2 Minutes %%

Directed by Dusan Perunicié¢ from Serbia

VY JlocTojeBCKOM ,,37104YMHY U Ka3HHU“, PAaCKOJbHUKOBJHEBO
MopaiHo Oyheme He noma3u kpo3 dhuino3odcko oTkpuhe, Beh
KpO3 HEYpPEIHY KOHBEPTCHIM]Y TyT€, KpUBUIIE U HEOUECKUBAHOT
cyko0a ca munoithy. ymanos [lepynnunhes punm ,,2
MUHYTA* eyj€ YHYTap UCTOT JTyXOBHO-TICUXOJIOIIKOT TEPEHA,
MaJla TPAHCIIOHOBAaH Ha OETOHCKE MAapruHe CaBPEMEHOT
beorpana rae mutaau auiep apore no umeny Mapko (Hukoc
MuxaunoBuh) nmpruma jBa TeaepoHCKa MO3MBa KOja MpeTe aa
CpYIL€ II€0 lerOB MOPAIHU YHUBEP3YM. [IpBU HajaBbyje cMPT
HBETOBE MAJKE; IPYTH OTKPUBA HErOBOT M3AajHuKa. M3mely oBa
1Ba oTKprha Je’Ku BPEMEHCKH OKBUP U3 HACJI0Ba —
KOMITPECOBAHU €TUYKHU €KCIIPEC JIOHAI TI€ OCBETA U OIPOIIITA]



BOJIC parT 3a BJIACT HAJl CJIOMJbEHOM AyiioM. [lepynuunh
MOKa3yje U3y3eTHY 3pEJIOoCT 3a peiuTesba MOYETHUKA,
on6ujajyhm naky karap3y Hacujba Y KOPUCT HEUera IiTo je
OECKOHAYHO TeXKe KHHeMaTorpadcku MpuKazaTu: TUXY
PEBOJIYIIN]Y M300pa MIJIOCTH Kaja ce oaMasja oceha kao
KHCEOHHK.

OnHo mTO paznukyje GuiMm ,,2 MUHyTa* 0J1 TOMUJIE TTpHUYa
0 MopaJty yau4yHor kpumuHaia jecte [lepynnunheBo on0ujame
71a €CTETH3Y]e WM KpUMUHAHNA HAYWH )KUBOTA WUJTH
UCKYIHUTEIbCKHU NYK. I10CcTOjH cCHpOB, TOTOBO TOKYMEHTApHU
KBJIUTET BU3YEIHE rpaMaTrke GpuiamMa — paj ca pyqHoM
KaMepoM M I11eMa IPUPOJTHOT OCBETJbEHA Mojicehajy Ha CTPOTH
xymaHu3am Opahe [lapaen y punmy ,,/leuak ca Ourukiom*, rae
MUJIOCT HE CTHXK€ 00’)KaHCKOM MHTEpPBEHIIM]jOM, Beh Kpo3
HECIIPETHE, HECaBpIIIEHE FeCTOBE MambKaBUX JbYJCKUX Ouha.
MuxaunoBuheB Mapko HOCH T€KHUHY CBOJUX TBOCTPYKHUX
no3uBa (CMHA U JUJIepa) ca HEHaMET/bUBOM TEKHUHOM KOja
HUKaJa He Tpena3u y menoapamy. Kana ce Bpatu ca nujaiie
np>xehu MajurHe HAMUPHULIE U MPOHAJIa3U KEHO 0CKUBOTHO
teno, [lepynnunh ce apxu Ha JUIly JOBOJAHO AYTO Ja BUIUMO
KaKo Ce Tyra KajJlupa y HEellITo Texe, onacHuje. OBa u3zBeaoa je
Huxocy MuxaunoBuhy oHeNa Harpaay v moxXBaiy 3a BeroB
NOPTPET IpHUjaTesba KOju yryhyje Taj Apyru, Cy100HOCHU
TeNe(OHCKHU MO3UB — IJ1aC MY MYLIKETA OJ1 CTPAIIIHE CBECTH J1a J€
3ananano (PUTHUIb KOJU HE MOXKE J1a yracHu.

JlyXOBHa apXUTEKTypa (puiaMa nocraje HajoUurjiegHuja y
[lepynnunheBoM TpeTMaHy HErOBOT AaHTArOHUCTE, JOYIITHUKA
bpyHa (kora ca usnenalyyjyhom pawusoihy urpa bpyHo
BesbanoBcku). YMecTo Ja ra npeacTaBy Kao
JEIHOIMMEH3UOHAIIHY (purypy Jyzae, peauresb My 1aje Je3UBY
CJIOKEHOCT — Y FbeTOBUM IIPECTPABIHEHUM O0UUMa HA3UPEMO



MCTH MHCTUHKT 3a MPEKMBJhaBamke KOjU yrparba MapKoBUM
COIICTBEHUM MOpaIHUM pauyHoM. Mehytum, I'opaana bokuh
Kao AHa Mpyxa eMOIIMOHAJIHO-TEOJIONMIKO cuipo ¢hriima. HbeHna
HarpahuBaHa criopeaHa riiyma OTeJI0TBOPYj€ OHO IITO OU
Emanyen JIeBuHac Ha3Bao ,,iuiem pyror* — o HECBOIJbUBO
JbYAICKO MPUCYCTBO KOj€ 3aXTeBa €TUUKHU OJATOBOP M3BaH
cucTeMa npasje win ocsere. Kaga mpecpetne MapkoBy nyTamy
Ka HacuJby, DoKuh He JpKu MPOIOBE; OHA J€JHOCTABHO CTOJU
TaMo, Fb€HO MPUCYCTBO MPEKHa HAPATUBHHU 3aMax Ka
kpBonposinhy. To je MajcTopcka Kitaca y y3JpKaHOCTH, KaKo O]
TUIYMHIIE, TAaKO U OJ] lb€HOT PEeAUTEIhA.

[Tepynuuuhes Oyner ox 1.000 eBpa nocraje He
orpaHuueme Beh ecTercka crpareruja — jJo-gu Tekcrypa puima
1ojayaBa, a He yMamYyje lberoBe TeMarcke npoodiaeme. OrobeHu
MPOAYKIIMJCKHU JU3ajH HAC Tepa Jja 00paTUMO MaxHwy Ha JIUIIA,
reCTOBE, MUKPOEKCIIPECH]E TJI€ CE 3aMpaBo JICIIaBa YHYTPalllbha
TpaHcopmaiimja. OBe MOCTOJU HEMITO O/ paHOT ApOHO(CKOT
(ITmjeBa epa) y ToMEe Kako HYKHOCT ITOCTaj€ MajKa BU3YEJIHOT
u3yma, naxko cy IlepynuumheBe Opure Mame MCUXOJIOIIKA
TPUJIEP HETO TyXOBHO-PEATUCTUYUKA JpaMa. AKO (UM
MOBPEMEHO MOCPHE Y CBOM TEMITy — MHjayHa CEKBEHIIA JIeTy]e
0J1aro MpoIyKE€HO U3BaH CBOj€ HapaTUBHE (PYHKIH]E€ — TO Cy
MYKE peAuTesba KOJU JOII YBEK KAJTMOPUIIE CBOj€ PUTMHUYKE
uHCTUHKTE. Baxkuuje je To mro [lepynnunh pazyme Hemro
KJbYYHO Y B€3H ca 0JJHOCOM (uiiMa MpemMa MUJIOCTH: TO CE€ He
MOX€ 00jacHUTH, Beh caMO mocmMaTpaTy. 3aBpIIHA CEKBEHIIA,
riae Mapko npaBu CBOj 300D, O/iBH]ja C€ Ca CIUNTUYHOM
JIBOCMUCIIEHOIITINY KOja Bepyje MyOJInIM Ja caMma 3aBpIiu
MOpaJIHy T€OMETPHU]Y.

VY caBpeMeHOM (HIMCKOM T1€j3aKy 3aCHheHOM
HapaTUBUMAa OCBETE KOjU (PETUIIN3Y]Yy HACUJbE Ka0 Pa3Bo)]



JIuKoBa, GUIM ,,2 MUHYTa" ce ycyhyje a cyrepuiie jia je
HaJpEBOYIIMOHAPHU]U YHH JIOCTYIaH 00ECIpaB/beHUMA
onobujame ocere. [lepynununh je ctBopro (UM KOjU ce HaJda3u
y OPOJAYKTUBHO] TeH3UjU ca puiamoM ,,[lermapomr’ Pobepra
bpecona u paHHUKKUM KaTOJMHMITM3MOM Ttopoauiie JapaeH, anu
TOBOPH AyTCHTUYHO CPIICKUM TJIACOM YTEMEJHEHUM Y
IPaBOCJIABHUM JyXOBHHUM TpaJulidjamMa paguKaHOT
omnpoinraja. 3a GUIMCKOT CTBapaolia KOju j€ YETUPHU FOJUHE
pao ayToMOOuJIe 1 IOCTaBJbao XpaHy Jia Ou (hMHAHCUPAO CBO]
no3uB, [lepynnunh nokasyje 1a ymeTHOCT poleHa u3 6opoe
HOCH CBOJ HEM30pPHUCHUBHU ayTOPUTET. ,,2 MUHYTa* je Tpy0o
MCKOBaH, TOBPEMEHO HeyrjadyaH, aju OJIMCTaBO KUB Ca XUTHUM
nUTakuMa Koja Cy BakHa: MoyKe JI1 HaM C€ OMPOCTHUTH?
Moskemo i onipocTuTr? M MoXk1a HajBa)KHH]E - KOJIMKO Hac
KOIITa Jia n3abepemMo MUJIOCT Kajia ce Oec oceha kao cam
orncrtaHak? OBO je HE3aBUCHU (PUJIM y CBOM HajBUTAJIHU]EM
u3amy: GUiIM Koju ce pBe ca borom y 6eorpajickoj yIuduiy v
oJ101ja 1a ce 0cno00au 10K He Ao0uje 0J1arocioB. —
Peniensuja: Anpujan Ilepes.

In Dostoevsky's Crime and Punishment, Raskolnikov's moral
awakening arrives not through philosophical revelation but
through the messy convergence of grief, guilt, and an
unexpected confrontation with grace. DuSan PeruniCic's 2
Minutes operates within this same spiritual-psychological
terrain, though transposed to the concrete margins of
contemporary Belgrade where a young drug dealer named



Marko (Nikos Mihailovi¢) receives two phone calls that threaten
to collapse his entire moral universe. The first announces his
mother's death; the second reveals his betrayer. Between these
twin revelations lies the titular timeframe—a compressed ethical
pressure-cooker where vengeance and forgiveness wage war for
dominion over a fractured soul. Peruni¢i¢ demonstrates
remarkable maturity for a first-time director, refusing the easy
catharsis of violence in favor of something infinitely more
difficult to render cinematically: the quiet revolution of choosing
mercy when retribution feels like oxygen.

What distinguishes 2 Minutes from the glut of street-crime
morality tales is Perunici¢'s refusal to aestheticize either the
criminal lifestyle or the redemptive arc. There's a raw, almost
documentary-like quality to the film's visual grammar—the
handheld camera work and natural lighting scheme recall the
Dardenne brothers' austere humanism in The Kid with a Bike,
where grace arrives not through divine intervention but through
the fumbling, imperfect gestures of flawed human beings.
Mihailovi¢'s Marko carries the weight of his dual vocations (son
and dealer) with an understated heaviness that never tips into
melodrama. When he returns from the market clutching his
mother's groceries to find her lifeless body, Perunici¢ holds on
his face just long enough for us to witness grief calcifying into
something harder, more dangerous. The performance earned
Nikos Mihailovic an award commendation for his portrayal of
the friend delivering that second, fateful phone call—his voice
crackling with the terrible knowledge that he's lit a fuse he
cannot extinguish.

The film's spiritual architecture becomes most evident in
PeruniCi¢'s treatment of his antagonist, the snitch Bruno (played
with surprising vulnerability by Bruno Veljanovski). Rather than



rendering him as a one-dimensional Judas figure, the director
grants him a haunting complexity—we glimpse in his terrified
eyes the same survival instinct that governs Marko's own moral
calculus. It's Gordana Doki¢ as Ana, however, who provides the
film's emotional-theological anchor. Her award-winning
supporting performance embodies what Emmanuel Levinas
would call "the face of the Other"—that irreducible human
presence that demands ethical response beyond systems of
justice or revenge. When she intercepts Marko's trajectory
toward violence, Poki¢ doesn't deliver a sermon; she

simply stands there, her presence rupturing the narrative
momentum toward bloodshed. It's a masterclass in restraint,
both from the actress and her director.

Perunici¢'s €1,000 budget becomes not limitation but aesthetic
strategy—the film's lo-fi texture amplifies rather than diminishes
its thematic concerns. The stripped-down production design
forces us to attend to faces, gestures, the micro-expressions
where inner transformation actually occurs. There's something
of early Aronofsky here (Pi-era) in how necessity becomes the
mother of visual invention, though PeruniCic's concerns are less
psychological thriller than spiritual-realist drama. If the film
occasionally stumbles in its pacing—the market sequence feels
slightly extended beyond its narrative function—these are the
growing pains of a director still calibrating his rhythmic
instincts. What matters more 1is that Perunic¢i¢ understands
something crucial about cinema's relationship to grace: it cannot
be explained, only witnessed. The final sequence, where Marko
makes his choice, unfolds with an elliptical ambiguity that trusts
the audience to complete the moral geometry themselves.

In a contemporary cinema landscape saturated with revenge
narratives that fetishize violence as character development, 2



Minutes dares to suggest that the most revolutionary act
available to the dispossessed is the refusal of vengeance.
PeruniCi¢ has crafted a film that sits in productive tension with
Robert Bresson's Pickpocket and the Dardennes' working-class
Catholicism, yet speaks with an authentically Serbian voice
grounded in Orthodox spiritual traditions of radical forgiveness.
For a filmmaker who spent four years washing cars and
delivering food to finance his calling, Peruni¢i¢ demonstrates
that art born from struggle carries its own indelible authority. 2
Minutes is rough-hewn, occasionally unpolished, but radiantly
alive with the urgent questions that matter: Can we be forgiven?
Can we forgive? And perhaps most crucially—what does it cost
us to choose mercy when rage feels like survival itself? This is
independent cinema at its most vital: cinema that wrestles with
God in a Belgrade alleyway and refuses to let go until it receives
a blessing. — Reviewed by Adrian Pérez.



