia anok@Auyn rnou ano-
noteirat T ddvaun Tou AGYou Kal EMMIOTEUETAL HOVAXA TNV AnenTIK 1oxXU TwV
yeyovotwy; Akun kat Ta Baduara propouv va nAnywoouyv étav oupBaivouv xwpiq Sid-
Aoyo o onoiog va propel va Ta arrioAoyel kat va unootmpilet  Siddoon Tou vorjuatog
Toug. Ki eival akpiBwq autd nou oupBaiver. ZTo TEAOG 0 HUOTNPIWSNG MPOOKUVITTIG ME-
@reL oy nayida mg NEoKatdAnyng Twy XwPIKWwy, ot onoiot Sev To oképrovral Seu-
TEPN POPA VA TOV TIHWPNIOOUV HE TOV THO OKANPO TPdno, and tn otiyur nou dev
avranokpiBnke oTig NPoodokieg Toug...

Cineforum, Tx. 334, Mdilog 1994.
Metagpaon and ra rakixd: Kwvoravrivog NAanwmeg

1. BA. A Piccardi, “Personale Goran Paskaljevi¢ - Un cinema di sentimenti per comprendere la vita®, oto Cinefo-
rum, Tx. 276, louAiog - AUyouoTog 1988.

2. MNedpav Naoxdefirg, and 1o press book G Taviag.

3. BA. xpmirig ané nig Kaveg Tou Paolo Vecchi, oro Cineforum, Tx. 295, louviog 1990

4. Benjamin, I' allegoria e la tradizione del marxismo, ouvévreuln Tou Guido Guglielmi orov Romano Luperini oto
Allegoria, Tx. 2/1989, oeA. 130
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Suspended Time
by Adriano Piccardi

From the mid ’70s until the end of the '80s, the cinema of Goran Paskaljevi¢ has contributed
valuable information to our understanding of Yugoslavian society: a cinema that, through
its distinctive description of the texture of social and generational relations, could elucidate
the difficulties, as well as the apparent possible hopes in a historical context that is rich in
contradictions." His devout attention to people also kept him from setting his mind at rest
by coming to any reassuring conclusions. Those were easy to find through the emerging
symptoms caused by the most humble or marginal situations; for example, a significant
disbelief towards the fathers and a mistrust towards young people, who, as the children and
victims of a generation too devoted to conformism, understandably seemed to be the bearer
only of uncertainties, pretensions and illusions. A historical and moral condition predis-
posed towards the most tragic deviations and, as can be added in retrospect, with a much
too easy sense of the future.

At the opening of Goran Paskaljevi¢’s tribute, which took place at the Bergamo Film Meet-
ing in 1988, Giuseppe Ghigi said: “None of his seven feature films deal with the War of Lib-
eration, the land collectivization, the break off with Stalin, or about the big problems of the
consolidation of socialism (the most explicit is Special Treatment). The director is looking
elsewhere, towards the “inconsequential” contemporary reality, the small existential dramas
which involve both the old and the young, the everyday labor of life, marginalization”. And it
is all true, as it is true that behind a gaze so firmly focused on the present day, there has to
exist a viewpoint that evaluates the content of the events that produced it in the first place.
And if this point of view hasn’t been rendered through images, it is due to the fact, that tradi-
tionally, the treaty of this historical period belongs to the so-called “white cinema”, the cinema
of the Yugoslav father who, during the '60s and the '70s, was officially in opposition to “black
cinema”, young, angry and aggressive in its treatment of the present day issues.

When Paskaljevi¢ decided to deal with this, unusual for him, subject, his country had al-
ready sunk in the abyss that we are all aware of. An instant before everything plunged into
disaster, the filmmaker decides, urged by the need to meditate on the deeper causes of a
degeneration already in progress. “The film has to be perceived as the tragedy of the blind-
ness leading to fanaticism, as the revival of human stupidity and as an introduction to the
present situation: the collapse of certain ideologies and the rebirth of certain others, that,
by the use of similar weapons, appear to be equally dangerous.?

So Paskaljevi¢ chooses, for this painful submersion to the past, a clearly allegorical ap-
proach. The historical facts are the background (it's September 1945, the war has just
ended) together with the political and ideological implications that accompany them, but the
lives of the village inhabitants end up being caught in a sort of “suspended time” (a time of
apparitions, revelations and miracles), where all possibilities are clashing one last time,
before the normalization imposed by the occasional winners will finally show which doors
will have to stay permanently shut. And it is finally in this era, which works as a historical
line of division, that people, actions and words are highlighted through a complex repre-
sentation; its final meaning, as Paolo Vechi® so correctly noticed, cannot be that of a polit-
ical propaganda pamphlet. “The allegory reveals (...) the absence of meaning that in turn
entraps the meaning itself (...), the destructive powers that operate on History. The relation
of the sign to the meaning is lost. The sign is set as a fragment, a splinter, a ruin. It becomes
an allegorical sign”.* Following this path, Time of Miracles causes a collision between the
days of History and the stake of the Sacred, and leaves us in the end to contemplate on
the remnants of the common failure.




Goran Paskaljevié

Paskaljevi¢ doesn't fabricate or propose any consolatory hopes. In the tiny and em-
blematic village of Vitanija it's not two different interests that are colliding (when interests
are at stake, a reconstitution, even if temporary, is always possible), but two different world-
views, which leave no space for compromises with the enemy, apart from its surrender.

The blindness that keeps humans from confronting (even the most unusual) experience
and benefiting from it, is figuratively presented by the parable of the frescoes that cover the
walls of the small church. The act that sanctions the oncoming social emancipation is the
covering of the frescoes with quicklime, which won't allow them to keep on exercising their
evangelical function as they did for the previous generations. The last (even if it were the
only one, it would be enough) of the miraculous events, which also closes the film, is their
definitive auto-deletion, in accordance with the decision of the community: the choice not
to see, instead of allowing themselves to be open to doubt.

Meanwhile, in the other camp things aren’'t much better. The intentional silence of the her-
mit, this mysterious “messiah” who arrives to shake the revolutionary enthusiasm of the
villagers (especially those who aren't fanatics) is already a sign, the one of a negated com-
munication that inevitably leads to conflict and to defeat. What kind of a future can a reve-
lation have when it renounces the power of speech and relies only upon the intimidating
force of the facts? Even miracles can cause traumas, if they lack a dialogue that drives
and supports the transmission of their meaning. And that's exactly what happens. In the
end, the mysterious pilgrim falls in the trap of the peasants’ superstition, who don't have a
second thought about punishing him in the cruelest way, once he has not fulfilled their ex-

pectations ...

Cineforum, 334, May 1994
Translation from italian into English: Konstantinos Platiotis

1. Cir. A. Piccardi, “Exhibition Goran Paskaljevi¢ ~ A cinema of sentiments in order to understand life”, in Cineforum,
n. 276, July-August, 1988

2 Goran Paskaljevic, from the press book of the film

3 Cir. Recension da Cannes of Paolo Vecchi, in Cineforum, n.295, June 1990

4 Benjamin, The allegory and the tradition of Marxism, Guido Guglieimi interviewed by Romano Luperini in Allego-
nan, 2/1989, p. 130
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TANGO ARGENTINO [1992]

ZxknvoBeoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Gordan Mihi¢

dwroypagia / Cinematography: Milan Spasi¢

Movrdai / Editing: Olga Skrigin

"Hxog / Sound: Sinia Jovanovi¢-Singer

Mouoixr / Music: Zoran Simjanovi¢

Ixediaopég mapaywyrig / Production Design: Miodrag Nikoli¢

HBomoloi / Cast: Nikola Zarkovié (Nikola), Predrag “Miki” Manoljovié (natépag / Father),
Ina Gogalova (untépa / mother), Mija Aleski¢ (kUptog Mémopirg / Mr. Popovic),
Predrag “Pepi” Lakovi¢ (Galitch), Mica Tomi¢ (drjuapxog / mayor),

Rahela Ferrari (Nana), Carna Manoljovié (aSeAgr] / sister),

Svetozar Cvetkovi¢ (veapdg / young man)

Napaywyoi / Producers: Dragana lli¢, Goran Paskaljevi¢

Napaywyr / Production: Singidunum Film, Vans (Yugoslavia)

AiGpkeia / Running Time: 93'. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: BpaBeio Kowvou / Audience Award - Venice IFF 1992.
Méya Bpapeio / Grand Prix, BpaBeio Kowvou / Audience Award, San Francisco IFF, 1993

O dexdxpovog NikbAa eivat oAU o npooyelwuévos, nio BETIKOG Kat rio enayyeAuariag
art’ 600 ot yovelg tou. O narépag tou, SdokaAog pouotkng rou kepdilet tn {wn tou nai-
Jovrag o€ yduoug, TOaKWVETAl OUVEXELQ LE TN yuvaika Tou yia 1o or(ti, Ti¢ SOUAELES TG,
TG XPOVIES NUIKPAVIES TNG KOPNG TOUG Kat TV akaravikntn €AEnN Tou Nnpog Ti§ XOVIPES.
H untépa tou NikdAa Ydxvel aneyvwouéva yia douAeld. Mpog to napdv Bydlet ta npog
1o {nv @povrifovrag nAkiwuéva droua oto onitt tou§ e t Boribewa tou you me. Zu-
vroua, 6An n douAeld népret otov NIkOAQ, Kt EKelvOg TNV KAvel ue npayuatxn aydnn.
DEpvel Toug NAKIWHEVOUS OE enagr) Tov évav ue Tov dAAov, toug Byalet and v anoud-
vwor), Toug eunvéet képt ywa  {wr). Ze avrdAAayua, ol kavoupytol nanmnoudeq divouv oto
nadi v aydnn kat ppovrida rnou otepeirat and Tous yovels Tou - idialtepa o apxnyos
mQ yepovronapéag rou, wg naAdg rpayoudotiq kat Aativog epaotrig, E€pet va {et ™
Lwnj Tou. EEetdlovrag ue Aertrotnra 1o Bua twv nAkiwuévwy kat e diyag tous yia {wn
uéoa and to npioua Tou eveoUOIaouoU TOu ayoplou, N Tawvia Sinyelral pa ovyKvnTikn
otopia pe Béua éva SidAeyua and 1 okAnper npayuanxkémra me 1pitmeg nAkiag.

Ten-year-old Nikola is much more down to earth, positive and professionally-minded than
his father, a music teacher who makes his living playing at wedding parties. He is con-
stantly quarreling with his wife over the house, her job, their daughter’s chronic migraines
and his insatiable lust for fat women. Nikola's mother is in desperate need of a job. For the
time being she earns her keep by looking after old people at their homes with her son's
help. Soon, the job load falls on Nikola who puts a lot of love into it. He brings the old peo-

ple together, pulls them out of their isolation and rekindles in them the desire to enjoy life.

In return, the new “grandpas” give the boy the tenderness and attention he lacks from his
parents. That is especially true of the leader of the “Grandfather gang", an ex-singer of tan-
gos and a Latin lover who knows how to live life to the full. Delicately exploring the subject
of elderly people and their wish to live as seen through the child's exuberance, the film nar-
rates a moving story about a break in the everyday harsh reality of the third age.
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ZTPATNYIKEG TNG YUXIG

T0U AvtleAo SIVIOPEAL

STV nepirtwor) tou MaokdAeRitg, Ba unaivape oTov MEPAoHd va HAiO0oUHE KaTtd KG-
TIoloV TPATIO YIa TNV KAatdoTaaon g rpwnv MouykooAaBiag, yia Tov MOAE|O Tou Kata-
OTPEPEL TN XWPA, yla Tiq BlaldtnTeg mou kabnuepiva dlanpdrtovrat oe Bapog Twv
YUVAIKGV, TOV MadLdv, Twv nAKwpEvey. ©a urnopoloape V' avapepBolpe otn oép-
Bikn KaTaywyr TOU OKNVOBETT, va EVTOTOOUE EUKOAEG QVTIBETELG, Va MAIEOULE UE TNV
UToTIBSUEVT a8PAVEL TOU SIAVOOUKEVOU, HE TNV ETIAOYT] TOU Va PEVEL EEw amnd Ta npdy-
HaTa, KE TIG PAVOHEVIKEG PUYEG TOu. H pogavi|g kataotpo@n eivat Téoo duvarr, ot
EIKOVEG NG OUNPOPAG Urrkav T6go emipova oty kabnuepvr) {wr) pag, mou duoko-
AEUGLAOTE VA OKEPTOUUE OTL Uropel va uMdpxel KATL AAAO [...]

[...] =to Tango argentino o MOAepog dev UNApXeL. Yndpxouv 6uwg, Téoa mpdypara
TIOU O TIOAEHOG OKOTWVEL Kal TOoa MPAypata mou eivat katd Tou MoAEHoU, evavTiov
ornoloudnnote MoAEpouU. Ydpxouv 1 ¢avraaoia, n abwdmra, n avaykn karavénong, n
euBpauotdtnTa, n aduvaia, n €vdela, 0 pORog, 0 AUTOOXESIAoNSG, N dlabeoudmra,
n BAiYn, To BAPPOG, N KV uN, N VooTakyia, ) oTopyr), To kKAdua, n dlackédaom, N eAnida,
Ta xpwpata, To BAEPUA... Mpdypata mou «MepEPYws» ouxvd mpénet va EavaBpolv To
SIKaiwpa va urtdpxouv, MEdn To evOLAPEPOV TOU KOTUOU eivat aA\oU, arnacXoAnpEVO
ot dnpoupyia Tou mévou. Tou akpaiou, Tou andAutou Tiévou. H erBoAr] Tou vikntm,

1} KOAUTEPQ, EKEVOU TIOU Y1a VA VIKIOEL avaykAlel To SlapopETIKG amd Tov eauTd Tou —

KL QuTo To and mepAapBAvel pia TepdoTia andéotaon- va oTepneel To MPWwTapXIKS di-
kaiwpa va Zioet m Lwn). M’ autd prnopoupe va doUpe Ty Tawvia Kat «and T oKorid Tou
moAgpou». Emetdr] katd Baog eival To onpeio KKIVIONG TWV CUCTNHATWY TIoU Bepie-
AlOVOUV T VOUILOTIOMOT] Toug otV EANAEWPN avoxng, OTNV KaTarnieon Twv aduvatwv
KAl TWV SLAPOPETIKWY, OTN HEXPLG ETXATWY UTIEPACTILOT) TWV OKOVOUIK®WY CUUPEPOVTWV
TIOU OUVSEOVTAL UE TA TIPOVOLLA.

O Kwnuatoypdpog Tou MaokAAeRITg avtavakAd [ia GUVETELA TIOU TIOTE dev EAElE
ot Sldpkela g dekanevraeTouq SladPouriq ToU. SUVEM®G KL QuTr, N TEAEUTaia Tou Tat-
via, mapoAo Tou Ppatvopevikd arnoagtactonoleiral and T BLlatdTnTa TwV YEYOVOTWY, HIo-
pel va 1Bwbel wg akdéun pia and Tig MOMEG mMPAkelq avrioTaong anévavrtl os pa
Kowwvia, n omnoia napd Tiq eppaveig al\ayeg, ouvexilet va avtipetwnilel Tiq ouykpoU-
OEIG OTO ETWTEPIKOG NG HE TN AOYIKT] TNG KATAOTOAN|G Kat Tou eE0REAOLOU TOUG. [...]

[...] O 0€pBog oknVoBETNG B¢ BioTATE MOTE va AMOSOUNJEL LE EUPUIA KAl EIPWVEIQ TOU
13e0AoyIKOUG UNxaviopoug tng eEouaiag, aAAd kat v ouctaoTikr kat xudaia n\ibidmra
Toug. Kal To ékave mmyaivovrag He To HEPOG TwV aSUVATWY, TWV MEPIOWPLOTIOMNUEV®Y,
TWV AANOKOTWV Kal TwV TPEAWV. AUTWV, TTOU EUTUXWG, SeV EXOUV TN duvardétnta va gup-
METEXOUV OTNV adpAvela Twv BEoUWY, 0T POUTIVA TG MPOCAPHOYNG OTOUG KUPIapxXoug
Kavoveq. AUT®V GUWG, TToU AV Toug EeoTtolv ot SLakpioelg, MapdAo Tou, av TO KaAo-
£EETACOUE, Elval POPEIG LIAG KPITIKIG UMAPELAKT|G OTAONG, CUXVA PI{OOTIAOTIKAG.

AKawpaTIKA aviikouv o’ autriv v opdda ta matdid kat ol nAKiwpévol. Ta mpdta enedn
elval avunepdoTiota, ouxva apapeAnuéva kat xperaZovratl Borjfsia nou SUoKoAa cup-
BiBateral pe Tig SpacpidtnTteg Twv evnAikwv. Ot Sedtepol eneldr eivatl MAEov Axpnatol,
XpetaZovrat MoAAY) gppovtida agpou dev eival oe B€om va autoeEurmpetm8ouyv, {wvravol
MAPTUPEG Iag mapakuriq dixwg eAnida. Ta pev kat ot e emmBapuvouy, anaralolv Xpvo,
elval evoxAnTikd epnédia yia Toug evijAkeg, Tou elval urnepBoAKA anacXOANUEVOL LE TIG
ivtpiykeg g otkovopiag kat Twv ep@rwv. ‘Etot, pnopel va oupBel va ouvavmBoulv ot 3uo
nAk(eg kat va emvorjoouv and kowvou pia HEAQYXONKH oupBiwor), Jia MEPI yNnoT oty
eAnida yia v’ avréEouv EUKOASTEPA TNV EYKATAAEWN KAl TN Anopovid.

Wopr
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To Tango argentino agnyeital éva napautl nou pag Ponda va Eavappoulpe v ai-
oBnom g karavénong kat g anodoxrq Twv aduvdtwy. To péoo eival éva naidi nou
Hag SISACKEL TIG OTPATNYIKEG NG YuXNG Kal pag kaBodnyel avapeoa oTiq eKMAKEELG
nou eppévouy niow ané Tov npéwpa avayyehBévra Bavaro. Tnv npayuatkéTnTa
yvwpifoupe kaAd. O unapktég coolaAloudq eival pakpvr) avauvnon, n ayopd empdi-
A&t ta anapaBiaota dikawpard mg. O NikdAa, 0 HIKPOG MpwTaywvIoTHg TG Tawviag,
eival mpwt’ an’ 6Aa kat GBeAd Tou To BUNA NG YEVIKEUNEWNG Haviag Twv avBpwnwy v’
arnoktrioouv xpripara. O natépag, Tov naipvel pall Tou HEPIKEG POPEG, OTIG SIAPOPES
ekdnNAWoelg 6rou ndet va nai&el pouaikr, HAAAoV yia va ouyKaAUYel Toug oeEOUaAL-
KOUG MePLoTIacpouq Tou. H untépa eivatl moAU anacxoAnuévn Le Tig Phodokieg g va
KAVEL KAPIEPA YIA VA TNV anacyoAoUv Ol analtrioelg TOU YIOU TG, TIOU EMMAEOV TOV ETtL-
Bapuvel pe To kabrikov mq BoriBelag npog Toug NAKIWKEVOUG, Tou 1) (Bla avélaBe 6xt
BéBala and unavBpwrm didBeom, aAG yia va kepdioel kanola napandvw xpriyara. O
Nik6Aa eivat éva BAppévo ayopl o To OTEAVOUV OUVEXWG EBW KL EKE(, TOU OL YOVEIG TO
XPNOoIOMoLoUV yia Ta Sikd Toug CUHPEpPOVTa, OTEPNUEVO and T gPovTida kal TV npo-
ooxr) and v onoia, 6nwg 6Aa ta nadid, £xel andéAutn avaykr.

Onwodnnorte, eivat TPopakTiké va Bpiokeral kavelq T6oo vwpiq pévog, étav evoTi-
KTwdwg xpeldleral my npootaocia Tou evijAikou Kat pall 4’ autrv pia otadepr) Kat ou-
uroveTikr kaBodriynon yia v' avtigeTwnioet Tig avanodiég kat Tiq SuokoAieg g {wnig.
MBavérara, o NikéAa dev karahafaivel 6An autr v avaoTdrwon yia npdyuara rnou
ota pdna tou dev €xouv akfa, ofyoupa Spwg EEpet 6Tt Tou Aeimel KATL MOAU onpavTikd
Kal autd Tov kavel va avtilapBdveral éva TepaoTio kevé. Opwg, Sev urnopei va kavel Ti-
note, enewdr| n eEouoia Twv evnAikwv eival unepBoAikd peyain kaw 3e Ba tov eEurnpe-
ToUOE OE KATL N npoomndbela va nPooeAkUoEL autouq mou eivat ouveldntd moAu
QArao)OANHEVOL HE TIG AVTAYWVIOTIKEG OXEOELG. To MPWTo HEPOG TNG Tawviag elval n ne-
plypaen evég kéopou nou anoteAeitat and avBpwnoug andpakpoug petakl Toug, and
mv arnoyn ™G QUOIKNG undotaong, ald kupiwg cuvalodnuatika kat néikd. ro Ni-
kOAa, akpiBwg eneldr| Bpiokeral otn B€omn Tou efaoTriplou BUpartog — KL autd eivat
akoun mo neloTikd av AdBoupe undyn to veapd g nAkiag Tou — avariBeral To kabrj-
KOV va QEPEL OTO PwG TO MAEYHA TOU EYWIOHOU Kal Twv StarnAokwv kat padi 1’ autd myv
abAdtnra kat To aiodnua SiaAuong nou SLlanepvouV TIG KOIVWVIKEG OXETELS.

O Naokdhiepirg de Seixvel TpuPpepdTNTa OUTE anévavTt oTov KGO NMou aAAZEL, Onwg
Sev 1O £€KaVE OUTE arévavTi 0To NMPONYOUHEVO KABEOTWS, HOAOVOTI 0" EKElVO ouvavToUuoe
Kaveig xapaktpeg eEaipetikd oupnaBeig ki avakAAuTTTe, £3W Ki eKel, HEYAAEG pWYHES
avBpwridg kat avatpenTikig auBevrikdtnrag. AviiBETwg, potalet va Bée va net 6Tt Sev
npénel va €Xoupe kauld autandrn, 6t ta navra efeAiooovral doxnua, 6 n kardp-
peuomn g 3eoAoyiag avrikabioraral and v Mook évdela, and myv .oonédwan
TOU PEPVEL O KATAVAAWTIONOG Kat and Ta piked kat xudaia kaipookorika 13ewdrn). Kat
o' aut mv Tawia, ermBepaiwdveral n anaoi6doEn Siddeon Tou oEpBou oknvoBET, N
nenoiBnon 6 Ta peydAa ouotripara npokalouv ot kABe nep(MTwon pla 1onédwon
npog Ta karw. ‘Etol, kivelral avaueoa oto evoxAnTiké yeyovég, naifovrag kat o xapti
™mg arubavomrag kat mg npékAnong, énwg omy Tawvia O xapdg Twv Bauudrwy, kai o'
exelveg TIg NEPLOXEG Tou nepiBwpiou nou BpiBouv and pwveég nou Sev akouyovrat, and
xarameopéveg embupieg kat ayvonuéva Baoava' neploxeéq Opwg érnou ermBuuwvouv kat
To napaEevo, To napdioyo, n YeudaioBnon, n duoruotia, To Gvepo.

O uxpog NikoAa pabaiver va yvwpilet Toug nAiwpévous kat va oupfiaver palf Toug.
. Ap)Xik@ Toug npooeyyilel povo enedri n unrépa Tou XPeldZeTal KANoov va Ty avrika-
- raomoet. Ev ouvexeia poipaZeral m {wry Tou palf Toug, npooBérovrag T povagid Tou
© om S Toug. M’ auTév Tov TPONO, TO NAS( AVAKAAUITTEL LA NPAYUATIKY Kotvwvia, Ka-

-
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Tavoel 4Tt autol ol dvBpwrol dev xouv mayel va fouv, mwg eivat oav BipAia mou dev
gxouv akdpa dlaBaoTel wg To TEAOG Kal ot Aiyeg oeABEG ou anopévouy auvexifouv va
eival yepudreg and my EKMANEN Twv ouvalobnudatwy, g emvonaong, Twy avauvioewy.
M’ autoug GAwoTe, Pnopel va BLdoel pia ox€on évrovng apolBatdtrag. Tnv avaykn
Tou madlol Tou ViwBouv ot NAKIwHEVOL avTioTabuileTat and v avdykn mou VIKBEeL To
nadi y autolg Kat pévo yia To Yeyovos, E0Tw, OTL avamAnpwvouy Katd KAmolov Tpéro
mv anouoia Twv yovidv. O NikéAa Egpelyel amnd v aotdbela TG OIKOYEVELAKTG E0Tiag
Kkal Bpiokel katapuylo o’ €vav dyvwaTo TIAQVITT TIoU otyd otyd kepdilel vikd ) duoTt-
otia Tou. AUTO TIOU YA TN UNTEPA TOU 1TaV pia anacxdAnom oav onoladrimote GAAn, yia
Keivov YIVETaL ) OIKOYEVELA TIOU TIOTE TOU, (0Wg, O YVWPLoE. AvaKaAUTTTEL TV aduvapia,
A\ Kal Ta TEXVAoUATA TIOU EKE(V XPNOLHOTOLE] yia va unv maparmBei art’ To va eivat
uéoa ota mPAayuaTa. AlAroT®VEL WG PIOPEl v’ anodIWEEL TV apaitnon, mwg ot po-
va&ld pnopeil v’ avoiel pia xapapdda, akdpa Kt dtav ) avriotaon o’ auTrv Kovteuel va
eEavtAnBel. MaBaivel 6tL ) avapvnon dev eivatl pévo omadodpdunon, 6Tt n vootalyia
dev eival pévo akivnoia, aAAd 6Tt autég UMmopouV va KpaTroouv T okéYn wvravr Kat
TO BAEUUA OTPANKEVO OTOV KOOHO. AvTiAapBdvetal 6Tt o vBpwrog, o kaBe dvBpwrog,
£XeL BUVATGTITEG TOU MPAYHATMVOVTAL 1) HEVOUV OTO oupTdpl, aAd oe kaBe mepirtwon,
400 eival Zwvravol, Bpiokovral pe To €va nédt oto pENoV. Mévov o BAvarog avakdrTet
v Urnap&n Kat v TomoBeTel avapeoa aTa avTiKeUeva mou urmpgav, kat ToAAd and Ta
oroia, oxed6v OAa, KataArjyouv va xaBouv oto Timota. [...]

[...] Yndpxel kamnota peAayxoAikr| oupnddela otov MaokdAeRits, n auvaiodnon ot ot
ipwég Tou dev eival oe BEon v aAAGEouv kat MoANA pdyparta kat 6Tt mote de Ba Tpa-
Bri€ouv MAvw TOUG TNV MPOCTOXT] TOU KGOHOU. YIApxXeL OHwG 0" autoug 1 TOAUN TOU TPe-
AoU Tou diyeiTat Tig LOToPIEG TOU XwpPig va AapBdvel undyn TOU TNV UNIOXPEWOT TNG
aAnBogdvelag. Motelouv OTNV MPAYHATIKOTNTA TWV PAVIACIWOEWY TOUG, OTNV UG-
0TaoT TWV OVEIPWY TOUG, HEXPL va eMevdUTOUY ' auTég To mapdv Tng Unap&rg Toug,
avarpénovrag To mapeA8ov pe Tov mapaloylopd g embupiag. H Tawvia teAeiwvel GA-
Awote, akplBwg W' €va évelpo, érou o NikéAag pavraletal, ) (owg BAENeL 0T’ aAnBelq,
—apoU To BAEUA TOU HOLAZEL KATWG W’ EKEIVO TOU KIVNUATOYPAPOU— OAN TNV OIKOYEVEIQ
TOU va XOPEUEL EUTUXIOHEVT KATL TIOU Sev TO eiXe el TOTE TPLV.

Cineforum, tX. 334, Mdng 1994.
Metdppaon and ta ttahikd: Mdvog Pauog

Strategies of the Soul
by Angelo Signorelli

In Paskaljevi¢’s case, we could be tempted to discuss, in a way, the state of ex-Yugoslavia,
the war that is ravaging the country, the violent acts committed every day against women,
children and the elderly. We could mention the director’s Serbian ancestry, we could pin-
point easy contradictions or play with the intellectual’s supposed inertia, with his stance to
stay removed from things and his ostensible retreats. The obvious destruction is so pow-
erful and the images of devastation have so ardently entered our daily lives that it is diffi-
cult for us to think that anything else may exist. [...]

[...] In Tango Argentino the war doesn'’t exist. What exists, however, is a multitude of
things that are killed by the war; and so many things that are against the war, against any
war. There’s imagination, the need to be understood, vulnerability, weakness, poverty, fear,
improvisation, availability, grief, courage, memory, nostalgia, affection, crying, fun, hope,
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colours, the gaze... Things that, “oddly” enough, need to regain the right to exist, because
people’s concerns lie elsewhere, in the creation of pain; of extreme, absolute pain. The
winner's enforcement, or rather the enforcement by the one who, in order to win, makes
those that are different from him — and this from encompasses a huge expanse - forfeit the
basic right to live life. This is why we can look at the film from “under the light of the war”;
because, deep down, it is the starting point of those systems that base their justification in
a lack of tolerance, in the oppression of the weak and the different, in the abject defence
of the financial interests that are connected to privileges. The cinema that Paskaljevi¢
makes reflects a consistency that has never been absent in his 15-year journey. Conse-
quently, this one, his most recent film, although it appears to be detached from the vio-
lence of the events, can be viewed as one from many acts of resistance against a society
that, despite its apparent changes, keeps dealing with its internal conflicts by suppressing
and ostracizing them. [...]

[...] The Serbian filmmaker never hesitated to deconstruct with intelligence and irony the
ideological mechanisms of power, as well as its substantial and vulgar idiocy. And he did
that by taking the side of the weak, the outsiders, the weird and the mad; those who, thank-
fully, do not have the capability to be a part of the inactivity of the establishment and the
routine of adjustment to the dominant rules. Those who, however, prejudices attack, al-
though - if we think about it better —they are also the carriers of a critical existential posi-
tion, often radical.

In this group children and elderly belong rightfully. The first because they are defence-
less, often neglected and in need of help that adult activities seldom accommodate. The lat-
ter because they are no longer useful [and] require a lot of care, since they are in no position
to service themselves, alive witnesses of deterioration without hope. Both act as burdens,
take up time, are bothersome obstacles for adults, who are exceedingly busy with the in-
trigues of finance and love. In this manner, the two ages may meet and jointly invent a
melancholic symbiosis, a perambulation in hope, so that they can better withstand the
abandonment and forgetfulness.

Tango Argentino narrates a tale that helps us rediscover a sense of understanding and ac-
ceptance of the weak. The medium is a child that teaches us the strategies of the soul and
leads us amongst the surprises that wait behind the prematurely announced death. We
know the reality well. Actually existing socialism is a distant memory; the market dictates its
inviolable rights. Nicola, the film' s young protagonist, is first and foremost the victim of peo-
ple’ s generalized obsession with making money. The father takes him with him on occasion,
to the various events where he plays music, probably to cover up his sexual distractions. The
mother is too occupied with her ambitions for a career to care about her son's demands, who
also encumbers her with the duty to help the elderly that she herself undertook; of course,
not because of a charitable intention, but in order to gain some extra money. Nicola is a sad
boy who gets sent here and there, whose parents use for their own interests; [he is] de-
prived of care and attention that, like all children, is an absolute need of.

It is undoubtedly terrifying to find oneself so alone so early, when instinctively one needs
the adult’s protection and, along with that, a steady and compassionate guidance in order to
face the trials and tribulations of life. It is possible that Nicola does not understand the disar-
ray about things that in his eyes are worthless, but he definitely knows that he is missing
something very important; and that makes him perceive an immense void. He cannot, how-
ever, do anything, since the power of the adults is too great and the attempt to attract those
concerned with competitive relationships would not serve him one bit. The first part of the film
is the description of a world comprised of people that are distant, in a physical sense, but
mainly emotionally and morally. To Nicola, precisely because he is in the position of the scape-
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goat — and this is even more convincing if we think about how young he is —falls the duty to
bring to light the grid of egoisms and complexities, as well as the disgrace and sense of de-
mise that penetrates social relationships.

Paskaljevi¢ shows no tenderness for the changing world, much as he didn’t for the pre-
vious regime, although in the latter, one would meet exceptionally likeable characters and
would discover, here and there, large cracks of humanity and subversive authenticity. On
the contrary, he seems to want to say that we should not have any delusions, that every-
thing turns out badly [and] that the collapse of ideology is being replaced by cultural poverty,
the equalization of consumerism and the small, vulgar opportunist ideals. In this film too,
the pessimistic mood of the Serbian director is confirmed, his belief that large systems
cause in every case a downward equalization. He thus moves between the bothersome fact
— playing the cards of improbability and challenge like in the film Time of Miracles — and
those areas of the periphery, full of unheard voices, of suppressed desires and neglected
sufferings; those areas where, nevertheless, the strange, the irrational, the delusion, the
disbelief, the dream survive.

Young Nicola learns to understand the elderly and to live with them. In the beginning he
only approaches them because his mother needs someone to replace her. Later on, he
shares his life with them, adding his loneliness to theirs. In this way, the child discovers a
real society, understands that these people haven’ t stopped living, that they are like books
that haven’ t been read to the end and that the few pages remaining are still full of the sur-
prise of emotion, invention and memories. With them he can experience a relationship of
intense reciprocity. The need that the elderly have for the child is counterbalanced with the*
need that the child has for them, if only for the fact that they compensate in a way for the
lack of parents. Nicola escapes the instability of his home and finds refuge in an unknown
planet that slowly wins him over. That which for his mother was an occupation like any
other, for him becomes the family that perhaps he has never known. He discovers weak-
ness, but also the tricks that it uses so as not to quit being up-to-date. He finds out that he
can banish the resignation, that he can open a crack in the loneliness, even when the re-
sistance to it is almost exhausted. He learns that reminiscence is not just regression, that
nostalgia is not only inertia, but that they can keep thought alive and the gaze turned to-
wards the world. He realizes that man, any man, has capabilities that are either fulfilled or
stay on the shelf, but, in any case, while we are alive we have one foot in the future. Only
death stops existence and places it in-between the things that existed, many of which, al-
most all, end up getting lost into nothing. [...]

[...] There is a melancholic sympathy within Paskaljevi¢, the awareness that his heroes
are in no position to change many things and that they will never attract the world’s atten-
tion. There is in them, however, the audacity of the madman who tells stories without car-
ing about the obligation to verisimilitude. They believe in the reality of their fantasies, in the
essence of their dreams, until they invest with them the present of their existence, over-
throwing the past with-the irrationality of desire. Furthermore, the film ends precisely with
a dream, in which Nicola imagines or maybe really sees — since his gaze is a bit like the
gaze of cinema — his whole family happily dancing, something he has never seen before.

Cineforum 334, May 1994.
Translation from Italian into English: Lilly M. Papagianni
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O nMoAITIKGG avTiKTuTIog

piag pn-moAITikommoinuévng Taiviag
tou KAdoug ‘Evtep

O NikéAa eival 10 etwv. O narépag Tou SI8A0KEL OE POUoIKS oxoAe(0. Ma va kepSioel pe-
pika erurgov xpriparta naifel noTe-noTe Houoikn) o Yauoug. H unrépa tou, enayyeAuariag
petappdotpia and ta Boulydpika, eival Slapkwg oTo TPEEo KaBwG KAvel TauTdxpova Kat
neplotaciakéq Souleiéq. O Mkdpav MaokANeRITg pag napoutalet pia péor o€pPIkn oKo-
Yévela, kabwg kat Ti§ npayuankdmreg Mg {wiig ot pia xwpa mou €xel kKAoviotel and m
Prwyxea,  dagbopd, v noAmikr| karartieon kat Tig SladnAwaoelg — n ZepPia Twv apxwv
m¢g dekaetiag Tou 90 eival pia xwpa rou Exel KNPUEEL TwV MOAEHO EVAVTIA OTOUG YETOVEG
™G npwnv MouykooAaBiag. Autd dev @aivetal moubevd oto poévro, arid To aioBdveoal.
YrioBéokel oTiq ekdvVe Kal TV atudopapa.

H tawvia erukevrpwveral 6Ao kat mio noAu otov NikéAa. AvaAapBaver PepIkEg and Tiq Sou-
AEIEG TNG HNTEPQAG TOU: MIPOCEXEL HOVAXIKOUG NAKIWHEVOUG, TOUG Tmyaivel Ty epnuepida,
Toug eTOWAZEL MPWIvO Kat kaBapiZel Ta omima Toug. Aev TOUG MPOTEXEL MOVO TUTKG,
woT600, apxiZel va evilapEpeTal yi' autoug, va Toug pEpvel o enagr] LeTagu Toug kat va
Toug BonBa va xapouv v teAeutaia nepiodo g {wrig Toug. O MNkdpav Maokahepirg Adet
6t eneldr| Tov peydAwoav oL narmoudeg Tou alofavetal CUUNABEeLa yia TOUG NAIKIWHEVOUG
avBpwrnoug. «KouBaldve pali toug 6An autr myv cogial», Aéel. Ze kapia GAn ané Tig Tai-
vieg Tou Sev pépvel T S1dBeom yia wrj kat Tov névo, Tn Xapd kat ) peAayxoAia, ) wr) kat
10 Bdvaro 1600 Kovrd petaku Toug 600 O auTr, Xapn Kal oV UNEPOXT) HOUOIKY] TOU po-
VIHOU OUVBETN Twv TaMWV Tou Zépav ZiulavoPirg, evég ek Twv KAAUTEPWY (AANG 6xt TG00
yvwoTtou) Eupwnaiwv ouvBETWY KIvVIHAaToyPaPIKG HOUOIKNG.

©a rirav 3UoKOAO va anokaA£ooupE To Tango Argentino MOAITIKY) Tavia. Aev UNApXEL OUTE
éva «oAmKO avTikeipevo» (népa am’ m diariotwon 6t n oEPPIKN Kovwvia, Onwg Ki GAeq
oL GAAeG KOWVWVIEG, Sev evBIAPEPETAL MPAYHATIKA Yia TOUG NAKIwHEVOUG avBpwroug). To
Tango Argentino eival arAd n 1otopia evég naidiou nou yiverat Aog pe pia napéa nAKiw-
HEVWV aQVTPWV.

Mévo ol neplotdoelg ékavav my Tavia roArmikr). O Maokaepirg  yuploe oto Behypadi
10 1991 — MV Bia xpovid pe TIq 0PodpPEg SIadNAWOELG evavtia otov ZAdunovrav MiAéoe-
Brrg (tov TéTE NPdedSPO ™G Xwpag). H npeuépa yive om ZepPia Tov Pefpoudpio Tou
1992, oto Behtypddi. ‘Hrav n neplod0og Twv MOAERWY Nou MPokAriBnkav and my eBvikioTikr
Kkal EevogoBikr) MOAmKY Tou MIAGOERITG, Yia va SIatmprioet Tov EAEYXO 60wV NEPIOTOTEPWV
NPWNV YiouykooAaBixwy Snuokpanwy rirav duvardv. (O MAGoefrg BewpriBnke unedu-
vog yia To Eexivnua Tou noAéuou evavria ot ZAofevia, v Kpoaria, To KéooBo kat, Tov
MapTio Tou 1992, evavria ot Boovia. O néAepog evavriov TG TeEAEuUTaiag MPOKAAEoE Tpia
xpévia apydtepa Tov BopBapdiopd Tou Behtypadiou ané to NATO.)

H yepuavixri npejiépa Tou Tango Argentino npayparonor@nke my 4n louliou Tou 1992,
ora maioa Tou AileBvolg PeonBaA Kivnuaroypagou Tou Movayou. Tnv idua exeivn pépa
120.000 avBpwnot SadriAwoav evavriov Tou MAGoeBITg atoug Spdpoug Tou Beltypadiou-
xal EKAEI0E TO aepodpopio Tou Zapdyepo. H avridpaon mg Meppaviag, kat yevikd mg
Avong, frav a opodpr) avriinddela yia my noAmxr] MAGoeBrg. H kowr| yvapn, oe peyélo
BaBuo, orpagnke evavriov mg Zeppiag.

H npofoAri Aomndv, pag oépfumg Taviag und TEToLS CUVBNKES KaL LECQ O 1A TOoT gop-
nopévn aruéopapa rirav éva apu@ieydpevo eyxelpnua. Eixa npooxaécer To Tango Ar-
Gpeoe NOAU N Tawvia: n Gveon kai N axpifela mg oxnvoBeoiag, n ouyKiviTTa eppnveia Twv
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NBOMOLWDV KAL 1] OXESOV VIOKILEVTAPITTIKN EVOPAOT TG KABNUEPIVIG TIPAYUATIKETNTAG TWV
BaAkaviwv. MBavétara, eixa UNMOTIUNAOEL TIG TIOATIKEG avTISPACELG TIou Ba MPoKaAoUoE 1
Tawia — apxika dev BewpriBnke oav pa tawvia tou Mképav MNMaokdAiePirg, aAkd oav pia Tai-
via ané m ZepRia. H oupnepiinyn Aomdv g tawviag oto TeAk6 mpdypappa, Aiyeg eBdo-
HGSeg mpiv TNV EVapEn Tou PeoTIBAA (yia va ektunwBel o katdAoyog kat Ta GAAa Evtuna Tou
®eoTBAN), MPOKAAETE APKETEG OUYNOELG. YIIAPXEL Hia NABIGTTA OTOV KGO0 TIOU TIPOo-
Pavig dev uropel va eEaleipbel. Ot yeppavol dlavoolpevol (kat atyoupa éxt pévov autof)
gixav ekeivn v repiodo my Tdon va Bewpolv 6Tt KABe 0EPRIKN TaVa AVIIMPOTWITEUE Kat
™) o£pRIKN KUBEPVNOM — A£G KL O (106 0 MINGTERITG TV ElXE KAVEL KaL TNV eixe oteilel. Me
TOV (510 TPOTO, Ol PWOIKEG, Ol YEWPYLAVEG KL ot ABoUaVIKEG Tawvieg ekhapBdavovray, yia Se-
KQETIES, WG EKTIPOOWITOL TOU CORIETIKOU CUCTIUATOG. Oa propodoe dpaye n mEoBoAr] plag
ogpPIkNG Tawiag oto PeoTiBAN Kivnuatoypdgpou Tou Movdayou to 1992 va xpnaoiuornotn et
WG pia kaAodexoUpeEVN TIPGPAOT) Yia SLadNAWOELG, efte katd efte unép Tou MAGoeBiTg (181
afrepa av AaBoupe urmdoyn Tov peyAdAo aplBuo petavacTtwy and my mpwny MouykoohaBia
mou Zouoav Ki epydlovrav ato Mévaxo); Arnogaaioape Aotmév va ripoBAaloupe To Tango Ar-
gentino pia kat pévo gopd, v TeAeutaia BPadid Tou PeoTBAN, O Eva AMOHUOVWHEVO K-
VNUATOYPAPO LIE TNV TIAPOUCTA QOTUVOMIKWY LE TIONTIKA avapeaa oTo Kowo.

SUVERN To KAAUTEPO TOU MMOPOoUTE va CUMBEL: anoAUTtwg Timota.

O Mképav Maokd\iepitg, dvrag Kt (310G opKlopévog exBpog Tou ZAdumovrav MéoeBitg,
dev TOAUNOE va Yupioel oto BeAtypddt. ®opdtav va nai&et pe to Bdavaro. Mrpe Aordv Tov
dpouo Mg eopiag (kupiwg om MoAAia). H eméuevn Tou Tawia, H Auepixrj kdrotou dAAou,

Yuplomke Tpia xpdévia apydtepa, To 1995, otig HIMA, To MeEikd, To MaupoBouivio, mv EA--

AGda, ™ Meppavia kalm FoMia: n poipa Tou eEdploTou Kivnuaroypaglotr. MOAig To 1998
unépeoe va emotpéPel oto Behypddt kat va yupioel v [Tupttidarobrikn, pia and Tig mo
TIKPEG TAWVIEG YLa TIG EMUTIWOELG TIOU eiXav ot MOAepoL aToug avBpwroug g ZepBiag. H
mPoBoAr) g oto BeAtypddi,tov OktwBplo Tou 1998, eEakoAouBouoe va anoteAel mpdgn
avtioraong.

Ol kapol iTav oUVaPMACTIKOL.

AuUyouaotog 2009
Metagppaon: Kwvotavtivog lMAatdmng

The Political Impact of a Non-political Film
by Klaus Eder

Nikola is ten. His father teaches at a music school. To earn a little additional money he oc-
casionally plays popular music at weddings. His mother, a professional translator of Bul-
garian, works herself with casual jobs to the ground. Goran Paskaljevi¢ introduces us to an
average Serbian family, and he introduces us to the realities of life in a country shaken by
poverty, corruption, political repression and demonstrations — Serbia in the beginning of
the '90s, a country waging war on its neighbours of former Yugoslavia. You don't see this
background, you feel it. It's in the images, in the atmosphere.

The film focuses more and more on Nikola. He takes on some of his mother's jobs: he
looks after lonely elderly people, brings the newspaper, prepares breakfast, cleans the
homes. He does not only look after them, he starts to care about the old people, brings them
into contact with each other, makes them enjoy the very last period of their lives. Goran
Paskaljevi¢ says that he had been raised by his grandparents and would therefore have al-
ways felt an affinity for old people. "They carry all that wisdom around with them!" he says.




Goran Paskaljevi¢

In none of his films he brings zest for life and pain, cheerfulness and melancholy, life and
death so close together as here, thanks also to the wonderful music written by his perma-
nent composer Zoran Simjanovi¢, one of the best (and at least known) European film com-
posers.

It would be difficult to call Tango Argentino a political movie. There's no ounce of a “po-
litical subject” (besides the realization that the Serbian society, as all other societies, does
not really care about old people). Tango Argentino is, simply, the story of a kid who be-
comes friends with a gang of old men.

Only, the circumstances made the film political. Paskaljevi¢ shot it in Belgrade in 1991 — in
the same year of vehement demonstrations against Slobodan MiloSevi¢ (then the President
of the country). The Serbian premiere took place in February 1992, in Belgrade as well. It was
the period of wars, triggered of by the nationalistic and xenophobic politics of MiloSevi¢, to
keep control over as many as possible republics which had earlier formed Yugoslavia. (Milose-
vi¢ was said to have initiated the wars against Slovenia, Croatia, Kosovo and, in March of
1992, against Bosnia. The war against Bosnia provoked three years later the NATO to throw
bombs over Belgrade.)

The German premiere of Tango Argentino took place on the fourth of July, 1992, in the
framework of the Munich International Film Festival. On the same day, the fourth of July,
120.000 people protested against MiloSevi¢ on the streets of Belgrade; and the airport of Sara-
jevo was closed. The reaction in Germany, and generally in the West, was a vehement an-
tipathy to the politics of MiloSevi¢. The public opinion had widely been stirred up against Serbia.

To show a Serbian film under such attendant circumstances and in such an emotionally
charged atmosphere was a controversial undertaking. | had invited Tango Argentino to the
Munich Festival (which | programmed at the time) because | loved the film: the ease and
preciseness of its mise-en-sceéne, the touching performance of the actors, and the almost
documentary insight in a Balkan everyday reality. Probably, | had underrated the political
provocation the film would be causing — it was, then, at a first sight not a film by Goran
Paskaljevi¢ but a film from Serbia. Scheduling the film within the complete program, a few
weeks prior to the festival (to print the catalogue and other festival publications) turned
however out to cause discussions. There's stupidity in the world which obviously cannot be
eradicated. German intellectuals (and for sure not only German ones) tended, at the time,
to take a Serbian film for an official representation of the Serbian government — as if MiloSe-
vi¢ himself would have made and sent the film. In the same way, Russian or Georgian or
Lithuanian films had been taken, for decades, as representatives of the Soviet system.
Would the projection of a Serbian film at the Munich Film Festival of 1992 therefore be
used as a welcome pretext for demonstrations, against or for Milodevi¢ (in particular con-
sidering the numerous people from Ex-Yugoslavia living and working in Munich)? We de-
cided to screen Tango Argentino only once, on the very last evening of the festival, in a
stand-alone cinema and with police in civilian clothes among the public.

It happened the best that could have happened: nothing.

Goran Paskaljevi¢, himself a determined enemy of Slobodan Milo$evi¢, didn't dare to re-
turn to Belgrade. He was afraid to dice with death. He went into exile (mostly in France).
His next film, Someone Else's America, was shot three years later, in 1995, in the USA, in
Mexico, Montenegro, Greece, Germany and France: the fate of a filmmaker in exile. Only
in 1998, he could return to Belgrade and make The Powder Keg, one of the bitterest films
on the human consequences the wars had caused to the Serbians. To screen it in Bel-
grade, in October of 1998, was still an act of resistance.

Those were exciting times.

August 2009
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H Apepikn kamoilou GAAou [1995]
Tudja America / Someone Else’s America

Zxknvo@eoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Gordan Mihi¢

dwroypagia / Cinematography: Yorgos Arvanitis

Movral / Editing: William Diver

"Hxog / Sound: Frangois Groult, Christian Wangler, Aad Wirtz

Mouoikr} / Music: Andrew Dickson

KaAAirexvikr) SieuBuvon / Art Direction: Wolf Seesselberg, Mile Jeremic
HBomnoioi / Cast: Tom Conti (Alonso), Predrag “Miki” Manojlovi¢ (Bayo),

Maria Casares (n untépa tou AA6voo / Alonso’s mother),

Zorka Manojlovi¢ (n untépa Tou Mnayto / Bayo's mother), Sergej Trifunovi¢ (Luka),
Jose Ramon Rosario (Panchito), Lanny Flaherty (odnydgq / guide),

Predrag Ajdus (ylatpdg / doctor), Niu Chia-Ching (KwveZoUAa / Chinese Girl),

Lazar Kalmi¢ (Pepo), Amanda Ellis (/Afis),

Mix@Ang Mavvdrog / Michalis Yannatos (‘EAAnvag npdaktopag / Greek Agent)
Napaywyoi / Producers: Antoine de Clermont-Tonnerre, David Rose, Helga Bahr
Napaywyr / Production: Mact Production (France), Intrinstica Films (UK), Lichtblick
Filmproduktion (Germany), Stefi 2 (Greece)

Aigpkeia / Running Time: 95°. ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: BpaBeio Kowvou, Aekaneveruepo ZKknvoBetwy - ®eot. Kavwy 1995 /
Audience Award, Director's Fortnight - Cannes IFF 1995

MeydAlo Bpaeio kaAutepng tawviag / Grand Prix (Golden Spike) for Best Film - Val-
ladolid IFF 1995

Kevtpiké Béua autrg e YAukOrukpns kwuwdiag eivar n wn kdnowv pidwv, petava-
oTwv o€ pa ykpila ywvid tou MnipoukAty, kabwe avalntouv To auepikaviko ovelpo. O
AAGvoo eival lonavog kat (SloktrTng tou pnuayuévou unap «O lMNapadetoog», orou et ue
v TuPAr} untépa tou Kat 6rou o ¢piAog Tou Mnayto, napavouog peravaotng and m li-
ouykooAapia, S5ouAeuet wg noptiépns ue apowBry éva dwpedv dwudtio. Ot duo erotriot
@Aot uotevouv Ot Ba erutuxouv ot M me EnayyeAiag, napd 1 nGunoAres evaeelg
yia 1o avriBeto. H owoyévela tou Mndyto peuyer andé to MaupoBouvio yia va tov Bpet
omv AUEPIKT), GAAG 0 ayannuévog UIKPOTEPOS Tou ytog nviyerat oto Plo Mkpdvte ot
Stapkewa tou eruxivduvou ta&idiou. Mn unopwvrag va anodextel auto to 8dvaro, o Mna-
yto karnyopel Tov mpwrotoko yio tou, Aouka, yia mv tpaywdia. Qotéoo, o Aouka 6a
anodeixBel n owmpla T600 Tou narépa Tou 600 kat Tou AAGvao, apou 6a LETaUOoPPw-
oet tov «flapadeioo» o' éva podaro £Bvik eotiardpio kat Ba navrpeutel a Kiveloauept-
Kavida yia va anokIroeL TNV QUEPIKAVIKT) unnkooTnTa.

Immigrant friends living in a shabby corner of Brooklyn while they pursue the American
Dream are at the center of this comedy-drama. Alonso, a Spaniard and owner of the “Par-
adiso”, a run-down bar where he lives with his blind mother and where his friend Bayo, an
illegal immigrant from Yugoslavia, works as a janitor in exchange for a free room. The best
of friends, Alonso and Bayo are united in believing that theyll succeed in the Land of Op-
portunity, despite much evidence to the contrary. Bayo's family then follows him to New
York from Montenegro, but his beloved youngest son is drowned in the Rio Grande during
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the dangerous journey. Unable to cope with his grief, Bayo blames his eldest son Luka for
the tragedy. Luka, however, turns out to be the salvation of both his father and Alonso,
transforming “Paradiso” into a trendy ethnic restaurant and marrying a young Chinese-
American woman in order to gain citizenship.

‘Evag kokopag Aakei oto MmpoUkAiv
ToU Owud Avapad

O1 ipweg NG Tawiag aviikouv o€ 6,Tt OVOPAZOULE «EEXAOUEVN KOVwVia», KaBwg aywvilo-
vTal va empidoouy 0ToV OKOUTISGTOTO TOU apePIKavIKoU oveipou. 2’ autr| v uroBabjt-
opévn PTwyoyerrovid Tou MmpoUkAlY, Tou To Kivnuatoypa@iké BAEuua tou Mképav
MaoKANEBITG LETAHOPPWVEL O’ Evav TOMO PaYIKO (XWPIG va XAvel oUTe attyur) To PEaAL-
OTIKG TG UNGBaBPO), KATOWKE( OUCIAOTIKA 1 (Bla 1 TIpayHATIKETTA, He OAES TIG avTIPATELS
me. To motto mou dlarepva aAd Kal TPOPOSOTE! TUVEXWG ME «KaUOo» TV Tavia eivat
TO «we no surrender» mou enavahapBdvel oTiqg kploeg ottypég o MaupoBouiviog Mmdyto
(eEapeTikn epunveia and tov Mikt MavéhoBirg). Kat eivat mévw o’ autd To- motto mou ki-
Zetaun urépoyn hia Tou pe Tov lortavd AAGvoo (emiong eEapeTIKr] eppnveia amnd Tov Tou
Kévtt). Mia oxgon yUpw Kat Héoa ard v ornoia TEPLOTPEPETAL O KEVTPIKOG APrynUaTikog
GEovag autrg NG TAWIag, MoU OTPEPEL TO AVBPWITOKEVIPIKG TG BAEuua ota mepilBwpla
™G Lwn|g, OTIG MAPUPEG TNG MPAYHATIKGTNTAG, EKEL GTTOU OL PWEG JOUV Hie TNV MAGTT KOA- .
Anuévn otov Toixo (apetakiviim otabepd oto €pyo Tou Maokdhieitg). Mari eivat akpiBdg
QuTO{ Ol PWEG TTOU EVAIAPEPOUV TOV KIVIATOYPAPIKS dnuioupyd and my ZepBia: av-
Bpwrtol EePI{WHEVOL, arodLWYLEVOL, BAUMVES TWV CUVOPWV (YEWYPAPIKWV KAl UNAPEIAKWY),
ToU MPOXWEOUV oTn Jwr} avurePAaTaTOol, YURVOL, XwpIg§ dixTu acpaleiag, pe pHovadiko
TOUG EQOBIO TO EVOTIKTO NG EMPIWONG, O A KOWVWVIA MOU TOUG avTETWZeL oav Mapieg.
Méoa ané m ox€omn Mmndylo-AAGvoo EeTUNyETAL Evag HIKPOOKOOOG TTOU Otyd otyd yivetat
0 KOOWOG OA0g, |’ OAa Tou Ta BAdoava Kat Toug Kanuoug: aywvag yla my ermpiwon kat ayw-
via yla mv endpevn PEpQa, aoTeleq Kal 0dUVNPES OLKOYEVEIAKEG LOTOPIES, LATAIWHEVEG
TIPOOBOKIEG, QVEPIKTOL EPWTEG, XAPEG Kal AUMEG, vauaylopéveg Weudalobroelg, To avlt-
OMEVO XAUOYEAO OTO TIABIKG MPGOWTO TG ZARKA, MIKPEG MAPEENYNOELG KAl HEYAAEG Tii-
KQEG, N MapnyopLd Tou Tpayoudlol Kal TG HOUTIKNG, 0 Bapug Bdvarog (o xaudg Tou
Méno), o avahappog Bavarog (n omavida pdva)... ev OAYOIG QUBEVTIKEG TIEPIMETEIEG OU-
valednudrwy, Upwpéva oto Kapivi Tng aAnewvrq Zwiig, TIoU HETATPEMOUV TO MIZEPO COKAKL
(mou Ba propoloe va BpiokeTal oe OmoLadIOTE MOAT TOU KOOHOU) OF A TIPAYATIKY) QUAT)
Twv BaupdTwy.

Zmv Tawia dev UNdpxel To MApaIkpod (xvog kaAypagpiag Tou mepilBwpiou 1 mg e&a-
BAwong, eva N ETIKETA TOU emovopaldpevou Balkavikou payikol peallopoU Tou KAmolot
KOANNoav ato AW, Sev eival GAO ard TV MOLNTIKY) TOU aUpa MoU OTEPAVWVEL TIG EIKOVEG.
H Aueptxr kariotou dAou Sev eival em’ oudevi povaxa pia Tawvia KaAwv poBegewy 1 Eva
YAUKOTUKPO HEAGDPANA ] LA TPAYIKT) KwHwd{a. To avapplopitTa KwUké mg BAEUa, dev
OUYKOAUTTTEL TNV TPAYIKGTNTA TG avBpwrivng Holpag Kat n guundesla pe my ornoia avtt-
peTWMIZEL TO MPWTAYWVIOTIKG NG VTOUETO, dev eival mapd n kaipla uneveupion ot n ou-
prévia kat n aAnAeyyun oto oUyxpovo k6opo, eival ouvaodnuara und e§agpavion. O
MaokdAieRiTg TOAUA va KAvel pia Tawvia omy kapdid Tou Meydhou MiAou, eméyovtag va
anokAe(oeL and Tiq ewdveq Tou Ta MOAUXpwHa ¢wta g NEag Yopkng (Mote dev Toug BAE-
Toupe va dlaoxiZouv m YEPUPQ). TO KIVNUATOYPAPIKS TOU BAEUHA EIVAL ATOKAEIOTIKG ert-
KEVTPWHEVO OTO KPS, AAAG SlauyEQ pwq mou avaBoofiivelL aTov HETA KOO0 TWV NPwwV
TOU. 2NV ApEPIKN TwV AAAWY, TWV QVETIBUUNTWY KAl TWV ANOKAEITHEVWY TO XA, 1 EML-
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Tuxia kat n Kowwvikr kata&iwon JETPAave MoAU AyGTeEPO and Ty YUxIKY Yewalodwpia kat
™ ouvtpogikdtnra. O évag dirha otov GAo. Kat ota eukoAa: étav aprniaZovral yia éva Ki-
Kipikou, 0 Mnidyio pelyel and To oriT, e Tov Und katnyopia K6Kopd Tou Und HAANG Kat o
ANGvVOO TOoV aKOAOUBE( pE TN PoBepr] TOU CaKAPAKa (KIVITTH Slag@rjuion 1oTIavikig Taupo-
paxiag) yia va Tov neioel va yupioel niow, o€ pa oknvr| nou noTilel Toug SpGUoug Tou
MnipoukAwv pe yvriowa ottavo-oAapikr] TpéAa: aAd@ kat ota SUokoAa: étav 0 AAGVOO XAvel
v 6pegn Tou yia Zwr (Epwrag elvain arria), o Mndyto eival ekel yia va tov ompiEey, 1j étav
0 Maupopouviog xdavel To Bappog Tou, xAvovtag To KPS Tou Yio oto Pio Mkpdavte (rUAN
£10650u aAAG kat avuriépPAnto 6plo) eivat o lomavég nou kpard {wvravd To «we No sur-
render».

Eivar Siaruotwpévn n eEQIPETIKY) QUTOOAPKACTIKY| Kal EpwviK) PAERa Tou Mkdpav Ma-
OKANEBITG, O TPOMOG TOU va EVIAOCEL TO SpapaTikéd QopTio o' éva XI0UHOPLOTIKG MAQIo10
anoopTifovrdg To, xwplq Spwg autd va xdavel oe Tinota and m BapuTnra Kal m onuacia
Tou. To kOAnua Tou Mndyto pe Tov kékopa, ovépart Mita (elvat oe andyvwon yiari dev
uropel va Tou BPel pia kta kat yi' autd Tou KataokeudZel pa EUAvn, yia ouvtpo@ld), dev
efval povaxa pia BaAkavikr) coupealloTIKY TIVEALE, OUTE KAl Jia ITmvoetdriq LETapopd Tou
yevéBALou Térou, aAG éva idog oppaAiou Adwpou He Ty natpida, o onoiog evioyuetal, £T
nepartépw, and ) peAayxoAia mg yiayldg nmou vikbet povaia omy Néa Yopkn, eneidr) mg
Aeirel n karowoUAa mg! O kékopag Sev eivat AOIOV pia CUYKUPLAKT) EUPNHATIKY) Eruvéonon,
QAAG OUPHETEXEL OUOIAOTIKA O Baoikolq agrynuatikoug kdpBoug mg Tawviag, énwg ot
OUYKPOUOT) ATEPQ-YIOU. ZTT) OKNVI} HE TNV KOKOPOoWaxia, ekel 6rou To priypa avaueod
Touq avadekvueTal Kal YAwooikd, apou eival ) npwtr gopd rnou o Aolkag aneubuveral oto
natépa Tou ota ayyAkd, SnAwvovtag £Tol v npdBeor| Tou va evraxBel kal va neTUuxeL oTo
véo Ttorno. (To xdopa Twv yevewy eival eniong pa and Tiq otabepég NapapETpous Tou
€pyou Tou Maokdhiefirg). O Mndyto, napd T pavopevikr) cUpPAiwon oto TéAog, dev Ba
ouyxwprioel noté Tov Aoukag, apou Babid péoa Tou roTedel GTL TO EL0TTTPIO TIOU MANPWOE
0 HEYAAOG Y106 Yia va el otny APepIkn ritav 0 8avarog Tou pikpou. Edw Siagaiveral kat
HIQ KPITIKY) OTAOT anévavTt oTr VEGTEPN ETAVAOTEUTIKY) YEVId, apoU EUHEDa 1 Tavia «ka-
myopel» Tov AoUKAQ Yia KUVIOUO OXETIKA HE TNV andKTnoT TG «pdovng kKapTtagr», HEow
Tou BlaoTikou Yapou Tou pe v KivéZa yerrovoroUAa.

To eEalpeTika nukvo kat KaAoypappévo oevaplo eEaktivaveral pe deglotexvia otig did-
POPEG HIKPOITTOPIEG, OL Omoieq ouvdEovTal kat «BiIdwvouv» TEAEIa PETAEU Toug, yiati otn-
piZovral oTo oTépeo agnynuatiké agova mg oxéong Mnaylo-AAévoo. Ooo ot xapaktmpeg
TOUG avaAuovTal Kat KataypdpovTal e OXOAQOTIKY) AEMTTOUEPELQ, TOOO MEPIOTGTEPO ava-
Sekvuovral ol Slapopég Toug, kabuwg o évag eival To dkpo avtiBeto Tou dAAou.' Aut n
0EUBEPKIIG OKNVOBETIKT) ETIAOYT) QPHOVIKIG OUVUNaPENG Twv avTiBETwV (kat kaBoAou eu-
KOAO), QPEVOG HEV AMOKAE(EL TO AAANAOCUUIMATpwHA (N oTepedTurm Ador), apeTépou 3e To-
viZer To ouowuwdeq TG oxgEong Toug: Suo Egvol oe ia v moAn avakaAurrouy, péoa and
™V ETEPGTNTA TOUG, Evav Koo TOMo OTov orolo N avaykn emkovwviag kat avBpwrvng
enagrg HOLGZeL va eival peyalutepn Kt an' v idia m fwr) kat npoekalel my epgavion Tou
Bauparog.

“Eror Aondv oto avraotikd TEAog, oav ot napapi tou nakiol kapou, o MNaokaeprg
~ Kl e Ty ouvepyaoia Tou MNwpyou ApBavim oy EEoxn puroypagia g Taviag - arno-
yeudver (KuploAekTikd) Toug 300 grwyodiaBoloug oto Aaunepd oupavéd mg Néag Yopkng,
AaBperBdreg wag OVELPIKIG MITOMG HE TIPOOPIOHS TV AyvwoTm xwpa g Kapdiag,

1. O évag Tumk6g AaTivog, OVEIPONOADS, EpWNAENG, Puxonowndpns, XaAapds, EpYEvnS, KOANUEVOS 0TV au-
Tap)r pava «nou éxet navra Sikaio=, kat ue v xiBdpa navra oro xépt. Evid 0 AAog opeoifog IAdog. asudi-
VITTOG, BVERYNTIKGG, NAPOPHITIKGG, TOOUNOUKAS, NATER-@aRAIAG e KaToWIBio évav koxopa.
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A Rooster Crows in Brooklyn
by Thomas Linaras

The heroes of this film, who belong to what we call a “forgotten society”, strive to survive
in the ruins of an American Dream. Reality resides, with all its contradictions, in the slums
of Brooklyn which Paskaljevi¢’s talent transform into a magic place (yet they never for an
instant lose touch with reality). The leitmotiv in the film, one that fuels the film from begin-
ning to end, is: «we no surrender», which in moments of crisis is invoked by the Montene-
grin Bayo (Miki Manojlovi¢ gives us a wonderful performance of this character).
Montenegrin Bayo and Spanish Alonso (another first-rate performance, this time by Tom
Conti) build their great friendship on this motto. The story of the film winds its way in and
out of their friendship and the filmmaker’s look centres on man, focusing on the margins of
life and of reality with heroes who live with their back to the wall (a physical constant in
Paskaljevi¢'s work). For it is precisely this type of characters that interest the Serb film-
maker: uprooted individuals banished from their countries, familiar with borders every-
where, hovering between countries and living on the verge of existence itself, leading
unprotected lives, exposed and naked with no security web to fall back on, with as only re-
source an instinct for survival in a society that treats them as pariahs. A micro-world begins
to rise through the friendship between Bayo and Alonso, and it eventually becomes an en-
tire world of itself with all its pain and sorrows: struggle for survival and apprehension for
the future, funny and painful family stories, aborted ambitions, unattainable love, joys and
sorrows, lost illusions, the childish smile that blossoms on Savka’s lips, small misunder-
standings and much bitterness, solace found in song and music, the heaviness of death
(Pepo) and the lightness of death (the Spanish mother)... In a word, genuine feelings that
grow out of an all too real life and which transform the wretched little alley (similar to all other
wretched alleys in big cities across the world) into an authentic Court of Miracles.

There isn't the slightest trace of embroidery in the way the film presents marginalisation
and squalor, and the label of what has come to be known as Balkan magic realism that
some have stuck to this film is simply the poetic aura of the images. Someone Else’s Amer-
ica cannot possibly be classified as just a film with good intentions, a sweet-'n-sour melo-
drama or a tragic comedy. The unquestionably comic element in the film does by no means
hide the tragedy of human fate, and the obvious warmth with which the protagonist duet is
presented is nothing more than a timely reminder that understanding and solidarity in our
modern world are in danger of extinction. Paskaljevi¢ dares to make a film in the heart of
the Big Apple choosing not to film the multi-coloured lights of New York (we never see his
characters cross the bridge). The filmmaker’s look is exclusively focused on the small — but
transparent — light which flickers inside his heroes’ world. In this America of others, of the
undesired and the banished, money, success and social standing matter far less than true
generosity and companionship. To stick to each other, as much in good times: as when
they fight over a rooster and Bayo leaves the house with the cock under his arm with Alonso
following him in his terrible rattle-trap (a motion ad for Spanish bullfights) to persuade him
to come back;, in a scene that overflows into the Brooklyn streets spilling out its Spanish and
Slav craziness, as in bad ones: when — because of unrequited love — Alonso loses his taste
for life, Bayo stands by him; and when the Montenegrin feels his courage fail him after los-
ing his small son in the Rio Grande (an entrance gate but also an insuperable boundary),
it is the Spanish Alonso who makes him stick to their motto «we no surrender».

Goran Paskaljevi¢’s marvellous feeling for self-mockery and irony is well known: his way
of alleviating the burden of drama by giving it a humorous touch yet without lessening in
any way the actual import and impact. Bayo’s infatuation with his rooster — called Mita and
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for whom Bayo, in despair because he can't find him a mate, builds a wooden hen to keep
him company — is not just a surrealistic Balkan touch, nor a winged metaphor for his birth-
place, but a sort of umbilical cord that links him to his country, and which is made even
stronger by the homesick granny who feels lonesome in New York because she misses her
little goat... The rooster is therefore not a chance invention on the part of the filmmaker, but
is an essential contribution to part of the fundamental narrative elements in the film, such
as the conflict between father and son. During the cock fight scene the dialogue they ex-
change widens the gap between them as this is the first time that Lucas addresses his fa-
ther in English and reveals his intention to integrate and succeed in this new world
(generational gap is another constant in Paskaljevi¢'s work). Bayo, despite an apparent
reconciliation at the end, will never forgive Lucas since deep down inside he believes that
if his older son has made it to America, it is at the cost of his younger son’s life. Here there
emerges a critical look on the new generation of immigrants and the film indirectly points
out Lucas’ cynicism, when, in order to get his green card, he hurriedly marries a young
Chinese neighbour.

This extremely dense and well-written scenario skilfully projects the various small stories
which are linked and masterfully fit into one another because they are all propped on the
main narrative of Bayo and Alonso’s friendship. As their two characters are carefully and
accurately recorded, their basic differences emerge all the more plainly and it becomes
clear that they are the exact opposite of one another'. Harmoniously placing these contrasts
side by side denotes a keen choice on the part of the filmmaker and is something not at all
easy to achieve. It allows him, on the one hand, to avoid the stereotype solution of “com-
plementary temperaments”, and, on the other, it emphasizes the very essence of their re-
lationship: two foreigners in a strange city discover, through their differences and otherness,
a common place where the need for communication and human contact seems to be larger
than life itself and holds the promise of a miracle.

This is why at the end, as in a fairytale of old, Paskaljevi¢ — with the excellent collabora-
tion of cameraman Yorgos Arvanitis — rewards us with the vision of the two poor devils tak-
ing off (quite literally) into the shiny New York sky, two stowaways on a dreamland flight to
the mysterious country of the heart.

Translation into English: Maria Teresa von Hildebrand

1. One of them is the Latin type: a dreamer, flitatious, compassionate, easy-going, single, tied to his mother's apron
strings - a bossy mother who “is always right” — and always with his guitar. The other one is a proud Slav from the
mountains, restiess, brimming with energy, hot-headed and a bully, as well as a paterfamilias who keeps a rooster
as pet
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H nmupmdamnobrikn [1998]
Bure Baruta / The Powder Keg (aka Cabaret Balkan)

Ixknvo@eoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Dejan Dukovski, Goran Paskaljevié, Filip David, Zoran Andrié
dwroypagia / Cinematography: Milan Spasi¢

Movra / Editing: Petar Putnikovi¢

"Hxog / Sound: Nedad Vukadinovi¢, Branko Neskov

Mouoikr} / Music: Zoran Simjanovi¢

KaAAirexvikr 8ieuBuvon / Art Direction: Milenko Jeremié

HBomnoioi / Cast: Lazar Ritovski (uno&€p / Boxer), Predrag “Miki” Manojlovi¢ (Mane),
Vojislav Brajovi¢ (Tém, o torukég Toe MkeBdapa / Topi, the local Che Guevara),
Milena Dravi¢ (n kupia pe To kaného oto Aewpopelo / lady with hat on bus),

Sergej Trifunovi¢ (v€og oto Aewgopeio / youth on bus),

Nebojsa Glogovac (ta&tdrq / taxi driver), Bogdan Dikli¢ (0dnyég VW / VW driver),
Dragan Nikoli¢ (o @{Aog Tou pno&gp / the boxer’s friend),

Nebojsa Milovanovi¢ (0 ylog Tou odnyou Tou Aewgopeiou / the bus driver's son),
Aleksandar Bercek (NTwitpl, 0 cakatepévog npwnv undroog / Dimitri, the crippled ex-
cop), Mirjana Karanovi¢ (Natalia), Nikola Ristanovski (Mnépig, 0 kaAITEXvNG Tou Ka-
unapé / Boris, the cabaret artist), Ana Sofrenovi¢ (veapr) oto Tpévo / young woman on
train), Mirjana Jokovi¢ (Avva, To «pAepT» 0TO AewPopeio / Ana, the flirt’ on the bus),
Toni Mihajlovski (TZ6pTZ, o ¢iAog g Avvag / George, Ana’s boyfriend)
KaAAirexvikr) SievBuvorn / Art Direction: Milenko Jeremié¢

MNapaywyoi / Producers: Antoine de Clermont-Tonnerre, Goran Paskaljevi¢
Napaywyr / Production: Mact, Ticket (France), Gradski Kina (FYROM), Stefi 2
(Greece), Mine Film (Turkey)

AiGpkeia / Running Time: 100". ‘Eyxpwpo / Color. 35mm.

Bpapeia / Awards: BpaBeio FIPRESCI - ®eot. Bevetiag 1998 / FIPRESCI Award -
Venice IFF 1998

BpapBeio FIPRESCI / FIPRESCI Award - European Film Academy 1998

Bpapeio Golden Anchor / Golden Anchor Award - Haifa IFF 1998

Meydaho BpaBelo / Grand Prize - Antalya Golden Orange IFF 1998

BpaBeio Xarxivn Kauepa 300 (Milan Spasi¢) / Bronze Camera 300 (Milan Spasic) -
ICFF Manaki Brothers 1998

Tawia g xpoviag ot MouykooAapia / Film of the Year in Yugoslavia

Mua ané 1ig 5 kaAutepeq EevoyAwooeg Tawvieg / One of the Top 5 Best Foreign Films -
American National Board of Review 1999

BpaBeio kaAutepng EevéyAwoong Tawviag / World Prism Award for Best Foreign Film -
Santa Barbara IFF 1999

H oupperoxr g MouykooAaiag yia To Ooxap kaAutepng EevoyAwoong Tawviag -
Auepixavikr] Akadnuia Kivnuaroypagou / Yugoslavia's submission for Foreign Lan-
guage Film - American Academy Awards 1999

NAatowwpévn and évav TeAetdpyn Pyaiuévo an' Tov KGOHO Tou kaunapé, n Taivia, nou
Suadpaparileral To Pepoudpio Tou 1998, drav Eexivnoav ot tapaxég oro Kéoopo, eival
Hia yupvri avanapdoraocn e kéAaong nou éxet yiver n MNouykooAaBia kadwg axolou-
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Bel S1APopoug Xapaktripeg (oL Spduol KAmolwwy and Toug omnoioug TEAIKA opiyouv) ot
SIAPKELa UIaG TTIAYWHEVNG XEIMWVIATIKNG vUXTag oTo Behypddt. ‘Evag veapdg mou katd
AdBog MEPTEL MAVW OTO AUTOKIVITO EvAg GANOU SéxeTal eniBeon oo omitt Tou and Ka-
KomoloUg, ol OmoloL KATACTPEPOUV EUXAPIOTWG T HOVASIKY pWToypaPia NG VEKPNG
untépag Tou. ‘Evag aoTuVopIKGG, Aypla XTUTNUEVOG, EPXETAL QVTILETWITOG HE TOV G-
Bpwrto mou Tov EUAOKGTMoE. ‘Evag aneyvwopEVog VIanG OKOTWVEL TOV KOANTS Tou |’
éva PmouKdAL KL UOTEPA QUTOKTOVEL e pia XelpoBopBida, maipvovrag pali Tou oto 8d-
vaTo KL éva Bacaviopévo Kopitot. ‘Eva Tagidt e Aew@opeio JeTaTpéneTal oe EPIANTN Kal,
Onwg OTIG MEPLOTOTEPEG OKNVEG, N Kvnuatoypdenon yiveral pe adikatoAdyntr, ave-
Eéheykn Blardmra. Mia oduvnpr| oknvrj, ou MepAapBAVEL TOV TIVIYHS EVOG TIPWNV ap-
PABWVIAOTIKOU, EIXVEL TO AVEPIKTO TOU EPWTA...

Bookended by a cabaret-style master of ceremonies, the film (set in February 1998, when
the troubles started in Kosovo) is a stark illustration of the hell-hole that Yugoslavia has
become as it follows assorted characters (some of whose paths eventually cross) during a
freezing winter's night in Belgrade. A young man who accidentally bumps into another's
car is assaulted at home by thugs who are happy to smash the only photograph of his dead
mother; a policeman, whose body has been badly broken, faces the man who smashed him
up; a desperate bruiser murders his best friend with a bottle before killing himself and a trou-
bled girl with a grenade; a bus journey turns into a nightmare ride and, as with most other
scenes, is shot through with pointless, uncontrolled violence; one harrowing scene, which
includes the drowning of an estranged ex-fiancé, points to the impossibility of love...

H xapévn TigA Twv ZépBwv

mG¢ ®pavooudl Ovté

Me v Mupttidamnodrikn, o oépRog Kivnuatoypaplotrg Mképav MaokaAepirg, onuept-
vOq KAtolkog Maptotod, SeiXvel T XWPa ToU KE Hia OVELPLKY, atuner] HaTid mou, Xwpiq
appBoAia, pévo n eEopia kat ) andotaon £xouv karaotrjoet duvatr]. H mapG\AnAn mo-
peia GAwV auTWV TWV NEWWV —TIoU Ot UNAPEELG Toug dlacTaupwvovtat Tuxaia ot didp-
Kela plag vixrag oro BeAlypddi- pag mapacupel, pe tn Bia kat Ta ykayk, o’ éva
AaBuptvBo dmou ouykatolkoUv 0 BAvatog Kat n TeuPepdTNTA. X' AUTO TO ONUAVTIKO
£€pY0, MAvw art’ To oroio MAavdaral n oKld adeAQOKTOVWV CUYKPOUCEWY, Eavaouvavtié-
TaL N MAEOYNPIa TwV ONUAVTIKOTEPWV YIOUYKOOAAB®WV NBomoLwy, Ta MPOowna HEPLKWV
and Toug omofoug Ta €xoupe 1dn Baupdoel otov Kouatoupitoa.

O kovpepavolé Tou «<MmnaAkdv», Tou Kaunapé mou deomdlel otn vuxta Tou Behypa-
Slou, eival priacidwpévog oav ™ Médouoa Tou ANEEET ZaoUAEVOKL, TO TPEAS QUTO Top-
TPETO evAG {wypdapou mou Bubiletal oy mapappoalvn. «AnéPe Ba 0ag Yaurjow» AEel.
H aAnyopikr| Tou mapouaia eEakovriZetal mdvw am’ Ta Povondria g KeVIPKNG Eu-
PWIMG N MG «OAARIKNG YUXTIG» HE TNV KOWT] TOUG MPOTI|NOT) OTIG QrOpUBOomomTIKES dn-
AWOELG, TNV omoia eEopPKIEL 0 AUPLOPSG TwWV CuVaLoONUATWY KAl NG LOUOIKNG. Agv ivat
Ta kaAltepa povondria. Tnv auyr), HETA To EE0TAoUA TWV anaiolwy auTwv Kataotd-
OEWV OTIG OMo(Eg EfXANE TIPOOKANBE(, 0 MPOPNTIKAG AUTAG NBOMOLGG, LE TO TIOTHPL OTO
XépL, aneuBlvetal yla TeEAeuTaia popd oToug Beateg: «ZTnv uyeia pagy, Aéel, n Xelpo-
vopia Tou dpwg Sev MPooKaAel oTn ouvevoxr. Zuvodelel Tov autoeriBarAGuevo aap-
Kaouo Tou andAutou xAeuaopou. To andéAuto Tou adieEddou g lotopiag. Maywvid. Ta
BaAkdvia viknoav T oAdBikn kouktoupa, N €kpnEn fitav Aeukn cav ekeivn mg Xipo-
oipa. H opxriotpa dev nailet mua.
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Tawia-81a8rkn yuplopévn and éva oknvoBETn andAuto KAToXO NG TEXVNG TOU —Hag
BupiZel mv evoroinTiky anoteAeopatikdmra tou Péunept AAtuav ota Ztiyudtuna-, 1
MNMuptidarnobrikn, 6nwg MoAEG oUyXPOVEG Talvieg rou dev ayanouv To napdv Tou na-
YKOOMIOMOINKMEVOU KAl CUPPIKVWHEVOU OTOUG TOTIKIOUOUG TOU MAQVITT HAG, AEITOUPYE(
avriBera and v kaArj BéAnon Twv Beatwv. Autd nou BAEMOUE MPOKAAOUV EUETO.

Kt 6pwg, pedyoupe and v tawia pe m otyoupld 6t peyaAwoape. Mépa and my ané-
xBela, ouvavirjoape v aflonpénela pa okéYng mou avtinaielel v avaglonpéneia.
X@pn otoug dnuoupyous TG NMou, He KAMOLo TPOMO, 0WIOUV T XAMEVT) TIUY Twv ZEp-
Bwv, unopéoape va okePToUpE Kal Touq elpacTe euyvwpoveg. O Mképav MaokaAiepirg
SouAeye pe apetnpia éva Beatpikd €pyo Tou Ntéyiav NTouk6Bokt (evig veapou Zko-
ruavou, elkoot oktw eTwv). Kt ot dUo, yvwpifouv neploodtepo, kat KaAUTtepa and epdag
T elval n «omelpa g Baikavikrig TPEAaG» mou napacupel T oépPIKN Kowvwvia. MAAlov,
N eAGx10TN auTr) anéoTaoT) MoU KPATAVE, EUVOEITaL, yia Tov éva (Maokahepirg) and pia
nu-eEopia rou Tou EMTPENEL va Nnyaivel ouxva otn Xwea Tou, Kat yia Tov GAo and pia
kardotaon dueong yetrroviag. Apanetedouv and Tnyv fTTa Twv ouveldrioewy, eivat
oagég, 6pwg, nwg o MNkdpav MaokdAiepirg dev Ikavonoleiral and  dlavyeld Tou.

O Mavé, o o eunapouciacTtog ripwag Mg tawviag (kat o o ZAGRoG: HOAG PTdvel,
TPEXEL 0NV EKKANO(Q Yia va avayel Ta KEPLA UMPoaTd an' To ElKOVOOTAat), eival avap-
@iBoAq, ot puBorAacia, o eKMPOOWNOG TOU OKNVOBET, 0 onoiog duwg dev Tou Xapi-
Zetat kaBOAou. Metavdotng, o Mavé ermotpépel ya va Bpet T NataAia, v
appaBwviacTikid Tou 1ou KAnoTe elxe eykaraleiyel. Ma va Tov ouyxwpEoel, TG npo-
OPEPEL TO OUHPWVIKG KOVOEPTO piag omoudaiag opxriotpag eykareotnuévng o' éva
mAofo. Mavw oto Aouvapn. Mia anpdéopevn epgavion, To Aeukd kapdpL wtiletal Eagp-
VIKG on péom g vixrag. Zuvodeupévn and évav Kavoupylo apacikd ouvrpogo, n
NaraAia, nou okérneue va anodiwEet Tov Mavé, BuBiletal otn ouykivnor. O Mavé BéAet
neploodtepa, (n Naraiia) npénet va avnouxnoel, va Tov pwvaget: néprel 3riBev va rnvi-
yel oto notdut. ‘Otav Byalet To ke@AaAl Tou an’ To vepd, o Kéota, o nAiBlog mnou €xel
napet m Béon Tou, Tov xtundel Bavaoua p' éva kouni. O oknvoBEmg de xapilel T ow-
mpia o' ekeivov mou €xel anopakpuvBel and myv kéAaom. Kaveig, extdg and éva feuydpt
nAiwpévay, Sev éxel dikaiwpa ot owtmpia. IAyywdn TpapeAivyk nou akoAouBouv
mvV Kitpivn ypapur Twv dpduwv ouvdéouv wa diadoxr) ouvavtrioewy érnou To detyua-
TOAGYI0 TWV NPWwV elvat AlydTepo onpavtikd and To Spapatiké vijpa Twv OKNvov. Zxe-
86V 6Aeg Eekivouv pE pia npdagn, mou v akoAouBel pa guyr kat otn ouvéxela pa
eniBeom. 'H ané mv avdxkAnon mg cadiloTikig Biag, dnwg omv nepintwon Tou avanm-
pPOU aoTuvouikoU Buparog TG exdiknong evog Tagrdr, nmou ki o dlog urrpEe Bupa
(Epewve oteipog) Tou EuAokomipaTég Tou and TOV QOTUVOUIKG.

O1 @évol elvat AyGTePO MPOUEAETNHEVOL, artoppéouv Spwg and Tov (3lo napaloylopd
m™Q avranédoong. Avo pnokgp eEopoloyouvral Tiq apoifaieg Toug eEanaroelg, 6rav
6w n aAriBela polaZel va Toug ExXel CURPIMWOEL 0 évag Toug EExoalel Tov GAAo. Aev
undpxet Suvardtmra npooéyylong. Evéow ta ondet 6Aa oto ot Tou uneltBuvou Tou
ATUXHAaTOg (Kl ETOWOU va ENavopBwoEl) Mou NPOKAAEoE {NUIEG OTO auTOoKVTS Tou,
0 1510KT1NG ToU auTtokivijTou wvalel «Tinota dev npokerral va Takrononeel».

Yndpyet kai Xelpdtepo, o nbonoldg Tou kapnapé To exppaler éror: «O Bavarog eival
wpaiog, 0 kéopog napdhoyog». O 0dnydq Aewpopeiou, mou éxet anapvnBel myv IBiéra
TOU WG KABNyNTY, yia va un xpwotd tinora o' 6ooug enwgelouvral an’ Tov NOAEO,
oxotwver éva veapd, eEnppévo avdpa nou To pévo nou éxave rirav va SapaptupnBel
evdvna omy napaimon 1 mv adiagopia Twv emparwv. Ma va Toug NPoKaALoEL, mrpe
10 Tipéwi. NeBaiver yiari énece ndvw o' éva OKOUNIBOTEVEKE.

Mo S1PoPOUKEVD Eival TO MAIXVISL TWV NMPOKANCEWY KAl TWV ANENWY LE TO NEPIOTPOPO
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nou avtitdooel éva {euydpl epwTeUpEVWY oToV Tort, évav HaoToupwHEVO, Tapavoiko,
SIEOTPAUUEVO EUMOPO VAPKWTIKWY, VTUNEVO TOE, TIOU TEAIKA OKoTWveTal Kt autdg.' H
aneArioia 0dnyel oty autokTovia rou o Uo&Ep So0A0pOVog EMIBANEL OE pia GHOPPN
Xrpa otnv onoia emtiBetal oeEoualika ato Tpevo. Ekeivn, yia va apuveel, epgaviel to
£vBULLO TTIOU NG Aenaoe o Avdpag g, Hia xepoBopBida, mou o enidogog BlaoTrig apo-
TMAeL Kat agrivel va exkpayel. ApEINKTN AOYIKY Kat TTAAL, 6Tav Je pOvTo ToV KaTtauAlopd
TV POOPUYWY, Eva AVTOGPLoUA KAl Ui YEVIKEUHEVT avApAeEn BAZouv TéNog otV Be-
Atypadséqikn vixta. Mponyoupévag, 6pwg, étav n Avva karmyoprienke adika and to gn-
Ndpn egpaocth TG, oe TOVo mMPOkAnong 1 xAeuaopou, MoAAol rtav ekeivol mou
oUpAiaEav: «Eipatl évoxog;» To epwmuatikéd urodelkviel Tnv dpvna (6x1, dev eloal évo-
X0G). ZNUATOSOTE( TNV AVIKaveTnTa TWV NEWwwv va TornoBetolv oto nbiké medio.

To oxfjua MG PUYNG VAL TO TIO AMOKAAUTTTIKG TWV CUUMEPIPOPWV TNG Tawviag. Ot véol
TO OKAVE, TO aydpl TIou Bev EXEl Adela TO OKAEL, Kal, HaKPLd and To PATL TOU KUKAWVA,
ayned ta nevnvrdypova kmvn. O veapdg Booviog yonteupévog amnd 1o Hodtpeho
£UMOPO VAPKWTIKWV KAVEL TO YEAWTOTIOLO KAl KATAARYEL KATASIWKOUEVOG, OTAUPWHE-
VoG Kat AIBoBoANKEVOG, eV PwVAZel TEAKA pia aAniBela: «Aev eipal évoxog!» O Mképav
MaokdAiepitg mapadéxetat v abwdtnta pévo dowv eival KaTw Twv Tplavra. H ou-
UrdBela Tou OTPEPETAL OTO SUCTUXIOHEVO EKEIVO TIOU avaoTatwvel GAoug Kat OAa Kat
TOV OTOI0 OKOTWVEL O TIULOG KaBnynTrg 1mou €xel Yivel 0dnyog Tou vuxTepIvou Aew®o-
peiou. O oknvoBENG ekTeivel £TOL TNV KATASIKN TOU PEXPL TOUG TIATEPEG (0 MaTéPag Tou
adgElou veapou odnyou eival e§ioou agloAUMNTOG HE TOV MATéPa eKEVo Tou EXeL EpBeL
and 1o ZapayeRo). Ooov apopd TIg yuvaikeg, UMOpEVouY. O ouvnBIOUEVOG IOOYUVL-
OMOG TOU KivaToypd@ou g ripwnv MouykoohaBiag edw AEIToupYE(: oL yuvaikeq eivat
oToug Golpvoug, ota ondpyava Kai, éuola pe Toug Avdpeg, TO MEMPWHEVO TOUG TIG
TAlel otV anokdAuyn. OplapBelel To mapdAoyo pAAov mapd To arormo.

210 Behypddi, n Bladmra okoTwvel kat n abwdémra eival Bavdoiun. ‘Oco yia To Te-
Aeutaio mMAavo, o pTIacIBwHEVOG aylptng Twv «Bakkaviwyv» Toouykpilet oTo Kevo, Kt avti-
BeTa e TIG SNAWOELG TOU OKNVOBETT EaL TIEMEIOUEVT TIWG AUTO TIOU TTVEL Elval KWVELO.

2e molov aneuBuvetal o Mképav MaokANERITS; ZTOUG CUMMATPLWTEG TOU OToV OAEBPO;

Ze epdqg —otnv Eupdnm, 0o popég mapouoa pHEoa and Ta padloPwVika NG avakol-
vwBEvTa-Tou 1) adlapopia Jag Exel kAvel SeNoUg, KL 1) akatavonaia IKpOYuxoug; ZTov
{310 ou e&opYilel To BpouePS TEPAG, TO EUPAVIOUEVO 0NV Kapdid g natpidag Tou;
Ze molov; H lMuptmidanobrikn dev divel andvinon. Aev mpoo@Epel mapd tn dUvapn Tou
KWnpatoypdagou Kat to Eavaopi&po pe eEaipetoug nbomnolols. H Muptmidarnobrikn eivat
n Abooa g aneAnioiag. H Beapatikr kat YonTeuTIKr eVEpyela TG aneAmoiag.

Positif, TX. 458, AnpiAiog 1999.
Metdopaon: Zwij-Muptw PnyortouAou

1. Kpipa nou ev unotirAiZovrat ot oTiXot Tou Tpayoudiol Mou, KE TV anethr) Tou GMAoU OToV KPGTapo, AEEL O
veapog okomiaveg epactriq evoow npoomadolv va Bidoouv T @iAn Tou unpootd ota paria tou. Eival dpaye éva
doepvo Tpayoudt 1 évag NATplwTIKOG, MOAEHOXaPNq Uvog; KaBwg otepolpacTe MANPOQOPLWY, N OKNvr) Sev
£XEL PATOLOTIKG UMIOVOOUEVO, MMOPOULE WG va elacTe afyoupol;

The Serbs’ Lost Honor
by Frangoise Audé

With The Powder Keg the Serbian filmmaker, Goran Paskaljevi¢, now living in Paris, offers
us an oneiric and scathing vision of his country which clearly exile and distance alone have
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made possible. In a continual crisscross, his characters — whose lives accidentally overlap
in the course of one night in Belgrade - pitch us with violence and humor into a labyrinth
where death and tenderness coexist. In this significant work, set under the shadow of frat-
ricidal conflicts, we find most of the best Yugoslav actors, some of them already favourably
known to us through Kusturica's films.

The ringmaster at the «Balkan» cabaret, king of the Belgrade night, uses make-up like
Alexei Jawiensky's Medusa, the mad portrait of an artist sinking into madness. “Tonight
I'm going to fuck you”, he says. Allegorically we see him set off on the paths of Central Eu-
rope or on that of the “Slav soul”, with their common weakness for disabused statements
exorcised however by the lyricism of feelings and music. These paths are not the best.
When at dawn, after an outburst of horrors to which we have been invited, this visionary
actor, a glass in his hand, turns to the audience for a last toast, his gesture is not one of
connivance. It is a self-inflicted sarcasm of absolute derision. The absolute of deadlock in
history. It's paralyzing. The Balkans have crushed Slav culture, in a white explosion like that
of Hiroshima. The orchestra has stopped playing.

A testament-film directed by a filmmaker in full control of his talent ~reminiscent of Robert
Altman'’s unifying efficiency in his Short Cuts—, The Powder Keg, like many other contempo-
rary films that don't appreciate present times in our globalized world on edge over its idio-
syncrasies, achieves its end against the viewers' good will. We are sickened by what we see.

And yet we leave the film with a feeling of having grown up. Beyond the nausea, we have
found the dignity of a mind grappling with indignity. Some authors, who in some way have
rescued the Serbs' lost honor, have made us think again, and we are grateful for this. Goran
Paskaljevi¢ has based his film on a play by Dejan Dukovski (a young Macedonian aged
twenty-six). They both know, more and better than us, what the “spiral of Balkan folly” is that
is sweeping away Serbian society. Probably, the minimal objectivity they enjoy is due to the
fact, for Paskaljevi¢, that he is a semi-exile which gives him the advantage of frequent re-
turns, and for Dukovski, that he is a next-door neighbour. They manage to keep their con-
sciousness safe from defeat, but it is clear that for Goran Paskaljevi¢ his lucidity is not
enough.

Mané, the more respectable character in the film (and the one who feels his Slav iden-
tity the most: upon arrival he immediately goes to a church to light a candle in front of the
iconostasis), is evidently the one who embodies the filmmaker in the story, and he is not
spared. An émigré, Mané comes back for his girlfriend Natalia whom he deserted in the
past. To gain her forgiveness, he offers her a symphonic concert played by a great or-
chestra on a boat. On the Danube. The white ship lights up like a vision in the middle of the
night. Natalia has come with her new — aphasic — companion. Despite her efforts to the con-
trary, she can't help falling for Mané, once again. But this isn't enough, Mané wants more:
he wants to frighten her, to make her call him, so he disappears in the river and pretends
to drown. But when he surfaces, Kostas the moron who has taken his place fatally hits him
on the head with an oar. The filmmaker offers no salvation to those who have left hell be-
hind them. Nobody, with perhaps the exception of an old couple, has the right to salvation.
Tracking shots dizzily follow the yellow line on the roads, the line that links a series of meet-
ings in which the variety of characters is less significant than the dramatic thread connect-
ing the scenes. Aimost every scene starts out in action, and is followed by a flight and then
an aggression. Or by the evocation of sadistic violence, as in the case of the invalid cop who
has fallen victim to a taxi-driver's vengeance, himself the victim of the savage beating the
cop once gave him (and which has left him sterile).

The murders are not so premeditated but they also stem from the irrationality of
‘vengeance, an eye for an eye and a tooth for a tooth. Two boxers start telling each other
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how each has repeatedly deceived the other, but just as it seems that truth has reconciled
them, one of them knives the other. The gap cannot possibly be bridged. After breaking
everything in the house of the boy who accidentally crashed into his car (and who is will-
ing to get it fixed), the owner of the car raps out: “Nothing can be fixed.”

But there’s worse to come, as the cabaret actor exclaims: “Death is beautiful, the world
is absurd.” The bus driver, who has given up his professorship in order not to owe anything
to those who are benefiting from the war, kills an impassioned young man whose only sin
is to fight the passengers’ spinelessness and resignation. To provoke them, the young man
decides to drive the bus himself. He dies for having crashed against a garbage bin.

More ambiguous is the scene of challenges and threats at gunpoint that opposes two
young lovers to Topi, a junkie drug dealer, a perverted paranoiac who dresses like the Che,
and who finally also gets killed.! Despair drives the boxer murderer to suicide, a suicide he
also enforces on a pretty widow that he aggresses on the train. To protect herself, she
brandishes the gift her dead husband has left her, a grenade; the rapist pulls the pin out of
the grenade and it explodes. Again with irreversible logic, against the background of a
refugees camp, a lynching scene followed by a general explosion puts an end to the Bel-
grade night. But before that, just like Ana falsely accused by her jealous lover, many have
howled in derision or provocation: “Am | to blame?”. A question that begs a negative an-
swer (“No, you're not guilty”). It indicates the characters’ inability to place themselves on a
moral level.

The most revealing thread throughout the various behaviour patterns in the film is flight.
The young people flee, the boy who hasn’t got a driving license flees, and from a safe dis-
tance he taunts his middle-aged thugs. The young Bosnian attracted to the mad drug
dealer, clowns around until he is hunted down, crucified and lynched as he lets out a last
cry, which for once is true: “I am not guilty”. Goran Paskaljevi¢ only accepts the non-guilti-
ness of those under thirty. He sympathises with the imprecator who jostles people and
things around, and who is killed by the respectable professor who has become a night bus
driver. The filmmaker therefore extends his condemnation also to the fathers (the father of
the young road hog is just as pitiable as the other father from Sarajevo). Women, well, they
put up with it all. The usual misogynous attitude in previous Yugoslav films is clear: women
are seen cooking, changing nappies, and, like the men, their lives are doomed to apoca-
lyptic deaths. The triumph is more of the irrational than of the absurd.

In Belgrade, savagery kills and innocence is mortal. When on the last shot, the “Balkan”
Cabaret smooth talker, his face caked in make-up, lifts his glass for an empty toast, | am
convinced, despite the filmmaker’s own declarations, that he swallows hemlock poison.

Who is Goran Paskaljevi¢ addressing? His doomed fellow-countrymen?

Us — Europe is twice present in the film, on the radio news — that, for lack of interest and
lack of understanding, cowardly keep away? Himself, revolted by the foul beast nesting at
the heart of his country? Who? The Powder Keg doesn't provide us with an answer. The
film simply gushes forth with the power of cinema and presents once again a number of
first-rate actors. The Powder Keg is the fury of despair. The spectacular and fascinating en-
ergy of despair.

Positif, 458, April 1999.
Translation into English: Maria Teresa von Hildebrand

1. I missed the lyrics of the song in the film's English subtitles. The young Macedonian lover is made to sing out loud,
a gun pointed at his head, while his girlfriend is being raped under his eyes. Is it a bawdy song, or a patriotic war
hymn? Lacking information, it would seem that the scene has no racist connotations, but who knows.



To Behiyp@di wg YuyiKr karaoraon

m¢ Nriva lopvravoBa

H pévn Tavia nmou Karagepe va EMKOIVWVIOEL TA ANOTEAEOUATA TNG Suogpopiag katmg
napagpoouvng otov £Ew kéopo firav n Mupmdanobrikn Tou Mképav NaokaAePITS.
«N1WBw Nwe elival Twpa oelpd pou va deiEw v napouoa YuxoAoYIKr] KATAOTAOT) TWV
CUNNATPIWTWY Houx», EEYNOE 0 OKNVOBEMG."' Zekoppévn and Tov EEw KOOHO Kal Lw-
vrag o' éva aSIAAAaKTO Kal KNvwdeg kabeoTwg, n npayparikémmra me Mupmdanodr)-
kNG, MAAIoWHEVN and Toug povoAdyoug evig napdloya elkpivry S1aokedaoTr) Tou
kaunapé, Bupilet v évrova aneAmopévn arudéogaipa Twv Taviwy nou diadpaparifo-
vrav ota @UeAeUBePa OTEKIA TWV NPWTWV valloTikwy Xpévwv onwg To Mépioto (1981)
tou ‘lotRav Zaumno kai To Kaurapé (1972)? tou Mnoun ®og. Aounuévn yupw ano auto-
VOHEG KQI HEPIKWG HOVO TEUVOUEVEG LOTOPIEG, HIa and TIG BAOIKEG APNYNHATIKEG YPQap-
Hég ™G MupmSanobrikng napakoAouBel Tiq npoonddeieg evog ZEpBoOU EUYKPE, NMou
éxel ermoTpégel and ) Avon, va Eavaxkepdioet ) yuvaika nou ayana. Eival moAu apyaq,
wotéoo. Napdn unopel va eival ETolog va Bondrioet Toug naiioug Tou @loug va Spa-
nerevoouy an' autd Ta «okaTd», TWPea ria eivat 6Aot napdgopa kai avenavopbwra Tpe-
Aol - «tpehapévol enedr) éuewvave, Onwg To BETel Evag and autoug, YiaTti ouHQWvVa Le
Ta Adyia evog Taglr| «Onoiog eixe HUAAS Exet QUYEL. TO ENOUEVO NPWI NG EMOTPOPNQ
TOU O elykpé Ba éxel oxotwBel. Zxedov unovoeital nwg Myave yupevovrag — dev




148

rképav MaokaMiepitg

énpere va §xel Yupioel: dev Tov xpetalovrat oto BeAypddt. Ooot €uevav miow aneiko-
viCovtal wg aveEEAEYKTa Kal ppeviacpéva Bialol — €vag mapopUnTikd embeTikdg dvdpag
opyav@vel pia eniBeon oto ottt Tou veapou ayoploy Tou Tuxaia Tou TpAKape To au-
ToKivnTé TOUu Afyo Tiptv. Katd ) Sidpkela evog plikoU patq pmog duo naof gikot aro-
KAAUTTTOUV [E TIOLO TPOTIO €Xouv Mpodobei HeTa&l Toug péoa ota xpdvia- o évag
OKOTWVEL TOV GAAOV, Alyo apydTepa auté-avativaZeTatl pe pia XeipoBopBida kat oKoTw-
Vel éva KopiTol TIou HONIG YVwpLoe oto Bayodvi evog Tpévou. ‘Evag véog avdpag kata-
AapBdvel €va Aew@opeio Kat Katoriv Tpopokpatel Toug abwoug empBdreg Tou. Kat ta
Biawa meploTatikd ouvexiZovral, OAa oupBaivouv péoa oty idla vixra Katw amnod To Al-
YOOTO QWG Tou EUMApyKo-anokAelopévou BeAtypadiou. H mikpia kat n ekSIKNTIKSTITA,
n TPéAA Kal N ppeviTida eival EVToveg Kat KeVEG. «To BeAlypddt wg Yuxikr| katdoraon)»
HETAPPATETAL OE EIKOVEG TIOU MAOUY YLa LA TPAYIKT) KAt nooTaBepomonTikn anwAela
ouoiag, Hia anwAeLa Tou evioXUETaL and v andéppyn g HETavAoTEUOTG.

Andéomnaopa ané to Cinema of Flames. Balkan Film, culture and the media.

BFI Publishing, 2001.
Metagppaon: Zwri-Muptw PnyortouAou

1. MA@vtag oto 390 AieBvég PeoTiBAA Kivnuatoypdpou ©sooalovikng To NoguBpio Tou 1998.

2. ¥ Bépela Apepikry, 1) Tawvia Tou MaokdhiePirg Byrike oTig aiBouoeq pe Tov TitAo Cabaret Balkan. H emionun
SiatoAoyia yia v aAkayn Tou TitAou fitav nwg o KR Kéotvep eixe 1dn karoxupwoel Tov TitAo Muptmdarno-
6r7kn yla Hia IPooEexXT) SIKT| TOU KIVNHATOYPa@Ikn Tawia.

Belgrade as a State of Mind

by Dina lordanova

The only film which managed to communicate the effects of malaise and insanity to the
outside world was Goran Paskaljevi¢c’s Powder Keg. “| feel that it is now my turn to show
the current state of mind of my people”, explained the director.! Cut off from the outside
world and living under an intolerant and brutal regime, the reality of The Powder Keg,
framed by the monologues of an insanely frank cabaret entertainer, is reminiscent of the
intensely desperate atmosphere of films set in the liberal lairs of early Nazi times, like Istvan
Szabd’s Mephisto (1981) and Bob Fosse’s Cabaret (1972).2 Structured around autonomous
and only partially intersecting stories, one of the plot lines in The Powder Keg follows the
attempts of a Serbian émigré who has returned from the West to recover the woman he
loves. It is too late, however. Although he may be ready to help his former friends escape
from this “shit”, by now they are all impetuously and irretrievably mad — “fucked up by stay-
ing”, as one of them puts it, because, in the words of a taxi driver, “anyone with any brains
has left”. By the morning after his return the émigré will be killed. It is almost implied that
he was asking for it — he should not have returned; he is not needed in Belgrade. Those
who have stayed behind are portrayed as uncontrollably and frantically violent — an impul-
sively aggressive man arranges an attack on the home of the young boy who has acci-
dentally hit his car shortly before. During an amicable boxing match two old friends reveal
how they have betrayed each other over the decades; one kills the other, soon after blow-
ing himself up with a hand grenade and killing a girl he has just met in the train compart-
ment. A young man seizes and then terrorizes the innocent passengers on a bus. And so
the violent incidents go on, all happening within the same night in the scarce light of em-
bargo-stricken Belgrade. The bitterness and the vindictiveness, the madness and the frenzy
are intense and meaningless. “Belgrade as a state of mind” translates into images that




speak of a tragic and destabilizing loss of substance, a loss enhanced by the rejection of
emigration.

Extract from Cinema of Flames. Balkan Film, culture and the media.
BFI Publishing, 2001.

1. Speaking at the 39th Thessaloniki International Film Festival, November 1998
2. In North America, the film was distributed under the title Cabaret Balkan. The official reason for the change in the
name was that Kevin Costner had already registered a forthcoming film project under the title the Powder Keg
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‘Ovelpo XEIPWVIATIKNG vUxTag [2004]
San zimske no¢i / Midwinter Night's Dream

IxnvoBeoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Filip David, Goran Paskaljevié, Bao. oe difjynud tou / based on a
short story by Goran Paskaljevi¢

dwroypagia / Cinematography: Milan Spasi¢

Movtal / Editing: Petar Putnikovi¢

"Hyog / Sound: Velibor Hajdukovi¢, Branko Neskov

Mouoikr / Music: Zoran Simjanovi¢

KaMAirexvikrj SieuBuvon / Art Direction: Tijana Mari¢

HBonoioi / Cast: Lazar Ritovski (Lazar), Jasna Zelika (Jasna), Jovana Miti¢ (Jovana),
Danika Ristoski (5ieuBUvtpla kévrpou avarmpwv nadiwv / Director of the handicapped
children center)

Mapaywyoi / Producers: Goran Paskaljevi¢, Lazar Ritovski

Napaywyrj / Production: Nova Film, Zillion Film (Serbia), Zepter International (Monaco),
Wanda Vision (Spain)

AiGpkeia / Running Time: 95", ‘Eyxpwpo / Color. 35mm

Bpapeia / Awards: Eidik6 Bpaeio g Erurpormig, BpaBeio SIGNIS / Special Jury Prize,
SIGNIS Award - San Sebastian IFF 2004

Bpapeio Dreammaker kaAUtepng peyaiou urikoug Tawviag / Dreammaker Award for Best
Feature Film - Nashville IFF 2005

Xpuor Avtiyévn kaAuTtepng peyalou prikoug tawviag / Golden Antigone for Best Feature
Film - Cinemed Montpellier 2005

Bpapeio FIPRESCI / FIPRESCI Award - Tromse IFF 2005

Zeppia, xeywvag tou 2004. O Aaldap yupvdel otnv noAn tou votepa and 10 xpévia ot Pu-
Aakr. Exel avakaAurtet 6t to Siauépioua orou Louoe, Exel kataAngBel and ua yuvaika,
mv MNdova, kat m dwdekdxpovn autiotikr k6pn s, Mopdva. Eivat Booviot npdopuyeg
Kat Sev éxouv nou aAAou va nave. Kat o Aaldp kau n lNaova npoonaBouv va yupioouv m
oeAlda kat va aprioouv riiow toug éva SuokoAo napeAbov. O AalGp ouurtova m lNaova kat
mv agrivel va peivet oto ornitt. Ziyd otyd, ot tpelg Toug apxilouv va ouvséovrat 6Ao kat mo
MOAU... AOCUEVN LE TNV OUVIIBN OITTIKT] KOUWOTNTA KAl T1) CuVaLoBnuatikr NOAUNAOKSTNTa
Tou MaokdAepirg, n rawvia eivat ané noAAéG andyers uia alAnyopia yia 1 oxAnpr) npay-
pauxotnra me onuepwvis Zeppiag.

Serbia, winter 2004. Lazar returns home after ten long years in prison. He discovers that the
apartment where he used to live is now occupied by a woman, Jasna, the single mother of
a 12-year-old autistic girl named Jovana. They are Bosnian refugees who have been squat-
ting and have nowhere else to go. Both Lazar and Jasna are attempting to turn the page on
difficult pasts. Lazar empathizes with Jasna and allows her and her daughter to stay. Little by
little, these social castaways form a tight kinship as they grow closer together. With the visual
elegance and emotional complexity that Paskaljevic has accustomed us, the film is, in many
ways, a metaphor for the harsh realities of modemn-days Serbia.
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EQIAATNG XEIHWVIATIKNG VUXTAG

tou Ntav ®aivdpou

0 Gueoog nelpacpudg eival va dlapdooupe v Tawvia oav pia perapopd Twv Baikaviwy,
orjuepa. O Avtpag, OTOLKELWHEVOG AMG QVAUVIOELG TOU TIOAELIOU, OKOTWOE TOV KAAUTEPO
Tou @i, HEBUOUEVOG OF ia pAoVIKia kat iEpace 10 xpdvia oTn GUAaKT, N Yuvaika Exet
KATAMAToeL TO OTIETL TOU KATA TV anouacia Tou, Kt UNdpxel Kt éva auTioTiké maidi mou
enélege va arnooupBel o’ €va KaAUTePO, BIKG Tou kGopo. To MapeABdv, To Mapdv Kat To
apépato pEAov, OAa padi, £xouv ouvoIoTE yia To okomnd autd oe 90 Aertd. Eutuxg,
woTé00, QVTIBETA e TIG TIEPIOTGTEPEG LETAPOPEG TIOU AEITOUPYOUV HOVO WG Ia OU-
UMUKVWUEVT avarnapdoTaoT g MPayuatikottag avtavakAweng ota pdria tou Beam),
oTnV MePITTwon auth, N Tawia eivat eniong €va duvard, avBpwrivo Kal ouxva omapa-
KTIKG dpdpa amnd povn mg, moAU Mo ndvw arm’ dAa Ta MOATKA pnvdpata mou 8a pro-
pouoav va m Bapaivouyv.

Elvat a\riBela, mwg o TTtAog popel va anoBel mapamAavnTikég yla orolovanmoTe nept-
MEVEL pia BaAKavikr) ekSOXT] TNG avaAappng, oroudaiag oeEMmPIKNG KWUIKIG pavtaosiv-
ong, Tou Katd Tuxn éAaBe xwpa kat ota Bakkavia eniong. Onwg ritav avapevopevo,
UApXEL, P0G TO TEAOG, éva andomaoua Tou Bearpikol €pyou, ONBePA EMEYELO KL EPUN-
VEUWEVO and avarmpa nawdid. Edw, Sev UNdpxel Tinota To avaAappo 1 To KWHKS, kapia
(Qavrtaoinon omv oroia va Jropeig va dpaneteloelg kat kavévag Mouk dev omeudel va

EUQaVIOTE( e Ta paylkd Tou GATpa yia va BAAeL Ta mpdypata ot B€om Toug mpwv va -

oTpaBwoouy eVIEADG. Av Un Tt GANO, Ta GiATpa Tou Mouk £3w €xouv To avtiBeTo amnote-
Aeapa, yiati ota BaAkdavia tou MaokdNepirg, Ta BAAoaua g xapdg eivat auotnpd evd-
VTla gtov kavéva (yia v lotopia, n enduevr) Tou Tawia gixe Tov Titho, Ot Aotddo&ot, kat
p6vo autd dev tav).

O xpdvog eivat 0 xewvag Tou 2004, To pHEPOG eivat n oEPPIKN enapxia, mou GEpeL Ta
KaTaoTpoPiKd onuadia evog MoAELOU Tou Sev Exel andAuTa TeAelwoet. Metd and 10 xpo-
via ot UAakT), 0 AaZdp (AaZdp PloToBokL) eMOTPEPEL OTm YEVEBALA TIOAN Tou, Evav Bpo-
HOTOMO MANUUUPLOKEVO 1131 arnd aoldTeq HETAVATTEG, YEUATO epeimia kal okouridia, mou
deiyvel Opwg Ta mPWTa onpAadia olKOVOKNG avakapuyng rou olvropa 6a Tov peTaTtpe-
el o€ eUXAPLOTO TOTO KUVNYLOU Yla Toug SUTIKoUG KEPSOOKOTOUG. ZTO OTI(TL Tou, Bpioket
pa yuvaika mou dev €xel Eavadel, ™ Mdova (Mdova ZaAika) kat ) vonTika oTepnUévn
Kopn g, MoBdva (Mititg), ot oroieq £xouv eykaraoTtabel ekel, kard ) anouaia Tou. H
TMPWTN TOU Mapdpunom eival va Tig MeTa&el €Ew, dtav Opwg cuveldnronolel OtL dev EXouv
rouBevd va ndve, aAAZeL YVWHN KL anopaoilel va Tig aprjoet va peivouv. KL autd sival re-
pirou 6Aa doa yivovrat @’ autr v Tawia, andé droyn) MAOKNG. Av Kat QUOIKA, UNIAPXOUV
MOA\G neploadtepa. Bapubupog kat owrmAdg, odnydg Ta&l mAgov yia va Kkepdioel Ta
TIPOG TO NV, KUVNYNUEVOG amnd EPLAATIKEG QVAUVIIOELG TOU MAPeABOVTOG TOU WG OTPa-
TLWOTT TOU OEPRIKOU OTPATOU, TOU TOV KAVOUV va EUNVAEL 0T Péon TG vUxXTag oupAid-
Covtag Aouapévog atov 1I3pwra, o Aaldp EAkeTal apxIKG arnd v aglaydrmtn, aA\d
eVIEAWG amootaatononpévn oy g Mopdva, mou Zet 0To SIS NG, MOAU TIPOCWITKO
oUpmnav, To onoio kavelg dev propel mapd va gavraotel. H yonteia mou Tou aokei To
veapd Kopitaot kat n dpvnom Tou va SexTel Tt Sev UMopel va KAvel TnoTa yia va Wret atov
KGOWO TNG KAl VO AOKTTOEL KArotou idoug aAnBivi enagn pali mg, Tov GEPVEL IO KOVTA
ot Maova, mou Zet Pévn g ané TOTE TIoU TV EYKATEAEWE 0 Gvdpag NG, ENewdn dev
prnopouoe va avextel v kardotaom g kdpng Tou. H Mdova eival evreAdg apooiwuévn
ot MoBdva, anodéxeral MPwWG TNV KATAoTaoT TG Kat Sev ETUTPENEL ae kavévav, oUte
Kav otov AaZap, va npoomadrioel va napéuBel oTo HUaAd Tou natdlol, akGpa Kt av ExEL
TI§ KaAUTEPEG MPOBETELG TOU KGOHOU. EvOow GHwG TO TR0 autd Twv anpoodpuooTwy
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Sianpayuarevetal Tov TPOMo yia éva kowvd £5apog ot OxEoM TOUG, OUVTEAE(TalL N a-
péupaon Tou and unxavrig Beol, T POV GoPA MOU ETUTPENETAL 0T LETAPOPA va na-
PEIOPPNIOEL OTNV MAOKT), YIa va SWOEL 0TV LoTop(a TNV TEAIK TG TPAYIKY| TPOMH.

FUpLOpEVN PNPLaKA KAl HETAPEPHEVT OE PIAW, N Tavia CUAAUBAVEL TEAELQ TO OKOTEWVG,
HeAayxoAké PwG TOu BaAKaVIKOU XEILWVA, Kal EMITPENEL Evav puBO Mou unayopeUeTal
OE pEYAAO HEPOG amd TNV avAykn va unv EMOTIEUOTE( MOTE Kal Katd onolodrnoTe TPono
n ox€on peTaku Twv TPV npwtaywviotwy. Ot Sidhoyol eival eAdxLoTol, oL olwnég eival
TOAU o eUYAWTTEG 0NV MEPITTWon autr, apou Téoo o Aaldp 6oo kat n Mdaova éxouv
va avtipetwnioouv Ta Sika Toug NMPOowrka npoPArjuata kat popoulvrat eEicou va dia-
Kivduvedoouv va mAnywBouyv Eavd. To Kpurroypa@Iké HovTal katapyei Tig mpoSnAeg Ae-
TTTOUEPEIEG, KABWG MPOXWPA EAAENTTIKA NMPOG TA UMPOOTA EOTIQOUEVO OTA OUCLWAN.
Aoulelovrag navw o' éva oevaplo nou éypayge o eilog Tou, kit NTERVT, o MaokdAie-
Birg kpatd Ta oupPBaivovra uné auotpo EAEYXO, KUPIWG HE TO va KaTeRAZEL TOV TOVO TwV
nBonowwv Tou, Eekvivrag and tov erpPANTIKA Aaunepd PloTéRoki, rou Sivel e8 pa Su-
vatr| evBooTpePr| epunveia wg évag avdpag rou Bacavilerat and toug daijoveg Tou na-
PEABGVTOG TOU Kal SUOKOAEUETAL TIOAU OF 6,TL apopd oto napdv Tou. Tov Bondad yevvaia
n Ndaova ZaAika, pe pia .ooluylaopévn, WRLKn EpUNVE(a wg n yuvaika nou Karandrnoe 1o
oniti Teu kai n povadika auBevrikr napouaoia mg Mopdava Mitirg ou eivat kat oy npay-
parnkdémra autioTikr). Téoo o PlotéBoki 600 kat ) Zakika davellouv Ta mpayuarika Toug
ovOuAaTa OTOUG XAPAKTTIPEG MOU UNodUovTal, POKEIUEVOU va unv unepdéyouy ) Mitirg
He To va npénet va aneubivetal o' éva dropo pe duo ovéuara. H andégpaon va xpnotuo-
nonBel éva aAnBiva autioTiké aropo yia To péAo ritav noAu yevvaia, kal anarrouoe ave-
EAQvtAnm urnopovr) andé 6Aouq oto nAatd pEXPL va eruteuxBel kAMolo anotéAeopuaq,
avrape(Bel 6pwg yevwaiddwpa, kabweg kapia nboroidg dev Ba pnopoUoe va YTAceL
Puoikr| évraon g MoBdva oto poo.

Aev undpxel MTOAEHOG, WG TETOLOG, OV Tawia, pe v eEaipeon evég MAGvou PAAg Unak
Tou eUKOAQ Ba UnopoUoE va AEIMEL, KL woTGO0 N Napouaia Tou Yiveral alobnt ) ouvexws.
0O dyplog TPOHOG MAavATal oTny atuéoPalpa Kal oTa Juald, eivat adivarov va Tov ayvor}-
oelg i va tov Eexdoelg. ‘Ooo yia myv petagopd, o MaokdheBirg motevel nwg ot ZEpPot,
MPOKEIEVOU va EMBIWooUV and KAroLeg anod TIG XEPOTEPEG MAEUPES TNG MOMTIKIG TOUG
Zwng, éxouv urnet o' éva eidog aUTIOTIKIG KATAoTAOTG MOU TOUG Ekave anpoofAnToug o
kanowa, av 6x1 oe 6Aq, Ta npdyuara rnou oupaivouv yUpw Toug.

loUAlog 2009
Metagppaon: Zwr)- Muptw PryonodAou

A Midwinter Night’s Nightmare
by Dan Fainaru

The immediate temptation is to read this as a metaphor of the Balkans, these days. The
man, haunted by war memories, has killed his best friend in a drunken brawl and spent ten
years in jail, the woman has invaded his home while he was away and between them, there
is an autistic child who has chosen to retreat into a better world of her own. The past, the
present and the uncertain future, all encapsulated for this purpose in 90 minutes. Luckily,
however, unlike most metaphors functioning only as a concentrated representation of re-
ality reflected in the eye of the beholder, in this case, this is also a powerful, humane and

. often heartbreaking drama in its own right, way beyond all the political messages it might

be burdened with.
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True enough, the title may be misleading for anyone who expects a Balkan version of the
frothy, great Shakespearean comedic fantasy, which incidentally took place in the Balkans
as well. As expected, there is, towards the end, an excerpt of the play, pathetically earth-
bound and interpreted by handicapped children. This is anything but frothy or comic, there
is no fantasy to run away to and no Puck is rushing in with his magic drops to put things
right before they go too wrong. If anything, Puck’s drops here have the opposite effect, for
in Paskaljevi¢’s Balkans, happy balms are strictly against the rule (for the record, his next
film was entitled The Optimists and was anything but).

The time is winter 2004, the place is the Serbian countryside, bearing the ravaging signs
of a war that hasn't really quite ended. After ten years in prison, Lazar (Lazar Ristovski)
comes back to his home town, a dump already swamped with Asian immigrants, covered
by rubble and refuse, showing the first signs of the economic boom that will turn it soon into
a happy hunting ground for Western profiteers. At home, he finds a woman he has never
met before, Jasna (Jasna Zalica) and her mentally handicapped daughter, Jovana (Miti¢)
have moved in, during his absence. His first impulse is to kick them out, but once he real-
izes they have nowhere to go, he changes his mind and decides to let them stay. And that’s
about all there is in this picture, plot-wise. Though of course, there is much more. Sullen
and silent, driving a taxi to make a living, chased by the nightmarish memories of his past
as a soldier in the Serb army, which wake him up in the middle of the night screaming in a
cold sweat, Lazar is first drawn to the lovely but completely detached countenance of Jo-
vana, who lives in her own intensely private universe, which he can only guess at. His fas-
cination with the young girl and his refusal to accept that nothing can be done to break into
her world and establish some kind of real contact with her, brings him closer to Jasna, liv-
ing on her own since she was abandoned by her husband, who couldn't take his daugh-
ter’s state. Jasna is fiercely devoted to Jovana, fully accepts her condition and will not
permit anyone, not even Lazar, to try and tamper with the girl’s mind, be it for the best in-
tentions in the world. But just as this trio of misfits is negotiating its way towards a common
ground in their relationship, in comes a Deus-ex-machina intervention, the one time the
metaphor is allowed to intrude on the plot, to give the story its final tragic twist.

Shot digitally and transferred to film, the picture perfectly captures the murky, melancholy
light of the Balkan winter, and allows for a pace dictated to a great extent by the need to
never rush the relationship between the three protagonists in any sense. The dialogs are
minimal, silences being far more eloquent in this case, for both Lazar and Jasna have their
own personal problems to deal with and are both equally fearful of risking to be hurt again.
Cryptic montage does away with obvious details, as it elliptically proceeds forward focus-
ing on essentials. Working from a script written with his friend, Filip David, Paskaljevi¢
keeps the proceedings under tight control, particularly by toning down his performers, start-
ing with the massively flamboyant Ristovski, who offers here a powerfully introvert per-
formance as a man obsessed by his own demons of the past and having a hard time with
every aspect of the present. He is valiantly assisted by Jasna Zalica, in a rounded, mature
performance as the woman who took over his home and by the uniquely authentic pres-
ence of Jovana Miti¢, who is a real autistic person. Both Ristovski and Zalica are lending
their own personal names to the characters they play, to prevent confusing Miti¢ by having
to face one person bearing two names. The decision to use a real-life autistic person for
the part was a pretty brave one, requiring infinite patience from everybody on set before
achieving any results, but pays off handsomely, since no actress could have matched Jo-
vana'’s natural intensity in the role.

There is no war, as such, in the film, with the exception of one flashback shot that could
have been easily eliminated, and yet its presence is felt every step of the way. The savage




[ E———

Goran Paskaljevié

horror is in the air and in the minds, impossible to ignore or forget it. As for the metaphor,
Paskaljevi¢ believes the Serbs, in order to survive some of the worst aspects of their polit-
ical life, have entered a kind of autistic state which made them immune to some, if not all,
of the things going on around them.

July 2009

Mia Taivia xwpig xioupop
mg Ipéve Mruvidpvtt

Elval a\iBeia autd nou o Mképav MaokahiePitg eine oe pa ouvévreutn: «Eivai n pévn
Hou Tawia xwpig xoupop». Eivar aAriBela, kat dev eivat apvntikd oxdAo. To Ovelpo Xel-
Hwwidrikng NUxtag eival yepdro and téoa SlapopeTika kat oroudaia ouoTarikd —ou-
unévia, agooiwon, npadtnra, napaddofn aywvia, KoPTePd PATL yia TV NPaypatkéTnTa,
avolXta autid oto nwg AvBpwrot HAOUY 1) Hévouv olwrnAof, IkaveTtnTa napatipenong
TWV HIKPWV AETTTOHEPELWY TNG KABNuepvrig {wrig KaTw ané acuvriBloTEG KATAOTACELS
- ka1 diadpaparileral oe éva 1600 Yuxpod POvVTo Mou To XloUpop Sev Uropel va €xel
B€om edw. Kat dev pag Aeimel.

TornoBetnuévn ot petanoAepikr Zeppia, Tov HETA-MINGOEBITG XEuwva Tou 2004, oe
éva dxapo xwpld 6rou o rAlog dev AGurel MoTE ki 6Aa elvat Aaomiwpéva kat uypad, n tai-
via Eekivd pe tov Aaldap, évav avdpa Alyo mptv Ta Mevivra, mou EMOTPEPEL OTTL TOU
HeTa and déka xpovia. Mari; Mou fitav; Me motov; Eival duvatdg kat okAnpég: yia ka-
oo AGyo, 6HwG, kal MapdTt dev EEPOUNE MOAAG MpdypaTa yi autdv, TOV EPMIOTEUSHA-
ote. Otav pnaivel 0to nakid Tou omitt kat To Bpioket karanampuévo and T MNdova kat
™mv napdagevn, Swdekaxpovn képn g, Mopava -duo npdoguyeg and v Boovia rnou
Sev €X0uvV HEPOG va EMOTPEYPOUV- UMAiVEL OTOV NMEIPAOTUO, OTNV apxr, va Tig ndel o’ éva
Goulo yia npéouyeq. TeAka, Opwg, Ba Tiq kpatoet padi Tou- kat Ba dnuoupyrjoouv
éva napaEevo Tplywvo, pia évwaor dnuioupynuévn and To yeyovog 6Tt 6AoL Toug Exouv
napépola ranewvwBel and Ta Baoava Twv {wwv Toug,.

Efval péow TG NATPIKAG TOU OTOPYNG YIa TO KOPITOL ~yAUKS, aglaydnnro, auTioTiko, Ki
Gpa rmyr ueyéhou Ayxoug yia T UNTEpQ Kal EYAAng, abwag xapdg yia o Aafap-, kat
apydtepa péow G EAENG TOU Yia TN UNTEPQ, TIOU Jia fira rnavor ouvreAeital o' autév
Tov Yuxpd KOoHO, Kat Eekiva éva Melpapa otny kavovikaTnTa Kat pia {wr) Slaxwplopévn
ané my nepPallouca npaypatikdmra.

Eyyeviig oto Aaldp eival pia tpaywdia, n avtiBeor) Tou HE Tov NMOAEHO MOU NOAEUNOE,
0 @évog evog eihou, N 0BUvn Kal N HETAUEAELQ TOU. AVAKAAUTITOULE Ta YEYOVOTa aQuTd,
Alyo-Aiyo, péoa ané Xelpovopies kal KataoTaoelq ki 6xt and Adyia, péoa and pa agr-
ynon ownwy avti StaAdywv. Ki epeig, ot Bearég, yvwpifoupe and nmoAu npwv 6t Ta npdy-
para Ba eEehixBolv Goxnua. Aev unopel va undapgel eiprivn, oute wWoppornia o' autd
TOV KATQPapEVo KOOHO OrouU 0 PTWXOG Kal 0 Aropog HAXoVTaL EVAVTIA OTOV PTWXO-
TEPO KaL TOV Mo Arnopo. Kai, To Mo onpavTikd, To NapeABOV ETUOTPEPEL, LETAUPIEOHEVO
HE TNV 6Yn ™E aydnmng kai mg kaAoouvng, ou avt' autou yiveral Bia, Tuxaiog Bava-
10, EAewn eAnidag. 'H prinwg va eivat 0Tt To KOoPIToL PuUYAG, HOVO TWPA HE GOVTO Ta
Sévrpa nou avBilouv, avanapiotd my eAnida autr;

H enavanpooapuoyr) 0 véa npaypankéTnra me petanoAeiuxng Zeppiag eivar 50-
OKOAN, e15KG Yia exeivoug nou -6nwg o AaZdp, n MoPdva kai n MNaova- Sev nioteyav om
wooow(amquupwom AuTO ToUug KaGvel SIaPoPETIKOUG. Toug KAVEL IO TPWTOUG.

AUTS EVBUVALIWVEL TO MENPWHEVO TOU onoiou ElaoTE HAPTUPES - Eva TEAOG nou Sev Gpece
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0€ KATOoLoug KPITIKOUG, amoTeAel OpwG T PuUOIKr) KATAANEN Hiag S1adikaciag MECIUIOTIKIAG
(kat peaNoTIKrG) aioBnong TG mpayuatikdmTag, £va Ovelpo mou yivetat epLldAmg.

loUAlog 2009
Metagppaon: Zwr-Muptw PryortouAou

A Film without Humor
by Irene Bignardi

It is true what Goran Paskaljevi¢ said in an interview: “This is my only film without humor”.
It is true, and it is not a negative remark. A Midwinter Night’s Dream is full of so many dif-
ferent important ingredients — pity, pietas, gentleness, paradoxical suspense, an eye for re-
ality, an ear for how people speak or stay silent, an ability to observe the small bits of daily
life under uncommon circumstances — and is set against such a bleak background that
humor cannot have a place here. And we do not miss it.

Set in Serbia in the post-war, post-MiloSevi¢ winter of 2004, in a non-descript village where
the sun never shines and everything is muddy and wet, the film opens with Lazar, a man in
his late forties, coming back home after ten years. Why? Where has he been? With whom?
He’s strong and tough; but for some reason and, despite the uncertain ground on which we
find ourselves, we trust him. When he enters his old house and finds it occupied by a woman,
Jasna, and her strange twelve-year-old daughter, Jovana — two refugees from Bosnia who
have no place to go back to — he is tempted, in the beginning, to take them to a home for
refugees. But in fact he will keep them with him; and they will form a strange triangle, a union
created by the fact they have all been similarly humbled by their lives’ sufferings.

It is through his paternal affection for the girl — sweet, lovely, autistic, and therefore a
source of great anguish for her mother and of great, innocent joy for Lazar —, and later
through his attraction to the mother, that a gentle pause occurs in this bleak world, starting
an experiment in normality and a life separated from the surrounding reality.

Inherent in Lazar there is a tragedy, his opposition to the war he fought, the killing of a
friend, his grief and his remorse. We discover these facts little by little, through gestures and
situations rather than words, through a narrative of silences rather than dialogue. And we,
the spectators, know way ahead that things are going to turn bad. There can be no peace,
no balance in this damned world where the poor and the destitute fight against the poorer
and the more destitute. And, what's more, the past comes back, disguised under the ap-
pearance of love and gentleness, which instead turns into violence, casual death, lack of
hope. Or could it be that the runaway girl, now alone on a background of trees in bloom,
represents that hope?

The readjustment to the new reality of postwar Serbia is difficult, especially for those —
like Lazar, Jovana and Jasna — who did not believe in the philosophy of the conflict. This
makes them different. This makes them more vulnerable. This builds up the destiny we wit-
ness — an ending some critics didn't like, but which is the natural conclusion of a process
of a pessimistic (and realistic) sense of reality, a dream that turns into a nightmare.

July 2009
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OoAwvovTag TIg S1IaPopES
puBonAaciag kal mpaypankoéTnTag
tou T¢wv Op

To Ovepo Xewwwvidtikng Nuxrag eival pia ané Tig mo duvarég BaAkavikég taivieg Tou
VEOU auuva Kat pia and Tig o akatapdynteg YUpw am’ TiG CUVETEIEG TOU NMOAENOU, and
mv enoxr) Tou Aouotpou Martoutowwv (1946) kai g epuaviag, Etog Mndév (1948). AMeq
a&l6hoyeq Taivieg 6rnwg to No Man’s Land (2001) kat To BAéuua tou Oduooéa (1995)
€xouv oo enikevrpd Toug, Toug BaAkavikolg MoAEpoug g dekaetiag Tou 1990, oAU o
£upeoaq, 6pwg, and to nwg o MaokAahiepirg Siepeuvd Ty MikPr| Toug KAnpovopd. Karol-
K0G NG Zeppiag Tou orjuepa, 0 MpwTaywviotq g Tawviag, Aaldp (Aaldp PlotéBoki)
€xel nepaoel Séka xpdvia oTn GUAAKT) yia TOV AOKOTIO POVO TOU KAAUTEPOU Tou PiAou o’
évav kauyd o’ éva punap. Emotpépel oTo omiti g Vekpriq UNTépag Tou ota nayepd, mAnu-
Huplopéva and vepod, nepixwpa tou Behtypadiou yia va o Bpet karanatmpuévo and 3o
anpoopevouq KataAnyieg, pa ayaun pntépa, ) Mdaova (Mdaova Zaiika), kat v autt-
otikn} €pnPn képn ™G, Mopava (Mopdava Mitirg), npdopuyeg and mv Boovia. H eidikr|
Hop®r| autiopoU an’ mv onoia uro@épel i MoPdva ovopdletrat nxoAahia, enavahaupa-
veL dnAadn Tig AEEEIG 1) Twv PPACEI] TwV AANWV Xwpig va kataAaBaivel To vonud toug. H
puntépa g Aget otov Aaldp nwg n Mopdava €yve autioTikr, and nmoAl pIkpr (Ouvéneoe
{owg, pe Tov Tuxaio epévo rou diénpa&e o Aaldp 1y He TV anapyr) TwV ELPUAIWY TOAEUWV.)
O Aal@p Aundral ) unTépa kat v KOPr Kat ToUg EMITPETEL VA HEVOUV.

EuBlgq eEapxrig n poipa Tou eviveral i’ exkeivn g Mofdva. O Aaldp Aéet oy MNdova
6t Ainotdkmoe and to ZEPPIko oTpaté otov onoio eixe otparoAoynBei, érav eide mv Ta-
Elapxia Tou va Slanpdrtrel PPIKAAESTNTEG. BAEMEL akOpa EPIAATEG ' QUTEQ TIG PPIKTEG
npakeig. Emotpépovrag oty néAn, o Aaldp emokEnTeTal TV avoikr|, olwrmAr unrépa
TOU SOAOPOVNLEVOU PIAOU TOU, KAl LETA TOV EPNIO XWPO TOU KATESAPLOUEVOU UIap, OTIG
6xBeg Tou Aouvapn), exel, nou €yive ) dohogovia. ‘Opola pe To auTioTIkG KopITot, aAAd rio
Gueoaq, o Aaldp eivat pia anwAeia Tou MOAEHOU, aKOHA MANYWHEVOS Hia SeKaeTia HETA TO
TEAOG TWV OKOTWHWY. H otpamyikr} Tou MaokdAiepirg e3w eival va Bupilet Tiq pallkég
Sohogovieg Ox1 HEOw PAQoUNAK, aAAG, HEow NG avakAnTikrg duvaung Tou fpwa. O
Aalap, HIAGeL Aakwvika@ kal mapaotatikd. Movo ot AEEeig anodidouv T PPIKAAESTITEG,
nou e§akoAouBouv va anouoialouv and v 08évn. Zto Tpayikéd TEAoG g Tawiag, n To-
noBémon g Blag extdg 086vng ouvexileral, avimywvrag m ouviiBela Twv apxaiwv eA-
Njvwv Tpayikwv nou TornoBetrouoav OAeg TiG Bialeg npagelg extdg oknviig. Akouyetal o
11xoq evég nMUPoBOAOHOU, TINOTA OXETIKO HE QuTOV, OpwG, Sev epgavileTal.

O oxnvoBEmg napexkAivel oplakd ané tn orparnyikr) Tou g anouaoiag oe duo Ba-
okég omiypéqg. O enavahapBavopevoq epraktng Tou Aaldp elvai n pia. Ze auté nou Ba
elval To npooiio pag opayng, BAEnoupe éva Booviakd yAévTt péoa and éva napabupo.
To Eepavrwpa orapardel awpvidia n Aapr) eveg Kahdovikog nou elofaAet oto kadpo
xat BpuppariZer To T¢au Tou napabupou. H ekdva avinyel enaxkpiBwg Tig NponyouUpe-
VEG AEKTIKEG NeplypaPég Tou Aalap. H Seutepn napéxkAion eival £va mAavo pe Ta ena-
k6AouBa. ‘Eva anpéopevo paxaipwpa €xer AGBel xwpa pe TPéno mou anoteAel
napanount oTo ¢évo Tou BépAok oro Zaurordl (1936) Tou Xitokok. Ae BAEmoupe noTé
™ Sianpakn Tou eovou kat Sev unapxel kapia undvoia ém Ba cupBel PExpL TN oty
nou oupBaiver. Avri yia aywvia, Bilwvoupe, yia va XpnotUONOIjO0UNE XITOKOKIKOUS
GPOUG, KIVNLATOYPAPIKG OOK.

H rawvia €xet ki GAAn Sidoraon - v erbupia Tou Aaldp va yiarpéyel Tig NANyEg Tou
napeABévrog. NpooxoAdral oe éva Bavikd nou autoueTalldooeral o akapno ey-
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Xelpnua mou cuvinpei Ta TeAeutaia anopewvdpla g eAnidag: pa Aaveaopévn, Sovki-
XOTIKN TiioTtn, 6Tt 0 auTlopdg ™G MoBdva umopel va Bepaneutel. «=Unval», MPoTPEmneL
ouvexwe o AaZdp tn Betr) Tou KépN. Mapdtt ekeivn Tou avityupilet Slapkwg TG AEEELG,
yvwpiZoupe OTL dev ipdKelTal «va Eunvrioe TOTE. A6 Hita GAAN MAeUpd GUWG, OUTE Kt
ekeivog. Me rria, aA\d 1davikr elpwveia, To Ovelpo kaAokalptdtikng vixtag Tou Zalgrmmp
yivetal pia omoudaia napdoraon and Ta avdnnpea nadid Tou oxoAeiou g Mopdva.
To épyo Kpatdel yla Afyo eudg Kal To KOO Tou amd CUVEMAPUEVOUG YOVEIG O pia
oTlyur| payeiag. ©a pnopoloe va gival n apxr evog xoAtyouvtiavou TEAoug, TUmou
«IWBw KaAG», N Tawia pwg dev anoteAel pla Balkavikr) ek3oxT) Tou AvBpwrtou g
Bpoxris. Ta dlakuBelpata eival oAU peydAa. Aev untdpxel enotpoen oute yia ) Mo-
Bdva, oute yia Tov AaZdp. To mapeAB8dv Tng untépag eivat ki auté und oulrtnon. H
aLpVidla, TPAyLKr TG ouvavinon W évav evoxANTIKé JeBUOHEVO Tou eixape det vwpi-
TEPQ OTO prap Tou SouAeUel ekelvn dnpioupyel Eva BacaviaTikd epwTnua. ©a uro-
pouae va eival dpaye o avdpag autog o anwv narépag mgq MoBdva; H Tawia dev pag
AEel, TAPAUEVEL QVIYUATIKY Kal adpLoTr, ETUTPEMOVTAG AG VA OUVBETOUNE TIG BIKEG
Jag anavinoels.

H S1apkrig TAAGVTEUOT) TNG APriyNomng avapeoa otny anwAela Kat ) yonteia urmpe-
Tefral A\apmpd ard ) Houoikn Tou Zépav ZIulakoBitg, mou evaAAAooel Ta EEONKWTIKA
Aaikd potiBa pe Ta Aurmtepd HotpoAdyla. Evoow €kave €peuva yia To poho g Mofava,
0 MaokA\ERITG, Eyive GIAOG e TNV OIKOYEVELQ TOU aUTLOTIKOU Kopitalol. Me pia apgie-
YOUEVT) KAl Tapakvduveupévn Kivnon, Jitnoe and Toug YOVE(G va Tov agrioouv va Swaoet
0’ ekeivr) TO PONO. TO EVOTIKTO TOU UTNPETNOE TNV TAia KAAA Kat ) emAoYT] EVOG aAn6va
QUTLOTIKOU KOPLTOLoU BOAWVEL EVTEXVA TIG SIAPOPEG AVAHETA OTO HUBOMAAOTIKG Kat TO
ripayuaTikG. Ol eEQIPETIKEG EpUNVEiEg Tou oupnapaywyou Tou MaokaNepirg, PlotéBokL
Kat g Béoviag norolol Mdaova Zahika au&avouv T cuvalobnuartikn duvaun g ek-
TANKTIKAG QUTHG BOAKQVIKNG HIENG EVOG XEIMWVIATIKOU OVEipoU |’ Evav eQLAAT.

Cineaste, 22 louviou, 2007. cineaste@cineaste.com
Metappaon: Zwi-Muptw PnyorouAou

Bluring the Distinctions between Fiction and Reality
by John Orr

A Midwinter Night's Dream (San simske noci, 2004) is one of the most powerful Balkan
films of the new century and one of the most compelling about the consequences of war
since Shoeshine (1946) and Germany, Year Zero (1948). Other notable films such as No
Man's Land (2001) and Ulysses' Gaze (1995) have taken the Balkan wars of the 1990's as
a central focus but far more obliquely than Paskaljevi¢'s examination of its bitter legacy. Set
in present-day Serbia, the film's protagonist, Lazar (Lazar Ristovski), has spent ten years
in prison for the pointless killing of his best friend in a barroom brawl. He returns to his
dead mother's house on the wintry, waterlogged outskirts of Belgrade to discover it occu-
pied by unlikely squatters, a single mother Marija (Jasna Zalica) and her autistic teenage
daughter Jovana (Jovana Mitic), refugees from Bosnia. The special form of autism from
which Jovana suffers is echolalia, the repetition of words or sentences spoken by others
without recognition of their meaning. Her mother tells Lazar that Jovana has become autis-
tic early in childhood (coinciding perhaps, either with Lazar's random act of killing or with
the start of the civil wars). Taking pity on mother and daughter, Lazar allows them to stay.

Straightaway his fate is conjoined with Jovana's. Lazar tells Marija that after being con-
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scripted into the Serbian army, he deserted when he witnessed atrocities committed by his
brigade. Nightmares of those atrocities are still with him. Now, on his return to the city, Lazar
visits the senile, silent mother of his murdered friend, and then the empty site of the demol-
ished bar on the banks of the Danube where the killing took place. Like the autistic girl, but
more directly, Lazar is a war casualty, still traumatized a decade after the killing has ended.
Paskaljevi¢'s strategy here is to evoke mass murder not through flashback but through
Lazar's powers of recall. He speaks tersely and graphically. Words alone convey the atroci-
ties that remain absent from the screen. In the film's tragic ending, the placement of violence
off screen continues, echoing the practice of the ancient Greek tragedians who placed all vi-
olent acts offstage. A revolver shot is heard but nothing involving the shot is seen.

The director departs marginally from his strategy of absence in two key moments. Lazar's
recurring nightmare is the first. In what will be a prelude to a massacre, a Bosnian feast is
seen through a window. The revelry is suddenly broken by the butt of a Kalashnikov in-
vading the frame and shattering the windowpane. The image precisely echoes Lazar's ear-
lier verbal description. The second departure is a shot of the aftermath. A sudden stabbing
has taken place in what can be seen as a reference to Verloc's murder in Hitchcock's Sab-
otage (1936). We never see the actual murder and there is no inkling it will occur until the
moment it happens. Rather than suspense, we experience, to use Hitchcockian terms, cin-
ematic shock.

The film has another dimension - Lazar's desire to heal the wounds of the past. He clings
to an ideal that transmutes itself into a fool's errand that nourishes the last vestiges of hope:
a mistaken, quixotic belief that Jovana's autism can be cured. "Wake Up!," Lazar constantly
exhorts his surrogate daughter. Although she throws his words back at him constantly, we
know she will never "wake up." Neither, in another way, will he. With modest but ideal irony,
the Bard's A Midsummer Night's Dream becomes a cameo performance by the disabled
children in Jovana's school. The play briefly holds us and its audience of rapt parents in a
moment of enchantment. This could have been the start of a Hollywood feel-good ending,
but this film is not a Balkan version of Rain Man. The stakes are too high. There is no way
back for either Jovana or Lazar. The mother's past is also in question. Her abrupt, tragic
encounter with a harassing drunk, seen previously in the bar where she works, leaves a tan-
talizing question. Could that man be Jovana's absent father? The film does not tell us, re-
maining enigmatic and elusive, allowing us to compose our own answers.

The narrative's constant oscillation between loss and enchantment is served brilliantly by
Zoran Simjanovi¢'s music, which alternates between stirring folk motifs and plaintive
laments. While researching the character of Jovana, Paskaljevi¢ had befriended the fam-
ily of an autistic girl. In a controversial and risky move, he asked the parents to let him cast
their child as Jovana. His instinct served the film well and the casting of an actual autistic
girl subtly blurs distinctions between the fictional and the real. Excellent performances from
Paskaljevi¢'s coproducer Ristovski and Bosnian actress Jasna Zalica augment the emo-
tional power of this amazing Balkan mix of a midsummer dream and nightmare.

Cineaste, June 22, 2007. cineaste@cineaste.com
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O1 a101630&01 [2006]
Optimisti / The Optimists

ZIxknvoOeoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Viadimir Paskaljevi¢, Goran Paskaljevi¢

dwroypagia / Cinematography: Milan Spasi¢

Movta / Editing: Petar Putnikovié

"Hxog / Sound: Velibor Hajdukovi¢, Branko Neskov

Mouoikr / Music: Aleksandar Simi¢

KaAAirexvikr) SievBuvorn / Art Direction: Tijana Mari¢

HBonoloi / Cast: Lazar Ristovski (unvwtioTg, o natrépag g Mapiag, vekpdg naté-
pag, o narépag Tou Anurjten, odnyog / hypnotist, Maria’s father, dead father, Dimitri’s
father, guide), Bojana Novakovi¢ (Marina), Petar Bozovi¢ (emuBewpntr|q / Inspector),
Viktor Savi¢ (veapéq 1{oyaddépog / young gambler), Mira Banjac (ypid / old lady),
Nebojsa Glogovac (Ap. MiAo Métpopitg / Dr. Milo Petrovic),

Tihomir Arsi¢ (18loktitng xutnpeiou / foundry owner), Lazar Milosevi¢ (Dimitri),
Nebojsa Milovanovi¢ (pahakpdq véog / bald youth),

Slavko Stimac (o natépag Tou TuPAoU Kopttalol / blind girl's father)

Napaywyoi / Producers: Goran Paskaljevi¢, Madeleine & Fhilip Zepter

MNapaywyr / Production: Nova Film, Zillion Film (Serbia), Zepter International
(Monaco), Wanda Vision (Spain), Swiss Effects (Switzerland)

AiGpkeia / Running Time: 95'. ‘Eyxpwpo / Color. 35mm.

Bpapeia / Awards: BpaBeio mqg Neaprig Erurportrig, BpaBeio Golden Spike kaAUtepng
Tawviag, BpaBeio kaAUtepng avdpiknig epunveiag (Lazar Ristovski) / Youth Jury Award,
Golden Spike for Best Film, Best Actor Award (Lazar Ristovski) - Valladolid IFF 2006
BpapBeio Reflet d'Or kaAutepng napaywyrig, Bpapeio FIPRESCI, Eidikr) Mveia Tng Nea-
priq Erurporr|q / Reflet d'Or for Best Production, FIPRESCI Award, Special Young Jury
Mention - Geneva Cinéma Tout Ecran IFF 2006

BpaBeio Kowvoul / Audience Award - Troia IFF 2007

O« névre 1otopieg Twv Al6SoEwy elvatl eunveuouéves an’ to oatpiko uublotépnua Ka-
vrivt Tou BoAraipou kat to andépBeyua «H atorodo&ia eruuéver 6t 6Aa elval wa xapd
orav 6Aa eival xdAa». Ot totopleg apnyouvrat t {wr otn ZepPBia me véag xlETiag, ouv-
Sualovrag kwuika kat dpauatikd oroixeia. To oknviko otrjvetrat oto napdv, ot ZepPla
MG META-MINGoEBITS enoxriG. MEudTeS uaupo XIoUpop, Ot LoTopleg autés elvar o kabpé-
PG MIag ENOXTIC YEUATNS EANISa Kat andyvwor), npayuatikr kat eninAaoctn atowdoéla
Hag enoxrig onou n npayuaukornta kaw n pubonAaocia ouvundpyxouv Kat roAAol av-
Bpwriot MAéouv OTa Tapayuéva vepd Twv xauévwy Yeudalobrioewv. O Siaxexpyuévos nbo-
not6g Aalap PooToQoKt OUULETEXEL KAl OTIG IMEVTE (OTOPIES.

The five stories in The Optimists are inspired by Voltaire's famous satirical novel Candide and
its motto: “Optimism is insisting everything is good, when everything is bad.” This film is about
five tales of life in post-millennium Serbia in this provocative omnibus combining elements of
comedy and drama. The setting is present day. post-Milosevi¢ Serbia. Painted with black
humor, these stories reflect a time filled with hope and despair, real optimism and false; a time
when fiction and reality co-exist side by side, and when many people fish in the troubled wa-
ters of lost illusions. The acclaimed actor Lazar Ristovski appears in each of the five stories.
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‘Eva mkapéoko Ta&idl oTnv TaAaimwpnpévn Xwpa
Tou Ap. MavykAog

ToU Adpt Kdpvtig

O1 Alot6d0&ot, n ipoteeutaia tawia Tou MaokAaheRitg, dinyeital MEVTE LOTOPiEG TOU
poLGZouV Va oUVSEOVTaL JECW TOU KOWVOU TOUG «IVEUHATOG», TNG TOMoBediag kat mg na-
pouaiag oe 6Aeg Tou eruBANTIKOU (aKGHA Kat WG TT@pa) néorolol PeTiy Tou Maoka-
NeBirg, Aaldp PiotéBoki, mou oupnapriyaye v tawia pali pe To oknvoBém. Ta
apnyruara diadpaparifovral otn ZepPia, yevéOAlo Témo Tou MaokdheBiTg kat Tou Pr-
OTOROKL, Kal MapdTL To EETUAYd Toug olyoupa avtavakAd Ta KataoTpoPikd yeyovéta
ota BaAkdvia g SeKasTiag Tou EVEVIVTQ, yla Ta omoid, oe peydho Babud, eublvetat
0 08pPIKOG EBVIKIONOG, OL (BIEG Ol LOTOPIEG, amd POVEG TOUG, SEV APOPOUV I OUYKE-
KPIUEVT) TEPLOXT], GAAA Eival OIKOUHEVIKEG OTO vOnua Kat  onpacia Toug. MNa to ouly-
XPOVO KOV, Tavtou, 1 YV@OT) TwV MPoo@atwy YeyovaTwy otnv npwnv MouykooAaBia
BaBaivel v katavénon g Tawiag, Xapn GUwG Ot PWTELWVY analolodogia kat Tn pe-
AayxoAr| euBupia Toug ot Alot6do&ot eivat €va MAOUCIONAPOXa TOVWTIKG Kat anéAuta
QKATAPAXNTO MKapgoko Ta&(dL oV TaAamwpnuévn Xxwpea tou Ap. MavykA6g.

O1 Al01650&01 EgKvoUV e OKNVEG amnd pia mAnuuipa, évav KatakAuUopd Tou KaTe-
oTpeWe éva XwpLo oL KATOLKOL Tou oroiou avalntolv Twpa katapuylo. Ekeivol mou auv-
dgouv Tov TiTAO NG Tawiag pe T odtpa Tou BoAtaipou, Tou 1759, Kavtivt rj n
atotodoé&ia, yvwpifouv iowg Ot KiviTpo Tou BoAtaipou yia va ypAayel To oTu®o ToU Hu-
BloTépnua rTav n SUCAPETKEL TOU YIA TNV avTidpaon TwV GNOTOPWV TG EMOXTG TOU
OTO TOOUVAL TTOU LoonEdwaE TN AloaBdva To mpwi TG nuépag Twv Ayiwv Mavtwy, To
1755. Tnv 1n NoepBpiou ekeivng g xpovidg €vag oelopdq pe EMKEVTPO TOV ATAQVTIKG
Qkeavo EEw and Ti¢ akTsg G Moptoyahiag YKpEUIoe TOMG Ktipla otn AloaBdva, ou-
urepAapUBAVOUEVWY Kal KATIOLWV EKKANOLWY GTOU OL TILOTOI XAV OUYKEVTPWOEL yia va
yloptdoouv v dyta npépa. Mepirnou oapdvra AemTd HeTd, wg anéppola Tou OelopoU,
£va TePAoTIO MAaNPPOLakd KUpa MANupUpLoe T AtloaBdéva kat nvige moAAoug and Toug
emiwvTeg Tou oelopoU. Mepikol oképtnkav 6Tt 0 OElOpOG Kat n TAnuuUpa dev eixav
kapia oxgon pe To ©ed, GAN\oL mioTeYav 6T fTav N TiHWPIa plag ek3IKNTIKYG BedtnTag,
Kal KAmoLol, CULPWVMOVTAG KE TO OKEMTIKO Tou K. B. AQIUNVITG OKEPTNKAV Nwg, mapd
™V PPIKTOTNTA TWV O0WV TUVERNTAY, Kal TapdTL dev €ylve KatavonTd To ylati, To Tpo-
HePS auTd yeyovog rtav yia kaAd. 1o Katw KAtw, o ©edq dev pnopel mapd va pag
BonBdel va gTiaEoupe Tov KaAUTEPO duvard KOOUO Kat dpa 6,TL GUVERN O’ auTtdv eivat
«OA\a yla KaAo, oTov KaAUTepo and 6Aoug Toug duvatouq KOTHOUG.»

O BoAtaipog Eekivdel Tov Kavtivt otn yeppavikr Beatgalia, dmou o Kavtivt €vag rmpo-
VOHIOUX0G VEAPOG Avdpag, EKTTAISEVETAL QMO TOV «UETAPUOIKG-OE0AGYO-KOTUOAGYO>,
Ap. MavykA6g mou Tou eEnyel wg OTt kat va oupBaivel (kat ToAAG péAAovra) eivat mpdy-
Hatt yia to Kahd. Ztoug Aot6d0&oug o xapakmipag Tou Ap. MavykAdg eivat évag EEvog,
£vag HETUEPLOTYG, TTOU elpaviZeTal EQPVIKA 0To Katapuylo rou eivat palepévol oL areA-
TILOPEVOL XWPLIKO[. AlVEL UMOOXECELG Yia Eva AaunpdTtepo HEAOV PHEow NG Unvwong,
ekeivol akouve, Kal e T SUvapn TG PNTOPIKIAG KAl TNG XAPLOMATIKOTNTAG TOU, ETITPE-
TIOUV 0TOUG eauTtolq TOUg va Telotouv 6Tt 6Aa Ba mdve kahd. To SeUTtepo ENETOd10,
{owg To o dpapartikéd art’ 6Aa, eivatl n cuvalednuartikd oduvnper loTopia g Taneive-
omg evog MATEPQ OTNV MPOOTIABELd TOU va ekBIkNBel Tov Blaoud g KGENG Tou arnd Tov
£pYoddtn Tou. H aol0d0&{a Bpuppartieral kadwe yiveral mpopaveg 6Tt Ta XpruaTa pi-
Aouv duvatdrepa amnd To va KAVELG To owoTd. H eAnida eival o @piun Kat MPoowrikn
oTo TpiTo EMEl06dI0 drou évag véog Avdpag mailel oto kalivo Ta Xprjuarta mou npoo-
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pifovrav yia mv kndeia Tou natépa Tou. H 1otopia nou akohouBe( elval éva urnoupA£ok,
aBupboTopo kat uNePBOAIKS, yia éva vTOrio PeyaAdoxnuo opayéa, o Epnpog yiog Tou
onoiou, éva dypio kat otpouurtould naidi, npénel va napapeivel KAeISaunapwpévo. Av
apeBel eAeUBEPO KOBEL, Xapoupeva, Aaipoug. Ot yoveig Tou eAntilouy, epgavwg nap’ eA-
nida, 6T ygnopouv va ouyKpaTtrioouv TO Y10 Toug. To TeAeuTaio eneloddio enavépxetal
otV 13€a evog Eumotou Avdpa nou odnyel «Tov TUPASG», 0T CUYKEKPIUEVT TIEPITTTWOT)
evog vdpa nou kateuBuvel Eva AewPopeio YEPATO avanmpoug ot €va PEPOG, TIOU LOYU-
piferal, nwg éxel lapatika vepd. ‘Otav oL GppwaoToL TAVOUV 0TV UNOTIBEEVT TOTIOBE-
oia dlamotwveral nwg 1o HEPog dev poldlel kabdAou pe 6,1 Toug eixav unooxeBel. Ot
avarmpol wotéoo, evavria o' dAa Ta orolxela, motedouv Nwg £pracav KAMou mnou yi-
vovrai Bavpara.

O MNaokahiepirg, nou Bpiokel Shvapn, opopPid kat copia o perapopd, Aéel rubavév
KAt yia ) ZepPia Tou orjpepa, autd ou HETPAel Spwg eivat 1 EANAoxetouoa avtiAnyn
yla pua Baoikry Sixotéunon g avlpwruvng oupnepipopdq. H eAnida, aképa kat avri-
HETWIN ME A avTipaTik npaypatikétnra, avaBAiiel awwia: ot GvBpwrol pouv pe
Bdaom v eAnida ki 6x1 kat' avaykn opBoloyloTikd rj Aoyikd. H iowg n «awoiodokfa» aut)
va oxUeL kal yia Tov (510 To oknvoBE rou €xel Biwoer dladoxikd kipara eAeubepiag
KalL karanieong, aneAeuBEPWONG Kal MEPIOPLIOUOU, PINEAEUBEPIOUOU Kal QuTAPXIOHOU,
OIKOUHEVIKOTNTAG Kal Torikiopou. O Maokdiefirg onoUudace Kivnuatoypago oTny aka-
Snuia kvnuaroypdgeou g Mpdyag, ™ FAMU, katd m Sidpkela g ouvtoung nepio-
dou xapirog g ToexoohoBakiag and ) oofietikr napéupaon kat eide v «avoign»
ekeivn va naywvel ye ) Bian emotpo@r} TG coBIETIKAG nyepoviag. Ot npwTeg Tou Tal-
viegq peydiou prikoug ot MouykooAaBia ritav avBpwrveg KWHWSIES, TIKPESG Kat OA-
HEveg, yia véoug avBpwrnoug nou npoomabouv va Ta katapépouv o’ €va SUOKOAO
kéopo, kat ayyiEav To kowvé navrou. O au§avéuevog eBviKIOpdg kat ) Gvodog Tou Mi-
Aéoefitg avaykaoav tov Maokaliefitg va ndet dUo popéq eEopia, yeyovog nou dev au-
BAuve 6pwg kaBéAou v aioBnon ayavaktmoriq Tou dnwg HapTupd n Tavia nou ékave
oto BeAlypddi ota evdidueoa g anouaiag Tou, n Mupmdanobrikn | aA\wg Kaurnapé
MrniaAkav, 6rou e avriouxo Upog kat S6unom rmkapéoko npoeEoPAei Toug Atotédo&ous.
‘Opola pe mv Mupmidanodrikn, ot Atoiédo&ol, Toug onoiouqg éypaye palf e TO Yo Tou
BAavtpip, karahapaivouv Tov KGOHO Oxt HE MavykAOOIKOUG, GAAG, HE XOUMEDIQVOUG
6poug - punapoug, Bavauooug kat ouvropouq. Ki wotréoo o Maokdhiepirg, EEpovrag
KaAUTEPQ Kal MPOEEOPAWVTAG TO XEIPATEPO, avTEXeL. AGEa Tw Oew.

AUyouotog 2009
Merappaon: Zwni-Muptw PryortouAou

A Picaresque Journey into the Troubled Land

of Dr. Pangloss
by Larry Kardish

The Optimists, Paskaljevi¢'s pentultimate film, tells five stories which appear to be related
by spirit, location, and the presence in each of Paskaljevi¢'s forceful (even as a corpse)
fetish actor, Lazar Ristovski who co-produced the film with the director. The narratives take
place in Serbia, Paskaljevi¢'s and Ristovski's native land, and while their unfolding cer-
tainly reflects the catastrophic events in the Balkans in the nineties for which Serbian na-
tionalism takes much of the blame, these tales are not in and of themselves site specific
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but universal in meaning and implication. For contemporary audiences a knowledge of re-
cent events in the former Yugoslavia deepens an appreciation of the film, but for all its
bright pessimism and melancholy high spirits, The Optimists is an exuberantly tonic and ab-
solutely compelling picaresque journey into the troubled land of Dr. Pangloss.

The Optimists opens with scenes of a flood, an inundation that has destroyed a village
whose inhabitants now seek shelter. Those who connect the title of the film with Voltaire’s
1979 satire, Candide, ou I'Optimism may know Voltaire’s impetus for writing his acerbic
novella was his annoyance with the then current philosophic reaction to the tsunami that
devastated Lisbon on the morning of All Saints Day, 1755. On November 1st of that year
an earthquake whose epicentre was in the Atlantic Ocean off the coast of Portugal brought
down many buildings in Lisbon, including churches where the faithful had gathered to ob-
serve the holy day. About forty minutes later, as a result of the quake, an enormous tidal
wave flooded Lisbon and drowned many of the earthquake’s survivors. Some thought the
quake and flood had nothing to do with God, some thought it was the punishment of a
vengeful deity, and some, subscribing to the thought of G.W. Liebniz thought, in spite of the
awfulness of what happened, although it was not understood why, that this terrible event
was for the best. After all, God could not but help make the best possible world and there-
fore anything that happened in it was “all for the best in this best of all possible worlds”.

Voltaire begins Candide in an Edenesque Westphalia where Candide, a privileged young
man, is tutored by a “metaphysico-theologico-cosmologist”, Doctor Pangloss who explains
that no matter what happens (and a lot is just about to) it is indeed all for the good. In The
Optimists the Dr. Pangloss character is a stranger, a mesmerist, who suddenly appears in
the refuge where despairing villagers are gathered. He makes promises of a brighter future
through hypnosis, they listen, and by the force of his rhetoric and charisma allow them-
selves to be convinced that things will work out. The second episode, perhaps the most dra-
matic of the group, is an emotionally painful story of a father’s humiliation in his attempt to
avenge the rape of his daughter by his employer. Optimism is shattered as it becomes ev-
ident that money speaks louder than doing the right thing. Hope is ripe and personal in the
third episode in which a young man gambles with funds meant for his father’s funeral. What
follows is a burlesque, ribald and outrageous, about a local slaughterhouse bigwig whose
pubescent son, a wild and chubby kid, needs to be kept under lock and key. If let loose he
gleefully slits throats. His parents hope, apparently against hope, their son can be con-
tained. The final episode returns to the idea of a confidence man leading “the blind”, in this
instance a man bringing a bus full of invalids to a place, he claims, of healing waters. When
the sick arrive at the alleged destination it appears that the spot looks not at all what was
promised. The invalids, however, against all evidence, believe they have arrived where
miracles occur.

Paskaljevi¢ who finds strength, beauty and wisdom in metaphor may be saying something
about Serbia today but what counts is the underlying notion of a basic dichotomy of human
behaviour. Hope, even in the face of a contradictory reality, springs eternal: people act on
that hope and not necessarily rationally or sanely. Or perhaps this “optimism” applies to the
filmmaker himself who has experienced successive waves of freedom and repression, re-
lease and constraint, liberalism and authoritarianism, universality and provincialism.
Paskaljevi¢ studied film at Prague’s film academy, FAMU, during Czechoslovakia’'s short
grace period from Soviet interference, and watched that “spring” freeze with the violent re-
turn of Soviet hegemony. His first features back in Yugoslavia were human comedies, wry
and sad, about young people making their way in a difficult world, and they spoke to audi-
ences everywhere. A growing nationalism and the ascendancy of MiloSevi¢ obliged
Paskaljevi¢ to go into exile twice which did not nothing to dampen his sense of outrage as
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the film he made in Belgrade between his times abroad, The Powder Keg (aka Cabaret
Balkan), which in restless tone and picaresque construction anticipates The Optimists, tes-
tifies. Like The Powder Keg, The Optimists, written with his son Vladmir, understands the
world not in Panglossian terms but Hobbesian — nasty, brutal and short. And yet Paskalje-
vi¢, knowing better and anticipating the worst, endures. Thank goodness.

August 2009
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TAZIAIA TOY MEAITOZ [2009]
Honeymoons

ZxknvoBeoia / Direction: Goran Paskaljevi¢

Zevapio / Screenplay: Goran Paskaljevié, Genc Permeti

dwroypagia / Cinematography: Milan Spasi¢

Emke@aArig Tou Movrdai / Chief Editor: Petar Puticovi¢

MovrdaZ / Editing: Kristina Pozenel

"Hxog / Sound: Velibor Hadjukovi¢, Branko Neskov

Mouoikr} / Music: Rade Krstic (tpayoUdia / songs)

KaAAirexvikr) SieuBuvon / Art Direction: Zeljko Antovi¢ and Durim Nejin
HBomnoloi / Cast: Nebojsa Milovanovié¢ (Marko), Jelena Trkulja (Vera),

Jozef Shiroka (Nik), Mirela Naska (Maylinda), Bujar Lako (Rok), Yllka Mujo (Vevo),
Lazar Ristovski (o 8eiog tng Bépag / Vera's uncle),

Petar Bozovi¢ (o narépagq g Bépag / Vera's father),

Danica Ristovski (n untépa mg Bépag / Vera’s mother),

Fabrizio Buompastore (itaAég aotuvopikdg / Italian policeman),

Domenico Mongeli (rtaAdég eruBewpntrig / Italian inspector),

Aron Balazs (oUyypog eruBewpntrig / Hungarian inspector)

Napaywyoi / Producers: Goran Paskaljevi¢, llir Butka, Nikola Djivanovi¢
Napaywyr} / Production: Nova Film, Beograd Film (Serbia), Ska-ndal (Albania)
AiGpkeia / Running Time: 95'. 'Eyxpwpo / Color. 35mm.

Bpapeia / Awards: Meyaho BpaBeio kaAUtepng tawviag, Bpapeio FIPRESCI / Grand
Prix (Golden Spike) for Best Film, FIPRESCI AWARD - Valladolid IFF 2009.

EveAruotwvrag oe pa kaAutepn {wrj, duo {euydpia eykaraAeinouv g narpideg toug. H
MeAivra kit 0 Nix peuyouv pe nmAoio and tv AABavia yia va uropéoouv va {fjoouv tov
anayopeupuévo Epwtd toug. H Bépa kit 0 Mdpko peuyouv ue Tpévo yia v Auotpla péow
Ouyyaplag. O Mdpko, talavrouxoq ToeAioTag, Exet v eukalpia va naiket oty nepi-
@nun ®apuovikr) Opxriotpa g Biéwwng. Otav duwg @ravouv ota ouvopa, napoAo
rou ot Bileg Toug eivat €ykupeg, apxifouv va avriuetwnilouv npopArjuara. Ki eva dev
éxouv kauia oxéon u' éva neplepyo ouuPBav nou Eyve v nponyouuevn uépa oto Ko-
oopo, ekatriag wag aruxoug aAAnAouxiag ouurtwoewv n Bépa ki o Mapko ouAapBa-
vovrat. Ot eArideq yia v npayuaronolnon twv ovelpwv Toug otnv Eupwnr ~Ouvwvupo
m¢e Mg me EnayyeAiag- e&aveuilovral, 6nws oupBaiver ouxva oe véoug an’ ta BaAxka-
via ou MANPWVoUV Ta AGen rnponyouUuEVWY YEVEWV...

In hope of a better life, two young couples leave their respective countries. Melinda and Nik
leave Albania by boat for Italy, in order to be able to live out their forbidden love away from
the social pressure. Vera and Marko leave Serbia by train for Austria, traveling through
Hungary. Marko, a talented cellist, has the opportunity to enter the renowned Vienna Phil-
harmonic Orchestra. But upon their arrival at the border, even though their visas are in
order, their problems begin. Despite the fact that they have nothing to do with a serious in-
cident that took place the night before in Kosovo, because of an unfortunate sequence of
coincidences, they are arrested. Their hopes of realizing their dreams in Europe - a syn-
onym for the Promised Land — go up in smoke. As is often the case with young people
from the Balkans, they are paying for the mistakes of previous generations...
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Mkpda Ta&idia Tou péAITog
Tou TU6ptlio MkolETt

H véa tawvia Tou mabiacpévou Beltypadélou oknvoBEm Mképav MaokANeBirg HoLaleL pe
£{BwA0 KaBPEPTT, HOVO TIOU 0 KABPEPTNG elval BPUPUATIONEVOG, KL avTavakAd XINASeG
QVTIPATIKEG EVIUTIWOELG MAVW GTOUG TOIXOUG KAl TOUG XWPOUG TOU XPOVOU, AV OTO XWPO
rou ovopdaZetal Eupwrm, ot oupBoAkn Tou kapdid rou anokaAettal «<Nekpr] Zavn» Kat
0 KaBévag a&lvel yia dikr| Tou, N dla Spwg dev propel va napanoveBel oe kavévay, and
®OBo unwg anokAeloTel and v Eupwnaikr olkoyévela.

To nenpwpévo 3Uo ZeuyaplwV Mou TIPOKELTAL Va TIAvTPEUTOUV, CUYKAVEL 0T OKIA TNG
Baocaviopévng enapyiag Tou KoodBou, g onoudaiag autrq BaAkavikrig kapdidg, 6rmou
n Adon kat Ta pivtia gaiverat 6Tt rieeAav va TOMoBET|T0UV Kal VA GUUMUKV®OOUV OAN TN
@pikn Kat TIG dlaoTPOPEG autou Tou Kamote rtav n MouykoohaBia. Ot TEooeplg veapol
avBpwrtol, TV LoTopia Twv ornoiwv pag dinyettat o NMackAaeRITg, £xouv €va Kat HOvo eAdT-
Twua: katdyovrat Eupeca and to K6ooRo, T XPOoVIKr akpiBwg mepiodo Omou pia au-
UrAOKY| otV eKel eploxr] KatéAnge oto Bdvaro duo Itahwv kuavékpavwy. ‘Eva viénavrpo
Ceuydpl yloptdlel To yapo tou ota Tipava ev péow evog aANOKOTOU axtapud mapegnyn-
OEWV, ATUXWV OUMBAVTWY Kal Hag GUAETIKIG avTimaAdtntag. To dANo Zeuydpl eToluale-
Tal va guyel and ) ZepBia motevovrag Ot ol MUAEG TNG AUong eival avolxTeg ki Ot éva
am\6 Ta&(dL e To TpEvo Ba Toug odnyroeL oe éva KaAUTepo PENNOV (dnwg Ba €npene va
KAVEL KL 1) TUXT, HEOW TNG TEXVNG KAl TOU TIOATIOHoU) otnv maAld BaAkavikn kapdid g
Eupwrmg, ™ Biévwn.

To mpwto Zeuydpt avantd my eutuxia goAndpovtag yia myv ltahia. ®edyouv €va nmpw-
W0 yepdro xapd, ta&detouv oav eAelBepOL TIOATEG, He Ta SlaBatmpla Kat Tiq anapaitm-
Teq Bileg, kal pravouv ota voTia olvopa g Itakiag. To dANo Zeuydpl TaEBeUeL vUxTa
TIPOG TA OUYYPIKA ouvopa. Aev gpoBouvral, dev To okdve: BEAouv amAd pia KaAutepn Zwn.
Qoté0o, 1 Bla TUXN MEPHEVEL KAl TOUG TECOEPIG TOUG: KaBwg dev katahaBaivouv
YA®WOOQ, TN HaKpIvr) Kat SIapOPETIKY) auTr) KOUATOUPA, YEVVIETAL ) MPWTAPXIKT duoTuoTia,
0 @S6Bog anodoxriq evog kavoupylou MPAyHATog.

O lMaokANERITG dev KAVEL EKTTTWOELG, Kal Sev KATAPEUYEL TIOTE OTNV TIOAUXPNCLIOTTOLN-
pEvn HEBOBO ™G TPOKANONG OikToU 1) TOoU cuvaloBnuatikol dpAuatog, yla va metUxel Eva
eUKoAo anotéAeopa. Aev katapeUyel 0To POAKAGP dTav Lag mapouctdlel Ta onuepva Ti-
pava péoa and ) patd evég xwpikou. OUTte, KL étav pag napouctdlet m wnpdda evog
BaAkavikoU yduou, otov onoio avakareUovral ol mMupoBoAlouoi, Ta ddkpua Kat To YEALO.
Aev xpnoiuorolel kavéva KALOE oto Alpdvi Tou Mndpt étav Sefxvel v Taikr) agtuvopia n
TIG XEIPOTIEDEG KAl TOUG ppoupolq ota ouyypikd ouvopa. H tawia tou, Ta&idia tou uéAL-
710G, eival éva omdvio Mapadelya HETPOU Kal appoviag yia Ty meplypadr] evog KGapou
TIOU EXEL KAVEL TNV TPEAA TIPATUTO KAl TOV avaiTio mévo onuaia.

Av ritav pévo Béua oupBoAlopol —TIpOKeLTal Yia TNV MPWTn oepRO-aABaviKr) Cupnapa-
YWy TTOU TipaypaTonolrjénke Ta Tapaypéva ekeiva xpdvia— auté 6a apkouoe and pévo
TOU YIO VA TNV KAVEL QVTIKE(NEVO PEYANOU EVAIAPEPOVTOG Kal Hia duvatr, HOVAXIK),
woT600, pwvr). QoTéo0, N VEa aut) SOUAELd Tou OKNVOBET TG MTuptidarnobkng Seixvel
£va ONUAvTIKG AAHa oTny MoLdTNTa Tou SNloupyikoU Tou Spdpou: eival gav n Tavia Tou
va nepiBaMetal and pa Aapyn, éva Batog Kal pUa weIGTTa Mou MPOoEPXETAL and Hia
HaKPA IapaT)PnoT QVTIKEILEVWY KAt TIPOTWIWY, TIOU SeV EXEL HELWOEL OPWG OTO EAAXIOTO
™ Slavyela TwV avTIKATOMTPIOUWY TOUG.

O Maokahiepirg de xdvel kaBoAou XPOvo kat dev evdidet SIOAOU OTOV MEIPATUO va KpU-
el TO OTIBNMOTE, VA TO KAVEL ArMOdEKTO, va To anaAlvel, 1, TO QvTiBETO, va MPOKAAETEL
Bup6 yia va pag dwoel éva NBIKG 1) MOATIKG TIONTIOTIKG pdenua. Mou ¢aivetat nwg, da-
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Agyel ™ HeTapopd Tou BpupHATIoNEVOU KABPEPTT, ) CUYKGAANOT Twv Bpauopdtwy Tou
ornoiou o€ éva dpaua Sev propel Pev va eival oy KuploAegia g, vatoupaloTikr, dev
anoteel Gpwg ExTtwon otoug kavéveg G oupBoAIKTiG apalpeong.

O1 elkéveg Tou eival MTaMOUEVEG, e OdpKa Kal 00Td, kal pag elvat okeieg Qotéoo, n ka-
Bep1d Toug PETAPEPEL 0TV 086V Eva KoppdT Tou eautol NG, AEG KL oL pieg Toug va na-
papévouv ndvra kanou alou, Baupéveg oe Eexaouéva pépn mou adika PAaxvoupe va
avakaAUYOULE YIa va UMOPECOUE va TIG BYGAOUHE 0TV EMPAVELA KAl va TIG UIOBETTY)-
OOUpE WG SIKEG pag, 1} arAd va Ti§ PEPOULE KOVTUTEPQ.

Eupiloképevo avaueoa oty AABavia kat  Zepfia, To Kéoofo eival évag kuparobpau-
omg g BUeAAag, kal kavévag and epdg oto Bellypddi, ta Tipava, To Mndpi, ) Biéwn
1} ™ Boudanéotm) - dev ToApdpe va Eexaooupe 6Tt undpxel oto Xapm 1j 0To HUaAd pag,.
‘lowg o€ aut ™ xwpea Ta Bpalopara Tou KAaBPEPTT va urnopouoav va ENavacuyKoAAn-
Bouv av 6Aot —kal e1dIKa ot KAToiKol Tou- dev nipoomiaboloayv va Egpuyouy 1) va SlwEouv
TIG QVAUVIOELG TOUG. Z€ TOLOV VIiKEL QUTT| N XxwPa; Ze Gooug YewnBnkav ekel, o€ 6oouq
dgnoav niow Toug OIKOYEVELA KAl TIPOYOVOUG, O GO0UG OKOTWONKAV eXel, AAAG dev Ka-
TaAdBavav m yAwooa Twv vidrmwy, 0Toug MoAmKouq rou naAetouy yia egoucia; H tal-
via dev enavépxetal oto napeABov, oute oto napdv pe To onoio dev oupPwvel. Korraletl
OVTWwG UNPOOTA Kal EMAEYEL TO TEPIBAANOV TwV VEWV avBpwnwy yia va Bpet anaviroelg
oTOo WG 8a yvéTav va EMOKEUAOTE 0 KABPEPTNG, WOTE va UIMOPECEL VA MPOOPEPEL, TOU-
AGX10TOV, Hia SIaPOPETIKY] OTTTIKY) TOU KGOHOU.

Av 0TOXaOoTOUHE Ndvw oTnv Tawvia, 6a SoUpe 611 0 peaNlopsg TG eivat GAoOTE apeiliktog
Kt GAAOTE MoINTIkGG. Mag Aéet 6Tt n epwmom autr| mou Xpilet andvimong, kpard m poipa
™G Eupwrmg pag nou dev propel va Eepuyel and Tov eautd g i onoia péver adpaviiq
HMPOOoTa oto Jimua Tou MoAmopoU mou eMPBAMEL N yevid auTr|. ‘Otav 8a propéooupie
va avolEoupe Ta ouvopa, avti va Ta KAEIVOULE HE MpokataArjyelg, étav Ba eipaocte oe Béam
va MoTEYOULE aTov AvBpwrto Kal va oefactoupe Ti§ pileg Tou, To dpdua Tou KoodBou dev
Ba anoteAei Méov v anaioa Eupwnaikri apéva Tou piooug, aAAd my erBepaiwon Twv
avBpwrivwv agbv. Autr eival mpaypaTika pia noAU HeyAaArn npokANo yia To HEANOV, Tou
n tawia Ta&dia tou péAnTog pag KAvel va ikooupe dia péow g duvaprig mg, Twv &e-
kGBapa (kabd)oplopévwy ewdvwy G Kal Tov eEaipeTo noinTikd oloTpo evég dnuioupyou,
nou dikaia kEpSioe pia BEon avapeoa oToug HEYAAOUG Tou Ei30ug Tou.

Metagpaon: Kwvotavrivog lMAatiwng

Bitterness in Honeymoons
by Giorgio Gosetti

The new film of the impassioned Belgrade director Goran Paskaljevic is like an image in a mir-
ror, except that the mirror is shattered, reflecting thousands of contradictory impressions over the
walls and spaces of time, over the space called Europe in which is situated the symbolic center
called No Man's Land that everyone claims as its own, but which cannot complain to anyone,
lest it be excluded from the European family.

The destiny of two couples about to be married converge in the shadow of the troubled region
of Kosovo, the great Balkan heart where the West and the media seemingly wanted to place and
to condense all the horrors and aberrations of that which was once Yugoslavia. The four young
just at a moment when in one incident there two ltalian international peace-keeping soldiers per-
ish. One married couple is celebrating their wedding in Tirana amidst a bizarre hodgepodge of
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misunderstanding, unfortunate incidents, and quasi-tribal rivalry. The other married couple is
preparing to leave Serbia, convinced that the gates of the West are open and that a simple train
trip will take them toward a better destiny (as luck would have it, through art and culture) to the
old Balkan heart of Europe, to Vienna via Budapest.

The first couple seeks happiness by sailing to Iltaly. They depart one joy-filled moming, traveling
as free citizens, with passports and the necessary visas, and arrive at the southern Italian border.
The other couple travels by night toward the Hungarian border. They are not afraid, they're not run-
ning away; they simply want a better life. However, the same fate awaits all four of them: not un-
derstanding the language, the distant and different culture, primal mistrust, the fear of accepting
something new.

Paskaljevic makes no concessions, and never uses the overused method of evoking pity, or emo-
tional drama, for an easy effect. He does not resort to folklore when presenting modern-day Tirana
seen through peasants' eyes. He does not do this through the boisterousness of a Balkan wedding
where gunshots, tears and laughter are mixed; he uses no clichés at the port in Bari, with the Ital-
ian police, or with the shackles of savage desperation and the sentries on the Hungarian border. His
film Honeymoons is a rare example of measures and harmony used to describe a world that has
made madness its role model and gratuitous pain its flag.

If it were only a question of symbol —this is the first Serbian-Albanian production made during these
troubled years — that would be enough to be a subject of great interest and a powerful yet lonely
voice. However, this new work from the author of The Powder Keg marks an important leap in the
quality of his creative path: it's as if his film is surrounded by a shine, depth, and maturity, originat-
ing from a long observation of objects and faces that has not lessened the lucidity of their reflections.

Paskaljevi¢ wastes no time, and not for one millimeter does he give in to the temptation to hide
anything, to make it acceptable, to soften it, or, on the contrary, to provoke anger in order to teach
a moral or political culture lesson. He chooses, it seems to me, the metaphor of the shattered mir-
ror, whose assembly of shards of one vision can't be literally naturalistic, but which don't make any
concession to the rules of symbolic abstraction.

His images are vibrant, of flesh and blood, and are familiar to us. However, every one of them
brings to the screen a part of themselves, as if their roots always remain elsewhere, buried in for-
gotten places that we vainly try to discover in order to unearth them, to adopt them as our own, or
only to bring them closer.

Stretched out between Albania and Serbia, Kosovo is a block of turmoil, which not one of us in
Belgrade, Tirana, Bari, Vienna, or Budapest dares not forget on the map or in his mind. Perhaps
in that country the shards of the mirror could be reassembled again if everyone — especially its in-
habitants —wouldn't be trying to run away or at least to dispel memories. To whom does that coun-
try belong to? To the ones born there, to those who left behind family and ancestors, to those who
died there but who didn't understand its language, to the politicians who are fighting for power? The
film does not revert to the past nor to the present with which it does not agree. It does look forward,
however, and chooses the young people's terrain to seek answers how the mirror could possibly
be repaired to offer at least a different view of the world.

If we reflect upon this film, its realism is at times merciless, sometimes poetic. It tells us that this
question that demands an answer holds the fate of our Europe, which isn't able to run away from
itself and which is inactive before the question of the civilization that this generation imposes. When
we are able to open the borders instead of closing them with prejudice, when we are in a position
to believe in a man and respect his roots, the drama of Kosovo would not be Europe's horrible arena
of hate, but an affirmation of human values. That is truly a great challenge for the future, but Hon-
eymoons makes us feel it through its power, through its clearly defined images, and by the out-
standing poetic ardor of an author who has justifiably fought for his place among the great ones.
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‘Oveipa mou diaAuovTal o EPIAATEG
Tou Anurjten Einidn

Agdrou n Eupwrm €yive n véa ' g EnayyeAiag, n napeundédior) Tou nepaouaros Twv ou-
vopwv €yive n véa Nrjoog ‘EAig. Ato Zeuydpia, éva and myv Zeppia ki éva and mv AABavia
BAEmoOuV Ta GVEIPA TOUG VA PETATPEMOVTAL OE EPLAATEG dTaV Ol APXEG, EOPAALEVA, TA TUA-
AapBdavouv kal Toug anayopeuouv MPoowpvd my el0odo oTig XWPEeG NG EMAOYTG Toug. Té-
TOla £lval 1) YUOT) TOU rjva Tou HENTOG TOU PETavaoT), 6nwg Ba propouoayv eUKOAA va 0ag
rouv, ol talidTepeq Yeviég Twv Eupwrnaiwy yia ) Sikr| Toug, ndAal noté, kGodo oto Me-
yé@ho Miho. Zrjpepa n Eupwnaikr) ‘Evwon, rou BAEMEL To VOUIOUA ™G va avepaivel, kavet
akpBwq To iBlo oe drolov eival diateBelévog va To avextel: ApaBeg, Tolpkoug, paupoug
Agppikavoug, NéTo Aoudreg, KivéZoug, GrrvéZoug, Aativoapepikavoug, Kat GuoIKa oe
6ooug karolkoug Twv AuTikwv BaAkaviwy, eival akdpa otnv oupd MEPILEVOVTAG VA WIMouV
omv Eupwnaikr) ouppaxia, al\a dev ta €xouv akoun katapépel. O BeTepavog oknvoBEmq
Mképav MaokaNeRTg, nou £puye and ™ Zeppia yia m MaAAia kard m) Sidpkeia g Slaku-
Bépvnong tou pakapim ra Mpoédpou ZAdurnovrav Minéoefitg, dev evdlagépeTal va XTu-
MoEL arwg v népta tou Mapadeioou. OEAeL va MEPATEL TIG LAPYAPITAPEVIEG TNG MOPTES
XEPI-XEPL LE TOV YeiTova Tou, €€ 0U Ki N ripwTT aABavé-o€pPIKN cupnapaywyr omy lotopia
Tou Kivnuaroypdagou. Mapd Tig apeiwteq evraoelg yia my andéoxion tou KoodBou, ta Ta&i-
Sta Tou MEAITog oUPPINWVOUY GpoPPa Ta SUo £6vn EMOTLAIVOVTAG TIG OHOIGTITTEG, avTi TIq
Sapopég Toug. Ot vedvupgpol Bépa kat MApko anoBETouv Tig EANTIBES TOUG YA HEANOVTIKY
eunpuepia oTo HoUOoIkG TaAEVTO Tou TeAeuTaiou. Metd and évav kaByd otov oroio HOAIG Kal
Siaowlel Ta moAuTa xépla Tou, 0 Mapko naipvet v ouluyo Tou kat pedyet yia v Ouy-
yapia. Zm yerrovikr) A\Bavia n Meiivra kit 0 Nik EYKaTaAE{TOuV TO ArOHOVWHEVO XwPLO TOUG
ya mv lraiia. H MeiAivra, GAote appaBwviacTikia Tou vekpoU adeAgol Tou NIk, evoTi-
KTwdwq BEALL va unavaxwprjoet and my nepiétela, aAd o Nik BaZet mwpn oACTaxws.
Awappnyviovtag Toug SEOHOUG TOUG |E TNV KaTtaduvaoTEUTIKY| OlkoyEvela kat eEayvi{opeva
and To napeAdov, Ta Ta&dia tou MéArog, houv yia duo Zeuydpla mou OTEKOVTAL OTO Ka-
TwPA ™G eutuxiag. MapdAo nou o MaokANeRTg erpével Tt Sev eixe MPOBeoT) va nepaoet
KAMoIa MOAITIKY) aroymn W' autr| my Tavia, ot gEpRot EBVIKIOTEG TOV KaTmyopnoav we npo-
86 npwv kav apxioel Ta yuplopara, evw, and mv GAAn, ot A\Bavol, Téoo ota Tipava 6o
ka1 oto Kéoopo, dev kahodéxmkav kat Téoo v 13€a. Av pia arir lotopia aydrmg éxet téoo
00BaPEG EMITIWOELG, PAVTAOTE(TE T Ba yvéTav Qv TO MEPIEXOUEVO 1TAV NPAYUATIKA MOAL-
TiK6! ANG NAA, (owg kat va eival.

louAlog 2009
Metagpaon: Kwvoravrivog MAaniwmg

Dreams that Disintegrate into Nightmares
by Dimitri Eipides
Since Europe has become the new Promised Land, hindered border crossing has become the
new Ellis Island. Mistakenly detained by authorities, two couples, one from Serbia and one from
Albania, are temporarily banned from entering their countries of choice, watching their dreams
disintegrate into nightmares. Such is the nature of the immigrant honeymoon, as older genera-
tions of Europeans would readily tell you of their onetime descend upon The Big Apple. Now the
European Union, currently riding on a currency high, is doing the exact same thing to anyone
who's willing 1o take it: Arabs, Turks, Black Africans, South Asians, Chinese, Filipinos, Latin Amer-
icans and, of course, those from the Western Balkans, still in line to enter the European alliance,
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but not quite there yet. Veteran director Goran Paskaljevi¢, who fled Serbia for France during the
rule of late President Slobodan MiloSevic, is not just interested in knocking on heaven’s door. He
wants to reach those pearly gates hand in hand with his neighbor - hence the first Albanian-Ser-
bian co-production in the history of cinema. Despite undiminished tensions over breakaway
Kosovo, Honeymoons beautifully reconciles the two nations by pointing out their similarities
rather than their differences. Newlyweds Vera and Marko are banking on the latter’s musical tal-
ent for future prosperity. Barely salvaging his precious hands from a small-town brawl, Marko
gathers up his new bride and heads for Hungary. In neighboring Albania, Maylinda and Nik leave
their isolated village for Italy. Maylinda, once betrothed to Nik’s dead brother, instinctively shrinks
from adventure but Nik forges full steam ahead. Severing bonds with overbearing family and
cleansing themselves of the past, Honeymoons is about two couples standing on the brink of
happiness. Though Paskaljevi¢ insists he wasn't trying to make any political point with this movie,
Serbian nationalists had already accused him of being a traitor before he even started filming,
while Albanians, both in Tirana and Kosovo, didn't exactly warm to the idea. If a simple love story
has such powerful repercussions, imagine what would happen if this was really about politics!
Then again, maybe it is.

July 2009

Zupnépacpa:

apICTOTEXVIKI APriynon IoTopIwV

oTnV MPWTN ogpRO-aAfavikni ocupmapaywyn
¢ Ntéumopa lMdvyk

Ze ouvéxela g oePPLIKNG TPNoyiag Tou Mképav Maokdahiefitg, Mupmdarnodrikn, Ovepo Xet-
Hwvidtikng Nuxtag kat Aiotédo&ot, ta Ta&idia tou MéAirog payparelovral, wg enakoAoudo,
™ KeTavaoTeuon G BoAkavikrg veohaiag, oe jia lotopia yia dUo veapd Zeuydpla, To éva Z£p-
ot kat To GANo ANBavoi, TOU EYKATOAEITOUV TIG XWPES TOUG OE avaldijnon KaAUtepnq TUxng
otmv Eupwrm). To B€pa eival oIke(lo, EMWUEVO GUWG HE TOOT) apLOTOTEXVIKY) SEEIGTITTA WOTE va
OoupNapacUpeL Babld To KOG OTNV KOWVWVIKY] KL OIKOYEVELAKT] KATATTAOT TWV ETIO0EWY EL-
YKEESWV. H Tawia Exel Tov Tir va eivat n mpatm oepBo-aABaVIK) CULMApaywyr] KAt TTPOopE-
PEL L omtdvia pattd mdvw ot onpepiviy AABavia, rou PoAiG mpdopara ApXITE va KAVEL TV
EHPAVIOT) TG 0T BLEBVI KIVNPATOYPAPIKT) OKTVI.

To KOG, TIOU EXEL 1O EKTYINTEL T SLAKPITIKT| KIVNIATOYPAPIKY) APriynor) Tou OKNnvoBém),
Ba exmAayel avakaAUmTovtag pia vEa andxpwar BaAkavikou XIoUpop oTo OEPPIKO LEPOG TNG
Lotopiag, Ox1 ™ oxAnpr elpwvela Twv Awotédo&wy, aAd pia Kwpwdia evég rio mapadootakou,
avoIXToKapdou eiBoUg, OMOU OL YKPOTETKA PEANOTIKO! XapaKTTPeS Yivovtat Alwpa o’ évav Ke-
pdTo yauo mou ipoedpeleTal and tov néomold AdZap PiotéBokt. O aABavég ouv-oevaplo-
Ypdgpog TZevk MeppéT, avtiBeta, aviimapaBdAet Toug ek SIAUETPOU SIAPOPETIKOUG TPOTIOUG
{wng Twv avBpwwv TG EMapxiag kat mg TOANG OE i XWPA TOU TPEXEL HaKPLA artd T Xet-
POTEPN HOPPT) KOHOUVIOHOU KAt (PTAVEL TPEXOVTAG € ia okapT™ Auan.

Ol 1oTopieg Twv dUo veapwv feuyaplwv eEgeNlocovtal mapdAAnAa ge 6An v Tawia. Ze éva
QMOHAKPUOHEVO XwPLo Kamou ammv AABavia, pia untépa KAQ(EL Yia To YI0 TG, TIoU ayVoe(Tal
and TOTe Mou MPooTAlnoe va nepdael amv ftalia, xpdwvia rpty, MAvw OE [ia AQOTIXEVIA OXE-
dla. Tnv appapwwviacTtikid Tou, Meikivra (Nipéha Ndoka), Tiou loopporel avapeaa oty napd-
500 Kal ToV HOVTEPVO KGO0, TIOMOPKE( 0 adeAPES Tou ayvooupevou ayoptol, Nik (TZ6oep
Zvoka). AGyw G KaTdoTaong, Opwg, eivar adlvartov va ravrpeuTtouv Kat, wg oxamm Auor),
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Goran Paskaljevié¢

o Nix npopnBevetal raAikéq Bideq yia Toug dUo Toug. Evw napiotavral oto yauo piag eEa-
SEAPNG Toug ota Tipava, To okdve kal KAEBovrat.

Av n aABavikrj lotopia eivar Spapiamkry, n) oépPikn elvat rio rrua. Karowol Behtypadiou, n Bépa
(MeAéva TpkoUAZa) kat o ToeAiotag avdpag MG, Mdapko (NeprndZoa MAoBAvVOPITS), EMOKE-
rrrovral mv YevéBhia niéAn g Bépag yia 1o yapo evég Eadépou mg. O natépag mg Bépag
(Nétpa MnéZopirg) kat o Beiog g (PloTtéBokt) £xouv &u(popcnnéq TIONTIKEG MEMOIONOELG KAl
Siampouv pakpdxpovn €xBpa peta&u Toug. To ndpt Tou Beiou eival 0 KOPSWHEVOG VIKITTTG,
EKEIVO TOU NATEPQ O TIKPAKEVOG XAHEVOG, KAl 0 YAHOG SnIoupyel akpaieg evidoe,

O MNaoxaNePirg eival SEEOTEXVNG TOU KadPAPIOHATOG KAl TwV LEYAAWV Ot Sidpkeia Arjyewy,
oTig onoieg To éva ouvaiodnua akoAouBel To GAO oav KUpata oto 1o mavo. Ot yauot ava-
HetyvUouv erud€ELa TO XI0UHOP HE TO SpApa, Ta KovTiva MAdva pE TIG OHadIKES PWTOYPAPIES,
Vv eAnida yia ouppiAiwon pe v apvnor) mg. To TeAeutalo pépog g Taviag anodewvieTat
1IBI0PUUG TPOHAKTIKG, KABWE NMEPLYPAPEL, KW' €va o PoRAEYII0 agrynuaTikd mAaiolo, To Ta-
&1 mg Bépa kat Tou Mdpko pe Tpévo omv Ouyyapia, kat To Tagidt Tou Nik kat g Meivra
He molo oy fraAia. To yeyovég 6t ta Suo Zeuyapia dev ouvavtidvral moté eival Gveu onua-
oiag, apou ot Bearég Sev Ba SUOKOAEUTOUV va NApPAAANAICoUV TiG IOTOPIEG TOUG, CUVTOHEUEL
OpWG TO AVAUEVOHEVO CUVAITBNIATIKG ArMOKOPUPWHA |’ Eva EUPUES, avorXToU TEAOUG PIVAAE.

The Hollywood Reporter, 7 Zertepfpiou, 2009.
Metagppaon: Zwn-Muptw PnyortouAou

Bottom Line:
Masterful Storytelling in the First Co-production

between Serbia and Albania
by Deborah Young

Following in the wake of Goran Paskaljevi¢'s Serbian trilogy, The Powder Keg, Midwinter Night's
Dream and The Optimists, Honeymoons addresses the Balkan youth drain, in a tale about two
young couples, one Serbian and one Albanian, who leave their countries to seek greener pas-
tures in Europe. The story is familiar but it is told with masterful skill that involves the audience
deeply in the social and family context of the would-be émigrées. The film has the distinction of
being the first Serbian-Albanian co-production and offers a rare glimpse into today's Albania,
which has only recently begun to emerge on the international film scene.

Audiences who already appreciate the director's subtle cinematic storytelling will be surprised
to find a new streak of Balkan humour in the Serbian part of the tale, not the cruel ironies of The
Optimists but comedy of a more traditional, open-hearted kind, where grotesquely real charac-
ters get smashed at a jolly wedding presided over by actor Lazar Ristovski. Albanian co-scripter
Genc Permeti, instead, contrasts the wildly different lifestyles of backwoods and city folk in a
country rocketing out of the worst form of Communism and into a trashy West.

The stories of the two young couples run parallel throughout the film. On a remote mountain
somewhere in Albania, a mother weeps for her son, who has been missing since trying to cross
over into ltaly years before on a rubber raft. His fiancée Maylinda (Nirela Naska), poised be-
tween tradition and the modem world, is courted by the missing boy's brother Nik (Jozef Shiroka).
But their marriage is impossible under the circumstances and, as a last resort, Nik procures Ital-
ian visas for the two of them. While attending a cousin's wedding in Tirana, they sneak away and
elope.

If the Albanian story is dramatic, the Serbian tale is more relaxed. Belgrade-dwellers Vera (Je-
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lena Trkulja) and her cellist husband, Marko (Nebojsa Milovanovic), visit Vera's hometown for a
cousin's wedding. Vera's father (Petar Bozovi¢) and uncle (Ristovski) are on different political
wavelengths and have been feuding for years. The uncle's party is the swaggering winner, the
father's the bitter loser, and the wedding brings tension to a head.

Paskaljevi¢ is a master of framing and long takes, in which one emotion follows another like
waves in the same shot. The weddings expertly blend humour and drama, close ups and group
photos, hope for reconciliation and its negation. The last part of the film turns genuinely fright-
ening as it details, in a more predictable narrative framework, Vera and Marko's train journey to
Hungary and Nik and Maylinda's sea voyage to Italy. The fact that the two couples never meet
is immaterial, since viewers will have no trouble paralleling their stories, but it does short-circuit
the expected emotional payoff in a subtle, open-ended finale.

The Hollywood Reporter, September 7th, 2009.
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Ol ZYITPA®EIZ TQON KEIMENQN / CONTRIBUTING AUTHORS

O TZeg Avrpiou eival emkepalriq npoypdpuparog oto BFI tou Aovdivou, ouvtdkmg oto Time Out Lon-
don, ouyypapéag NOAAWY Kivnuatoypapikwy BBAIwV Kal TakTikég ouvepydmg Tou Sight and Sound.
Geoff Andrew is Head of Film Programme at BFI, Contributing Editor of Time Out London, author of
numerous books on the cinema and regular contributor to Sight and Sound.

O Mipohioupn BoukoBirg eivat o AieuBuvtrig Tou ZépBikou Kévtpou Kivnuatoypdgou.
Miroljub Vuckovi¢ is the Director of the Serbian National Film Center.

H Ntéunopa Mavyk eival emkepalrig kpitikdg oto The Hollywood Reporter kat AleuBuvtpla Tou
®eoTifAA ™G Taoppuiva o ZikeAia.

Deborah Young is the Chief International Film Critic for The Hollywood Reporter and director of the
Taormina Film Fest in Sicily.

O TQ6ptdio MNkoZgT elval kpITIKGG KIvnuaToypa®ou kat dlopyavwtrq eoTiBAA. Eival o KaArrexvi-
k6g SieuBuvtrig Tou Turjparog Venice Days oto ®eoTiBAA g Bevetiag.

Giorgio Gosetti is a film critic and festival organizer. He is now the Artistic Director of the Venice Days
at the Venice Film Festival.

O Anpritpng Einidng eivar AileuBuvtrig Tou ®eoTIBAA Ntokipavtép Oecoalovikng, MPoypauuar-
otrig oto PeoTiBAA Tou Topdvtou kat YrieuBuvog npoypduparog oto PeoTiBAA Tou PEKIABIK.
Dimitri Eipides is Director of the Thessaloniki Documentary Festival, programmer for the Toronto IFF
and Programme Director of Reykjavik IFF.

0O Khdoug ‘Evrep eival kpimikdg KivnuaToypapou, ouyypapéag MOAWY KIVIaToypa@ikwv BiBAwy,
npoypaupaTioTq oto ®eotiBAA Tou Movayou kal yevikég ypaupatéag mg Aebvoug ‘Evwong Kpt-
TIKWv Kivnuaroypagou.

Klaus Eder is a film critic, writer of numerous books on cinema, programmer of the Munich International
Film Festival and the general secretary of FIPRESCI.

H Nriva lopvravopa eival kabnyrtpia kivnuaroypagikriq 8ewpiag oto Mavermotuo St. Andrews
ot Zxwria, AleuBuvrpia Tou Kévrpou Kivnuaroypa@ikwy Znoudwy, Kal ouyypapéag noAAwv Bi-
BAiwv y1a Tov KivnpaToypago.

Dina lordanova is Professor of Film Studies at the University of St. Andrews in Scotland, Director of
the Centre for Film Studies, and writer of numerous books on cinema.

0O Adpi Kapvrig eival SieuBuvwy £Qopog 0To Kivnparoypa@iké Turjpa tou Mouoeiou Ziyxpovng Té-
xvng om Néa Y6pkn.
Laurence Kardish is Senior Curator at the Department of Film, The Museum of Modern Art, New York.

O Anuritpng Kepkivog eivar AidaxTwp Kovwvikrig AvBpwrnoAoyiag kal uneuBuvog Tou TUNpaTos
Mamnég ora Bakkdwia, oto ®eoniBaA Kivnparoypapou Oecoalovikng.

Dimitris Kerkinos has a Ph.D. in Social Anthropology and is the Programme Coordinator of TIFF’'s
Balkan Survey section.

H NroupnpdBka Adkirg eival kpmx6g Kivnuaroypagou otny epnuepida MoAitika, péAog TS
AeBvoig ‘Evwong Kpimikawv Kivnuaroypaeou kat npoypappartiorpia oro ®eoniBdi Cinema City
Tou N6fi Zavr.,

Dubravka Lakié is film critic for Politika, a member of FIPRESCI and programmer at Cinema City In-
ternational Film Festival in Novi Sad.

0 Bwpdg Aivapag eival ouvepyd g Tou ®eonBaA Kivnuaroypdgou Oeocoalovikng.
Thomas Linaras is an associate of Thessaloniki IFF.
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H Ipéve Mmuvidpvr eival kpitikég Kivnuatoypdgou. Exet dlateAéoel Kahrexvikn AleuBivrpla Tou
®eoTIBAA Tou Aokdpvo (2000-2005).
Irene Bignardi is a film critic. She was the Artistic Director of Locarno IFF (2000-2005).

O Miép-Avpi NTeé elvat o 18puTrg TG eTaipeiag napaywyng Filmoblic. Ma{ pe Tov Pitoapvt Nte-
uré (Spuoe To Aekaneveripo okNVoBETWY aTo PeoTIBAA TwV Kavwy.

Pierre-Henri Deleau is the founder of Filmoblic production company. He co-founded, with Richard
Dembo, La Quinzaine des Realisateurs at the Cannes Festival.

H ®pavooudl OvTE frav KPITIKGG KIVATOYPAPOU KAl CUYYPAPEAG TIOA®Y KIVIUATOYPAPIKDV
BBAlwv. MéBave To 2005.
Francoise Audé was a film critic and author of many books on cinema. She died in 2005.

O TCwv Op eival enitipog kKaBnyntig otn ZxoAr Kovwvikwv kat MoAmik@v Emotu@y oto Mave-
oo Tou EvaipBolpyou. ‘Exel SnUooIeUOEL EKTEVHG MAVW OTOV KIVNUATOYPAPO Kat To oUy-
XPOVO TIOAITIONOG.

John Orr is Professor Emeritus in the School of Social and Political Studies at the University of Edinburgh
and has published widely in many areas of Film Studies and Modern Culture.

O Avtpldavo Mikdpvrt eivat KPITIKGG KIVNUAToypApou, ouyypaPEag KIvnuaToypapikav BiAlwy kat
SleuBuvtr|g Tou Cineforum. ‘Hrav péhog g opddag rou Eekivoe To peaTiBAA Bergamo Film Meet-
ings.

Adriano Piccardi is a film critic, author of film books and director of Cineforum. He was one of the
founders of Bergamo Film Meetings.

O Nikog ZapRdatng eivat dokioypdpog and to 1975, €xel ermpueAnBei d€ka povoypagies yla Tov
KIVNHATOYPAPO KAl EXEL EPYATTE( WG OEVAPIOYPAPOG, OKNVOBETTG Kal Tapaywyoq padlopwVIK®V
EKTIOUTIWV.

Nikos Savvatis is an essayist since 1975, has edited ten monographs for the cinema and has worked
as scriptwriter, director and radio producer.

O AvtZeho ZiviopéAL eivat KPITIKOG KIVNATOYPAPOU KAl ETIHEANTIG TIOAWDV KIVNHUATYPAPIK®V [0~
voypaglwv. ‘Hrav péhog tng opddag mou Eekivnoe To peaTiBAA Bergamo Film Meetings kat Sieu-
Buvr|g Tou and To 2008.

Angelo Signorelli is a film critic and Editor of numerous monographs for the cinema. He is one of the
founders of Bergamo Film Meetings and its Director since 2008.

O Nav Topmnév elval kpITkég Kivnuaroypdpou, ouyypapéag Kivnuatoypapikev BiAiwy kat Baat-
K6G ouvepydmgq Tou Positif.
Yann Tobin is a film critic, author of books on cinema and vital stuff member of Positif.

O Ntav ®aivapou eival kpitikég Kinuatoypdpou. Fpdgel ata Variety kaw Screen International kat
efval empueAnTg Tou topanAwol Cinématheque. To didomua 1979-1982 fitav Aileubuvg Tou lo-
panAwvol Kwnuaroypagikou Ivotirodtou.

Dan Fainaru is a film critic, he writes for Variety and Screen International. He is the editor of the Is-
raelian Cinémathéque. From 1979-1982 he was the Head of the Israeli Film Institute.

O Pov XéAoyouel elvat KpITIKGG KIVHATOYpAPou, OuyypapEag MOAGV KIVHaToypapIkdv BIBAlwY
Kal 1BpUTIG Tou MepLodikol Kino. ‘Exel ypayel HeTa&l AAwv ata Variety, The Hollywood Reporter
kawt Moving Pictures International.

Ronald Holloway is a film critic, author of numerous books on cinema, and founder of the journal Kino. He
has contributed to, among others, Variety, The Hollywood Reporter and Moving Pictures International.
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