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Hiopw / Pe3a Mypkapumum

NMPEOCELATEJIb

dayx «3oomeix [eopauesy, Ymo ¢

NOJTHBIM HG MO OCHOBAHUEM MOXCHO
Ha38aMb eHomeHoM MocKoBCKO20 Ku-
Hogecmugarns. Beicwiue Hazpadsi MMK®
OH NOJATYHUs € pasHUYel 6 BoceMs Jiem 3a
@unomsl «[Tpowje npocmozo» U «L]okby.
B 6ecedax 8 Mockae Pe3a Mupkapumu
0esusICA Cerpemamu PexcUcCepcKo20 Ma-
CMepcmMaa, PACCKA3bIBasT 0 MOM, OMKYOa
UPGHCKUe KUHeMamozpa@ucmal yepnaiom
BOOXHOBEHUE, U O MOM, HACKO/TbKO CUIToHA
6 HAUUOHA/T6HOM KUHeMamozpage «Kpu-
MUYeCKaA UHMOHAYUA.

Pe3a Mupkapumu — obnadamerio

OcHoBa Bcero — TaK CKasaTb, POAHWK,

13 KOTOPOr0 Mbl YepriaeM HaCcTpoeHKe
ANA KNHO, — 3T0 N033uA. BepoATHo, B
pa3HbIX CTPaHax 3anMCTBYIOT U3 Pa3HbIX
WCTOYHUKOB, B Poccum 3To, HaBepHoe,
npo3a, a AnA MipaHa — TonbKo No33uA, Mbl
eto nuTaemcA. A bbl Ha3Bar ee HeCKOH-
YaeMbIM OKEaHOM.

[nA MeHA Boo6LLLE 04eHb BarkHa nnTe-
patypa (B LUMPOKOM cMblicie). NepBblit
BapuWaHT cLieHapuA «[1poLLie NpocToro»
6bin Bcero 20 CTpaHWLL: OH BLIPOC B JECATb
pa3 bnarogapA ToMy, YTo A NpUrMacui
CeMb HeHLLUMH-N1caTensHUL,. OHM Nucanu
He CLIeHapui1, a COMMHEHWE Ha CBOGOHYIO
TEeMy B pamMKax HaLLlel ManocobbITUMHOM
nctopum. A NodepnHyn oTTyaa TOHKUE fe-
TaM HEHCKOM ncmnxonorum. A nokassiBan
TO, YTO MOSYHMNIOCh, MPAHCKMM permcce-
paM, Bce MHe cKasanu: «<He cHumMal aTot
dunbm». [oToM, Korza oHuM ero yBuaenu,
TO 6bIN MNoTpACeHbIl, KaK MOMHO 13 OTCYT-
CTBYIOLLIEN UCTOPUK CLeNaThb K1HO. Toraa

REZA
MIRKARIMI

JURY

A MOHAS, YTO He BCe MOMHO HamMcaTb Ha
bymare.

Bonee Toro: A 0Tobpan y akTepoB cLeHa-
puvit Nnepes cbeMkamu. OHM NpoYnun ero
TOMbLKO BHaYare, YTobbl MPOHMKHYTLCA
atMocdepoit. Camble BarHble CLiEHDI

Mbl CHUMasn ¢ o4HOro-AByx Aybnei, a
penetpoBanu He 6onbLie 5 — 10 MUHYT.
370 He M03BONANO JOBECTU CLIEHY A0
COCTOAHMA UCKYCCTBEHHOCTM.

A noHAN, 4To MMaBHoE, YTO HyKHO
caenatb, 4tobbl NpuaaTts GuIbMy Npu-

BReKaTebHOCTb — 3T0 BHYTPEHHAA Apama
repoeB. Korza repov ee neperunBaioT, Mbl
MOeM HabnioAaTh ABUHKeEHWE OyLLUM 1
BbICOKYIO TeMMepaTypy oTHoLLeHWi. Kor-
[a GUbM CTPOUTCA Ha KaKOM-TO 3KLLIHe,
COBbITUM, TO ANA PEHKIMCCEpa 3TO Bbl-
rofHasA cUTyaLmaA. 3puTesb, 3axXBadeHHbIN
COBLITUAMM, MOXKET He 3aMeTUTb OLLIMOOK.
B TakoM ¢unbMe, Kak Mo, perumccep

He MMeeT BO3MOMHOCTY CXanTypuTh:
3puTeNb BCE 3aMETUT, MOTOMY UTO HET
OCHOBHOIO COBLITHA.

K HaM, MpaHCKMM perkmccepaM, 4acto
NPYKOBAHO BHUMAHME MOTOMY, YTO MHO-
CTPaHHbIe 3pUTeNM, KPUTUKM MbITaAIOTCA
MOHATE — YTO MPOVUCXOAMT Ha HaLLe
poawvHe. A He yBepeH, 4to ToT 06pa3 Vipa-
Ha, KOTOPbI CRIOXKMICA BOBHE, MPaBaMB.
Mbl 3HaeM HaLLM TPYAHOCTU 1 3HAeM, Kak

NX M306parkaTh, HO 3TO He MOXOe Ha To,
41O AymatoT 06 VpaHe 3a ero rpaHuLaMm.
A He cobupatock cHUMaTb GUbMbI A
TOro, YTobbl NOKa3bIBaTb 3anady MpaH-
CKMe TpyaHOCTW. To, UTO A Aenalo B KMHO
— 3T0 MOW B3IMAL Ha HaLW Npo6emsl,
MOe Xy[OHeCTBeHHoe B1aeHue. M A xouy
CKa3aTb, YTO KOrAA Mbl KPUTUKYEM HaLLK
MPOBIEMBI, MPAHCKUE 3pUTENW CMOTPAT
Ha 3TO C MOHMMaHKWeM. To, YTO MpaH-
CKOE KMHO HaXxOAMTCA Mo LieH3ypow,
Mud. KoHeuHo, ecTb 3aKasHble GUbMbI,
npornaraHaa, 0cobeHHo eci peyb naet
0 dunbMax, KoTopble GUHAHCUPYIOTCA ro-
cynapcteoM. Ho 60M1bLLIMHCTBO ¢puribMoB
Y HaC CHMMaEeTCA Ha YacTHble eHbIn, U B
HUX CUIbHA KpUTUYECKaA MHTOHaLMA.

Mo 6ecedam c Aceii KonoduxcHep

u AHdpeeM LljuzoneceiM

Georgiy» awards, which with good reason

can be called a phenomenon of the Moscow
Film Festival. He received the highest awards of the
MIFF for films «As Simple as That» and «Daughter»
with an eight-year difference. In conversations in
Moscow, Reza Mirkarimi shared secrets of directing
skill, talked about where Iranian filmmakers derive
their inspiration from and how strong the «critical
intonation» in the national cinema is.
The basis of everything - a spring from which we derive
the mood for a movie, so to speak - is poetry. Probably,
different countries borrow from different sources, in
Russia it is probably prose, and for Iran - only poetry,
we feed off of it. | would call it a bottomless ocean.
For me, literature (in a broad sense) is very
important. The first version of the script for «As
Simple as That» was only 20 pages: it grew tenfold
due to the fact that | invited seven female writers.
They wrote not a script, but an essay on an unspecific
topic in the framework of our uneventful history. |

Reza Mirkarimi is the owner of two «Golden

drew from there fine details of female psychology.

| showed the result to Iranian filmmakers, and
everyone told me: «Do not shoot this film.» Then,
when they saw it, they were shocked, how can one
make a movie without a story. Then | realized that
not everything can be written on paper.

Moreover: | took the script away from the actors
before filming. They read it only at the beginning, in
order to feel the atmosphere. The most important
scenes we shot in one or two takes, and rehearsed
for no more than 5 - 10 minutes. This did not allow
the scene to become artificial.

| realized that the main thing that needs to be done
to make the film attractive is the hero's inner drama.
When the characters experience it, we can observe
the movement of the soul and the heat of the
relationship. When the film is built on some action, an
event, then for the director it's a profitable situation.
The viewer, captivated by events, may not notice. In
a film like mine, the director doesn’t have the luxury
to do something half-heartedly: the viewer will notice

everything, because there is no main event.
There is often a lot of attention focused on us,
Iranian filmmakers, because foreign audiences and
critics are trying to understand what is happening in
our homeland. I'm not sure that the Iranian image
that emerged from this is truthful. We know our
difficulties and know how to portray them, but this
does not seem to align what people think about Iran
beyond its borders. I'm not going to make films in
order to show the West Iranian difficulties. What | do
in cinema is my view of our problems, my artistic
vision. And | want to say that when we criticize
our problems, Iranian viewers examine it with
understanding. The fact that Iranian cinema is under
censorship is a myth. Of course, there are custom-
made films, propaganda, especially when it comes to
films that are financed by the state. But most of our
films are made with private money, and they have a
strong critical intonation.

In conversations with Asya Kolodizhner

and Andrey Schigolev



KPACHAA MNMYCTbIHA

HRYPC
HKENTAA HKAPA (SARI SICAK) / PEXK. OUKPET PEAXAH

OfIHOMETParKHbIM OeboT
|_| QDuKpeTa PelixaHa MorKeT
MopoauTb Y PYCCKOro

3pUTENA HEOHKMOAHHbIE accoLma-
LM — 3TO NpW TOM, YTO «HenTan
¥Kapa, Kazanock 6bl, LeNMKoM
3aBA3aHa Ha HaLMoHasbHble
npo6neMbl. Ha neperpetocts
(Kno4eBoe croBo!) oT coeau-
HeHWA B 0HOM MPOCTPaHCTBE,
6YKBasibHO Ha OAHOM KIT0YKe
3eMIIK, pasHbIX «GOpM XO3ANCTBO-
BaHWA» 1 ByOTO Obl AarKe pasHbIX
anox. Ha 6ecrnpasme MUrpaHToB.
Ha HerenaHne getel NpoKUTbL
HKM3Hb TaK, KaK NMPOMUIN ee OTLbI.
A, BNpoYeM, HeT, 3T0 yrKe 13 pas-
pAOa yHWBEpCansHoro s nobon
KynbTypbl.

HeormpoaHHoM accoumaumen
MOMET BbITb YexoBcKan «CTemnby.
[NoBecTb B cBOe BpeMA 03afa4vnna
COBPEMEHHMKOB, €€ pyranu 3a
6eccobbITUIMHOCTL U Aare ByaTo
6bl 6eccMbicieHHOCTb. LLyTKa nn:
06pYyI0 COTHIO CTPaHMLL HecreLw-
HO eZlyT NIOAM Mo U3HYpAIoLLIER
HKapoi, U Hn4ero ByaTo 6bl He
npovcxoauT. MNprUMepHo Ta e
UCTOpUA — C CEMbEN UMMUIPAHTOB
noA HeNPEKPaLLAEMOM «HKefTom
yapoit» puneMa OukpeTa Pelixa-
Ha. V3HypuTensHbIn cbop bakna-
HKaHOB, KOTOPbLIM HET KOHLIa-Kpan.
N6parum, Mnaawmii u3 coiHoBel
nobpocoBecTHoro — 6yATo ¢ nna-
KaTa — pepmepa Hecrna, noyt Ha
BCEM MPOTAMKEHUN PUIbMa 3aHAT
TeM, YTO NepeTack1BaeT NycTble
1 NOJHbIE KOP3WHbI, FOHAET
CTapeHbKMiA NKan oT Noss 4o
oBoLLe6a3sbl, B NepepbiBax ycrano
KypuT. Jena emy nogobpaHbl

PEMNCCEPOM TaK, YTobbI CO30aTb
OLLLyLLIEHWE, YTO 3TO HECKOHEYHBIN,
a 3HauMT, B 4eM-To 1 BeccMbIceH-
Hbilt NpoLiecc. Meray NpoymMm, ¢
YEXOBCKMM EropKoit TypeLkoro
MN6paruma pogHuT eLLie 1 HeKo-
TOPbINA MHOAHTUINEM, TLLLATENIBHO
CKpbIBaeMbIlt OTO BCEX JOMALLIHUX.
INo KpaiHelt Mepe, NoHOBHOMY
nepenuCcTbIBaHWMIO Aa MoAKNeun-
BaHMI0 NMOTPenaHHbIX KOMUKCOB
MOJI0I0M YenoBeK NpedaeTcA
HO4aMW, TLLATENBHO 3amepeB 0To
BCeX ABepM.

He T0 yTO 611 B DKNEME OUKpeTa
PelixaHa «HWU4ero He Npomcxo-
anT». JIMHUA KOHGNMKTa Tpaamum-
OHHOI0 KpecTbAHMHA Hecrna un
CTOPOHHMKOB HOBbIX GOPM 3eM-
NefenviA 1 TOProB/W BbICTPOEHa
BMosiHe nogpobHo 1 ybeauTens-
HO, 1 arKe, B 0BLLIEM, OMHAMUYHO
(ecnm cHoBa BCMOMHWTL YexoBa,
TO pYHbe B KOHLIe BCe-TaKM Bbl-
CTPENUT — B GYKBANBLHOM CMBICTTE).
HeomaaHHb! 1 aKLEHTbI 3TOro
KOH(NMKTA, Korada peyb MAOET, Ka-
3a710Ch 6bl, 0 MO3UTUBHOM MOCTYMN
nporpecca. Bopyr okasbiBaeTcs,
YTO 33 AMKOCTHIO 1 KOCHOCTHIO
CTouT 6ecrnpasue, HALLLETA U
3abUTOCTb, @ 33 BCEMU «HOBLIMM
GopMaMm» — arpeccUBHOCTb U
HemnaHWe YHUUTOMUTb KOHKYpeHTa
no6ot LieHoM.

Byny4w, ¢ ogHol cTopoHbI, fobpo-
MOPALOYHEIM CbIHOM U YSIEHOM
K/aHa, a ¢ apyrom — npefcra-
BUTENIEM HOBOIO MOKOSEHNA,
N6parm noctoAHHO Tep3aeTcA
NPOTMBOPEYNAMM (BMPOYEM,
3MOLMM ero yrafatb TPYAHO: Mbl
BUOMM NWLLIb pedK1e BCMIeCcKU

€ero NpoTecTa, HanpuMep, Koraa
OH Mo MOKPOBOM HOYM pa3opAeT
nons cobcTBeHHoro otua). OH m
XO4eT YMTN B AaNbHOOOMLLIMKM,
1 He MOMET 6pOCUTL CeMeliHoe
neno. / uMeeT fena ¢ KaknMmn-To
MYTHBIMM Tpengepamm 3a CriHoOm
CeMbM, 1 Pa3pbIBAET 3TW OTHO-
LeHnA. M «yb1BaeT» oTLa, KaK
3aBeLLlaHO aHTUYHOM MUdoOrv-
en, n MegnnT.
B KoHe4HOM cueTe, YTO Y 3TOrO
MOM4yHa Ha yMe — Mbl YalLle Bcero
TO/bKO MOYKEeM [A0rafplBaThCA, U B
ycrnoBusax aepuumta cnos ocoboe
3HaYeHWe Np1oBpPETaIoT B3MMAILI,
KoTopbIMK Mbparm obmMeHnBa-
eTcA co BceMn. MHorosHauuTe b~
HOCTb NepernAaoK, NMPOXOOoK,
HOYHBIX BbIXOOOB MOKYPUTb,
penKUX NYCTAKOBLIX PEM/IVK (3TO
XOPOLLIO [OMONHAETCA CaMbIMU
HEOMWOAHHBIMU TOYKaMM ChEMKM:
6yATo 6bl KTO-TO HabnloaaeT,
MpAYack y OKHa B TEMHOM KOMHaTe
WM 3a MPA3HBIM CTEKSIOM B Ky30Be
rpy3oBuyKa). Ecnmn BcnoMHWUTh
06 MHbaHTUNM3Me Vbparmuma, To
3TOMY MOMKET BbITb BHE3arHoe
06BACHEHME: MHOMAA KaeTCH, YTo
OH M306paraeT 13 ceba Takoro
[rxeimca BoHga, urpaer, Kak
pebeHoK. EMy, depMepcKoMy cbiHy,
HeoMMaaHHo K nvuly «LLinvoH
HEen3BeCTHOWM poauHbI» — orpeae-
neHve Mepaba MaMapaaLLBunu.
Ecnm BCMOMHUTB, YTO MPY3UHCKUIA
dunocod cKasan 31o o noanAx
TBOPYECKUX, TO NoTeHUMan Mbpa-
rAMa, MeyTaloLLLero BbIPBaThCA C
daseHpbl, NoKareTcA ellle bonee
MHOro06eLLIaoLLIM.

Uzope Cacenveas

MIFF dHLILY mane B «okTABpe»

YELLOW HEAT /

SARI SICAK

MAIN COMPETITION
DIR. FIKRET REYHAN

associations to the Russian viewer, even though

«Yellow Heat» addresses exclusively local problems.
That of the overheating (the key word!) caused by cramming
different forms of farming and almost different epochs in one
space, literally on one plot of land. That of the disempowered
immigrants. That of the children’s unwillingness to live their
lives the way their fathers' did. But no, that is something
universal for any culture.
Chekhov's «Steppes» can be the unlikely association. At the
time the novel baffled society, it was criticized for its lack of
events and its outward meaninglessness. Just think about it:
for a good hundred of pages people continue their unhurried
progress in the sweltering heat and seemingly nothing
happens. The same is true about the immigrant family in the
constant «yellow heat» in Fikret Reyhan's movie. The endless
back-breaking harvesting of eggplants. Throughout the film
Ibrahim, the youngest son of the conscientious farmer Nesip,
who is almost like a figure from a poster, does nothing but
carries empty and full baskets back and forth, drives the old
truck from the field to the warehouse and back and wearily
smokes in the intervals. The director has selected his chores
in such a way as to create a sense of endlessness, showing,
by association, a certain meaninglessness of his work.
Incidentally what Chekhov's character Yegorka and Ibrahim
have in common is a certain infantilism which he painstakingly
conceals from his family. At least he prefers to lovingly look
through his comics and put them up at night behind carefully
locked doors.
It is not that «nothing happens» in Fikret Reyhan'’s film.
The conflict between the traditional farmer Nesip and
the supporters of new forms of agriculture and trading is
structured thoroughly, convincingly and, overall, dynamically
(if we remember Chekhov once again, the gun eventually
fires in the very literal sense). Some aspects of the conflict,
which seemingly concern the positive dynamic movement, are
unexpected. Suddenly it turns out that behind the barbarity and
narrow-mindedness is helplessness, poverty and intimidation,
while the «<new forms» are based on aggressiveness and the
desire to eliminate the competitors at any price.
Ibrahim, as the righteous son and clan member on the one
hand and a representative of the new generation on the other,
is torn by contradictions (although it is hard to define his
emotions: we witness rare outbursts of protest on his part, for
example when under the cover of the night he wreaks havoc
on his father's fields). He would like to be a long-distance truck
driver, but he can't leave the family business. He does business
with shady traders behind his family’s back and later breaks
ties with them. He «kills his father» in the traditions of ancient
mythology and lingers hesitantly.
In the end in most cases we can only guess what this sullen
man of few words is thinking and our only glimpse into his
mind are the looks that Ibrahim shoots at others, which acquire
a special significance due to his overall silence. And that is
true of meaningful glances, walks, nightly outings to have a
smoke, rare casual phrases in general. This is accentuated by
the unexpected camera angles as if someone were watching
him, hidden by the window in the dark room or behind the dirty
glass in the truck cargo box. If we recall Ibrahim'’s infantilism
we can come up with an unexpected explanation: sometimes it
seems that he is pretending to be some James Bond character,
playing like a child. All of a sudden the farmer’s son discovers
that the guise of «the spy of the unknown homeland» (in the
words of Merab Mamardashvili) becomes him. If we recall that
the Georgian philosopher was referring to artists, then the
potential of Ibrahim, who strives to break away from the grip of
the fazenda, seems all the more promising.

Fkret Reyhan's feature debut can suggest unexpected

Igor Savelev



YYKUE NUCbMA

ROEENIEE ANPENBCKIMIA COH ONIMHOW B TP TOOA
(SHIGATSU-NO NAGAI YUME) / PEX. PIOTAPO HAKATABA

bl KaK-TO NMPUBLIKNN MOaTb OT
$ecT1BanbHOMO KMHO 3KCne-
PUMEHTOB B 0611aCTU GOpMbI,
CoepHaHnsA, TeXHOMOMMIM, @ MOTOMY
JIMHENHOE NOBECTBOBAHME Aare KaK-To
He BOCMpPWHMMAaeTCA, Bpo4e Yero-To He
xBaTaeT. BoT 1 AMOHCKMM dubM noHa-
Yany poaaeT oLLyLLIeHMEe 0OMaHyThIX
OXKMOaHUN.
B *M3Hb 0AMHOKOM BbIBLLEN YUUTE -
HULBI XaLlyMK, CKPOMHOWM U TUXOW,
BpbiBaeTcA eé bbIBLUAA y4eHNLa, a HblHe
[Orka30BanA nesuLa. XopoLLO 3HaKoManA
CUTYaLIMA «4yrKOro B LOME», KOTOPbIN
Mo BCEM 3aKOHaM JO/HEH KaK cnegyeT
BCTPAXHYTb MUP XaLyMu, COBEPLLIEHHO
HecrnocobHOM NPOTUBOCTOATL HAMOPU-

cToM roctbe. Ho Bce «Hemno3sonuTesb-
Hble MOCTYMKM» UCHepbIBaOTCA NPo-
YMTaHHBIM 6e3 paspeLleHna MMCbMaMm
1 COMKHEHHBIM 3aBTparoM. [pyras
XOPOLLIO 3HAaKOMasA CUTyaLusA: Te He fe-
BMLLA 3BOHUT W MOJSTAT O NMOMOLLIM — OHa
3anepnack B TyaneTe, ee NpecfeqyeT ee
e napeHb. Tenepb JOMKeH Ha4aTbCA
KPMMMHANbHBIN CIOMET C MOroHAMY,
KpoBaBbIMU pa3bopkamu 1 T.4. Huyero
nopobHoro. 3no4ei okasbiBaeTcA
MMaKCcMBLIM crlabakoM nof Kandom.
BpocmBLUaAcA Ha moMoLL XaLymm
oLumbnace ABepbio U YyTb He BIOMU-
nacb K 4obpornopAa04HOMy CEMENCTBY.
Kakroi noteHuman ana komeaum! Hosbiin
yXarep npurnatuaeT Xalymm Ha Bbl-

CTaBKy MosioTeHeL, py4Hoi paboTel. B
ANoHWM HeT HeloCTaTKa B PUNbMaAX,
NPOCNaBNALLMX TPAOMLMOHHBIE MC-
KyccTBa. W geiicTBUTENbHO, MapeHs Npu-
BOMT [eBYLLIKY B MacTepCKyto, e oH
paboTaeT, 1 fawe Bpofe bbl HauMHaeT
YTO-TO paccKasbiBatb. Ho AanbHenLLIero
Pa3BUTKA W 3Ta NIMHWA He MosyYaeT.
Mnn BOT eLLie 0iHa COBCEM YK yBIeKa-
TesbHaA BO3MOMKHOCTL. Koraa He-
MPOLLEHHaA rOCTbA 3aCHya, ynaB Ha
KpPOBaTb B KBapTUpKe XallyMu, Halla
TUXOHA-YYUTENBHULA MPUCENa PALOM,
W ee pyKa BOPYr 3acKonb3usa BAOSb
6eqpa AeByLLIKK, MPUMNOAHANA Kpait
nnatbA... M Halw n3BpaLLeHHbIN YM yiKe
nofcKasbiBaeT, 4To, 6a, 4a BOT Belb
OHa, OKa3blBaeTcA, Kakas... He gowae-
Teco! Mo NnaTbeM — BCEro NNLLb CUHFK.
Co B3gox0oM cocTpapaHna Xauymm
MPUKPbLIBAET ero 0fessIoM. YnyLLeH u
eLlle 0AUH He MeHee 3amMeYaTeTbHbIN
LUAHC — 4eBYLLIKM MOIOTCA B 06LLIeCTBEH-
HbIX 6aHAX, KPYroM HUKoro, obe pac-
CKa3bIBaOT APYr APYrY, Kak My KYMHbI

— BOJIbHO WM HEBOJBHO — CAeNany M
60/1bHO, 1@, K TOMY e, 0f1Ha TOSbKO YTO
cnacna gpyryto... CLieHa 3aKkaH4mnBaeTcA
BOCMOMWHaHMEM O TOM, KaKyIo NeceHKy
OHM MefM Ha LLIKOSIbHOM KOHKypCe.

M Bce ¥Ke 3Ta KaMepHan, He3aTelnBan
ncUxonornyeckan Apama He ocTaBnAeT
paBHoAYLUHBIM. Mbl MorpysaeMcs B
aTMocdepy Nerkoro peTpo — oTcyTcTBUE
TeneBM30pa, KoMMbioTepa 1 BoobLLe
60MbLUMHCTBA COBPEMEHHBIX FraHETOB
(33 MCKIIDYEHMEM COTOBOT0), MOX04,

B KMHO Ha «KacabnaHry», natpuap-
XasnbHble POAUTENN BO3/IOBNEHHOTO,
HVBYLLIME B 04apOBATENIbHOM TpaamLm-
OHHOM FIMOHCKOM [IOMUKE B He MeHee
NOWAMYECKON MECTHOCTM. XaLlyMu

y*Ke TPU rofia MyumnTENIbHO MeperKnBaeT
BHe3arHylo CMepTb CBOEro BO3/061eH-
Horo. Ho, MOMeT 6bITb, CTpaaeT oHa

He CTOMBKO W3-3a noTepu 6NM3Koro

YenoBeKa (Befb OHM PacCcTanmchb eLLe 3a
YeTblpe MecALa A0 Tpareamm), CKOMbKO
13-3a He06XOAMMOCTH OCO3HATb, YTO
Ternepb ee M1p n3meHuncA. BrelwuHe
HW3Hb NO-NPEerHeMy NoBopaymBaeT-
CA K Hel cBoelt 406poit 1 NacKoBOM
CTOPOHOW — BOKPYT BCe MWLl U J06po-
HenaresbHbl, ICKPEeHHe CTPeMATCA
NMoMoYb, NoAAepaTb. TonbKo Tenepb
el NpeACTouT MOB3POC/IETb U MOHATH,
4TO 6e3BO3BpPATHLIE YTPAThI — TaKanA e
YaCTb HaLLIeM MM3HW, KaK cHacTImBble
npuobpeteHna. W, noxanyi, B 4aHHOM
Cry4ae CNoKOMHbIN PUTM HAapPaTUBHOMO
KWUHO MOOXOAMUT HNUYYTb HE MEHbLLIE, YeM
MOCT-CTPYKTYPann3M, NocT-MoLepHU3M
WK NOCT-eLLle-YTo-HMbYdb.

Mapusa TepakonaH
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nibM «ocneobpaskl» CTan nocneaHUM B TBOp-
yectBe AHOreA Bangpl. [onoxeHHanA B ocHoBy

HM3Hb XyOOMHWKa Bnagvcnaea CTpreMuHCKo-
ro Morma bbl MOCYHMUTL CloMeTOM AN1A [onmByAa UK
[LNA FONOBOKPYHUTENBHO0 cepuana. CTpHEMUHCKUIA
POAMNCA B CEMbe MOMIbCKOro ABOPAHMHA W MOLLIEN MO
cTonam oTua — NOAMOSIKOBHMKa PyccKol nMnepatop-

CcKow apmun. Bo Bpems [epBoit MVMpoBoOit y4acTBoBan B
3HaMeHUTON «ATaKe MepTBeL|0B» — 3aLLMTHMKOB OCarK-
AeHHon OcoBeLKoM KpenocTy, MOABEPTLUMXCA XVMa-
TaKe. CTPHEMUHCKUIA NONYYUN TAXKESbIE PaHEHWA, eMy
aMMyTMPOBanM NPaByto HOTY LIENIMKOM 1 NIEBYIO PyKy Mo
JIOKOTb, TaK W He BOCCTaHOBWIICA MOBPEHAEHHbIN Mas.
3a My*KecTBO B 607X NOMbCKMIM oduLiep Bbln yaocToeH
leoprueBcKoro opyuA 1 opaeHa CeAtoro leopruA. [o
KOHLIa M{M3HWM OH MepedBMUrasncA Ha KOCTBIIAX.

370 - nepBan cepuA. CtaB MHBaNMAOM B 22 roaa,
CTPHHEMUHCKMIA [OMKEH HATW HOBYIO LIENb B HM3HW. B
rocrnmTane oH BCTPeYaeT CecTpy Muiocepaua, BOCEM-
HapuatuneTHiolo EkatepuHy (KatapruHy) Kobpo, 4oub
cynoBnafenbLa 13 pycckux HeMues. Oba yBneKaioT-

CA MMBOMUCHIO W CTAHOBATCA NPOYECcCMOHaNbHBIMM
XyOorHVKamMu. B Mockee CTpHEMUHCKUIA conuraeTcA
¢ ManesuyeM v TaTIMHBIM, CTAHOBUTCA X YHEHUKOM,
nosgHee 3HaxkomutcA ¢ LLlaranom. Pabotaet B Otgene
M306pasuTenbHbIX MCKyCCTB B HaproMate npocBetLie-
HWA B MuHcKe, noTom B CMOMNEHCKe, BEICTaBNAET CBOU
KOHCTPYKTMBUCTCKME paboThl B Butebeke. MokmaaeT




HA UTTIE

(ROEENIES] STYULLIVV 113 MIAPOB (DIE BESTE ALLER

WELTEN) / PEXK. AOPWAH FOUIHIEP

o

YKaHPOBbIX KIIMLLIE, CBOMCTBEHHbIX
¢vnbMaM Npo HapKOTUYECKYID
anavKkumio. O4apoBaHHbI MUPOM
CBOMX pPaccKasoB, B KOTOPLIX ero
anbTep-3ro - MOryLLEeCTBEHHbIN
BOWH - BefleT 6UTBY C HeBeOMbI-
MW Yy[0BULLLAMU, IOHBIN AOpUaH
BOCMPMHMMAET BCe NpoucxogsLee
BOKPYI HEr0 KaK NpUKJIl0YeHue -
[Jae Koraa BoKpYyr CTaHOBUTCA
COBCEeM MpayHo, a B BoJiebHoe
KOpOJIEBCTBO BrepBble NpUXoauT
CcMepTb.

[lae B NpegoLLyLLIEeHUN He-
MWHYeMOW Tpareauu, KoTopas
TAMENbIM FPY30M HaBUCaeT Hag,
ALpvaHoM 1 ero MaTepbto, YyTb N
He C NepBbIX KaApOB, peruccep
BeieT NoBecTBOBaHWe UCKI0YM-
TeSIbHO [OeNMKaTHO, HU pasy He
CKaTbIBaACh B OXWNOAEMYI0 B TaKUX
Crly4vasx aKcnyaTaumio 6biTo-

BbIX y¥acoB. bonee Toro, gaxke

eMuneTHUn AgpuyaH uBet

B 3anbLbypre ¢ MaTepbio,

KoTopas BOCMUTLIBAET ero
odHa. B ux gome noctofHHO
cobupatoTca apy3bA, KoTopble €
YO0BOJLCTBMEM CAYLLIAIOT paccKa-
3bl, KOTOpble COUMHAET ApuaH, a
€ro Mama € 3HTy31a3MoM Urpaet
¢ pebeHKOM U1 BCAYECKM Noaaep-
YKUBAET ero MeyTy CTaTb BEJIMKUM
1cKaTenieM NPUKIIOYEHU, Koraa
OH BbIpacTeT. B aTolh cBoeobpas-
HOWM MOWNNNK eCTb TONBKO 0OWH
¢daTanbHbIN M3BbAH: MaTb AfpyaHa
1 ee Apy3bA — FrepoMHOBLIe Hap-
KOMaHbl.
KapTuHa Apgpuana lonruHrepa
«Jly4Lwumm ns MMpoB» OTKpbIBaeTcA
BbIMOJSIHEHHOM C TEMHOMW MPOHUEN
nacTopasibHoM CLLeHOW, B KOTOPOW
ApnpuaH BMecTe ¢ MaTepbio U ee
ApY3bAMU YCTPaMBaIOT MUKHWK
Ha npupoje, — Npy 3TOM MarneHb-

KOMY Fepoto ¢ MaKabpuyecKom
TpOraTeslbHOCTbIO CTapaTesibHO
0TBOAMTCA CBOA, 0Coban ByTbINKa
C HaaNUCbIO «XONOOHbIN Yal».
Mpopgonikaetca ¢unbM B 3aaaH-
HbIX KOOPAMHATaX: MUP KBapTUPBI,
rae *ueyT AgpuaH v ero Matb,
KOTOPbLIM B OCHOBHOM W OrpaHuye-
HO AelcTBMe (C pedKUMM Bbl-
X0[aMu Ha nieHep, Y1TaoLLmeca
B 6YKBaNbHO CMbICIIE KaK [T10TOK
CBEeXero Bo3yxa), MoKasaH B BOC-
MPUATWM IOHOTO FePOA KaK TeMHoe
BosiLe6bHoe KoponeBcTBO. KaK He-
CJTO¥HO [orafatbCcA Mo ConocTaB-
NEHUIO UMEH perkunccepa NeHTbl 1
rnaBHOro repos, B 0cHoBe dubMa
NEeXUT aBTobMOrpaduUyecKuii onbIT
camoro lonruHrepa - u pexuccep,
a TaK*Ke aBTop CLeHapuA KapTuHbl
CTPeMUTCA NoKasaTb crneuupuye-
CKUIA MUP CBOEro creLuduyeckoro
[eTcTBa 6e3 aKCTpeMarsibHbIX

HanpaLLMBaloLLAACA aHaorua
MeX Oy MOHCTPamu, C KOTOpbIMU
PBETCA CpaaThbCA B CBOEM BO-
obparkaeMoM Mupe AfpuaH, 1
OKpYHKaloLLLel ero peanbHoCTbio,
MaKCUMasibHO PacKpbIBAETCA NKLLb
6nuke K duHany. LleHTpanbHoi
¥Ke TEMON TyT NPOX0AUT MOTUB
NPUHATUA, KOTOPOMY BOJIBHO MK
Henpou3BOJIbHO y4aT Apyr apyra
BCe YYaCTHWUKMU 3TON UCTOPUU: U
MaTb AfjpuaHa, KoTopasA BO BCeX
cUTyaumAx nponosedyeT AJ1A Hero
cBobogy Bblbopa, 1 AgpuaH, KoTo-
pbI NpenofaeT en ypoK NpUHATUA
ee BO BCEM BeJIMKOJIennm CBoeN
y¥acHocTu. M cama KapTuHa yumut
3puTenA, KOTOPbIN B paMKax 3a-
[OaHHOW UCTOPWUM BOJIEH OXMOATb
Yero YroHo - TOMIbKO He HEeXHOM
TEMHOW CKa3Kwu 0 cune poauTenb-
CKOM No6BY.

Mapuxa Boam

COBeTCKyl0 Poccuio 1 B KOHLIE KOHLIOB NepecesniAeTcA B
JToa3k. CTtaHoBUTCA MHMLMATOPOM CO34aHWA Mpynnb
KybUCTOB, KOHCTPYKTUBICTOB M CYNPEMaTUCTOB «BroK»,
BhicTaBnAeTCA B Mapuire 1 Hulo-Vopke. Caman asTopu-
TeTHanA durypa NosbCKoro aBaHrapaa, CTpHeMUHCKIUIA
BXOZMT B UCTOPMIO HE TOMBKO KaK XyOOMHHWK, HO U KaK
MbICIUTENb-HOBATOP, aBTOP TEOPWUM YHM3MAa C ero Tpe-
60BaHMEM eMHCTBA XyOOMECTBEHHOMO NPom3BeaeHUA
M OTKa3a OT MHOMECTBEHHOCTU GOpM.

370 - BTOpaA CepuA, HO HY ee, HU NepBOY HET B dUbMe
Banabl. CHa4ana oH gyMan CHATb KWMHO O TPYAHOM
Nto6BM CTpreMmHCKoro 1 Kobpo, 06 1x bpakre, Ho

B UTOre COCPe0TOYUICA Ha MociedHeM nepuoge
HW3HM repon. Bpema gencreua: 1948 — 1952 rogel, MK
CTaNMHU3Ma, X0N0HOM BOMHbI 1 60pbOLI C KOCMOMONK-
Tamu. CTPHKEMUHCKMIN MpenofaeT B XyOOHKeCTBEHHOM
LKone B Jlogsu — B 70 BpeMA KaKk KatapruHa yracaeT
B 6onbHMLE. Y Nefarora-nHBanuaa HeT He4ocTaTKa

B MpeAaHHbIX YHeHMKaXx 1 MOKMOHHMKaX, 0CO6EHHO
HKEeHCKOoro nona. B aTo HeTpyaHO NoBepuTh, MOCKOSBKY
repoA urpaet borycnas JInHAa — 13 nneAdbl MOMLCKUX
aKTEPOB-XapM3MaTUKOB, HauMHaA ¢ LibIbynscKoro 1
OnbBPLIXCKOro, KOTOPLIE CTanM KyNETOBLIMUA FrepOAMM
BaOBCKOr0 KMHO. B LIeHTpe clorKeTa — OTHOLLIEHUA
Bnagwmcnaga co cBoeit mogpacTaioLLe 4odepbio Hnkom
CrprkeMuHcKol (BpoHucnaBa 3amMaxoBcKa), Ho Nperae
BCEro — KOHPSIMKT XYAOMHMKA C HOBLIMU COLMANUCTU-
YECKMM BNACTAMM, rocanmnapaTtoMm 1 crieLcnyHbamm.

«Bac, ToBapuLL, CTPHKEMUHCKIMIA, HYrKHO CTOMKHYTb Mog,
TpaMBalt», — C TaKUMM CJTIOBaMU K BCEMUPHO W3-
BECTHOMY XY[OMHMKY 06paLLaeTcA MUHUCTP KyNbTypbl
Brogsumerk CokopcKuin.
TepMuH «nocneobpas» B NOHUMaHUM CTPHEMUHCKOrO
03HaYaeT BM3YyaibHYl0 MHGOPMaLIMIO, OCTAIOLLIYIOCA Ha
ceT4aTKe r11asa Nocsie NULEe3peHNA Xy40HECTBEHHO-
ro 06beKTa. HpeLibl penurim coLipeanvsma xoTenm
3aMeHUTb Nnoceobpasbl Ipoobpasamm — 3apaHee
cHOPMMPOBaHHBIMU MPEACTABIEHUAMU O TOM, KOMY
JOITHKHO CNYMUTb UCKYCCTBO. TeX, KTO OTKa3blBasncA oT
3TUX NAPTUMHBIX 3a4aY, MULIANK, Kak CTPrHEMUHCKO-
ro, paboTbl, *WbA, MPOLAOBONECTBEHHbLIX KAPTOYEK,
CPefCTB K CYLLIeCTBOBAHMIO, @ B UTOMe — U HU3HM.
B «Mocneobpasax» Baiga othaeT AaHb TeM
XYOOHHMKaM-HOHKOHGOPMICTaM, KoTopble He Mof-
YWMHWUMUC aMUCTPATUBHOM cUCTEMe. Permccep Take
npenocTeperaeT oT NoAobHbIX OMacHOCTel, KoTopble
Oy KynbTypy B HacToALLEeM K byayLueM. [Npaso-
KOHCepBaTMBHOe NMPaBUTENLCTBO [onbLun AaeT AnA
3TOro JOCTaToMHO OCHOBaHMIM, a Balaa co cTpacTbio
MOJ10[0r0 YeroBeKa GopMyrIMpyeT CBoe 3aBeLLiaHue.
['ocynapcTBO M BNACTb He OOMHKHbI BMELLMBATLCA B
[€ena UCKyCCTBa, @ OLIEHMBATbL ero Hy*KHO He 3a Mo-
NEe3HOCTb M He 3a CyHeHNEe YbMM-TO MHTEpecaM, a
3a 06pa3HOCTb — 33 TO, YTO OTKPBLIBAET HaM HOBbIE
BOSILLIEOHBIE MMPBI.

AHdpeli Mnaxos

MIFF dHLILY maner B «okTABpe»

YEJIOBEK-OPKECTP

MOCNELOHNN BANBC /
PEMX. 0J1MA BOBEKOBA

a3BaHue «[locneHWin BankC» onpefenseT ToHasb-

HOCTb BCEW MCTopWK. M NpaBaa: mMaBHbIN repoi,

Orner KapaBaituyk, He [oMN OO0 NpeMbepbl puibMa
Bcero rod. BelgatoLLerocA koMno3uTtopa He cTano 13
nioHA 2016 rofa. EMy 66110 88 neT. CTOMBKO He, CHOMBKO
roOO0BbIX KOMeL, y CNMEHHOM e BO ABOPE ero AoMa B
Komaposo. lNocenka nog Metepbyprom, Hefanexo ot OuH-
CKOr0 3anKBa, KOTOpbLI eLLle BO BpemnA CTanmHa Havana
3acenATb 0TOOPHAA COBETCKaA MHTeMreHUMA. OT noata
Axmatosoi fo komnosutopa Conosbesa-Cegoro. 3tvm
TpouM — KapaBaityKy, env 1 KoMapoBo — 1 MOCBALLIEH
[E6I0THBIN NONHOMETPAMHbIA JOKYMEHTarbHbIA GUITEM
permccepa l0num Bobrosoii.
KapaBaityK — KOMMO3UTOP HEBEPOATHO NOAOBUTLIN,
MNACTUYHBIN. PaHo MpUBReKLLIni K cebe BHUMaHWe
(nepBble MybNMYHbIE BEICTYMEHWA MPOLLIN B MATb N1ET)
1 OCTaBaBLLMICA BOCTPE60BaHHLIM [0 KOHLIA HU3HW. B
ero ¢punbMorpadum — pabota ¢ Kupoin Mypatosoi, Mnbeit
AgepbaxoMm, Butannem MensHrKoBbIM, Mocrdom Xeitdu-
ueMm. Ho «[MocneaHmin Banbc» — He COOPHMK BOCTIOMMHA-
HWIA, [a M He MoT UM BbITb.
OunbM 13beraeT YETKOM CTPYKTYPLI, HO OHa BPAL X
BO3MOKHA B C/Ty4ae C TakM UMMYNECUBHBIM aBTOPOM, KaK
KapaBaituyK. B ero B36anMOLLHOCTY, PE3KOCTU, KOHMIIMKT-
HocTw («OTonauTe NodanbLLe UK A MPeKpaLLly KOHLEPT!»),
B MaHepe Mrpbl — KyfTakoM M0 KNaBMLLIaM — ero JINYHBIN
onbIT 6opbbbl ¢ yayLbeM. Kak BcAkuin HoaTop, Kapasaii-
UyK HWBET He MPOLLIbIM, @ ByayLLMM, To4Hee, BeyHbIM. B
€ro MbILLIEHMM BarHep 1 coBpeMeHHas Nnyb/inKa HusyT
B 0HOM BpPEMEHM 1 MPOCTPaHCTBE. KoTopoe NoCTOAHHO
CHMMaETCA, 0BHOCUT MPMBLIYHEIE HAM MPOCTPAHCTBA 3a-
60POM. 3aroHAET HaC B NTaBMPUHT, KOTOPLIM TaK MOXOM Ha
TIOpLMY.
3abop — He NpocTo MeTadopa, a peansHoe NONoHKeHne
[Len. KapaBaliiyK yCTpavBaeT A/1A persmccepa cBoeobpas-
Hyl0 SKCKYPCUIO MO poaHbIM MecTaM. OH Mor Bkl MoKasaTb
[ady aktepa CMOKTYHOBCKOrO («MpaBpa, OT Hee NoYTU
HUYEro He 0CTanock») U 6anepuHbl YnaHosol. Ho BMe-
CTO 3TOr0 HATLIKAETCA Ha CMIOLLHOM NABUPUHT 3eM1eHbIX
3a60poB. OHK pa3gparkaloT KOMMO3UTOPa, BLIBOAAT ero 13
cebA. He ToMbKO CBOMM BHELLIHAM BULOM, HABA3aHHBIMM
OrpaHUYeHMAMM, HO U GyHKLMER. B KOHLIE KOHLIOB, UTO OHM
0XpaHAT? Ecin Bbl YTO-TO LIEHHOE, HYXHOE, HUBOE.
Ta camanA cnuneHHan enb Bo ABope AoMa KapasaitiyKa —
ero rmaeHan 6orb. Ee cyabba nHTepecyeT ero 6osbLLe, YeM
COCTOAHYE COBPEMEHHOIO 06LLIeCTBa. TOUHEE, — MOJHO-
CTblo ero cMMBOnM3MpYyeT. [leno He B camMoM [epeBe, a
B TOM, paau Yero ero cnnnmnu. o coceactsy ¢ JOMOM
KOMMO3WTOPa BbIPOC [LOPOroi ocobHsAK. Enb Korga-To no-
MelLLiana cTpouTenbCTBy. Hag ydactkom KapaBaitiyKa Ha-
BU1CAET Ternepb HOBbI [JOM, HO BCe 3TO BPEMA CTOUT MyCTOM.
Ero noctpounu He AnA *M3HK, @ 4NA Yero-To 4pyroro.
«[10M CTOWT, B HEM HWKTO HE HKMBET, a MOI0 €J1b CPYOUINY.
[MpvMepHO 06 3ToM — 1 dUnbM, 1 My3bika KapaBaitdyka.

Hukuma Kapyes



YEJIOBEK C KUHOATIIIAPATOM

INTSHEE BOLA 1 CAXAP: KAPNO OV NASTbMA, BCE OTTEHKM
H3HN (ACQUA E ZUCCHERO - CARLO DI PALMA:
| COLORI DELLA VITA) / PEXX. DAPVUBEOP3 KAMKAPY

- Bbl BbicTynunuM npogtocepoM ¢punbMa
0 BalLeM BeNMKoM cynpyre, Kapno au
MNanbMa. «Bopaa v caxap»: noYeMy oH Tak
HasbiBaeTcA?

AdpuaHa Kve3sa ou lManema: Bee oveHb
npocto. Kapno Bcerga rosopun: «A go-
6penLLnii YenoBeK Ha cBeTex, «zucchero»
MO-UTaMNbAHCKM — 3TO He TOJTBKO «Caxap»,
HO U «0o6pan dyLla». 3To NOTOMy, YTO B
[eTcTBe Mama iaBasna MHe Bofy M caxapy.
Ero MaTb 6blna npoctan HeHLymHa. OHa
ToproBana Lpetamu, a MiageHLa bpana

C coboit, Knana ero B KOp3uHKy. A Koraa
LLIeN [OM b, €ro, YTOBbl He MPOMOK,
CarKanu B TpamBait, KOTOpbI €34un Mo
BceMy PuMy, Matb o1gaBarna pebeHKa Ba-
rOHOBOMKATOMY, 1, KOrja pebeHoK Mnnakarn,
BaroHOBOMATLIV OCTaHaB/VBanN TpamBeai,
LLIeN B KaKon-HWbyab 6ap v Npocui TaMm
BoAy v caxap... OTHOLLIEHWA C MaTepbio
cbirpany ansA Kapo o4eHb BarKHyIo porib.
Kcratu, oHa He TonbKo NpoJaBana LBeThbl,
HO 1 NO3MPOBara XyAOoHHWKaM, OHa 04YeHb
TPENeTHO OTHOCUACh K UCKYCCTBY.

- ... nepepana 37o cbiHy.

AdpuaHa Kve3sa ou lManema: [a, Ho
WHTEPECHO, YTO HabMIoAEHNE 3a HU3HbIO
ana Kapno Bceraa 6bi10 UHTEpecHee, YeM

HabiofieHuWe 3a UCKYCCTBOM, EC/ Tak
MOHO CKasaTb. BoobLLie, y Hero He 6biro
HUKaKOM MHOW ¥M3HM BHe onepaTop-
CKoWi paboTbl. [1a, Mbl XO4WIN B KUHO, HO
60rbLLIe BCErO OH 0611 NPOCTO LLaTaTheA
no ropogy, CMOTPETb Ha Nloaen. A ecnu
Mbl LLAIM Ha NAAK, OH 031parcA BOKpYr, A
riogMeYana, YTo oH BCe BpeMs Habnioaaer,
MHOI0 YacoB CMOTPUT, KaK MEHAETCA LIBET
MopA.. EMy 3To o4eHb HpaBuoch.

- Ha npeMbepe BblI roBopunu, 4To BaM
Kasasnocb, 6yATO OH caM peruccupyert
«Bopay u caxap».

AdpuaHa Kve3a du Mansma: Mbl 0ba - n
A, 1 Oapnbops — 6bINK yBEPEHBI, 4TO
Kapno naeT HaM perkuccepckue yKasa-
HUA. MHe OH Jare CHWUNCA U FOBOPWNT:
caenante BOT TaK. [a, A yBepeHa, 4To oH
BCeraa pAgoM ¢ Hamu. OH yCTpavBaeT Tak,
YTo6bI BCE MOJTy4arock. Monyyanock TakK,
KaK X04eT OH. /IHoraa oH 04eHb CUnbHO
KanpusH14aeT. A Melo B BUAY KaKue-To
[iaKe BbIToBble 3HAKWU B MOBCEHEBHOM
¥m3HW. Korpa Mbl fenanu ¢uneM, oH
BHayarne psas 1 MeTas, MoToMy YTo, BEepo-
ATHO, He X0TeJ, YTOBbI MPO HEro CHUMaNM
[JOKyMeHTasnbHoe KuMHo. A He Mormna HanTu
€ro BWOe03anncK, ero MHTEPBbIO, — HAYEro

He MorT1a HalTu. A NoToM, Maro-foMarty,
marno-nomany... Bce oTbickanocs.
@apubop3 Kamrapu: A xo4y fobasuTb,
uto Kapno aeicTeuTeNbHO 6bi HALLIMM
NpoBOAHWKOM. MoHauany 6bIo 04eHb
CINOMKHO: KaK PaccKasaThb 3a KaKkWe-To
JEBAHOCTO MUHYT O TBOPYECKOM Yerlo-
BeKe, 060 Bcex acreKTax ero IM4YHoCTn?

W TyT A Hawwien cnocob npuHUMaTL Takue
peLLeHuA, KorAa MHOMo pa3 CMOTpes 1
nepecMaTpuvBean ero uHTepsbto. Kapno

CaM yKasblBasn HaM HanpaBreHu1e paboTsl,
BbICKa3bIBaACk 0 CBOMX $pUIbMaXx, 0 CBOEM
cTune paboTbl B KUHO, O PEHMUCCYPE, 0
KMHOMCKYCCTBe.

- Kakue oTKpbITUA AnA cebA Bbl coep-
LMK, pabotan c STUMKM MaTepuanamm?
@apubop3 Kamxapu: MeHs He nepecTa-
eT YAMBNATb, A0 KaKow cTeneHu Kapno

MeHs1 MaHepy cBoei paboTel, coobpa-
3yACb CO CTUNEM perunccepa. Hampu-
mep, «KpacHana nycTbiHA» 1 «DoToyBe-
nuyeHne» — 31 Aea ¢unbMa Kapno
CHMMan C MHTepBasioM B HECKOJIbKO JIET,
— HO 3TO COBEpLUEHHO pasHble CTUIU pe-
HUCCYPbI, pa3Hble CTUIIU ONepaTopcKom
paboTbl. Onepatop paboTaeTt UCKNOYM-
TesIbHO Ha NOBECTBOBaHWE, Ha UCTOPUIO,
KOTOpPYIO XO4EeT paccKasaTb perunccep.
M Kapno - s He cTan 6bl FoBOpUTB, YTO
OH MOKOPHO CIYLLIAJICA perkuccepa, — Ho
Kapno cogeictBoBan perkuccepy Bo
BCEM, CTPEMUIICA, UCMOJIb3YA BCe CBOE
MacTepcTBO, MOMOYb MY, HAWTK CaMble
nyylume peLeHus ons paboTbl Hag
dunbmom.

Hnmepaoio senu Aca Konoduxcrep

u lMemp LienomuHHuK

BOE

% AHA, JTI0B0Bb MOA (ANA, MON AMOUR) / PEMX. K3JTMH NETEP HET3EP

- MHoruve KpuTUKM 0TMeYaloT HeobbIYHOCTb MoAauU
MaTtepuana, eciiv Tak MOXKHO BbIpa3uUTbCA, TO, YTO Bbl
NOCTPOMNYU CIOXET Ha MeTofe ncuxoaHanmsa. Moyemy
CLieHapui NOCTPOeH TaK?

KanuH Memep Hem3ep: «AHa, nio60Bb Mosi» — 3T0 3Kpa-
HW3aLMA KHUrK. McTopuA NtobBu AAMTCA NOYTY [ecATb
neT. MHe HpaBWTCA KHUra 1 caMa UCTopuA Nto6BY repoes,
PaccKasbIBaloLLL@A 0 3aBMCMMOCTY 1 B3aMMO3aBUCUMOCTH
B nape. MHe npeAcTaBunack NpeKpacHaA BO3MOMK-
HOCTb BbIPa3uTb UX A3bIKOM KMHEMaTorpada, NoaKsio-
yanA nemxoaHanms. ToNbKo Tak U MOMKHO bbino co3paThb
cLieHapwi. MoToMy yTo, ecnvt bkl A HanMcan cLeHapuii B
KNaccM4eCKOM MOBECTBOBATE/ILHOM CTUSIE, HUYEro bbl He
nony4nnock. TaK YTo Yy MeHs NOABMIICA LLIAHC paboTaTb
VIMEHHO B TOM CTUJ1E, B KOTOPOM A X0Ten cebA nonpobo-

BaTb NocnegHue rogpl.
- Kak TaKoit nogxop K TeKCTy NoBAMANA Ha KMHeMaTo-
rpaduueckuii 06nmK ¢punbMa?

— [ymaio, B dprnbMe HEMHOMO MeHbLLIE SMOLIIA, YeM 3TO
06bI4HO 6bIBaeT. [cMxoaHaNUTUYECKUIA NOAX04, NoMora-
€T 3pUTeNto NyuLLe NOHATL BECh MPOLLecC.

— 3710T MeToq yiKe 6b1n1 0NPo60BaH B UCTOPUM KUHO?

— HackonbKo A 3Halo, cKopee HeT, YeM Aa. A nbitancA Han-
TV MOXO0XKME GUIbMBI, CHATBIE paHee, HO He HaLLesT HUYero
BblJAIOLLLErocA, Ha MoM B3MAA. bbin eQnMHWYHBIN ciyyai,
korga B 1926 rogy oanH HEMELKMIA persuccep nonbitanca
npuenedb Opeiaa, Ho TOT He 3aX0Tes1, CYUTaA, YTo ero
MeTof He byreT paboTaThb B KUHO. f e PUCKHYII.

- Bbl ynoMsAiHyn1 Npo 3aBUCUMOCTb U B3aUMO3aBUCU-
MOCTb, KOTOpaA ecTeCTBeHHbIM 06pa3oM MoABNAeTCA

Meay BnobneHHbIMU. Ho 1 My}cKue, 1 HeHcKue
nepcoHarku ¢pusibMa B 3TO e BpeMsA XOTAT AN ceba
He3aBMCUMOCTU. KaK e coBMecTUTb ABe 3TU NPOTUBO-
NoNoXHOCTU?
— 3aBWCeTb OT NapTHEPa B OTHOLLIEHWAX — 3TO HOPMAJIbHO.
KarkObI YenoBeK B KAKON-TO CTEMEHW HEBPOTUK, U B 3TOM
HET HAYero CTPaLLHOro, eC/N YenoBeK He NepexoanT
onpeaeneHHbIX MPaHKLL, HO eC/M OH 3a HUX BbIXOAWT,
TOrAa CUTyaLMA CTaHOBUTCA KNUHUYecKon. U B dunbme A
XOTeN MoKa3aTb, Kak W NoYveMy repou 4oX0o4AT [0 TaKon
CTerneHu B3anM03aBUCUMOCTU, M30/TMPYACH BOBOEM OT
OKpYHHaloLLIero Mupa.
- MoKHo N1 npefcKasaTh, Kak 6yayT pa3BMBaTbCA OT-
HOLLEHUA repoeB Yepes [ecATb neT?
— HeT, BHa4ane cMMNTOMbI He CTOSb 3aMeTHbl. OHK no-
ABNAIOTCA CO BpeMeHeM. f cumTalo, HeBPOTMKOB TAHET
Jpyr K apyry. B ¢unbMe repou gaiot apyr gpyry To, Yero
WM He[IOCTaEeT B FKM3HW: OHA 3aMEHAET eMy MaTb, a OH
en - oTua.
- Kak npoxogunu KactuHru?
— MHe Hy*Hbl bbIn1 aKkTepbl B BospacTe oT 20 go 30 ner.
[yMato, A BUAEN Ha KaCTUHIe MOYTU BCEX PYMBIHCKUX
aKTepOB, MOAXOAALLMX NOL, 3TV BO3PacTHble paMKu. bbino
04eHb CII0XKHO OMNpPEeaenuUTLCA, Bedb A He 3Has, CTYAEeHTHI
M OHM aKTEPCKUX PaKyNbTETOB MM BbIMYCKHUKM LLKOS.
YUMo MHOMO BpeMEHM Ha TO, UTOBbI HANTU Hy}KHbIX
aKTepoB, a nocrie — Ha paboTy ¢ HUMK. A Mocklnan ux K
rcuxoTepaneBTaM, YTOObl OHM MOHAMM, 0 YeM peYb, NOTo-
My YTO OHW He MMeNM YeTKOro NpeacTaBneHua. Pabotats ¢
HUMM BbIIO TAMENO.
- CKonbKo B 3TOM ¢unbMe N06BU U «HeNobBU»?
— 370 nto60oBb, MPOCTO He3opoBaA. Mepou camu eLLie He
3HAIOT, YTO TaKoe Nl060Bb, MOTOMY YTO OHU MoJobl U HEO-
MbITHbI. MOXKHO NerKo cryTaTb ABa YyBCTBa: Thl AyMaelllb,
YTO 3T0 NI06OBb, HO Ha CaMOM [iefie 3TO 3aBUCUMOCTb, TO
€CTb Tebe HYYKHO MOCTOAHHO OLLYLLIaTh KOro-To PALOM C
co60i1. 3To He 3aBMCUMOCTb, @ HacToALLaA N1to60Bb.
Unmepaoio senu Aca Konoduxcrep u lMemp LLienomuHHUK



AHTOH
TYT PFI,%(/)M

ORI NOPTY (PO
PEMK. TEVIB KITMHIEP

- Baw ¢punbM noctpoeH Ha nepecKakUBaHUM U3
HacTosLLero B NpoLusioe, Ha Npuyyaax namatu. Kak
Bbl JlyMaeTe, Y KUHOpPeHMCcCepoB NaMATb ocobas, He
TaKas, KaK Y 06bI4HbIX Nlogein?

eli6b KnuHeep: A 66l NOCTaBWN BOMPOC TaK: CPABHWI
NamATb MOJIOO0r0 YEeSTOBEKA 1 NMaMATL YENOBEKaA C HIM3-
HeHHbIM OMbITOM. Koraa Thl MOMof, Thl HMBELLIL MperMy-
LLIECTBEHHO TEKYLLIM MOMEHTOM, HaKarMBaeLLb OrbIT,

a NoToM... BOCNOMUHaHWA HyrKHbI HaM, BOCMIOMUHAHWA 0
MIHOBEHWAX JI0OBM MOMOraloT MPOAepHHaThCA, BuITepreTb
MOBCeOHEBHYIO PYTUHY. [10-MoeMy, MHaue HM3Hb Gblna Obl
HeBbIHOCKMA. W/, BEPOATHO, Mbl MPOM3BOAMM €CTECTBEH-
HbIi MpoLEecc GUILTPALMK: XPaHWUM Te BOCTIOMUHAHWA,
KoTopble HaM Mo BKYCY, 1 peAaKTUPyeM CBOM BOCTOMM-
HaHWA, CTApaeMCA YTO-TO B HUX [06aBUTb, 1 AAHKe, Hy-Y,
MPUYKPaCcUTh, YTO M, MO CPABHEHMIO C peasibHbIM OMbITOM.
TaK Mbl [iefiaeM CBOIO HM3Hb MeHee HeBbIHOCUMOW, Boree
CHOCHOW. A BOT OTIMYAETCA NM NaMATb KMHOPEXMccepa oT
MaMATY I0pUCTa MW BpaYa, Jare He 3Halo.

- MoyeMy Ha rnaBHyIo posib Bbl Bbibpanu AHTOHa
Enbunna?

— Ml He MPOBOAVN KACTUHI Ha MaBHylo porb. f ¢ camoro
Ha4arna 3Han, yTo ee bynet urpate AHTOH. U s xoTen no-
3HAKOMMTBCA C HAM Ha CbeMKax y [Iio [laHTe, KoTopbiit
3aHAN AHToHa B puiibMe «Mos geByLLKa — 30MOU». U

TPU PEMICCePa, C KOTopbIMU paboTan AHTOH, — M
[rxapmyLy, Marikn Anmepeinga v o [daHTe, — Bce Tpoe
cKaszanu: «[da, AHTOH, Tebe CTOUT NMO3HaKOMUTLCA € FerboM.
Y Hero eCTb TaKOM-TO MPOEKT, MOroBOpY C HM. 1 AHTOH
¥KMBO 3aMHTEPECOBASICA, CKasarl, YTo MHOMO CribiLLian 06o
MHe. WTaK, A cpa3y 3aBoeBas ero JOBEpHE, OH B MeHA
MOBEpWI, NMOTOMY YTO MEHA PEKOMEHL0BAN ero Apy3bA,
1y Hac 3aBA3anack ApyH6a, Mbl BMECTE NMOCMOTPENN Ky4y

GrneMoB. OH 661 60SIBLLION KUHOMaH, C TOHKWUM YyTheM

K KyrnbType, MOTOMy YTO €0 POAMUTENN, SMUrPUPOBAB W3
CCCP, Bomunm BClo CBO 3HEPr IO B CBOEr0 CbiHa 1 B €ro
Kapbepy. M oHW Halenmnm ero 3TM TanaHToM Cepbe3HOro
OTHOLLIEHWA K KynbType. Ha cbeMouHol mioLLaKe oH
cuzen v yvtan [JocToeBcKoro no-pyccKu, OH BCeraa pas-
roBapuBar o CBOe MaMoi Mo-pyccKu. A AnA Monoforo
YenoBeKa, paboTatoLLiero B [onnmeye, 6610 04eHb JIErKO
33bbITb A3bIK, 336bITb CBOE Haceaue, CBOIO KynbTypy. Ho
OH OYeHb JOPOHKMIT CBOUM PYCCKUM HACTIeIEM, OHO B HEM
04eHb YyBCTBOBANOCh. HO 3T0 MWLLIb ManaA YacTb ero 3KC-
TPAOPAVHAPHOCTW.

— J71a ponb cTana ana AHToHa nocnegHen?

— HasepHoe, HO A He 3Halo To4HO. MHe 13BeCTHO, YTO Mo-
Crle 3TOro OH FOTOBUIICA CHUMATLCA B «3BE3HOM MyT», 1
OH CHMMAJICA B KaKMX-TO eLLle HebOMbLLIMX PonAX.

- 370 TaK TparuyHo. Cyabba AHToHa EnbumHa Hac
oYeHb NeyvanuT, ANA Hac 3To bonbluanA Tpareaus, He
TOJIbKO NOTOMY, 4TO Mbl pyccKue. OH 6bin NpeKpacHbIM
aKTepoM, Ho, Ha Mol B3rnAA, UMeHHO B BaLleM ¢punb-
Me y Hero 6blsia BO3MOMHOCTb No6bITb CaMUM Co601A.

MIFF dHLILY maner B «okTABpe»

— MHe HeBbIHOCMMO AyMaTb 06 3TOM, 04eHb MPYCTHO, Aa.
Ho A goneH cKasatb, YTo OH BenMKUiA arkTep. OH 6bin Ta-
KO HEMHbI, OCTPOYMHBII 1 HEOBbIHaMHBIN, U CoBEpLLIEH-
HO He noxodun Ha repoA Moero dunbMa. M nopasutensHo
LlyMaTb, YTO OH CHAJICA B 3TOM ¢U/IbMe, a 3aTeM MoYTU
Cpasy roToBW/ICA B3ATLCA 33 APYron GUibM, rae CTpous
COBEpLLIEHHO MHO 06pa3.
- MoxHo nu cKasatb, 4YTo J1l060Bb ero repo HeMHOIo
My4uTesIbHa, NOTOMY YTO ero *KM3Hb BoobLLe My4n-
TenbHa?
- [a, na. Hawa 3agaya 6eina B ToM, UTobbI pacckasatb
MCTOPMIO O OBYX JIOAAX, KOTOPble HAXOAATCA B COBEPLLIEH-
HO pa3HbIX TOYKax CBOEr0 HM3HEeHHOro NyTu. W, pasyme-
€TCA, 3T0 MyYUTENBHO, Koraa Tebe 04YeHb CUTBHO XO4ETCA
6bITb C KEM-TO, @ 3TOT YeJI0BEK He XO4YeT BbiTb C TOOON.
Y70 K, Hepa3aeneHHan NoboBb onmcaHa o4eHb MHOMUMM
nMcaTenAaMm, HO MO-HaCTOALLLEMY Tbl He MOHUMAELLIb, KaK
370 6bIBAET, NMOKA He CTAHOBULLIECA HEMHOMKO CTapLLe U
He NeperkmBaeLLb TaKylo Nio60Bb CaM.

Hnmepaoio senu Aca KonoduscHep

u lMemp LLlenomuHHUK

HPOTHAFI

SVZOTINENIOE H3HB (UNE VIE) / PEXK. CTEDAH BPV3E

KpaHu3auma «KusHu» [ ge

MonaccaHa BbinosnHeHa Creda-

HoM Bpu3e B *aHpe npuieRHoro
[OHeBHWKa HabrioaeHWii 3a NpUpoaon, B
Hauarne KoToporo KHasA AeBu1LA U3 apu-
CTOKpaTh4ecKon cembk (HioguT LLiemna)

CaxaeT YTo-To C OTLLOM B oropopfe,

NOTOM UrpaeT C poauTenAaMn B TPUK-
TPpakK, KyrnaeTcA B Mope, NoAHMMAETCA C
LUSIANON B PYyKe No XosnMmy, BbiCOBbIBaeT
PYRY nog Ao ab, YATaeT KHUry, 4oNro
CMOTPUT B OKHO. CroATtb Y OKHa, Moxoxe,
ee Nob1Moe 3aHATUE (Bnpoqu, 1 pOMaH
HaynHaeTcA 6yKBaJ1bHO c Toro, yto HaH-

Ha MOAXOAMT K OKHY). 3a 3TUM 3aHATUEM
Kamepa He peLLaeTcA ee CryrHyTb U 0CTo-
POMHO CKOJB3MT M0 MPOGUIII0 FePOrHU,
BbI*MOaA, NMOKa OHa [JOBEPYMBO XJIOMHET
pecHuuaMn. AeTopb! «XHu3HU» Boo6LLIE
CTapaloTCs He MOoKa3bIBaTb NepcoHaren
B dac v NpeanoYMTaloT MU3aHCLLEHbI,
Korga ABa cobecefHuKa CUaAT U Moyt
PAOOM, BUOHbIE TONBKO B MPOQUIIb U KaK
6bl MPAYYT [1a3a oT 3puUTeNA, CJIOBHO
OMacanch BblAaTb KaKylo-To 06beauHAIo-
LLMe UX TalHbI UMK Te CaMble «CKPOMHbIe
UCTUHBI», KOTOpble BbIHECEHbI B OPUTU-

HanbHoe Ha3BaHWe MOMacCcaHOBCKOro
pomaHa («L'Humble Vérité»).
Jlyye3apHble CLieHKM nacToparbHbIX [o-
CYroB ManblLLKK HaHHbI B poAHON ceMbe
nepeMerKaloTcA CyMpayHbIMU pparMeH-
TaMU, B KOTOPLIX YKe NorumBLLaA HaHHa
B TEMHOM NnalLie 6pofuT Mo rpAsHoM
3eMr1e UM ropecTHO packaumBaeTcA
Ha 3aBblBatoLLieM BeTpy. M HaobopoT,
BO BTOPOU MosnoBuHe dunbMa, Koraa B
HKU3HW FepovHU OMUHUPYIOT NeYasbHbIe
TOHa, ee MHorda HacTuralT Gnalwbeku, B
KOTOPbIX 3e/IeHeET TpaBa, CBETUT COJTHLE,
KaK ByaTo B NaMATW OTKPLIBAIOTCA U
6bICTPO 3aX/10MbIBAIOTCA OKOLLIKM B 6€3-
MATEXHOe NpoLuioe. Takum 06pasoM aB-
TOPbI, NOYEMY-TO 3CTETCKU Mpe3upaioLLme
6aHanbHY0 «BOCbMEpKY» B Pa3roBOPHbIX
CLieHax, TeM He MeHee, He MHyLLIAIoTCA
[enatb 6ecrpourpbILLHYI0 CTaBKY Ha
npYpoy KaK OCHOBHOMN MHAMKATOP
JyLLeBHOro coctoaHuA repoes. M Korpa
6abyLuka HaHHa B prHasne BbIX0aUT Ha
[0pory B CTapOMOJHOM BETXOM LUYLLIYHE,
BCMaTpVBanCh BAaNb B OMUAAHUMN NpU-
€3/1a HOBOPOXOEHHOM BHYYKW, BMECTO
MOMaccaHOBCKOM ¢puHanbHoOM gppassl 0
TOM, YTO MM3Hb «He TaK XOpoLLa, Aa U He
TaK YK N/10Xa, KaK JyMaeTcA», Hanpa-
LUMBAETCA LTaTa U3 ApYroro npousse-
JeHun: «41o Tebe HazHa4eHo NpUpoaoK,
HaZo 61aroAapHo NPUHUMaTbY.

Jludus Macnosa



SUMMER BLOOMS /
SHIGATSU-NO NAGAI YUME

MAIN COMPETITION
DIR. RYUTARO NAKAGAWA

We are somehow used to associating festival cinema with
formal, thematic, technical experiments to such an extent,
that a linear narration seems lacking. This is the case with the
Japanese movie, which at first creates a sense of somewhat
frustrated expectations.
A former schoolgirl and now a jazz singer bursts into the life of
her former teacher Hatsumi, now a quiet and modest waitress.
We are familiar with the situation of «a stranger in the house»
and fully expect the newcomer to give Hatsumi's world a thor-
ough shake-up, especially because she is totally incapable of
confronting her pushy guest. But all the mischief boils down to
reading letters without permission and burning their breakfast.
Another well-known premise: the same girl calls Hatsumi and
begs for help: she has locked herself in the bathroom because
her boyfriend assaulted her. Now we expect a thriller with
chases, bloody shoot-outs and the like. Not in the least. The
villain turns out to be a weepy doped loser. Rushing to save
her new friend Hatsumi knocks on the wrong door and almost
barges upon a righteous family. What great comedic potential!
The new suitor invites Hatsumi to an exhibition of hand-made
towels. In Japan there is no lack of movies celebrating tradi-
tional crafts. The boy takes Hatsumi to the workshop, where he
is an apprentice and even starts explaining certain points. But
this subplot is not developed any further either.
There is another very exciting opening. When the unwelcome
guest falls asleep on Hatsumi's bed, our demure teacher sits
down by her side and her hand travels up the girl’s thigh and
under the rim of her dress... Our perverted brains readily
prompt us the obvious further developments: Wow, so that’s
what she is like... Don't count on it. On her thigh we see only
the bruises. With a sigh of compassion Hatsumi covers them
with the blanket. One more equally great chance is missed: the
girls are alone in the public baths, they relate their painful expe-
rience with men, who hurt them intentionally or not. Moreover,
one of them has just saved the other. The scene ends with the
girls trying to remember what song they've prepared for the
school competition.
But the simple chamber drama moves you deeply. We are
immersed in mild retro — no TVs, computers, gadgets except
for cell phones; watching «Casablanca» at the cinema; the
boyfriend’s patriarchal parents living in a charming traditional
Japanese house in an equally idyllic countryside. For three
years Hatsumi has been trying to get over her boyfriend's
sudden death. But perhaps what really hurts is not so much
the loss of a dear person (after all they had been separated four
months prior to his demise), but the necessity to understand
that her world has changed. Life still shows her its kind and
tender side: everyone around her is gentle and benevolent,
sincerely trying to help and comfort her. But now she must
grow up and realize that irretrievable losses are as much a part
of our life as happy findings. Probably in this case the unhurried
rhythm of narrative cinema is as suitable as post-modernism,
post-structuralism or post-something else.

Maria Terakopyan

THE BEST OF ALL WORLDS /
DIE BESTE ALLER WELTEN

MAIN COMPETITION
DIR. ADRIAN GOIGINGER

Seven year-old Adrian lives in Salzburg with his mother, who
is raising him alone. Friends frequently gather at their house
to listen to Adrian’s elaborate stories; his mother supports
his dream to be a great adventurer and plays along with his
fantasies. In this seemingly perfect world there is but one flaw:
Adrian’s mother and her friends are heroin addicts.

Adrian Goiginger's film «The Best of All Worlds» starts with

a darkly ironical pastoral scene of Adrian together with his
mother and her friends enjoy a picnic out in nature, paying
special attention to the fact that Adrian has his own bottle
«Cold tea» bottle. The film continues in the given coordinates:
the world of the apartment where Adrian and his mother live,
who are mostly limited in their actions (with rare exits to the

open air, which literally read as a breath of fresh air), is shown
in the perception of the young hero as a dark magic kingdom.
As it is easy to guess by comparing the names of the director
of the tape and the main character, the film is based on the
autobiographical experience of Goiginger himself - both the
director and the script writer seeks to show the specific world
of his specific childhood without the extreme genre clichés typi-
cal of the narcotics addiction films. Fascinated by the world of
his stories, in which his alter-ego is a powerful warrior fighting
unknown monsters, young Adrian perceives everything that is
happening around him as an adventure — even when everything
around is gloomy, and death comes to the magic kingdom for
the first time.
Even in anticipation of the imminent tragedy, which hangs
heavily over Adrian and his mother almost from the first
frames, the director conducts the narrative exceptionally deli-
cately, never slipping into the expected exploitation of domestic
horrors in such cases. Moreover, even the pending analogy
between the monsters with whom they are eager to fight in
their imaginary world of Adrian, and the reality surrounding
him, is maximally revealed only closer to the finale. The central
theme here is the motive for acceptance, which all participants
of this story teach freely or involuntarily to each other: Adrian’s
mother, who in all situations preaches freedom of choice to
him; Adrian, who teaches her the lesson of accepting her in all
the splendor of her horror. And the picture itself teaches the
viewer, who, within the framework of the given history, expects
anything — except for a tender dark fairy tale about the power
of parental love.

Marina Bolt

THE LAST WALTZ

ARY FILM COMPETITION
DIR. YULIA BOBKOVA

The title «The Last Waltz» sets the tone for the entire story. It's
true: the hero, Oleg Karavaychuk, died only a year before the
premier. The distinguished composer passed away June 13th
2016. He was 88 years old. The same number of tree rings of
the sawed down pine tree in the yard of his house in Komarovo.
A small town near Saint Petersburg, not far from the Gulf of
Finland, intelligentsia started moving during the Stalin years.
From the poetess Achmatova to the composer Solovyev-Se-
doy. To these three — Karavaychuk, the pine tree and Komarovo
— director Julia Bobkova dedicated her debut documentary film.
Karavaychuk is an incredibly fruitful and fluid composer. He
attracted attention to himself early on (his first performances
were at only 5 years old) and stayed highly sought after for the
rest of his life. His filmography includes works with Kira Mu-
ratova, llya Overbach, Vitaly Melnikov, losif Kheyfits. But «The
Last Waltz» isn't and couldn’t possibly be a memory book.
The film avoids a specific structure, but that would likely be
impossible anyway with such an impulsive artist as Kravay-
chuk. In his follies, sharpness and strife («Get away from the
piano or I'll stop the concert!»), in the way he played - is his
own experience of battling with suffocation. Like any innovater,
Kravaychuk doesn't live in the past, but in the future, rather, the
eternal. In his mind Wagner and the modern audience exist in
one dimension. That's always contracting and building fences
around the dimensions we're used to. Forces us into a maze
that resembles a prison.
Afence isn't just a metaphor, it's the actual lay of the land.
Kravaychuk invites the director a kind of excursion around
his territories. He could have shown the country house of
actor Smoktunovsky («in reality there's not much left of it») or
ballerina Ulanova. But instead of that he blunders into green
fences. They irritate the composer, drive him mad. Not only
with the way they look, but also with their function. After all,
what are they defending? If only it was something important,
needed, live.
That sawed down pine tree in Karavaychik’s yard - is his big-
gest pain. It's fait interests him more than the condition of mod-
ern society. To be frank - it symbolizes it entirely. It's not about
the tree, but about the reason behind its demise. Next to the
composer’s house another mansion sprung up. Awhile ago the
pine tree interfered with the construction. Another house tow-
ers over Karavaychuk'’s lot, but it's always empty. It was built
not for living in, but for something else. «The house is standing,
no-one lives there, and my tree was cut down». Karavaychuk's
music and the film are about something like that.

Nikita Kartsev

AFTERIMAGE /
POWIDOKI

EUPHORIA OF THE FRINGES
DIR. ANDRZEJ WAJDA

The film «Afterimage» was the work of Andrzej Wajda. The
life of the artist Vladislav Strzeminski could serve as a plot for
Hollywood or for a dizzying tv series. Strzeminski was born in
the family of a Polish nobleman and followed in the footsteps
of his father, a lieutenant colonel of the Russian Imperial Army.
During the First World War | he participated in the famous
«Attack of the Dead» — in which the defenders of the besieged
Osowiecka fortress were subjected to a poison gas attack.
Strzeminski was seriously injured; his right leg was completely
amputated, his left arm was removed below the elbow, and his
damaged eye never fully healed. The Polish officer was awarded
the St. George's weapon and the Order of St. George for bravery
in battle. Until the end of his life he used crutches.
This is the first episode. Disabled at only 22, Strzeminski
must find a new goal in life. In the hospital he meets a nurse,
eighteen-year-old Catherine (Katarzyna) Kobro, the daughter
of a Russian shipowner with German heritage. Both are
fond of painting and become professional artists. In Moscow,
Strzheminski draws closer to Malevich and Tatlin, becomes their
student, later becomes acquainted with Chagall. Strzeminski
worked in the Department of Fine Arts in the People's
Commissariat of Education in Minsk, then in Smolensk, had his
constructivist works exhibited in Vitebsk. He left Soviet Russia
and eventually moves to Lodz. Became the initiator of the Cubist,
Constructivist and Suprematists group «Block» Paris, exhibited
in Paris and New York. The most authoritative figure of the
Polish avant-garde, Strzheminsky goes down in history not
only as an artist, but also as an innovative thinker, the author of
the theory of unism, demanding for the unity of a work of art
and the rejection of the multiplicity of forms. This is the second
episode, but neither this one nor the first is in Wajda's film.
Initially he thought of making a movie about the difficult love and
marriage of Strzeminski and Cobro, but eventually concentrated
on the last period of the hero's life, the time of between 1948-
1952, the peak of Stalinism, the Cold War and the struggle
against cosmopolitans. Strzeminski teaches at an art school
in Lodz — while Katarzyna is slipping away at the hospital. The
disabled teacher has no shortage of devoted pupils and fans,
especially the women. This is easy to believe, since Boguslav
Linda plays a hero from the galaxy of Polish charismatic actors,
beginning with Tsybulski and Olbrychsky, who became cult
heroes of Vaidov films. In the center of the plot is Vladislav's
relationship with his daughter Nika Strzeminska (Bronislava
Zamahovska), but above all is the artist's conflict with the new
socialist authorities, the state apparatus and special services.
«You, Comrade Strzheminski, need to be pushed under the
tram,» are the words Minister of Culture Wlodzimierz Sokorski
addresses the world-famous artist with. The term «post-image»
in the understanding of Strzheminski means visual information
remaining on the retina after the sight of the artistic object.
Priests of the religion of socialist realism wanted to replace
the after-images with pre-images - pre-formed ideas about
who art should serve. Those who refused these party tasks
were deprived, like Strezheminski, of work, housing, food
cards, livelihoods, and, in the end, life. In «Afterimages» Wajda
pays tribute to those non-conformist artists who did not obey
the administrative system. The director also warns against
dangers which await culture in the present and future. The
right-conservative government of Poland gives enough reason
for this, and Vajda with the passion of a young man articulates
his will. The state and the authorities should not interfere in
the affairs of art, and it should be evaluated not by it's utility
and ability to serve someone's interests, but for imagery — for
revealing new magical worlds to us

Andrey Plahov

ANA, MON AMOUR

SPECTRUM
DIR. CALIN PETER NETZER

- Critics often draw attention to the unconventional
presentation of material, so to speak, to the fact that
your plot has a psychoanalytical foundation. What



determined your choice?
Cilin Peter Netzer: «Ana» is a screen adaptation of the book.
Their love story spans almost a decade. | love the book and
the love story itself which deals with dependence and co-
dependence within a couple. | had a rare opportunity to express
my ideas in cinema language with the help of psychoanalysis.
It was the only way to write the script. Should | choose the
traditional classical style, it would not have worked out. So this
was my chance to employ a style that | had been dreaming of
trying my hand at.
- How did the structure affect the image of the film?
— There are probably fewer emotions in the movie. The
psychoanalytical approach helps the audience to better
understand the entire process.
- Has this method been tested in the history of cinema?
- No, not always, only on certain occasions. | was looking for
similar films released earlier, but could find nothing of any value,
in my opinion. One of the directors had attempted to make such
a film back in 1926. He tried to recruit Freud but he declined,
convinced that his method would not work on the screen. But |
stepped up to the challenge.
- You mentioned mutual dependence which naturally
arises between people in love. But both male and female
characters strive for independence. How can one reconcile
the two opposites?
- Itis normal to be dependent on your partner in a relationship.
Everybody is neurotic to a certain extent, and that is normal,
unless the person crosses certain boundaries. If he does, the
situation becomes clinical. In my film | wanted to show how and
why my characters attain this degree of interrelation, isolating
themselves form the outer world.
- Can we make any assumptions about the future
relationship between the characters in, let’s say, ten years?
- No. The initial symptoms are barely noticeable. They
appear gradually. | believe, neurotic people are drawn to
each other. In the film the characters offer something to each
other that life cannot give them: she is a mother to him and
he is a father to her.
- How did the casting go?
-l wanted actors around 20-30 years old. | think during the
casting | looked at almost all the Romanian actors of suitable
ages. It was a very difficult choice, because | did not know if they
were students of acting departments at institutes or college
graduates. It took a lot of time to find the right actors and later to
work with them. | sent them to psychotherapists to help them
understand what it was all about because they had a very vague
idea of the whole thing. It was hard working with them.
- How much love and «non-love» is in this movie?
—ltis love, but it is unhealthy. The characters themselves don't
know what love is because they are young and inexperienced.
A person can easily mistake one emotion for the other: you
think it's love, but in reality it's dependence, you merely have
to feel somebody’s constant presence by your side. That is
dependence, and | think real love is independence.

Interview by Asya Kolodizhner and Peter Shepotinnik

WATER AND SUGAR:
CARLO DI PALMA,

THE COLOURS OF LIFE
/ ACQUA E ZUCCHERO -
CARLO DI PALMA:

| COLORI DELLA VITA

ATELIER
DIR. FARIBORZ KAMKARI

- You became the producer of the film about your great
husband, Carlo di Palma. «Water and Sugar»; what is the
meaning of the title?

Adriana Chiesa De Palma: It's simple. Carlo used to say: «l am
the kindest man on earthw. In ltalian «zucchero» does not mean
only «sugar», but also «a kind soul. It's because in childhood
Mom gave me water and sugar». His mother was a simple
woman, she sold flowers in the Victor square, one of the main
squares in Rome and they lived nearby. Mother gave birth to
Carlo when she was 47 years old, she had six elder children.
When she went to sell flowers she took the baby with her in the
basket. So from a very tender age he constantly saw very bright

colors, he adored them because he was born and grew up ina
flower basket. And when it rained his mother put him on a tram
that went around Rome. She entrusted the baby to the streetcar
controller and when he cried, the man — mind you, it was
the 30s - stopped the car, went to the nearest bar and asked
for water and sugar. So Carlo grew up on water and sugar...
His relationship with his mother was very important to him.
Incidentally she did not only sell flowers, she was also a model,
she had great respect for the arts.
- And passed it down to her son.
Adriana Chiesa De Palma: Yes, but curiously watching life
was always more interesting for Carlo than watching arts, so to
speak. He had no life besides the cameraman’s work. Yes, we
did go to movies, but most of all he loved to wander about the
city, looking at people. To him it was the most important thing.
And if we went to the beach, he looked around. | noticed that he
was watching something all the time, for many hours he could
observe how the sea changed color. He loved it.
- At the premiere you said that it seemed to you that he
was directing «Water and Sugar» himself.
Adriana Chiesa De Palma: both of us, me and Fariborz, were
convinced that Carlo was directing us. | even saw him in my
dreams and he said: do this and that. Yes, | am sure he is always
by our side. He makes sure that everything works out. The
way he wants. Sometimes he becomes very arbitrary. | mean
everyday-life signs. When we started making the documentary,
he was furious because he probably didn't want to become the
protagonist of a documentary. | believe so. And then little by
little... everything fell into place.
Fariborz Kamkari: | want to add that Carlo really was our guide.
It was very difficult at first: how can we tell the story of a creative
man in 90 minutes, how can we pack in all the aspects? And
then | found a way to make similar decisions when | watched
his interviews over and over again. Carlo himself pointed out to
us in what direction to move when he spoke about his movies,
his style of work in cinema, about directing and film art.
- What discoveries did you make while working with the
materials?
Fariborz Kamkari: | am always amazed at how Carlo changed
the style of his work depending on the director. For example
«Red Desert» and «Blowup». Carlo shot these two movies
with the same director with an interval of several years. And
the styles of directing and camerawork are very different.
The cameraman highlights the narration, the story which
the director wants to tell. And Carlo - | would not say that he
meekly followed the director’s instructions — but he assisted the
director in everything, tried to help him find the best options for
the film using all his mastery.

Interview by Asya Kolodizhner and Peter Shepotinnik

PORTO

SPECTRUM
DIR. GABE KLINGER

- Your film is structured around leaps from the past into
the present and memory quirks. Would you say that a
director’'s memory is unusual, not like that of ordinary
people?

Gabe Klinger: I'd pose the question in a different way, I'd
compare a young man's memory to that of a person with
considerable life experience. When you are young, you live
mostly in the present, you accumulate experience, and then...
We need memories, memories of the moments of love give
us the strength to go on, to cope with the daily routine. |

think that otherwise life would be unbearable. Probably we
go through a natural process of filtering memories: we keep
those we like, we «edit» memories, try to add something

to them, even embellish them as compared to the real
experience. In this way we make our life less unbearable,
more acceptable. | would not know if the director’'s memory is
different from that of the lawyer or physician.

- Why did you choose Anton Yelchin for the main part?

— We did not have a casting for the main part. From the very
beginning | knew that it would be Anton. | wanted to meet
him during Joe Dante’s shooting, who had invited Anton to
appear in «Burying the Ex». Three directors with whom Anton
worked - Jim Jarmush, Michael Almereyda and Joe Dante

- said «Yes, Anton, you should meet Gabe. He's working on

a project, talk to him.» Anton was very interested, he said he
had heard a lot about me. | won his trust immediately, he had
faith in me because his friends recommended me to him. We

MIFF JdHILY manege in «octyabrs

became friends, we watched a lot of films together. He was
a huge fan of cinema with a keen sense of culture because
when his parents emigrated from the USSR they invested all
their energy in their son and his career. They passed on to
him this talent for a serious approach to culture. On the set he
read Dostoyevsky in Russian, he always talked to his mother
in Russian. And for a young man working in Hollywood... He
could have easily forgotten his language, his heritage, his
culture, the fact that he was a foreigner, but he treasured his
Russian origins, they were very noticeable in him. But that
was only a part of his exclusiveness.
- This was Anton’s last part, wasn't it?
- Probably, but | am not sure. | know that after our movie
he was getting ready for «Star Trek» and he had some other
minor parts.
- Itis such a tragedy. Anton Yelchin’s fate is so sad, it is a
tragedy for us because we are Russians. He was a great
actor, but it seems to me that it was in your movie that he
had a chance to be himself.
— | can't bear to watch it, it is so sad. But | must say that he
was a great actor. He was so gentle, witty and extraordinary,
he was not at all like my character. It is amazing that he played
in my movie and was already getting ready for another film,
where he was to portray a totally different character.
- Would you say that his character’s love is painful
because all his life is painful?
- Yes, yes. Our task was to tell the story of two people at
different stages of their lives. Of course it is painful, because
you are dying to be with someone, but that person is not
especially interested in being with you. Unrequited love has
been dealt with by many writers, but you can truly understand
what it is like only when you get older and have gone through
the experience of such love yourself.

Interview by Asya Kolodizhner and Peter Shepotinnik

A WOMAN'S LIFE /
UNE VIE

81/2 FILMS ,
DIR. STEPHANE BRIZE

The adaptation of «A Life» by Guy de Maupassant was
made by Stefan Briese in the genre of a diligent diary
of a nature observer, at the beginning of which a young
girl from an aristocratic family (Judith Shemla) plants
something with her father in the garden, then plays
backgammon with her parents, goes for a swim in the
sea, walks up a hill with her hat in hand, sticks her hand
out to feel the rain, reads a book, looks out the window
for a long time. Standing at the window, it seems, is her
favorite pastime (however, the novel begins literally with
the fact that Jeanne walks over to the window). For this
occupation the camera does not dare to frighten her away
and gently slips along the profile of the heroine, waiting
until she trustingly bats her eyelashes. The authors of
«Life» in general try not to show the characters from the
front, and prefer mise-en-scenes; when two people sit or
walk together, the viewer can see only their profiles, and it
seems like they hide their eyes from the viewer, as if they
are afraid of giving away some secret that unites them or
one of those « Truths «, which are featured in the original
title of Maupassant’s novel (L'Humble Vérité).
Radiant scenes of little Jeanne’s pastoral leisure with her
family are interspersed with gloomy fragments in which
Jeanne, a tired adult in a dark cloak, wanders through dirty
earth or sways woefully in the howling wind. Conversely,
in the second half of the film, when doleful tones prevail in
the life of the heroine, sometimes there come flashbacks in
which the grass is green, the sun is shining, as if a window to
the past in the memory is opened quickly closed. Thus, the
authors, for some reason aesthetically despising the banal
«eight» in conversational scenes, nevertheless do not stop
to make a win-win bet on nature as the main indicator of the
state of mind of the heroes. And when Jeanne’s grandmother
appears at the end on the road in an old-fashioned coat,
peering into the distance, awaiting the arrival of her newborn
granddaughter, instead of Maupassant’s final phrase that life
is «not so good, and not so bad as one thinks,» a quotation
from another work seems to suggest itself: «What is as-
signed to you by nature, you must gratefully accept.»

Lydia Maslova
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24 UIOHA / JUNE, 24

13:00  MAMA, YMEP [IE[] MOPO3 / DADDY, FATHER FROST IS DEAD 1
13:00  TAHIO. U3rHAHWE FAPOENA/ EL EXILIO DE GARDEL OKTABPb, 11
13:30 HIOPHBEPT. KPOBABBIE [IEHLIW. CY HALL I'IPOMbII.LIJ'IEHHI/IKAMVI / OKTABPb, 5
NUREMBERG. BLOOD-DRENCHED MONEY. INDUSTRIALISTS' TRIAL
13:30  YMWH/THE DINNER OKTABPb, 9
13:30 NIAH PO3EHEEPI’A. HIOPHBEPICKUE YPOKM / OKTABPb, 5
ROSENBERG'S PLAN. LESSONS OF NUREMBERG
13:30  AHA,J1tOBOBb MOA / ANA, MON AMOUR OKTAEBPb, 7
13:45 BOJIA 1 CAXAP: KAPJ10 IV NAJTbMA, BCE OTTEHKU MWN3HW / OKTAEBPb, 8
ACQUA E ZUCCHERO - CARLO DI PALMA: | COLORI DELLA VITA
14:00  BOEHHBIA ®OTOMPA® / WAR PHOTOGRAPHER LK, 1
1400  OMEPA/L'OPERA OKTABP, 2
1400 WMOEANBHBIA YEUALIA / A TOKELETES GYILKOS OKTABPb, 4
14:30  ANPENBCKUN COH LNIMHOM B TPU MOLA / SHIGATSU-NO NAGAI YUME OKTABPb, 1
14:45  MAPK/PARK OKTABPb, 10
15:00  PACCEKAA BOJTHbI / BREAKING THE WAVES 1
15:45  CMBUPWADA/SIBIRIADA OKTABPb, 11
16:00 110 EE MHEHWIO / ACCORDING TO HER OKTABPL, 8
16:00  KOPOTKO O COPTE / SHORTS ON SPORTS OKTABPb, 5
16:15  BAJIATAVKA LLIOY / TOTAL BALALAIKA SHOW OKTABPb, 9
16:30  TMMMOMNOTAM / THE HIPPOPOTAMUS OKTABPb, 4
16:30  EQJBA A OTKPOIO ITIA3A / A PEINE J'OUVRE LES YEUX OKTABPb, 7
16:45 CTOPOHA B. MOPTPETHAA OQTOI'PA(DMH 3/1b3bl IOPOMAH / OKTABP, 2
THE B-SIDE. ELSA DORFMAN'S PORTRAIT PHOTOGRAPHY
17:00  JIYYLIWRA U3 MUPOB / DIE BESTE ALLER WELTEN OKTABPb, 1
17:00  NOCNEOHWE BELLW / LE ULTIME COSE UK, 1
17:30  XYAH MOPEWPA / JUAN MOREIRA OKTABPb, 10
17:30  MPEMCMNOOHAA / UNDERVERDEN KOCMOC, 1
18:00  CEPOEYHBIA KAMEHb / HJARTASTEINN 1
18:05  DELIRIUM/DELIRIUM 3BE3[A, 1
18:15  HATOPHAA MPOMOBEAbL / SERMON ON THE MOUNT OKTABP, 9
19:00  KOPOTKOMETPAHHOE KIMHO: MAHOPAMA 1/ SHORT FILMS PANORAMA 1 OKTABPb, 5
19:00  PEKBWEM M0 FOCMOMKE 0. / REKVIJEM ZA G. J. OKTABPb, 4
19:00  TPOOEW / TROPHY LUAK, 1
19:15  MW3Hb/UNEVIE OKTABPb, 7
19:30  A-TUNbOA/GILDA, NO ME ARREPIENTO DE ESTE AMOR KOCMOC, 1
20:00  MEPBbIA YYUTESb/ THE FIRST TEACHER OKTABPb, 11
20:00  CMEPTENbHBIA MOBOPOT / U TURN 3BE3[A, 1
20:00  MKENTAA HAPA / SARI SICAK OKTABPb, 1
20:00  [BOPAHCKOE MHE3[0/NEST OF GENTRY OAKEN, 1
20:15  CBOPHUK KAHALICKOM AHUMALIMM / CANADIAN ANIMATED SHORTS COMPILATION ~ OKTABPb, 10
20:30  lOr/SOUTH 1
21:30  CIABA/SLAVA LUAK, 1
21:45  HALLE 3110/ MAL NOSSO OKTABPb, 9
22:00  MPUKIIOYEHNA MEOBEAA BPUTCEN / BRIGSBY BEAR TAPAKK, 1
22:00  POOEH/RODIN OKTAEBPb, 8
22:00  MOCNELOHWM U3 HAC / AKHER WAHED FINA OKTABPb, 4
22.00  PUCK/RISK OKTABPb, 2
22:15  MOPTY/PORTO OKTABPL, 7
22:30 120 YOAPOB B MUHYTY / 120 BATTEMENTS PAR MINUTE OKTABPb, 1
22:30 'OPO[] K3COH, IAE Bbl/1A B MOUCKAX HEHBLLIEHA / OKTABPb, 10
INSAM-EUL CHAJ-A GABON GAESEONG
22:30  MAPTAPUTKM / SEDMIKRASKY OKTABPb, 11
22:45  COAETCA KOMHATA / QUARTO PARA ALUGAR OKTABPb, 5
22:45  PACCBET NIYXWX/ DAWN OF THE DEAF OKTABPb, 5
22:45  MAJTEHBKWUM MPYCTHBIA MANBYMK / LITTLE BOY BLUE OKTABPb, 5
22:45  KOPMWIELL/ FEEDER OKTABPb, 5
22:45  HEMPUKAAHHAA OYLIA / WANDERING SOUL OKTABPb, 5
22:45  TOJIAPOM[ / POLAROID OKTABPb, 5
22:45  KYKNOBOA/ THE PUPPET MAN OKTABPb, 5

MIFF dHLILY maner B «okTABpe»

25 UIOHA / JUNE, 25

09:00  KAPT OTMOPOMKEHHIN/ THAWED CARP OKTABPb, 7
13:00  BOMLIESHAR PEKA/ KOTHANODI OKTHEP, 5
13:00  BATATIAVIKA LLIOY / TOTAL BALALAIKA SHOW 1
13:00  TPOOEM/ TROPHY OKTABPb, 2
13:00  MPOXOMMI / YAVUILYN HUN OKTABPb, 9
13:00  OWIbMBE3 HA3BAHMA/UNTITLED LK, 1
13:30  CAMOYBMVILIA/ A DEATH IN THE GUNJ OKTABPb, 4
13:30  EBPOMA/EUROPA OKTHEP, 8
13:30  KOPONIEBATAHLIA/ DANCING QUEEN OKTABPb, 10
1345 IONTAA TIPOTYJIKA BT JHHA B NIEPEPLIBE OYTEO/IGHOTO MATHA / OKTABPb, 7
BILLY LYNN'S LONG HALF TIME WALK
1615 MYKYMHA, FTADALAV HA IOrO-BOCTOK / HOMBRE MIRANDO AL SUDESTE OKTABPb, 11
1430 3EPKATIO/ THE MIRROR 1
1500  KOCMMUYECKUE TYPUCTbI / SPACE TOURISTS LK, 1
15:45  VMUH / THE DINNER OKTABPb, 5
16:00  WW3BABUHAC OT IVKABOFO / LIBERAMI OKTABPb, 2
16:15  Ior /SOUTH OKTABPb, 10
16:15  OMAMOEMY OTLLY / GUK JE SHI JANG OKTABPb, 9
16:30  OBbIYHbIA YESIOBEK / BOTONGSARAM OKTABPb, 1
1630 KYPOUKAPABA/RYABA, MY CHICKEN OKTABPb, 8
16:45  CEMEVHbI BIOTPKET / L'ECONOMIE DU COUPLE OKTABPb, 7
16:45  MOCMEQHME BELLM / LE ULTIME COSE OKTABPb, 4
17:00  JIVYLLIVVA M3 MUPOB / DIE BESTE ALLER WELTEN KocMoc, 1
17:00  PEKBMEM O FOCTIOMKE 0. / REKVIJEM 7A G. J 1
17:00  HE3AKOHHBIE/ LEGITIM LK, 1
17:00  WOEANBHBIA YBUALA / A TOKELETES GYILKOS OKTABPb, 11
18:45  CTIABA/SLAVA OKTAEP, 5
19:00  KOMAYHbA / THE LOVE WITCH LK, 1
1900  MOCMEOBPA3bI/ POWIDOK| 1
19:00  MKENTAA HHAPA/ SARI SICAK KocMo, 1
19:00  YXON/ THE DEPARTURE OKTABPb, 2
19:10  MMHCKM / PINSKY 3BE3LA, 1
19:15  AHPEV - FOJIOC BUHA / ANDRE - THE VOICE OF WINE OKTABPb, 4
19:15  WCTOPUA HALLIEFO IOMA/ ULI JIB IYAGI OKTABPb, 10
19:30  3BE3[AUM/ KAIKEN SE KESTAA OKTABPb, 1
1930 VICTOPUA ACU KIAYVIHOM, KOTOPAR JIOBIATIA, FIA HE BILITIA SAMYHK / OKTHEPb, 11
THE STORY OF ASYA KLYACHINA, WHO LOVED BUT NEVER MARRIED
19:30  MPU3PAKM UCMA3NA/ ISMAEL'S GHOSTS OKTABPb, 7
19,45 BODA U CAXAP: KAPTIO [IV IATIEMA, BCE OTTEHKI HU3HU OKTABPb, 9
ACQUA E ZUCCHERO - CARLO DI PALMA: | COLORI DELLA VITA
2000 CUBMPUATA/SIBIRIADA QAKEN, 1
2000 NPAMOXOMEEHVE / BIPEDALISM ?gﬂg PO
2030 PKEHLLMHA, KOTOPAS YLLITTA / ANG BABAENG HUMAYO OKTABPb, 8
2030 OTPULATENbHbI KUHOTEPOV / BADMAN 3BE3MA, 1
2130 KOHKYPC KOPOTHOMETPAMHBIX OUITEMOB. YACTb 2 / SHORT FILMS COMPETITION 2 OKTAEPb, 5
2130 HOPMAH: YMEPEHHEI/ B3/IET W TPATUHECKOE NATIEHVIE HblO-VIOPKCHOTD MIOCPETIHUKA /LK, |
NORMAN: THE MODERATE RISE AND TRAGIC FALL OF A NEW YORK FIXER
2145  MYCTAHT / MUSTANG OKTABPb, 11
2200 PUCK/RISK TAPAK, 1
2200 WAPIKONI: CEOPHYIK KOPOTHOMETPAMHIX QOUTIBMOB KOPEHHIX HAPOJIOB KAHAIbI/ OKTABPb, 10
WAPIKONI NATIVE CANADIAN FILMMAKERS SHORT FILMS COMPILATION
22:15  3TOT LUIATKAV MIP / STILL TOMORROW OKTABPb, 2
2230 MPUKTIOYEHA MEABEA EPUTCEM / BRIGSBY BEAR OKTABPb, 4
2230 1I0TY CTOPOHY HATEMKb! / TOIVON TUOLLA PUOLEN OKTABPb, 1
2230 3AMOCTOM/BEYOND THE BRIDGE OKTABPb, 7
2245  OAHTACTUYECKAR HEHLLMHA / UNA MUJER FANTASTICA OKTABPb,9

Tr - TPETBAKOBCKAA FANEPEA
UOK - LLEHTP JOKYMEHTAJTbHOIO KMHO

PEOKOIEMUA: UMOPb CABE/bEB /ACA KONMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / W/TbA KOMBINOB / HUKWUTA KAPLIEB / AHOPEW LLMIONEB / MAXAWI KYKMH / METP LWEMOTUHHWK
NEPEBOAbI: JAPBA MOPO30BA / MAPUA TEPAKOMAH ®OTO: ANEKCEM IOLLIEHKOB / FEHHALMIN ABPAMEHKO BEPCTKA: MAPWA PEBAKMHA MAKET FA3ETbI: AMUTPUM METENKIH / ONTbIA JTIbHAHASA
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