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ALBERT
SERRA

JURY

true Catalonian original, director
Aand screenwriter Albert Serra

is also a true opponent to a
popular statement about cinema
being a «collective art». Serra is a
notorious individualist — so much so
that he, according to his own numerous
statements, doesn't really like his
colleagues, the filmmakers. Claiming
that got the idea from the great Luis
Bufiuel who also famously didn't consider
following any cinematic traditions such a
great benefit, Serra deliberately distances
himself from any attempts to put him
into any sort of classification system.
Serra’s motto seems to be that styles can
differ — and the more they do the better,
but he's not at all entertained by the idea
of complying with someone else’s style,
all the more so - to influence anyone
with his own. Having found his own
production company Andergraun Films,
he also deliberately stays independent
from the influence of producers. Serra’s
individualism also shows in his conceptual
work with actors in which the Catalonian
filmmaker doesn’t communicate with them
and doesn't explain any of his ideas, giving
them as much freedom for interpretations
as possible.
Serra has a simple explanation to the
uniqueness of his method and his artistic
path in that he never went to a film school
(those are also not greatly appreciated
by the Catalonian director — too much
following the traditions of the past). While
at the university, Serra studied philology
and theory of literature - till this very day
he is a fan of it, eager to demonstrate
encyclopedic knowledge on the subject.
It should come as no surprise that one of
the first Serra’s films that turned him into
a critically acclaimed director — «<Honor
of the Knights» (2006) — was his own
variation of «Don Quixote». Another one
of his most famous works, which got him
the Golden Leopard award at the Locarno
film festival - «Story of My Death» (2013),
was also a curious interpretation of two
famous characters at the same time
- Casanova and Dracula. The film also
allowed for Serra’s grandiose directional
style that mixes familiar narrative forms
with provocative absurdity and surrealism,
to fully bloom. The same trademark style
shines through Serra’s latest work — The
Death of Louis XIV, which is reminiscent
of the both dignified and rough around the
edges grandeur of Luchino Visconti’s «The
Leopard» and «Ludwig». Serra probably
wouldn’t appreciate such an effort to put
his work into the context of general art.
Notably, the director himself seems to be
more open for common conventions these
days: ultimately, even the craziest of art
forms still exist in the context.

Olga Artemyeva

Hiopu / Anbbept Ceppa

MOCJIEOBPAS3bI

aTanoHCKMiN CaMOPOLOK — pe-
Hmmccep W ceHapwucT AnbbepT

Ceppa — no npa.y MoOXeT
CYMTaTBCA MMaBHBIM MPOTUBHUKOM
PaCXOMEro Te3nca 0 TOM, YTO «KUMHO
- UCKYCCTBO KOMNEeKT1BHOE». bonee
APOro W MPUHLMNMANBHOO MHOM-
BMAyannCTa Hy*HO eLLie MOMCKaTb:
Ceppa, No cobCcTBEHHBLIM e HeogHO
KpaTHbIM MPU3HAHWAM, He KCrbl-
ThIBaeT HWKaKOro nNueTeTa nepeq
KonneraMu-KMHeMatorpaductamm.
HazHauwve cebe B fyxoBHbIE 1 Mpo-
peccroHanbHble HacTaBHWKM Jlymca
ByHI031A, KOTOpbIN, KaK N3BECTHO,
TaKre He cumTan cnefoBaHve
KaKMM-M60 3CTETUYECKUM Tpa-
OVLMAM UK Te4eHnAM 60MbLLIMM
6narom, Ceppa 4eMOHCTPaTUBHO
OUCTaHUMpYeTCA OT iobbIX NOMBLITOK
onpenenuTb eMy MecTo B KaKoi-
nnbo yCcToABLLENCA CUCTEME Knac-
cuduraumm. CTunm, — yTeepraaet
perKmccep, — MoryT BbITb pasHble, 1
YeM «pasHee» — TeM JlyuLle, HO BOT
naeA NPUCoeamHUTLCA K YbeMy Obl
TO HW 6bINO CTUIIO, @ TeM bonee —
[enUTbCA CBOMM COBCTBEHHBLIM — He
BbI3bIBAET Y HEMO HMKAKOr0 3HTY3M-
asMa. Tak e gemoHcTpaTmeHo Cep-

pa AuMCcTaHUMpyeTcs oT TIETBOPHOIo
BIIMAHWA NPOJIOCEPOB — AJ1A 3TOr0
OH CMneumanbHO 0CHOBaN COb6CTBEH-
Hylo ctyauio Andergraun Films,
MO3BONAIOLLYI0 EMY C YNCTOM CO-
BECTbIO 0CTABATLCA MO-HACTOALLIEMY
He3aBUCUMBIM. VIHOMBUOYanM3Mm
Ceppa nposBnAeTcA fare B paboTe
C aKTepamu, OCHoBOMoMaralwLLmi
MPVHLMIM KOTOPOM 3aKsioYaeTcA B
TOM, YTO KaTarnoHeL, C apTUCTaMu He
06LLaeTcaA 1 HUYero UM He 06b-
ACHAET, He OrPaHUYMBan UX, TAKUM
06pasoM, B MHTeprpeTaumax Toro,
YTO UM MPeACTOUT UrpaThb.
YHMKaNbHOCTb CO6CTBEHHOMO TBOP-
Yeckoro nyTi n metofa Ceppa 06b-
ACHAET TeM, YTO B KMHO OH MpuLLen
HEe 13 KMHOLLIKOSbI (OHM KaK NpoBo-
[OHVIKW CTapbix-006pbiX Tpaauumi
TaKHe He BbI3bIBalOT y KaTasoHLa
[06pbIx YyBCTB). B yH1BEpCUTETE
OH M3y4asn GUIoNOrMIo U TEOPMIO
NUTepaTypbl, KOTOPOW OH OCTaeTCA
npenaH 1 no cei aexb, obnanan
SHUMKIIONeANYECKUMM MO3HAHUAMM
rno npeameTy. HeyameuTesbHo, YTo
O[1HOW 13 NepBbIX KMHopaboT Ceppa,
CHUWCKaBLLEM Npu3HaHWe, cTana ero
BTOpasn Bapuauma «[oH KuxoTa» —

«YecTb pbiLapa» (2006). Ewe ogHa
N3BECTHeMLWanA paboTa persuccepa,
NpUHecLLan eMy IOKapHCKOro «30-
notoro Jleonapga», «/ctopma Moen
cMepTu» (2013), Torke MMena B cBoel
OCHOBE MHTeprpeTaLmMio cpasy aABYyX
N3BECTHbIX CIOXeTOB — 0 KazaHoBe 1
[pakyne. Tam BnepBble Ha MOMHy0
MOLLIHOCTb NPOABUICA MPaHANO3-
HbIM CTUMb PEHKMCCepPa, KOTOPLIN
6eccTpalLHO MUKCYeT y3HaBaeMble
CIOYKETHbIE KOHCTPYKLMM C 33J0PHBIM
abcypamM3mMOoM U Cloppeanu3MoM.
3TOT He y3HaBaeMbl CTUAb Mpo-
CBEYMBAET CKBO3b NOCEHION Ha
CerofHALIHWUI AeHb paboTy KaTanoH-
ua — «CmepTb JlogosuKa XIV», — Ha-
MOMMHAIOLLYI0 O BEIMYECTBEHHOM U
O[HOBPEMEHHO XYNMIaHCKOM MOHY-
MeHTaNbHOCTU «J1eonapga» n «Jliog-
Burax JlyknHo BuckoHtn. Camomy
Ceppa Takme NomnbITKM NoMeLLeHKA
€ro B 06LLEKYNbTYPHbIA KOHTEKCT
BPAS N1 NoHpaBATcA. Bnpoyem, oH 1
caMm, No cobCTBEHHOMY MPU3HaHWIO,
cTan 6osnee OTKPbLIT K 06LLEeNPUHA-
TbIM KOHBEHLMAM: B KOHLLE KOHLLOB,
[arke OUCTUNMPOBaHHOMY Be3yMuio
MHoraa 6bIBaeT HyXKeH KOHTEKCT.
One2a ApmeMeeaa



AHA, J1I060Bb MOA

KOHKYPC CI/IMG)OHI/IH 19 AHbI (SINFONIA PARA ANA) / PEXK. 3PHECTO APMTO, BUPHA MOJTHA

BCe CBOGOHbIE HAPOAb! HUBYT OAMHAKOBO, Karkaan

[OVKTaTypa YyOoBULLHA MNO-CBOEMY: KarKabli fiod0-
€LICKMIA PEMIM M3BKpan CBON MHCTPYMeHTapuin. BoeHHan
OVKTaTypa B ApreHTrHe «MpocnaBuniack» beccriedHbIMm
MCHE3HOBEHWAMM ThicAY Ntofei. HecornacHsiX M3biManu
MO-TUXOMy: Ha YNMLAX, U3 MaLLIMH, CTOABLLIMX Ha cBeTohO-
pe. B T1LLm yH1BepcuTeTCKmX Kopudopos. [locneHee ToH-
Ko NepeaaHo B «CUMdoHMM nA AHbl», UrPOBOM AebioTe
3pHecTo ApauTo m BupHel MonuHbl. EABa 3putens suant
rnepBble Kafpbl 3TOM HECMELLIHOWM, 3Mery4ecKoi KapTUHbI —
OH Y¥Ke [iorablBaeTCs, YeM BCE 3aKOHUMTCH, U He TOMBbHO
13 aHHOTaLUMKW. HarHeTaHwe MHTpUr — NocnegHee, Yem
03a604eHs! aBTopsl. ConpoBoHKaan AeCTBIME NOSpPoOHOM
pedneKcmel repouHM — C MOMOLLIBIO NUCEM JIW, OHEBHMKA
W, HAarOBOPEHHOIO Ha MIEHKY, NMOBUTENBCKOM KUHOXPO-
HVKK, doTorpadmii, NpeaBaeMbIX OMHIO, — OHW CO3aloT
3HaHKe 0 CKOPOW yTpaTe C caMoro Hadana.
3JnernyecKoe HaCTpOeHYe HepeaKo COMyTCTBYET dubMam
0 NepBo N6BM, FOBOPA, B HMCIIE NMPOYErD, O XPYMKOCTU U
MWMOJIETHOCTU CaMOM I0HOCTH, 3[ECh e — CNy4ai 0CoBbIN.
tOHoCTL byaeT pacTonTaHa KoBaHbLIMM Canoramy BOeHHoM
xyHTbl 1976 roga? W aa, v HeT. MpegyyBCTBYA CKOPYHO
pacrpagy C loHbIMX [1a CBOBOA0MOBMBLIMM, Mbl TaK U He
YBMOMM 3TUX «KOBAHbIX Caror», CKOpee — MArKMe Luaru
HEeM3BECTHbIX COrTIALATAeB Mo TMXUM KopuaopaM. Mbl
BOOGLLIE YBUOWM TOSBKO HOMW, BOTUHKK, ByneM ynaBnmeaTs
YTW-TO TEHW, OTParKEHWA B Yepeae 3acTeKNeHHbIX ABepelt
CTapWMHHOIO 30aHKWA Konnedra. lepoes «CUMGoHMM», Ay
1 €8 MHOTOUMCTIEHHBIX pYy3€ei, Heapyros, OAHOKALLHMKOB
W KOMEr M0 NOMUTUHECKMM KPYHKaM, HUKTO 0cobo U He
npeccyeT. [pocTo Bce BpeMA KTO-TO MaAYUT Ha 3a4HeM
nnaxe, B ryNKMX NponeTax fecTHUL, 3a Hel Tak 1 npuayT
B d1Harne — He 3nofeu, He Moy, a pasMbiTble CUITY3Th
BTOPOro MiaHa.

SYMPHONY FOR ANA /

SINFONIA PARA ANA

MAIN COMPETITION
DIR. ERNESTO ARDITO, VIRNA MOLINA

|_| epedpasmpyn J1bBa TONCTOro, MOMHO CKa3aTb, UTO

3pHecTo ApamTo 1 BupHa MonnHa — onbiTHble JOKYMeH-
TanUCTbI, a K TeMe «[PA3HOM BOMHbI» (QPreHTUHCKOM XyHTb
70-x rofoB) oH1 obpaLLianics etiie AasHo. B 2003 romy nx
nebtoT «PaliMyHa0», NOCBALLIEHHbIN OAHOMY 13 UCYE3HYB-
LUMX — KHeMaTorpadumcty PainmyHpo Mmelisepy, nomyymnn
MHOMeCTBO Npr30B. OauH 13 nocneaHUX GrnbmoB, «Halue
6ynOyLLee», pacckasbiBaeT 0b McTopum HauyoHaneHoro
Konnema byaHoc-Alpeca, KoTopblit Havbonee nocTpa-
[lan oT penpeccuit: 6e3 BecTv Nponanu bonee cTa ero
cTyneHToB. Mrposoit aebiot Apamto U MonmHbI CHUMarcA
30€Ch e, @ [oNTWe NaHbl NMYCTbIX MONYTEMHbIX JIECTHIAL,
KOPWOOPOB U peKpeaLmin CTaHOBATCA eLLle OfHMM NOHO-
LieHHbIM repoeM «CUMAOHUMY.

MorKeT NOKa3aTbCA, YTO PerKNCCEpPbI HAaTArMBAOT CBOM
3aMblCes Ha KnaccuyecKkuni kapkac «Pomeo 1 [RynbeT-
Thi» BMIOTb A0 GYKBarNbHbIX MOAPO6GHOCTER — BrpoYeM,
TaK 4enanocb B KMHeMatorpage cotHu pas. HeMHoro-
CnoBHan, He 6olMKaA AHa NOYTU He MOMET COMPOTUB-
NATLCA BparaebHoM cpeae: NoYTU BCe NPOTUB WX J06BM
C IeNPeccUBHBLIM (1 HECKOMBKO CaMOBIOBIEHHBIM)
JTuto. Cutyauma ycyrybnaeTca He ToMbKO TeM, 4TO MO-

MaHEeM B «OKTAOpE»

nofble MoAN COCTOAT B PasHbIX MOSIUTUHECKMX KPYHKKaX
(MX KpVKNMBLIE 3acefiaHnA B NoABase BbIrMALAT NOYTU
MECTHBIM BUOOM CMOpPTa), HO 1 MOYTU MUCTUHECKIM
CTpaxoM AHbl Nepef noTepei AeBCTBEHHOCTU. [py-
3bA, HeApYr U M NMpouMe «LobpoKenaTteny» perynfapHo
NPOBOAAT C AeBYLLKOM AyLllecnacuTenbHele becedbl.
LLINnoHCKMe nrpbl ¢ NCEBAOHMMAaMMU, Nepeaayelt 3anm-
COYeK, BbIFICHEHNEM — KTO MPOBOKATOP M T.[., He TONbKO
He YBMEKaloT, HO 1 HePBUMPYIOT ee.
OTnndme OT LLIEKCTIMPOBCKOMO KaHOHA 3[€eCh TOMbKO 0ZHO,
1 OHO He cpasy bpocaeTcA B masa. PoguTenm v — wnpe —
CTapLLME He 04eHb-TO M Bpari CBOMM BIO6/IEHHbIM AETAM.
[larke ncTepryHanA MaTb AHbl B KOHLIE KOHLIOB HAXOAMT B
cebe couyscTBMe. «CTapLumex He TONbKO COCTPaAaloT CBOUM
[ETAM, HO U C UX e poboCTbio (HeT, ¢ ropasao bonbLLel
poboCTbIo!) OrMAgLIBAIOTCA Ha MySIKME Lari, Bo CUpeH
1 TeHW areHToB. OHM He CMOCOBHLI 3aLLUTUTL AeTelt. OHn
JMLLB TMXO NnadyT U chaiotcs. «Cnaeben, Liesaps, naylupe
Ha CMepTb MPUBETCTBYIOT TeHA»: Hy YTO He, UCTOPWA Mo-
BTOPAETCA MHOIOKPATHO.

HNzope Cacenves

To paraphrase Leo Tolstoy's words we
can say that all free people live alike
but every dictatorship is monstrous
in its own way, every cannibalistic regime
chooses its own tools. The military
dictatorship in Argentina is «famous» for
the disappearance of thousands of people.
The dissidents were snatched quietly - in
the streets, from their cars at traffic lights,
in the quiet of university corridors. The
latter situation is very subtly presented in
«Symphony for Ana», the live-action debut
of Ernesto Ardito and Virna Molina. The
moment the viewer sees the first shots of
the unhurried idyllic narration, he guesses
what the end will be. The authors are least
of all concerned with building up intrigue.
The action is accompanied by the detailed
thoughts of the main character in the form
of letters or diary entries recorded on tape,
amateur film footage, photos perishing in
fire. From the very beginning they create
the knowledge of the imminent loss.

The elegiac mood is often typical of movies
about the first love, pointing, among other

things, to the fragile and transient nature
of youth itself. But this case is special. Will
youth be trampled on by the jackboots

of the military junta of 19767 Yes and

no. Sensing the approaching reprisals
against the young and free-spirited, we
nevertheless won't see those jackboots,
rather we'll hear the soft step of unknown
whistleblowers along quiet corridors.

We will see only feet, boots, will notice
somebody’s shadows, reflections in glass
doors of the ancient college building. The
characters of «<Symphony», Ana herself
and her numerous friends, enemies,
fellow students and colleagues in political
circles do not come under any special
pressure. Somebody is just lurking in the
background all the time, on the echoing
stairs. Those who will come for her in the
final sequence won't be villains or humans,
but blurred silhouettes in the background.
Ernesto Ardito and Virna Molina are
experienced documentary directors,

they turned their attention to the topic of
the «Dirty war» (Argentinian junta of the

70s) long ago. Their debut «<Raymundo»
(2003) about one of the vanished victims,
the director Raymundo Gleyzer, won
numerous awards. One of the latest
movies «El Futuro es Nuestro» relates

the history of the National College in
Buenos Aires. It was hit the worst by the
repressions: more than a hundred of its
students disappeared without a trace.
Ardito and Molina's feature debut was
shot there as well and the long takes on
the darkened staircases, corridors and
lounges become another full-fledged
character of the «Symphonys».

It may seem that the directors attach

their concept to the classical structure

of <Romeo and Juliette» up to the literal
details. Though it has been done in cinema
a hundred times. Taciturn, quiet Ana cannot
resist the hostile environment: almost
everyone opposes her romance with the
depressive (and a bit self-indulgent) Lito.
Their plight is further aggravated by the fact
that they belong to different political circles
(their clamorous sessions in the basement

remind one of some kind of local sports)
and by Ana’s almost mystic fear of losing
her innocence. Friends, enemies and other
do-gooders have regular soul-saving talks
with the girl. Spy games with nicknames,
passing notes to each other, finding out
who the agent provocateur is etc. hold
no fascination for her and even make her
nervous.
There is one difference form
Shakespearian canon and it is not at all
evident. The parents and adults in general
are not such great enemies of their
children. Even Ana’s hysterical mother
manages to find some compassion in her
soul. The adults not only feel compassion
for their children, but with equal timidity
(no, with much greater timidity!) look back
at the sound of footsteps, the wailing of
sirens, the shadows of agents. They are
incapable of protecting their children. They
can only cry quietly and surrender. «Ave,
Caesar, morituri te salutant». History
repeats itself many times.

Igor Savelev
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bl 3HAKOMUMCA ¢ MapuHoM B npoLiecce ee

poMaHa ¢ pecrneKTabesnbHbIM 613HeCMeHOM

no umenu Opnango (OpaHcucko Peliec). OH
ropasfao CTaplue ee, 3aHUMAeT BbICOKOE MOJIOXKEeHMe B
aAMUHUCTPALMU TEKCTUMBHOM $pabpuki. MapuHa ctout
HaMHOT0 HUMe Ha CoLMasbHOM NecTHULE — paboTaeT
o¢M1LMaHTKOW 1 NblTaeTcA AenaTtb Kapbepy neBuLbl
B 6ape. Ho HMKaK1e KOHTpacTbl He MOMeXa CHacTbio:
BI061EHHbIE HAC/Iaw OATCA HU3HbBIO, MIaHUPYIOT Mo-
e3[Ky Ha Bofonagbl Mryacy, B o6LLeM, Bce Kak Y nioaen
1 HEMHOT 0 KaK B TYPUCTUYECKMX MPOCMeKTax.
CobCTBEHHO CaM CIOMKET HaYMHAETCA C ABYX CIOPTIPU30B.
MapuHa oKasblBaeTcs He 0bbl4HOM, a $paHTacTUYecKoN,
WNCKYCCTBEHHOM MeHLLUMHOM: OHa — TpaHcreHdep. M
Korga BHe3anHo OpnaHpo yMUpaeT oT aHeBPU3MbI
(BTOpOW ClopripK3), ero Nofpyra CTaHOBUTCA MULLIEHBIO
TPaBJIM CO CTOPOHbI ObIBLLEN HeHbl U POACTBEHHUKOB
nokonHoro. MapuHy urpaet [laHnana Bera, Ha caMoM
Jene CMeHuBLUasA Nor.
B TpagMUMOHHOM U MPEUMYLLIECTBEHHO MaYUCTCKOM
YMIUIICKOM 06LLLeCTBE TPaHCreHAep CMOTPUTCA 3K30TH-
YeCKOM NTULEW, OAMHOKOM U Yyon. MapuHa Hyaa-
€TCA B «3epKasie», B NPAMOM WM NEePEHOCHOM CMbic/e
C10Ba, ULLLa MOATBEPHKAEHWUA CBOEW MOEHTUYHOCTM.
B ofHoM 13 cueH dunbMa oHa HaTbIKaeTeA Ha ABYX
pabouux, HeCyLLMX IMCT BAKKYIOLLLEro CTeKNa, U BCA
OTpaKaeTcA B HEM CO CBOMMM HEKAHOHWNYECKMMU Mpo-
MopLMAMU — LUMPOKUMM MN1Ie4aMM U YUCTO CUMBOJIYE-
CKUM biocToM. B mpyroM anusofe Mbl BUAUM MapuHy
NeralLien Ha AvBaHe C 3epKarnioM Haf, NaxoM, ee B3rnAg

YCTPEMIIEeH Ha FeHUTannK, KOTopbIe 3pUTENIO HE BUOHBI.
MbI 10 KOHLLA TaK W He Y3HaeM, [0 KaKoW cTeneHn B du-
3MYECKOM CMbICTIe FePOUHA NPEBPaTUNACh B HEHLLMHY.
Halwue obbiBaTenbcKoe MoboNbITCTBO pa3aenaeT HeHa
OpnaHnpo, KoTopana Npy NepBoit MX BCTpeYe Npu3HaeTcA
COMepHULLE, YTO CTPACTHO XOTeNa y3HaTb, KaK Ta BbIMA-
[UT, KaKanA oHa. MapuHa oTBeyaeT: «KaK BuguTe, Takad
e, KaK Bbl, U3 MJI0TU U KPOBMU».

HerT, oHa Opyras, 1 KneiMo nHakocTv ByaeT HecTu

BCIO ¥M3Hb. [lame couyBCTBYIOLLAA repoMHe poaHan
CecTpa C MyXKeM CMOTPSAT Ha Hee KaKk Ha 3KCroHaT

KyHCTKamepsl. Bpauu B 6onbHuue, roe ymep OpnaHao,
C OCKOpbUTENBHBIM YNOPCTBOM 06paLLAlOTCA K HEl Kak
K MyumHe. HeHLMHa-NoNnLencKan, 3aHMMaloLLancaA
NpecTyniIeHUAMU Ha CEKCyasbHOM MoYBe, AenaeT BuA,
YTO COYyBCTBYET MapuHe, HO NpK 3TOM 3acTaBnfAeT ee
npeTepneTb YHU3WUTENbHbIA OCMOTP C pa3feBaHNUEM.
Y10 y}K roBOpUTL NPO arpeccuio ceMerHoro knaHa Op-
NaHzo, He NpeHebperaioLLero KpUMMHabHbIM HacUK-
eM, 4To6bl 3anyraTb M MOpasbHO PacTonTaTb FePOVHIO,
He NyCTUB ee Ha NOXOPOHbI JllobUMoro YesoBeka. XoTA
MMEHHO OHa Ha 3aKaTe ¥M3HW OKa3asnacb ero peasnbHoM
¥KEHOW.
Peruccep CebacTbAH Jlenvo cTaBWT BMOSIHE aKTyasb-
HbI BOMPOC 0 MpaBax TpaHCreHAepoB, Ho n3beraet
Ype3MepHOM COLManbHOM aHraKMPOBaHHOCTH, HAXoaA
CYaCTIMBLIN BanaHc Meway peannusmMoM coLmanbHbIM
W Marn4yecK1M, NPormcaHHbIM, KaK U3BeCTHO, B H0HOM
Amepuke. OwyLueHre aedpopMrpoBaHHOK, paHTacTUYe-
CKM COABUWHYTOM peanbHOCTU BO3HWUKAET OT YBUAEHHbIX B
HecTaHOapTHOM paKypce nevarent CaHTbAro U crerka
FPOTECKHbIX KOCTIOMOB, OT M30bITKA CONTHEYHOIO CBETA B
OJHUX Kafipax W, Mo KOHTPACTY, UCKYCCTBEHHOMO HEOHO-
BOI0 OCBELLEHUA — B APYrX.
HerpoMkue 3ByKkM dopTenbAHO 1 GneiTsl, couTeTanch
C 3HEeprYHbLIMU NaccarKaMu 3NIEKTPOHHOW My3bIKU,
KOMMEHTUPYIOT JIMLLIEHHYI0 NadOCHbIX ecToB 60pboy
repOMHM: OHA 3aLLMLLIAET TOJTbKO CBOE JOCTOMHCTBO, @
M3 HacneacTBa NocAraeT NULWb Ha cobary Opnango. U
ecnu MapuHa NoBbILLAET FON10C, TO TOSILKO pas, Koraa
[EMOHCTPUPYET CBOW NEBYECKUIA OUCKaHT B OOHOMN U3
¢UHaNbHBIX CLLEH, UCToNHAA apuio [rkeMuHMaHo rka-
KoMennu «Sposa son disprezzata». Crosa apuu 3By4aT
CUMBOIMYHO: «fl }eHa, 1 A Npe3npaema — BepHasa n
ocKopbneHHasn. Hebeca, uto s Takoro cenana? OH Bce
€LLe *KUBET B MOEM CEPALLE, MO My} NI0BUMBIN, MoA
Hagerpar.

Enena lnaxosa

CKA3KA CKA30K

aix® MELLIOK BE3 [IHA / PEX. PYCTAM XAMAMOB

|

eLUoK 6e3 JHa» cHavana Ha-
(( 3blBancA «AXoHTbI. Youit-
CTBO», @ MOTOM, KarKeTcs,

«PybuHbI», 0TCbINaA K «BpunnaHTam»,
npenblayLuei pabote Pyctama Xamaa-
MoBa. Ho 1torosoe Ha3BaHWe — enCTBU-
TeNbHO Hambonee ToYHoe: 6e30HHbIN

— CBOPaYMBAETCA B PY/TIOHYMK, CKBO3b
KOTOPbIN BUAEH 0YepeHOM MUp 3a
CTEHKOM-LUMPMOW, 3a XOJICTOM 3[eLL-
Hewt «Mambl Kapno» (CeetnaHa HeMo-
JIFIeBa), BblOyMLLIMLLbI, TONIKOBaTESbHULI
CHOBWOEHWW, He UCKITIOYEHO, YTO MPOCTO
LUapnaTaHKK U3 PyCCKOro ABopLa, Ybn

MELLIOK Mor Bbl CoceICTBOBATH C LLIAMNKOW-
HEBUOWMHKOW UIM KOBPOM-CaMOJIETOM B
KaKoM-HMGYab 3a6bITON PYCCKOM CKaske,
KOTOPYIO BCMIOMUHAET, OXKUBIAET, Nepeu-
306peTaeT 1 CHOBa NpefaeT No3TUHECKOMY
3abBeHuio Xampaamos. Muip ero dunbma -
rnyboKoe 3a3epKarnbe, KOTOpoe HacenslT
Wnbi MypoMLibl, LiapeBHbl, OETU-TprbbI,
nioau-MenBeau, a TaKe He MeHee MUdK-
YeCcKue KHA3bA, FBapAenLbl U GpeinuHbl,
roBOPALLME No-paHLY3CKM.

370T «MelLLoK» 60rbLLIE BCEMO HAaNoMUHaeT
LLIKaTYNKy Uu napeL,. Y7o B Hero Hu rnoso-
KM, TO TANHCTBEHHO UCHYE3HET U CTaHET 3a-
rafiKoW, OCTaBMB Nocne cebA 3ByK NIECHOr0
3xa. Y70 13 HEro HY BO3bMM, TO TYT e
pacchInneTcA Uk PacTaeT, Kak CHEMUHKY,
He BblfIEPHaB KOHTaKTa C KaneHaapHbIM
BPEMEHEM U BHELLIHUM NPOCTPAHCTBOM.
lMpyyem TakuX LIKATYNOK B GUIbMe MHO-
YKEeCTBO. XamMaaMoB — U B KU3HU Henpes-
CKa3yeMbili, HO NPW 3TOM HETOPOM/IMBBINA,
TUXMIA PacCKa3YMK — He CrieLLa BKadbl-
BaET O[HY UCTOPUIO B APYTYI0, yMHOXaeT
nofobus v oTparkeHus, GopMUpys cBoM
NeC Pacxo[ALLIMXCA TPOMOK.

Kampan TponuHKa-mucTopua — Kak
CKaTepTb-caMobpaHKa — pa3BepTbIBaeTCcA
1 0AHOBPEMEHHO CBEpTLIBaeTCs 06paTHO,
TO €CTb OCTaeTCA HejopackasaHHOM 1
HeJopasrafaHHOW, UK — KaK pyKonucb

0bMaHbI NpUTAraTesibHee Ntoboi Marum.
PasopeTan B nyx, npax 1 6punamaHTbl, oHa
3apabaTbIiBaeT Ha 04epefHOM CBEpKalo-
LI KaMeLLIEK, @ BOBCE He KyCOK Xneba,
CBOMMM paccKazamu U Hebbinuuamu. OHu
e — 3aMEHWTENIN CHOB, CKa3KW Ha HOYb,
OT KOTOPbIX He CMIUTCA U HAYEro He CHUTCA,
MOTOMY YTO YepHO-6enan HoYb HacTynuna
B 3TOM LIapCTBe AaBHO U HEe 3aKaHUMBaETCA
HW YTPOM, HY IHEM.
CeoiicTBO, 6€3 KOTOpOro, HaBepHoe, He
661710 661 prbMa: B GaKTypHOM, NIOTHO
[LEeKOPUPOBaHHOM, 6apOYHO-aHTUKBapHOM
KWHO XampaaMoBa, 06CbINaHHOM CTapyH-
HBIMW YKPaLLIEHVAMM, AUKOBUHHBIMU
BeLLMLIAMY, LIMTaTaM1 U3 paHHero «Hau-
BHOI0» KNHO, YCII0BHOrO AnleKcaHapa
Poy, MapanaHoBa 1 Apyrux 3abbiTbix
NPenKoB, HET TAMECTV MaTepuK, a npes-
METbI M N1I0AM, [are caMble AparoLieHHble,
BCe PaBHO MCYE3I0T M Pa3BOMNIOLLIAITCA,
He 6yOy4m B Cnax CKPbITb CBOWM LIapCKUM
VPOHWYHbBIM MPUCYTCTBMEM TLLIETHOCTb
1 CMepTHOCTb Bcero. CKasKa cMosIKHET
W He CTaHeT bbINblo, 1 AaKe He 3aLumTuT
OT Hee, a NOCNeAHAA BCTPETUT paccKas-
YLy 1 cnyLaTenein CHeXHOM Mopo3HOM
MyCTbIHEW, MO KOTOPOI KarAOMY U3 HUX
npeacTouT 6poamTL B TULLIMHE COBCTBEH-
HOrO OAMHOYECTBa.

EszeHuli lycamuHcKuli



KOPOTKWE BCTPEYM

KOHKYPC KOPOTKOMETPAHHOIO KNHO

3TOM rofly KOHKYPC KOPOTKOI0
MeTpa Ha MMKO® coctouT 13
[eCATU KapTWH, pasfeneHHbIX
Ha ABa ceaHca — MosyumMBLLIMXCA
OYeHb pasHbIMU M0 TOHANBHOCTU.
MepBbiii ceaHc OTKpbIBaeTCA Gpuib-
MOM «CKpUIKa» — TpeTbe YacTbio
KunHoanbMaHaxa KoHctaHTuHa DaMma,
pacckasbiBaloLLero o Katactpode
rMasaMm pasnmyHbIX HeO0ObIYHbIX
«cBugeTesne». BropbiM HoMepom
cnepyeT GpaHLLy3CKUI OCTPOCIOHET-
HbI punbM «OTBepHKeHHbIe» JlamrKa
Jv 0 npounsBone noaMLUMM B OiHOM
13 Hebnaronony4HbIX MPUropo-
noB Napurka, CeH-[enun. KaptuHa
OCHOBaHa Ha peabHbIX COBBITUAX,
6yKBa/bHO CoLLIeALLIMX CO 310604-
HEBHbIX 3ar0/10BKOB (paHLIy3CHUX
raseT, HO KarKeTcs, YTo 06nnumre
coumanbHbIX MOPOKOB MHTepecyeT
perunccepa MeHee BCero. AcTetnye-
CKUM MOTOPOM KapTWHbI ABNAETCA ee
OVHaMVIKa — BCe 3[eCb HaXOAMWTCA B
MOCTOAHHOM [ABUHEHWUW, Kamepy bya-
To 6bl IMXOPaANT BMECTe C reposMiu,
Ha 3KpaHe — H1 ceryHAbI MoKoA. 3
MPUMbIIEHHBIX MAPUHKCKUX NMPUrOpo-
[10B JeViCTBMe NEPEHOCUTCA B HENTYI0
¥apryio AQpuKy — Ha npocTopbl 3a-
nagHow Caxapbl B GpunbMe AMOHCKOro
peruccepa IMMm Umannen «Cnyian
MoI0 KoMaHAy». HecMoTpA Ha NpuH-

LMNManbHyio pasHuLY B MHTOHaLMK,
KapTyHa MPOHUYHBLIM 06pa3oM puUd-
MyeTCA C MpefblayLLEN, TaK KaK ToXe
NOAHMMAET BOMPOC 0 BOCMPUATUM
OTAeNbHO B3ATHIM YESTOBEKOM CBOEr0
npegHasHayvenuA. B naHHoM criyuae
— JeBOYKM, HUBYLLIEN B Nlarepe o
6erKeHLEeB, YO OeHHO, YTO UIMEHHO
OHa CyMeeT M3MeHUTb CyabbY CBOero
Hapoga. [pofosKaeT 3K3MCTeH-
LmarnbHble pasMbILLIeHUA GUIbM
MOJI0[0r0 UCMAHCKOro permnccepa
Cepxuo MapTuHeca ¢ roBopALLyM
HasBaHuWeM «[lycToTax: TyT TOXe ecTb
[JeBYLLIKa, TONBKO CTapLLie M ropasao
nevaribHee. Karkayto Houb repouHs
OTMNPaBNAETCA B CaMyI0 MyLLL 3a5IUTOM
HEOHOM HOYHOW HW3HMU, B TLLIETHOM
Hageae obpectv anA cebA xoTb
KaKOM-TO CMbIC/ — HO BOKPYT™ OKa3bl-
BaeTCA /INLLIb NMycToTa. 3aBepLUaeTcA
nepBbli CeaHC KOPOTKOMETPAXKHOI0
KOHKYPCa KoHLIeNTyasibHoi paboToi
TYpeLKoro peruccepa XacaHa [rxa-
Ha [armbl «YepHbi Kpyr» — BbINos-
HEHHbIM B KaHpe Tpuniepa Mpa4HbIM
W B TO e BPEMA MPOHWUYHBIM pas-
MBbILLSIEHNEM O MeCTe JIMYHOCTU B UC-
KYCCTBE U 3KCTpeManbHbIX Npegenax,
[0 KOTOPbIX MOMKET JOMTU YeNIOBEK B
CBOEM CTPeMJIeHWM 3acTonbuTs cebe
MECTO B BEYHOCTU.

Bropas yacTb nporpaMMbl HEMHOIO

CMeLL@eT $OKYC C 3K3UCTEHLMANb-
HbIX Npo6sieM Ha Npobnemsl 6onee
JINYHbIE, UHTUMHBIe. OTKpbIBaeTCA
CeaHC HopBerKCKoW ApamMoit «CKopaa
noMoLLb» (pex. CebactmaH TopH-
rpeH BapTuH), B KoTopoit, HecMoTpA
Ha ocTpocoLMarbHbe 0bepToHa,
BaXKHEMLLWMM 371eMEHTOM ABMIAETCA
YacTHbIN BbIGOp ero repovHb. He-
6aHanbHbIM BbIOOP TaKHe NpeacTouT
repovHe KapTuHbI «PeTyLLb» UpaH-
cKoro peruccepa KaBexa Masaxepu:
Korja oHa 06HapYHMBAET, YTo ee
BEYHO HE[JOBOJIbHbIN MY}, BO3MOM-
HO, CMepTeNLHO TpaBMMpoBar cebn
BO BpeMs NOQHATUA raHTeNew, oHa
MOET 0Ka3aTb eMy NOMOLLb — 1S
MPOCTO YITU Ha KaKoe-To BpeMsA U1
Crerka «nofpeTyLLIMPOBaTb» TakUM
06pa3oM OKpyKaloLLLyio ee pearnb-
HocTb. lMonbcKaA KapTuHa «[Mouvrpai
€0 MHoW» (perk. MuneHa [yTKoBcKan)
CBOE MeNTaHXO0JIMYHO-OPUBOSEHOM
WHTOHaLMe oTcbinaeT K «Meytare-
nAam» bepHapao Beptonyuum: Jlusa
1 ee Ky3eH yBieYeHHO pasbirpbl-
BaIOT OKPYKaloLLMX W Opyr Apyra,

He 3ameyas, 4To 3abaBHble Urpbl,
KaeTCA, OKOHYaTENBHO BbITECHUN
T0, YTO 6bIN10 WX HU3HbI0. Bonpoc
NPUOPUTETOB TaKMKe BO3HWKAET B
[aTCKOW TparvkoMeamn «AxBama-
Mbl», [T1IaBHaA FrePOMHA KOTOPOro C
HETEPNEHMEM OXMOAET POHKLEHMA
nepBeHLa — ToJbKO YTo6bI 06Ha-
PYHWTb, YTO ee pearnbHble YyBCTBa
1o 3TOMY MOBOAY CYLLECTBEHHO
OTNIMYAIOTCA OT TOro, YTO OHa ycrnena
HadaHTasupoBsaTtb. Perkuccep 3apa
3epHu BbICTPanBaeT 3Ty UCTOPUIO

0 BHYTPEHHMX NepermBaHuaAX C
MaKCUManbHOW [eSIMKaTHOCTBI0 — U
O[iHOBPEMEHHO C GUPMEHHBIM CKaH-
[LVMHaBCKUM YyBCTBOM abCypaHoro.
3aBepLLaeT ceaHe 1 BCHO KOHKYPCHYIO
NporpaMMy KOpoTKOro MeTpa PunbM
lam+uMypana 3deHaveBa, BbIMycK-
HUKa PEMCCePCKON MacTepcKon
Anekcangpa CorypoBa, «XaMca» —
paboTa yHUKanbHo caMobbITHas, Co-
BMeLLLaloLLaA U306pasnTesNbHyio M30-
6peTaTenbHOCTb C SMOLIMOHANBHOM
TOYHOCTbIO, TAKOHUYHAA U B TO e

BpeMA roBopALLaA ofHOBpeMeHHO

0 MHOIOM — TaKas, KakUM U JOSKHO

6bITb KOPOTKOMETPAHKHOE KWHO.
MapuHa Bonm

MIFF dH

MaHEM B «OKTAOPEe»

MACKA

KOHKYPC LIOKYMEHTAJIbHOIO KMHO
CBOBOAA [bABOJIA (LA LIBERTAD DEL
DIABLO) / PEX. 3BEPAPLO MOH3AJE3

TaTUYHaA Kamepa, [oNTWe NiaHbl, MeaUTaTUBHBIN

paccKkas — TeX, KTo Y61Bari, U poACTBEHHWUKOB TeX,

Koro yousanu. Pexmccep 3Bepapmo [oH3anes
L06aBNAET K 3TOMy Habopy 0AWH [OBOJIEHO NPOCTOM
npueM — obnadaet Bcex 6e3 UCKNoYeHUs repoeB dubMa
B 0AVMHaKOBbIE Macku TenecHoro LigeTa. Ho 3Toro xearaer,
YT06bI M 6€3 TOro HYTKYI0 TEMY HacunuA B MeKcuke
NpeBpaTUTh B HACTOALLMIA BU3yasbHbI KoLLMap. Macku
— YTO-TO BpO/e TeX, YTO UCMONb3YIOT NacTUYeCKue
XVpYpru ANA peabunmtaLmm NaLmeHToB, NOayHMBLINX
oworu. (Tak, Npu B3rMAZe Ha 3KpaH TPYOHO OTAenaTb-
CA OT accoLaLmi C ApYruM NyraioLLyM 1 BbIBEPEHO
3CTETCKUM drNbMOM — «Koa, B KOTOpOA A HumBYy» Meapo
AnbmopoBapa.) C npopesamu And rmas, Hoca 1 pTa. Ha
KOM-TO MacKa CUauT KaK BinTadA. KoMmy-To oHa BenvKoBa-
Ta. Komy-To, HaobopoT, Mana — eMy NpUXOAMTCA criepsa
nanbLiaMy OTTAHYTb Kpas 0TBEPCTUM BOKPY HO3APEN,
YTOBbI KaK CneayeT BOOXHYTb. HabpaTb nobosbLue Bo3-
[yXa, 4To6bl OH MOT™ CKa3aTb, a Mbl YC/bILLIATbL — TO, YTO B
LpYrvx 06CTOATENBCTBAX U C OTKPLITHIM SIMLLOM eBa
MOMHO 3aCTaBUTb Ce6A MPOUBHECTY.
Kak Bnepsble youn apyroro Yenoseka B 14 net. Kak
CaM B TOT MOMEHT B KaKOM-TO CMbicnie ymep. YTo camoe
TpyoHoe — youBaTb Aeteit. «OHU Befib HX B YeM He BUHO-
BaTbl M HUYErO HE MOHMMAIOT, MPOCTO CTOAT Ha KOJIEHAX U
CMpaLUMBaloT: YTO NpoucxoaunT?» Kak yacto npuxoamTcs
Mriakatb Bo BpeMA NoJ06HbIX pacrpas — OT OTYaAHUA U
packaaHua. «<Ho YTo nogenats, NPKKas ecTb NPUKas».
3TV MacKm — He NPOCTO Mepa NPe[oCTOpPOHOCTU. Kak
MWHVMYM, MOJTOBUHY repoeB ¢uiibMa pasbiCKMBaeT
NoNULMA — a CyaA Mo ONMCcaHWI0 MeTo0B, MPUMEHAEe-
MbIX MECTHBIMW OpraHaMm NPaBoMopAaKa, HAKTO 34eCb
He TOpONMTCA NpeACTaTh Nepes CyAoM. Y MacoK ecTb 1
Jpyran Lenb. BusyanbHo 0HW MOSTHOCTHIO CTUPAIOT FPaHb
Merzy reposiMuy. Passe uto 60WLLOB HapKOKapTeA MOXK-
HO Cpasy OTINYMTL MO OPYHUIO B pyKax. A MaTb yOUTbIX
[JeTel — Mo TeMHbIM Kpyram o rmasamu. B Tom mecte,
rae TKaHb NPOMOKJIa OT crie3. U Bce e B 3TOM KpyroBo-
poTe HaCUnWA OHW BCe — ¥epTBbl. Bee — nioau 6e3 nuua.
To ecTb He-noau. U Te, KTo My4aeTcA oT pacKasHus, U Te,
YTO 3aparkeHbl MecTbio. M HaobopoT — camoe BepHoe (U
TPYQHOE), YTO MOMKET cAefaTb B 3TUX YC/I0BUAX YENOBEK —
CoxpaHuTb cBoe NINLL0. CopBaTb Macky.

Hukuma Kapyes



MPH

bl, KOTOPbIX 3[ECH HE BbIJ10
MI/ICTEP BCEJ'IEHHAFI (MISTER UNIVERSO) / PEMX. TULILIA KOBW,

PAVHEP ®PUMMETb

- Kak Bbl camMu onpepenseTe: Baw
¢unbM 61MKe K UrpoBOMY WU K [0-
KYMEHTaslbHOMY KUHO?

Tuyya Kosu: O6bI4HO, KOrda Mbl CHU-
MaeM U1 NMpoUCXOAMT YTO-TO HEMpeaBU-
[EHHOe, Mbl MO¥eM HayaTb OBUraTeCA
B MHOM HanpaBneHuu, YeM npeaycmo-
TPeHo B cLieHapuK. A cLieHapuii y Hac
6bi11, HO B dUibMe ecTb JOKyMeHTasb-
Has cocTaBnsAloLLlan — Ta, rae Nioan
MMMPOBU3MPYIOT. Y Hac ecTb CLEeHa, rae
OHW MOITN Bbl MPOM3HOCUTL Apyrue
avanoru. Mictopua KareTca npasao-
nogo6bHoM. MoMseT BbiTb, C 3TOM TOYKM
3peHnsa 370 Ha 100 npoueHToB JOKY-
MEHTasbHbIM GUbM, MOTOMY YTO OHM
[enaioT UMEeHHO To, YTO 1 caenanu bel
B nofo6How cuTyaumn. Kctatu, bloareT
GUNbMa TaKoM CKPOMHBIN, YTO Ero ToXe
MOYKHO Ha3BaTb [OKYMEHTaIbHbIM.

- Kak poguncs ero ciorket? Mucrep
BceneHHas - 3To Befb peanbHbIi
nepcoHax?

— lNoutn cnyyaiHo. MHoro-mHoro net
Haszag Mbl caenanu HebonbLuoi GpoTo-
MPOEKT 0 ManeHbKUX LMpKax B Utanum

1 ABCTpUK. Mbl OTNpPaBMAMCE B 04e-
pefHo LMpK 1 TaM yBuaenu Muctepa
BcenenHan. OH Bce eLe paboTan. OH
COTHYN Hene3HbliA NPyT, NoAoLLeN K HaMm
W otgan ero. Yie 18 net 3T0T NpyT CTOUT
Yy Hac B KOMHaTe, OH HaM O4eHb 4OpOor.
[oTOM Mbl MOAPYHUANCH C 3TUM Yeso-
BEKOM, Kar bl Fo4 XoOmnu CMOTPETb
Ha Hero, a MOTOM MNOTEPASIN ero U3 NnosA
3peHmA. Mbl UCKanu ero B MHTEPHETE,
e3aunu no Bcen Mtanum. Tak 4to Oo He-
KOTOpOW CTEMEHW 3TO W HaLLla UCTOPUAL.
- Ha Baw B3rnAg, 4to obLuero Mexay
LIUPKOM U KUHO?

— MosKeT BbITb, Aarke Mexay obLe-
CTBOM, LIMPKOM W KMHO. Mbl YTO-TO
MOKa3blBaeM 3pUTeNIo, APYrMM JI0OAM,
4TO-TO M306parkaeM. Ho ecnm no-
CMOTPETb 3a KY/IUChI, TO BCe 3TW BELLN
COBEPLLEHHO He cxodHbl. ElLle ogHa
napannesb C KMHO 3aK/I04aEeTCA B TOM,
YTO Mbl CHUMaIM Ha MJ1eHKy, a 3T0 KaK
6bl yMMpaloLLLaA YacTb UCKycCTBa. To

e CnpaBef/IvBO B OTHOLLIEHUE LIMPKa.
TonbKo 6onbLLME LIMPKM MPUHOCAT Npu-
6bIr1b, ManeHbKME e JOMHKHbI Kar dbll

eHb 60pOTLCA 3a CBOe BbiMBaHWE. To
e 1 B KWHO, 1 B obLecTse. [1na Hac
LMPK — MeTadopa MHOMOr0 B HMU3HM.
Mbl KaK persmccepbl Toxe bopeMcs

3a 3puTeniA, MOTOMY YTO KMHOTeaTphbl
3aKpPbIBAIOTCA, @ KOraa Bbl 3aHMMaeTeCh
HEKOMMEPYECKMMM NMPOEKTaMM, 04eHb
CNOMKHO HalTL 3puTens. B LMpK e 3pu-
Tenu He uayT, NoToMy YTo pebATta cuaAT
C alnafdamm 1 He XOTAT CMOTPETb Ha
apeHy. KnHo yM1paeT, 1 UMpK yMupaeT.
[yMalo, 310 FpycTHO.

B cBovx durnbMax Mbl Bcerma ULLeM ry-
MaHW3M. [YMaHW3M COCTOUT 13 Mesioueit,
€r'0 04eHb C/I0MHO MOKa3aTh Ha aKpaHe,
MOTOMY YTO OH M ApaMaTnyeH, Y CMELLIOH.
Ho 3T0 rmaBHoe B HM3HM: He yOUIACTBO,

He ApaMbl, @ BOT KaK pa3 BCe 3TV MeNouM.
KcTath, y Hac 6bin JOKyMeHTanbHbIi
d1neM 0 Poccunm — Kak pas o ryMaHm3Mme,
0 SII0AAX, KOTOPbIE TaM HMBYT.
- Al npaBMnbHO NoHUMalo, 4To B «Mun-
cTepe BceneHHana» urpaeT Ball CbiH?
— OH urpan B «MarnblLLKe», Korda eMy 6b110
Bcero 13. Tamy Hero 6binia COBCEM MasieHb-
KaA ponb. Mbl noobeLLany, YTo Koraa eMy
McnonHUTCA 18, Mbl CHMEM ero eLLe pas,
MOTOMY YTO OH O4eHb PacCTpavBarce, YTo
POSib He3HaYMTENbHaA. Mbl €ro 04eHb 1lo-
611M, XOPOLLIO 3HaeM. Y Hero ecTb CBOCTBO
B HYXKHOE BpeMA AeNaTb He TO, UTO HyHHO,
1 Mbl €r0 32 3T0 0DOMHaEM.

HHmepaoio senu Acsa Konoduxcrep

u lMemp LLlenomuHHuK

ONACHbIE CBA3U

OWJ1bMBI, KOTOPBIX 3[ECH HE BbIS10

BINyCIn COﬂHLlE (UN BEAU SOLEIL INTERIEUR) / PEXK. KNEP IEHM

3aBTpa, Koraa GyaeT NPOUCXOAMTL MPUMEPKA, «A MOKary
BaM CBOe Teno, YTobbl Bbl peLLnnmy. A oTBeTvna: «Hio-
NLETT, A 06 3TOM He MpoLLy». OHa cKasana: «XopoLLo, Ho A
BaM paspeLLalo».

- MHe KaKeTcs, Takas ponb 3a6upaeT y akTepa YyTb
6onbLue cun, 4eM obbI4HasA posib. [0BOpUTL 0 Nlo6BY,
npu1KacaTbCsl KO BCeM HePBHbIM OKOHYAHUAM KOMU.

Monbemm BuHow: MHe Kar<eTca, 3To KacaeTcA nioboit

- B yeM cuna 1 cnabocTb reponHu Bawero ¢punbMa
- Uzabenb?

Knep [feru: OHa 1LLeT Yero-To abconioTHoro. Y Hee
MHOI0 3HEPruK, OHa XyOOHHWK, He CIMLIKOM boraTas.
E& KapTWHbI ee KOPMAT, HO OHa BEAET NMPOCTYIO MU3Hb.
OHa uLLLeT abCooTHOro B NI06BY, ULLIET Ye0oBeKa,
KOTOPLIM Pa3gesinT C Hel ee Hu3Hb. Takue HKenaHmaA
[enaioT YesloBeKa HEMHOIO HaUBHBIM. W XpymnKuM. Bel
370 3HaeTe? He MOBepIO, YTO Bbl B HM3HM HU pasy He Ha-
OeAnnCb Ha YTO-TO HeCbbIToYHOE. Y MeHs Bbin OT4aAH-
HbI1 MOMEHT, Koraa A 04eHb 6/1M3K0 MNoAOoLLMA K CaMoi
YMCTO M CUITBHOM NI06BK, HO BCE PABHO HECKOMBKIX
CaHTMMETPOB He XBaTW0. TakoB YenoseK. Ecnn Bl npe-

ChlLLieHbI HM3HbI0, BaM NII0B0Bb HU K YeMy. 3abenb He
npecoiLLeHa. U A Toe.

- Kak pasBsuBanoch Bawle cotpygHuyectso ¢ HionbeTt
BuHow? [enana nv oHa YT0-TO HeoXKupaaHHoe?

Knep HeHu: BenvkonenHo. 310 NonHoe [oBepuye, BOCXM-
LLieHWe. OHa MosiHa SHePr VW, KPacoTbl, Hm3HW. OHa MoXKeT
CMeATLCA TaK UCKpeHHe. OHa BOWH, BENMKanA akTpuca.
Korza oHa noABnAeTCA Ha MnoLLaaKe, OHa Bcerda rotosa.
Y10 KacaeTCA HeOMOAHHOrO, TO A XOTeNa, YTobbl OHa HO-
Cvna onpeaeneHHyto oderay, 04eHb CeKCyarbHyIo0, — OHa
cormnacunack. 4tobbl NOACTPUITAC, — OHa coracuiachk. A
MOTOM OHa MPUCIana MHe COOBLLIEHWe, e FOBOPWNA, YTO
0TAaeT MHe cebA MOSHOCTHLIO, YTO A MOry 6paTb, YTO Xouy, U
L]

PO, aKTepCKanA NPOdeccHA — 3TO MyTb, KOTOPLIN TPebyeT
0T TebA 04eHb MHOMOro. Mbl, aKTepbI, AOMHHbI KakUM-TO
He3aMeTHbIM 06Pa30M 06HaMKaTb CBOI BHYTPEHHMIA MUP,
MO3BOSUTb KMHOKaMepe YBUAETb HaC 06HAMEHHBIMA B Ta-
KOM CMbIC/E, MO3BONMUTb 3arTIAHYTH B COKPOBEHHbIE MeCTa,
KOTOPbIE HUKOMY HE XOUETCA BbICTABIIATL HA 0603peHMe.
I Tbl YyBCTBYELLIb, HTO 3TO OMACcHO, U aKTepy TpebyeTcA
XpabpocTb, HO Thl AOMHKHA OTKPLITECA Nepe. KaMepo, U,
3HaeTe, B pe3y/bTate Tbl He BCeraa BbIMAAMLLIb KPacuBo,
HO BCE 3TO — 4aCTb HALLIEr0 HM3HEHHOTO MyTW.
- UHTepecHo, uto U3abenb ycTpanBaeT KamaoMy
CBOEMY HOBOMY MYUMHE UCTIbITaHUA, NPOBEPKY B
3MOLMOHANIbHOM NJ1aHe, Ho BeAb OHa U cebe ycTpaun-
BaeT UCMbITaHUA...
Mroneemm BuHow: [1a, 370 NyTb NMo3HaHuA. JTio6oBb,
OTHOLLIEHMA — 3TO CMocob UCMbITaTh cebs, y3HaTh o cebe
YTO-TO HOBOE. [1OTOMY YTO 3MOLMM — 3TO HALLIM y4uuTe-
nA. VI noToMy, 4TO B pa3HOM BO3pacTe Tbl YyBCTBYeLLb
PEBHOCTb MO-pa3HOMy: B ABaALLATh JIET, B COPOK, B MATb-
[ecAT, ceMblecAT... Y TebA MeHAeTCA LLKana LieHHoCTel:
YTO BaXKHO, YTO He 0YeHb BarHO. HenaHne nepegenbl-
BaTb peanbHOCTb — TOXE MEHAETCA C BO3PaCcTOM.
W 5 xouy cKasaTb, 4To NioboBb Tebe He MPUHALNEHMNT.
OHa Tebe napyetca. U 1a nioboBb, KOTopyo Thl U31y4a-
elllb B MUP, ¥ Ta J1060Bb, KOTOPYIO Thl YyBCTBYELLIb, — 3TO
MOXOMe Ha BOSHy. W1 3To becnpepbiBHbIi 06MeH: Tyaa-
clofa, Tyaa-clofa. Tel He MOMKeLLb BLENUTLCA B NioboBb
W yOepraTb ee B CBOMX pyKax. Ho Kawabln YenoseK
[OOMKEH MOHATb 3TO CaM.

Hnmepaoio senu Aca Konoduscrep

u lMemp LLlenomuHHUK



HYPHAJINCT

CIO NN MOCPEOHMK
(FIXEUR) / PEXX. AOPMAH CUTAPY

- lepoit Bawero ¢unbMa - WypHanucTt. B Kakoii-To
CTeneHW 3Ta UCTOPUA OCHOBaHa Ha IMYHOM onbiTe?
AdpuaH Cumapy: A 6bl He Ha3Ban 370 JINYHLIM OMbl-

TOM. Moit onepaTop paHbLUe XoTen 6biTb HyPHANMCTOM,

1 GUbM OCHOBaH Ha TOM, YTO Ha CaMoM fiefie NMPom3o-
LSO € HUM. [1nA MeHs e GuIbM CKopee 0 HpaBCTBEH-
Hol Npo6reme, BO3HUKAIOLLIEN, KOrAa Mbl HaYMHaeM
MOMbIKaTb JI0AbMM C HAMUTYYLLIMMU HaMepeHMAMA. 3To
MPOUCXOOUT 1 Ha paboTe, U B OTHOLLIEHUAX C AETbMM,
Koraa Mbl XOTWM [1A HUX BCEr0 CaMoro fy4yLlero, UM
Beib NPeACTOUT HMTb B MUPE HECTKON KOHKYPEHLIMM.
Mbl MHOIO 06 3TOM FOBOPUIM Ha CbEMOYHOM MJ10-
LaaKe. MHe caMoMy MHOIA@ KareTcs, YTo A Herpa-
BWUIbHO 06paLLiatoch C akTepaMu. He Bblo, KOHEYHO, HO
C/TULLIKOM HacTOMYMBO BbIHY*K a0 MpeBpaLLlaThca B
KOro-To Apyroro. A cH1UMas GUIbM C HUBOTHBIMM, OHM,
KOHEYHO, He YMMPasK, HO A BCe PaBHO 3aCTaBNAN UX
[enaTtb 4To-To NPOTUBHOE MX NpUpoe.

— O4yeHb UHTEpeCHbIN Te3UC 0 MaHUMYSIMPOBAHUU C
Ny4WUMN HaMepeHuaMu. Baw repoii — Tenepenop-
Tep. TeneBuaeHUn Toxe 3aHATO 3TUM? OHO Beab
TOMe «BOCMNUTbIBAeT» 06LLecTBo?

— KoHeyHo. 3aeck Toye 60/bLLan 0TBETCTBEHHOCTb.
Koraa BarKHbI ToNbKO AeHbrn, Korda 6occ Tpebyet
6oree KPoBaBbIX M yBNeKaTeNbHbIX 3peLL, MPUXOANT-
€A BbI6MPaTb — NOAYMHATLCA UK HKe 0TCTaMBaThb CBOe
MHeHWe. CoBpeMeHHbIIN MP MOCTOAHHO 3aroHAET Hac B
Yros, 3acTaBfIfAeT CTaHOBUTLCA aMoparibHbIMUL. He 3Halo.
A cHAN 3TOT GUIbM, MOTOMY YTO Y MEHA HET OTBETa.

Bce Mbl fieicTyeM 13 fydLnx nobyraeHuin. HypHa-
JINCTBI B MOEM QUIIbME ToXe yberdaloT ceba B 3TOM.

OHW yBepAIOT MOHAXMHIO, CNPATABLLYIO IOHYI0 OEBYLLIKY
OT MOCTOPOHHWX 7133, B TOM, YT, Cie/N1aB NofobHbIN
penopTar, BO3MOXHO, COXPAHAT HM3Hb MHOMM
OpYyruM OeBoYKaM. Ho OecTBUTeNBHO N BCe 3TO TaK
Ha caMoM fene? Y HUX Hanny4Line HaMepeHua, Ho
WNHOW pas...

— KcTatu, o geByuike. B o4yeHb 10HOM Bo3pacTe ei
NpULLIOCh UIrpaTb NPOCTUTYTHY. PaboTa c AeTbMu
Ha cCbeMOYHOI nJiowiaaKe BoobLye TpebyeTt 6051b-
LLIOro TpyAa M AefIMKaTHOCTH, a TeM 6osiee — TaKanA
ponb...

— lNocne Toro, KaK Mbl Nofobpany TanaHIMBbIX
[EeBOYEK, Mbl OTMPaBUIN CLIeHapWIA X POAUTENAM,
NeperoBopun ¢ HUMK. Camoe rnasHoe 6bI10 y3HaTb
y poauTenen, 3HaeT v AeBOYKa, 0 YeM UAOET peyb.
Mkl 0TKa3anmMChb OT BCEX, KTO He MOHUMaJ, 0 YeM UaeT
peyb B dunbMe. B oaHHOM cydae oTell Haluen 14-
NETHEN aKTPUChI — MONNLLENCKUI, @ MONNLIENCKME KaK
pas cTankueaioTcA ¢ NoobHbIMKY NpobneMamu. Ml

MaHEM B «OKTAbpE»

MHOIO FOBOPWIM C HUM 0 ero fodepu. OH ckasan, 4to
MONHOCTBIO [OBEPAET eit. Mbl 06Cyannun ¢ aKTpUCOi U
BO3MOMHbIE MOCNeACTBUA — OTHOLLIEHWA C O[HOKNACcC-
HWKaMK 1 Tak ganee. OHa oKasanacb 04eHb coobpasu-
TenbHOM, M paboTaTb NOCsIe 3TUX 0BCYHKOEHUI CTano
npoLLe.
- Bce roBopAT 0 enaHuK repof u XypHanucToB
BoobLLe NOMOYb NioAAM, HO NOMOraeT S Ha CaMoM
Aene ux pabora?
— 370 1 iNA MeHA AnnemMMa, 310 Beflb OTHOCUTCA U K
KMHOpewmccepaM. HeroTopble GunbMbl HACTONBKO 40-
poru Tebe caMoMy, HO CMIOCOBHBI 11 OHM MOMOYb NI0AAM
UK XoTA Bbl 0AHOMY YenoBery B Mype? Mnu Mel npocTo
[enaem B1f, 4TO NMPOVU3BOANM Ka4eCTBEHHYIO MPOAYKLMIO:
BCe 3TV Harpagbl, decTvBany, xopoLLan efa... MoreT
6bITb, BCe 3T0 NWLLb GUKLMA? Tak YTo 3Ta Npobnema cTout
v nepeq Hamu.

Unmepaoto senu Acs KonoduxcHep

u lMemp LLlenomuHHUK

N CTAJ1 CBET

VASIEEEA MOMBEPbI! (LUMIERE!) / PEMK. TEEPPY OPEMO

ce 3HatoT bpaTbes JlioMbep —

Jlyv v Ortocta. Bce Bugenu mnx

¢uneMbl. Mnu Bce-Taku HeT? To
ecTb, «[MpnbbITHe Nnoesga» n «Beixog
paboumx c abpuKM» CMOTPES Karablit
(Ho He KaKablN 3HAET, YTO y 060UX
¢VNBMOB ecTb U Opyrue Bepcum), a
MHOrO0 /1M eLLe KapTWH Bbl HA30BeTe
HaBCKUAKY? BcnoMHWTE KOMUYeCKoro
«[lNonuToro nonvBanbLUyKar, U yre
nonaeT NpaxoM NPUHATAA UCMOKOH Be-
KOB KnaccuduKaLma: «IlOMbePOBCKOE»
KWHO — [JOKYMEHTaJIbHOoe, B 0T/IMYMe
OT «MeJIbeCOBCKOr0», CpaHTa3MpoBaH-
HOro, UrpoBoro... Yto e byget, ecnu
rnocMoTpeTh eLe bonblue? [onycTuM,
COTHIO KapTWH, Kawdan oJIMTeNIbHOCTbIO
He 60MbLLIE MUHYTLI, BCE CHATbI €AUHBIM
nnaHoM. A Befb 3Ta COTHA — JIULLb
HebosIbLUaA YacTb U3 BCEro SIIOMbEPOB-
CKOro Hacnegus.
Toeppyu Opemo, 60/bLLe N3BECTHbIN
MUpY KaK aupeKTop KaHHcKoro ¢ectu-
Bans, — auta CuHeMaTeku U gupexTop
JlioMbepoBCKoro MHCTUTYTa. IMeHHO B
3TOM KayecTBe OH COTBOPWUIT KapTUHY
€ NPOCTbIM Ha3BaHUeM «JlioMbepbi!»,
KOTOpOe, BNpoYeM, MOXHO 6bis10 6bl
MepeBecTU U NpocTbiM 3GGeKTHbIM

cnoBoM «CseT!». 30eck OH He BroJiHe
persumccep, HO U He BroJIHe COCTaBU-
Tenb. ®peMo — aBTop NPUYYAJSIMBOro
MOHTaa KapTuH 6paTbes JlioMbep (Hag
HEeKoTOopbIMK Te paboTanu BOBOEM,

Haf 60NbLUMHCTBOM — TOJIbKO Maf-
wnn Jlyn, Hag MHOMMMU — @aHOHWUMBI,
COTpyAHUYaBLUME C bpaTbaAMK), a eLle

— aBTOP 3aKaapoBOro KOMMeHTapusa,

n3obpeTaTenbHOro U nogpo6bHoro,
NonynApM3aTOPCKOro U HECKYYHOIO,
CTaBALLero usobpeTaTesieit KUHO B
LUMPOKMIA KOHTEKCT U306PETEHHOIO
MMM UCKyCCTBa.

«JlioMbepbI!» MopaaloT MHOMO pas.

37a KOMNUNALWSA, eCIIN CMOTPETH ee
BHWUMaTesIbHO, BOMAET B CMNCOK CaMbIX
YOVBUTESIbHBIX 3peSinLL, KMHeMaTorpa-
¢a. C ogHOM CTOPOHbI, 34€Cb MOMHO
NpoCneauTb CBA3b KMHO C ApYrvMMU,
60nee CTapbIMU UCKYCCTBaMU: LIMPKOBaA
6yddoHana v ToprKecTBEHHbIV Teatp,
(GONBKIOPHBIN pUTYan 1 ApMapoYHoe
3penuiLe, GOoKyC UIIIO3MOHUCTA U OYepK

¥ypHanucTa, fare nutepartypa (xota
KWHO MNoKa eLLie 6eccnoBecHo) U My3blka
(XOTA OHO HEMO) OLLIYLLIAI0TCA NOCTOAH-
HO, @ ¥MBOMWUCb — 1 NodaBHo. C gpyron
CTOPOHbI, B 3apoplLLe TyT — Bce nociie-
JyloLLye OTKPbITUA U HaHpbl KUHO. Bbl
HaiaeTe TyT NpoToTUNbI GKNbMOB [Ko-
Ha Qoppga u Acyasupo 0asy, YannuHa
1 Kypocassbl, 313eHLUTeHa 1 BepToBa,
HY ¥ NMO3aHeNLLMX aBTOPOB, CamMo CO6OM.
Hito-Mopk 1 Mocksa, finoHua u Kutai,
MyCTbIHW 1 MEranosmcbl, UHTEpLEP U
newsar... boeBUK 1 BecTepH, Komeaus
1 MesiopaMa, 3puTtenbCcKoe U cyrybo
aBTOPCKOE KWMHO: BCe OHU cobpaHbl B
3TUX, Ka3a0Cb, HEMYOPALLMX KOPOTKO-
MeTparKax.
[MaBHoe ke oTKpbITUe GopMynunpyeTca
npocto. [lobpble CTo NeT Mbl Npuyya-
nm cebA K MbICIM 0 TOM, YTo 6paThbA
JTioMbep — HMKaKKWe He peunccepbl B
coBpeMeHHOM MoHWMaHWK coBa (Torga
1 TEPMWMHA TaKOoro B KMHO He 6bIr10), a
MpocTo yaaunveble U3obpeTatenu; xoTa
1 n3obpeTeHre UMK KuHeMaTorpaoda,
KaK U3BecTHO, nog BornpocoM. lpo-
Jrocepbl U NpegnpuHUMaTenv — aa, Ho
1 TONbKO. «JTioMbepbl!» [OKa3bIBaloOT C
MaTeMaTU4eCcKoM TOYHOCTbIO: bpaThbA
6bISIM HACTOALLMMU FeHWUAMU, KoTopble
3a KaKue-To JecATb neT chopMrpoBanu
HOBbIN BMA UCKyccTBa. U cneaunTb 3a
TeM, KaK OHW 3TO cAenanu — HeBepoAT-
HO yBJIeKaTeNbHOE 3penuLLe.

AHmoH [fonuH



THE BOTTOMLESS BAG

MAIN COMPETITION
DIR. RUSTAM KHAMDAMOV

«The Bottomless Bag» was originally called «Sapphires. The
Murder» and even «Rubies» referring to «Brilliants» — the
previous work of Rustam Khamdamov. However the final title
is the most accurate: «The Bottomless Bag» could reside side
by side with a Fortunatus’s cap or the magic carpet in some
old Russian fairy tale recollected, reanimated, reinvented and
once again relegated to oblivion by Khamdamov. The world of
his movies is a deep mirror-world inhabited by Ilya of Murom,
princesses, mushroom children, human-bears, and mythical
princes, guards and maids of honor speaking French.
«The Bottomless Bag» resembles a magic box. Whatever
you put in it, disappears and becomes a mystery leaving only
the forest echo behind. Whatever you take from the box will
fall into pieces immediately, melt like a snowflake, unable
to come in contact with the outer space and time. And there
are many such magic boxed in the film. Khamdamov is an
unpredictable, but deliberate narrator. He interlaces one story
with another, multiplies images and reflections creating his
own forest full of diverging footpaths.
Every story-path is like a magic table-cloth, unrolls and rolls
up, remaining unfinished and unsolved. The stories are like
manuscripts made into a roll through witch you can pry into
the secret world behind a folding-screen or a picture by the
local «mother-Karlo» (Svetlana Nemolyaeva), a taleteller,
dream-reader, or may be just a charlatan from a Russian
palace, where the intrigues are even more alluring than magic.
Dressed up to the nines and diamonds she doesn't only make
her own bread, but gets money for another gem by telling
some bedtime stories. The stories are the substitutes for night
dreams, but they don’t make one fall sleep and see actual
dreams because the black-white night has long ago fallen on
this country doesn't ever end.
The essential feature of Khamdamov's film: even in such a
richly decorated antique and baroque movie filled with gems,
wonders and quotations from early naive cinema, from Alex-
ander Rou, Parajanov and other forgotten ancestors — there
is no weight of matter and all the people and expensive things
disappear and can't avoid excarnation, unable to hide the mor-
tality and futility of everything with their ironic regal presence.
The fairy-tale will grow silent, won't become reality, won't even
shield us from it, while the later will welcome the storyteller
and her listeners to a snowy desert, where each of them will
have to walk in the silence of his own solitude.

Evgeny Gusyatinsky

DEVIL'S FREEDOM /
LA LIBERTAD

DEL DIABLO

ARY FILM COMPETITION
DIR. EVERARDO GONZALEZ

Static camera, long takes, meditative narration by those who
killed and those whose relatives were killed. Moreover director
Everardo Gonzalez uses an interesting approach: all the char-
acters wear flesh-coloured masks. That's enough to turn the
horrible issue of violence in Mexico into a true nightmare. The
masks resemble those plastic surgeons use for patients with
burns during rehabilitations. (That's why we inevitably think
about Pedro Almodadvar’s hauntingly aesthetic «The Skin | Live
In»). The masks have cut-outs for eyes, mouth and nose. They
fit perfectly to some characters. For some of them they are too
big, for others on the contrary they are too small and they have
to pull down the mask with their fingers to open their nostrils
to breathe. So that a character could draw a deep breath and
tell (and we — hear) what is very hard to tell in other circum-
stances and with your face uncovered.

How you killed a man for the first time when you were 14.
How you too died in a certain sense at that very moment. That
the most difficult thing is to kill children. «They are innocent
and don't understand anything. They just kneel and ask what
is happening.» You often cry with despair and remorse during
such massacres. «But alas, that's a command.»

Those masks are not just precautionary measures. At least
half of the characters are wanted by the police, and, judging
by the description of the methods the police use, no one is ea-
ger to come up for trial. The masks have one more function.
They visually efface the boundaries between the characters.
Only the drug cartel's members can be easily recognized by
the guns in their hands, and the mother of the killed children
by dark circles under the eyes where the mask is wet with
tears. And still they are all victims in this circle of violence.
All of them are people without faces, so they are not human
beings: those who suffer from remorse as well as those who
are infected with revenge. And on the contrary the only right
(and most difficult) thing a man can do in such situation is to
save his face. And tear the mask off.

SHORT FILMS
COMPETITION

Nikita Kartsev

This year, Short Films Competition at MIFF consists of ten
films that were divided into two screenings, which differ
significantly in their tone range. Part 1 of the program
opens with «Violin» — the last installment in Konstan-
tin Fam'’s trilogy about The Holocaust seen through the
perspective of uncommon «witnesses». French film «Les
Misérables» by Ladj Ly follows with the story about the po-
lice abuse of power in Seine-Saint-Denis. The film is based
on real events that made the headlines at some point; that
said, the authors don't seem to be focused on condemning
social stigmas. The aesthetics of the film is based off its
incredible dynamics - everyone is constantly on the move
here, even the camera seems to be in the constant motion,
and nothing is static. From the dim French suburbs - to
the brightly lit Western Sahara, where the action of Eimi
Imanishi's film «Battalion to my Beat» takes place. Despite
the major difference in tone, this film ironically rhymes
with its predecessor, also raising the question about a
person’s perspective on their own purpose in life. Here, it's
the probable predestination of a girl who lives in one of the
refugee camps and envisions herself as the future savior of
her people. More existential questions rise as the program
continues with «The Void» by a young Spanish director
Sergio Martinez - it also features a female protagonist,
who's a bit older and seems less assured of anything in her
life. Every night she goes out desperately hoping for some
sense in life, but in the neon light of the night city there’s
only void. The first part of the shorts competition concludes
with film by Hasan Can Dagli, «Black Ring» — a dark thriller,
and at the same time, an ironic reflection on art and peo-
ple’s willingness to go to extreme lengths in order to insert
themselves in history books.
The second part of the program shifts the focus slightly from
existential problems to issues that are more personal and
intimate. The screening opens with Norwegian drama «Ambu-
lance» by Sebastian Torngren Wartin which, despite touching
upon obvious social issues, highlights the importancy of the
personal choice the protagonists have to make. The heroine of
Iranian film «Retouch» (dir. Kaveh Mazaheri) is also faced with
an unconventional choice: when her ever grumpy husband is
severely hurt while weightlifting, she can try and help him... or
just leave for a while and by doing so, «retouch» the surround-
ing reality a little bit. Melancholic, yet corky tone of Milena
Dutkowska's film «Come and Play with me» is reminiscent of
Bernardo Bertolucci's «The Dreamers»: Liza and her cousin
enjoy playing pranks on people around them and each other, but
at some point inevitably start to realize that their funny games
had seemingly taken over their lives. Danish dramedy «Aqua
Mamas» also poses the issue of prioritizing. The heroine of the
film is anxiously expecting her first baby only to realize that her
real feelings about the fact significantly differ from what she
had imagined in her head. Zara Zerny conducts this story about
these inner experiences with maximum delicacy and signature
Scandinavian sense of absurdity. The competition program
concludes with «The Hamsa» - a film by Gadzhimurad Efendiev,
graduate of Aleksandr Sokurov's class of direction. This is an
exceptionally distinctive work that combines visual creativity
with precision of emotions, both concise and at the same time
speaking volumes - just the way a true short film should be.
Marina Bolt

THE FIXER / FIXEUR

EUPHORIA OF THE FRINGES
DIR. ADRIAN SITARU

- The protagonist is a journalist. To what extent is the story
related to your personal experience?
Adrian Sitaru: | would not call it personal experience. My
cameraman once wanted to be a journalist and the movie is
based on his experience of working with a French journalist. To
me this is a movie about moral problems which arise when we
start taking advantage of people even with the best intentions.
It happens at work and with our children, when we wish all the
best for them, when we want them to be the very best because
we live in a competitive world. We talked a lot about it on the
set. Sometimes it seems to me that | myself am mistreating the
actors. Not that | beat them up, of course, but | am too persistent
when | urge them to pretend to be somebody else. | was making
a movie with animals. Certainly they did not die, but all the same
| made them do something that was foreign to their nature.
- The idea of manipulating someone with the best intentions
is very interesting. Your protagonist is a TV reporter. Is
TV engaged in this sort of activities too? It is «educating
society» as well.
- Certainly the responsibility is enormous. When all that matters
is money, when your boss demands entertainment that is
thrilling and gory, you have to choose either to submit or to
defend your point of view. The contemporary world is constantly
driving us into a corner, forcing to be immoral. | don't know, |
don't have the answer. | made this movie because | don't have
the answer.
We all act with the best intentions. The journalists in my movie
convince themselves that they do. They assure the nun, who has
concealed a young girl from prying eyes, that if they make this
coverage they will probably save the lives of many other girls.
But s it really so? Their intentions are noble, but sometimes...
- Incidentally, about the girl. At the tender age she had to
play the part of a prostitute. Working with children on the
set is a hard and delicate matter, and in this case especially.
- After we had selected talented girls we sent the script to their
parents and talked to them. The essential thing was to find out
from the parents if the girl knew what it was all about. In our
case the father of our 14-year-old actress was a policeman
and policemen have to deal with similar problems. We talked
a lot about his daughter, he said he had total confidence in her.
We discussed with the actress the possible consequences
like relations with her classmates etc. She proved to be very
smart and it became much easier to work with her after those
discussions.
- Everybody is talking about the protagonist’s desire to help
people, about the journalists’ intentions to help, but does
their work really help?
- ltis a problem for me as well, it concerns film directors too.
Certain films are very dear to your own heart, but can they help
people or even one person? Or do we merely pretend that we
turn out quality products: all those awards, festivals, good food...
Maybe it is nothing but a sham? So this is a problem we are
facing too.

Interview by Asya Kolodizhner

and Peter Shepotinnik

MISTER UNIVERSO

NG PICTURES
DIR. TIZZA COVI, RAINER FRIMMEL

- What would you say, is your film closer to live-action or to
documentary cinema?

Tizza Covi: Usually, when we start shooting, something
unexpected happens, we can go off in a different direction, not
the one proposed in the script. We had a script, but there is a
documentary portion in the movie, where people improvise.
There is one scene where they could have read different lines.
The story seems realistic enough. In this respect it might be a
100 % documentary because they do exactly what they would
do in a similar situation. By the way, the budget is so modest
that it too can be considered documentary.

- Where did the plot come from? Mr.Universe is a real
person, isn't he?

— It was almost accidental. Many-many years ago, almost 20



years ago, we worked on photographs together and prepared
amodest photo coverage of small circuses in ltaly and Austria.
We went to a circus and there we saw Mr.Universe. He was
still working. He bent an iron rod, came up to us and handed it
over. It has been in our room for 18 years now, we treasure it.
Later we became friends, every year we went to watch him and
then we lost sight of him. We searched for him on the Internet,
went through Italy in search of him. So, to a certain extent it is
our story. The protagonist is searching for him the way we did
because we wanted to know how he was doing, wanted to see
him again.
- Do you see any similarities between circus and cinema?
— Perhaps even between society, circus and cinema. We
show something to the audience, to other people, we depict
something. But if we look backstage, they are very different.
Another analogy with cinema is that we used film, which is also
adying art, as it were. The same is true about cinema. Only big
circuses are profitable while small ones must fight for their
existence every day. We observe the same in cinema, in society.
To us circus is a metaphor of many things in life.
We, directors, also fight for the audience because film
theatres are closing down, and when you are involved in
non-commercial projects, it is very hard to find an audience. If
people come, they will probably like the movie, but we must
make them come. The same is true about circuses. They need
viewers, but people do not come, because the kids are busy
with their IPads and don't want to go to the circus. Cinema is
dying and circuses are dying. | think it's sad.
In our films we are always looking for humanity. Humanity is
made up of minor things, it is hard to show it on the screen,
because it is dramatic and ridiculous. And that is the most
important thing in life, not murders, not dramas, but these
minor things. We made a documentary in Russia and it is also
about humanity, about people who live there.
- Am | right in saying that your son plays a character in «Mr.
Universe»?
- He appeared in «Little Girl», he was 13 at the time. He had a
very small part in it. We promised him that when he turns 18
we'll shoot him once more because he was very upset that his
part was so small. We love him so much and know him well.
He has the gift of doing the wrong thing at the right time and we
love him for it.

Interview by Asya Kolodizhner and Peter Shepotinnik

LET THE SUNSHINE IN /

UN BEAU SOLEIL

INTERIEUR

ING PICTURE
DIR. CLAIRE DENIS

- What are the strengths and weaknesses of Isabelle, the
main character?

Claire Denis: She is searching for the ultimate. She is bursting
with energy, she is an artist, not very rich. Her pictures can
support her, but she leads a simple life. She is looking for some
ideal love, for a man to share her life with. Such desires make

a person somewhat naive. And fragile. You are aware of it,
aren't you? | won't believe that in your whole life you never once
hoped against hope. | had a desperate moment when | was very
close to the purest and strongest love, but still it was several
centimeters away. Humans are such creatures. If you are weary
of life, you do not need love. She is not weary, neither am .

- What was your cooperation with Juliette Binoche like? Did
she do anything unexpected?

Claire Denis: It was great. Total trust, admiration. She is so
energetic, beautiful, lively. She can laugh so sincerely. Sheis a
warrior and a great actress. When she appears on the set, she
is always ready. As for the unexpected... | wanted her to wear
certain clothes, very sexy. She agreed. | wanted her to cut her
hair. She agreed. And then she sent me a short text message,
where she said she was giving herself up to me completely,
that | could take whatever | liked, and «tomorrow during

the fitting I'll show you my body so that you could decide». |
answered: «Juliette, | am not asking that much». She said: «OK,
but | allow yous.

— | think such a role places demands more of the actor than
usual. To speak about love, to touch all the nerve endings
on the skin. It is not easy, is it?

Juliette Binoche: | think, this is true of any role. The acting
profession places huge demands on you. We, the actors, must
bare our inner world, must let the camera see us naked in this
sense, must let it peer into private places which we would not
like anyone to see. And you feel that it is dangerous, that the
actor needs to be brave to open up in front of the camera and
let the camera see what kind of person you are. And you do not
always look the best you can, but it is part of our life.
- Isabelle tests every new boyfriend, tests him emotionally,
but she is testing herself too...
Juliette Binoche: Yes, this is the way of knowledge. Love,
relationships — it all is a way to test oneself, to learn
something new about yourself. Because emotions are our
teachers. And because as you grow older you experience
jealousy differently — at twenty, at forty, at fifty, at seventy...
Your hierarchy of values changes: what is important, what is
not so important. The urge to change reality also evolves with
age. The understanding of what it means to fail also changes...
Can you appropriate another human being? Just how far can
you let your partner go?
| want to stress, that love does not belong to you. It is a gift
to you. The love you radiate into the outer world, the love
you feel, they are like waves, endless waves. It is a never-
ending exchange - back and forth, back and forth. You can't
grab love and clutch it in your hands. Love is not like that. You
can't appropriate it. You can't tuck it away in your handbag
— the handbag will burst open. But a person must reach this
understanding himself. It is not sufficient to merely talk about it,
you must feel it, experience it. You can't borrow this knowledge,
you must understand it yourself, learn it from experience.
Interview by Asya Kolodizhner
and Peter Shepotinnik

LUMIERE!

MASTER
DIR. THIERRY FREMAUX

Everyone knows the Lumiére brothers, Louis and Auguste.
Everyone has seen their films. Or have they? Everyone saw
«The Arrival of a Train» and «<Employees Leaving the Lumiére
Factory» (but not everyone knows that both films have
different versions), but how many more titles can you come
up with? You'll recall the comedy «L'arroseur arose» and say
good-bye to the ages-old classification: the Lumiére cinema
is documentary as opposed to the Méliés fictionalized, live-
action films... And what if we watch even more films? Let's
say, a hundred reels, all not more than a minute long, all shot
with a single take. But this hundred is but a small part of
Lumiere’s heritage.

Thierry Frémaux, whom the world knows as the director of
the Cannes Film Festival, is the baby of the Cinematheque
and the director of the Institut Lumiére. In this latter quality
he created the film named very simply «Lumiére!», which
can be translated with the short and dramatic word «Light!».
He is not the director, but neither is he a mere compiler.
Frémaux is behind the whimsical editing of Lumiére’s reels
(at some of them they worked together, others were created
by the younger Louis alone, the authors of many remained
anonymous) and he also wrote the ingenious and meticulous
voiceover commentary, intended to popularize and entertain
and to put the inventors of cinema into a broader context of
the art they invented.

«Lumiére!» will surprise the audience more than once. This
compilation, if watched carefully, will be on the list of the
most amazing cinematic spectacles. On the one hand it
allows to trace the relations of cinema with other, older, art
forms: circus buffoonery and solemn theatre, folk ritual and
carnival spectacle, illusionist’s trick and journalist’s review,
even literature (though cinema is still silent) and music
(though it has no voice) are felt as a constant presence, not
to mention painting. On the other hand we can discern all
the subsequent film discoveries and genres in an embryonic
form. We can see prototypes of films by John Ford and
Yasujiro Ozu, Chaplin and Kurosawa, Eisenstein and Vertov,
and the later authors. New-York and Moscow, Japan and
China, desert and metropolis, interiors and landscapes...
Thriller and Western, comedy and melodrama, commercial
cinema and cinema d'auteur - all of them are compressed
into those seemingly unpretentious shorts.

The main discovery can be expressed simply. For a hundred

manege in «octyabr»

years we've been persuading ourselves that the Lumiére
brothers are not directors in the modern sense of the word
(at the time the term did not exist in cinema) but merely
lucky inventors, though even their invention of cinema is
questionable. Yes, they were producers and businessmen, and
that was that. «Lumiére!l» provides mathematical proof: the
brothers had real genius, in ten years they created a new art
form. And it is thrilling to watch them do it.

Anton Dolin

FANTASTIC WOMAN /

UNA MUJER

FANTASTICA

MASTER
DIR. THIERRY FREMAUX

We meet Marina when she is having an affair with a
respectable businessman Orlando (Francisco Reyes).
He is much older than her, has a high-ranking job in the
management of a textile factory. Marina’s social status is
much lower, she is a waitress and tries to make her way up
as a singer in the bar. But no differences can interfere with
their happiness: the lovers enjoy life, plan to go to the Iguazu
Waterfalls. In short, everything is as usual and a bit like in
tourist brochures.
The plot itself starts with two surprises. Marina turns out
to be not a usual, but a fantastic artificial woman, she is a
transgender. And when Orlando suddenly dies of an aneurism
(second surprise), his girlfriend becomes the target of attacks
from his former wife and his relatives. Marina is played by
Daniela Vega, a real trans-woman.
In the traditional and predominantly macho Chilean society a
transgender is like an exotic bird, lonely and foreign. Marina
needs a mirror in the literal and figurative sense; she is
yearning to prove her identity. In one scene she passes two
workers, carrying a pane of shimmering glass. Marina is
reflected in it with all her non-canonical proportions, broad
shoulders and a purely symbolic breast. In another episode
we see Marina lying down with a mirror in her lap, her gaze
is directed towards her genitals which the viewer does not
see. We will not learn to what extent she has changed into
a woman physically. Our Philistine curiosity is shared by
Orlando’s wife, who during the very first encounter avows to
her rival that she was dying to know what she looked like,
what she was like. To what Marina replies: «As you see, | am
just like you, of flesh and blood».
No, she is different and that stigma will be with her all her
life. Even her sympathetic sister and her husband look
upon Marina as an exhibit in the Kunstkamera. Doctors at
the hospital where Orlando died stubbornly insult her by
addressing her as a man. The female police inspector, involved
with sex crimes, pretends to sympathize with her, but at the
same time makes her undress and undergo a humiliating body
search. Not to mention the aggressive attitude of Orlando’s
family, who do not stop short of criminal acts to intimidate and
morally trample upon the girl to stop her from coming to her
beloved's funeral. Though it was her who was his real wife at
the close of his life.
The director Sebastian Lelio raises a very modern question
about the rights of transgenders, but avoids an overly social
approach, finding a happy balance between social and magic
realism, which resides, as is common knowledge, in South
America. A sense of deformed, fantastically shifted reality is
caused by Santiago cityscapes seen from unusual camera
angles, by slightly grotesque costumes, by the contrast of
the abundance of sunlight in one scenes and artificial neon
lighting in others.
The quiet sounds of the piano and the flute combined with
the energetic passages of electronic music comment on the
protagonist's struggle without any grand gestures: all she
defends is her honor, and all she claims from his inheritance
is his dog. Marina raises her voice only once, when she shows
off her opera talent in one of the final scenes when she sings
Geminiano Giacomelli’ aria «Sposa son disprezzata». The lines
are symbolic: «| am the wife and | am despised, | am faithful
and offended. Heaven, what have | done? He lives on in my
heart, my husband, my hope».

Elena Plakhova
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KAPT OTMOPOYEHHbIi1 THAWED CARP -
OBbIYHbIM YEMOBEK ORDINARY PERSON

NYYLUUM U3 MPOB THE BEST OF ALL WORLDS 4,49
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11:00

27 UIOHA / JUNE, 27

11:00

MaHEM B «OKTAbpE»

28 UIOHA / JUNE, 28

1200 RUSSIAN VR SEASONS G
13:15  KOPOTKOMETPAMKHOE KUHO: IAHOPAMA / SHORT FILMS PANORAMA OKTABPb, 5
14:00  CTAPVKM-PA3BEMUMKM / KUNDSCHAFTER DES FRIEDENS OKTABP, 8
1430 WAPIKONE: CEOPHUK KOPOTKOMETPAYHbIX OTbMOB KOPEHHbIX HAPOIOB KAHATEI/ OKTAEPb, 10
WAPIKONI NATIVE CANADIAN FILMMAKERS SHORT FILMS COMPILATION
1430 2012: LIYHAMM / HAEUNDAE OKTABPb, 4
1500  MEHLLVHA, KOTOPAA YLLITTA / ANG BABAENG HUMAYO 1
1500  ENBAAOTKPOIO FIA3A/ A PEINE JOUVRE LES YEUX UK, 1
1515  CTWTIbHAA LLTYUKA / A CLASSY BROAD OKTABPb, 7
1530  BOEBOJA/VOEVODA OKTFBPb, 11
1530  MAPK/PARK OKTABPb, 9
1700 RUSSIAN VR SEASONS OKTABPY,
e VR 30HA
1600  CHMOOHWA [TIA AHbI / SINFONIA PARA ANA OKTABPb, 1
16:15  BAXYBATIM. HAYATO / BAAHUBALLTHE BEGINNING OKTABPb, 5
1630 [IOCTOYTUMbIVA B. / VENERABLE W. OKTABPb, 2
1630 UTO CKPLIBAET TbMA / HEI CHU YOU SHEN ME OKTABPb, 8
16:45  MYMUMHA, TMATALLMIA HA IOr0-BOCTOK / HOMBRE MIRANDO AL SUDESTE OKTABPb, 10
17:00  HEMPUMETHBI YENMOBEK / AN INSIGNIFICANT MAN UIK.1
1730 CENOM/SELFIE KocMo, 1
17:30  FMNNOMOTAM/ THE HIPPOPOTAMUS OKTABPb, 7
17:30  TO, YTO HUKTO HE BUMNT / TAS, KO VINI NEREDZ OKTFABPb, 4
18:25  EBPOMA/EUROPA 3BE3LA, 1
18:30  AHFENbI PEBOMIOLIAM / ANGELY REVOLYUTSII OKTABPb, 11
19:00  MOCMERHMY BATIEC / THE LAST WALTZ LK1
19:00  3AMEHA/REPLACE KocMo, 1
19:00  MELLIOK BE3 HA / MESHOK BEZ DNA OKTABPb, 1
19:00  ICTOPYA ACU KTAUHOV, KOTOPAR THOBUIA, [A HE BLILLTIA SAMYH / OAKE, 1
THE STORY OF ASYA KLYACHINA, WHO LOVED BUT NEVER MARRIED
19:15  OAHTACTUYECKAS MEHLLMHA / UNA MUJER FANTASTICA OKTABPb, 8
19:15  CBOBOMA AbABOMA /LA LIBERTAD DEL DIABLO OKTABPb, 2
19:15  BbIBLLII YOAPHIK / EX DRUMMER 1
19:30  BABOUK / BABOCHKI OKTABPb, 10
19:35  HACTOALLME [IPY3bA / BEY YAAR 3BE3LA, 1
19.45  MOCPEOHVK/ FIXEUR OKTABPb, 5
19:45  OCKOJIKM / MIDDLEGROUND OKTSABPb, 7
3115 RUSSIANVRSEASONS OKTABPb,
o VR 30HA
2100  MUCTEP BCENEHHAA / MISTER UNIVERSO OKTABPb, 9
2130 PUCK/RISK LK, 1
2130 [EHb CEHEKW/ SENECA'S DAY OKTABPb, 11
2145  MOPTY/ PORTO c, 1
2200 AHE BALLIHETP /| AM NOT YOUR NEGRO FAPAMK, 1
2200 TAMKENbIA METATN / HEAVY METAL OKTABPb, 10
2220 TUMPBI W IOOM/ TIGRY | LYUDI OKTABPb, 2
2230 [JETCTBO HKAHHbI APK / JEANNETTE LENFANCE DE JEANNE DIARC OKTABPb, 5
2230 HATPEOENE / AUS DEM NICHTS OKTAEPb, 1
2230 JIOMBEPbI! / LUMIERE! OKTAEPb, 7
2300 BMYCTUCONHLIE/UN BEAU SOLEIL INTERIEUR OKTABPb, 4
2300 24 KALIPA/ 24 FRAMES OKTAEPb, 9

1200 RUSSIAN VR SEASONS ghTHSr
13:00  BTOPOE «f»/ ETEROS EGO OKTABPb, 4
13:30  CBOGOMA AbABOMIA/ LA LIBERTAD DEL DIABLO OKTABPb, 2
13:45  KOHKYPC KOPOTHOMETPAHKHOIO KUHO. YACTb 2/ SHORT FILMS COMPETITION 2 OKTAEPb, 5
13:45  HACTOALLWV OKTABPb / 1917 - DER WAHRE OKTOBER OKTABPb, 7
1400 XYAH MOPE/IPA / JUAN MOREIRA OKTABPb, 10
1500  [OCTOMTUMbIVt B./VENERABLE W, LK, 1

1500  POJEH/RODIN OKTABPb, 8
1530  BOEBAA MECHA / MUKOKU OKTABPb, 4
1600  KPECTIO/THE CHAIR OKTABPb, 7
1600  BUTBA3A ATWKWP / LA BATTAGLIA DI ALGERI 1

e RUSSIAN VR SEASONS kG
16:15  CTAPUKU-PA3BELMMKY / KUNDSCHAFTER DES FRIEDENS OKTABPb, 10
16:15  POK M MPABUMA/ROCK N’ RULE OKTABPb, 5
1630 MMHCKM / PINSKY OKTABPb, 9
16:30  JEHb CEHEKM/ SENECA'S DAY OKTABPb, 11
16:30  OXOTAHATIPY3PAKOB/ ISTIVAD ASHBAH OKTABPb, 2
1630 YTOMAEHHVK/ DOOB OKTABPb, 1
17:00  CUMOOHIA [NA AHbI/ SINFONIA PARA ANA KocMoc, 1
17:00  PACKATIEHHBI XAOC / A HELLISH CHAOS LK, 1

1800  BEMbIE HOUY NOYTAGOHA ANEKCEA TPAMMLIIHA / THE POSTMAN'S WHITE NIGHTS  OKTABPb, 8
1820  YCKOMb3AWLLAS / SLIPAWAY 3BE3MA, 1
1830 JIOMBEPbI!/ LUMIERE! 1

18:45  3EPKATIO/ THE MIRROR OKTABPb, 10
19:00  PAV/PARADISE OKTABPb, 11
19:00  KYPOUKA PABA/ RYABA, MY CHICKEN QAKEN, 1
1900  HALLE 310/ MAL NOSSO KoCMoC, 1
19:15  MOYAHVE ATIPVIAHbI / EL PACTO DE ADRIANA OKTABPb, 2
19:15  POCCHICKOE KUHO: MIEPCTIEKTUBbI / RUSSIAN CINEMA: PERSPECTIVES OKTABPb, 5
19:15  CEMb MUHYT /7 MINUTI OKTABPb, 7
19:30  [1OM/HOME LK, 1

19:30  XOXMATBIV MBIC / YUAN SHANG OKTABPb, 1
19:45  CMEPTb JIOHOBMKA XIV / LA MORT DE LOUIS XIV OKTABPb, 9
2000 TIPOXOMMI / YAVUILYN HUN 3BE3MA, 1
3115 RUSSIAN VRSEASONS OKTABPb,
o VR 30HA
2030 470 HAEPBOV YTIULIE / IL-BEON-GA-EUI GI- JEOK 1

2130 AMPENBCKIM COH AIMHOM B TPY FOJA / SHIGATSU-NO NAGAI YUME OKTABPb, 10
2145 BIYCTV COMHLIE / UN BEAU SOLEIL INTERIEUR i1

2200  OTEJE W OYLE/ TESTROL ES LELEKROL OKTABPb, 7
2200 MWCTEP BCENIEHHAA / MISTER UNIVERSO LK, 1

2200  MOCPEOHUK/ FIXEUR OKTABPb, 11
2200 BAHOT. C JIOBOBBIO, BUHCEHT / LOVING VINCENT OKTAEPb, 4
2200  CMEJ3BEPA/ POKOT TAPA, 1
2230 MOMTVYTO 30ECh / ALMOST THERE OKTABPb, 2
2230 TTPM3PAKM CMASNIA / ISMAEL'S GHOSTS OKTABPb, 8
2230 HEPKHOCTb /LA TENEREZZA OKTABP, 1
2245 0,710CH/OH, LUCY OKTABPb, 9
2300 OCEYKA/DEAD TRIGGER OKTABPb, 5

Tr - TPETBAKOBCKAA TANEPEA UK - LLEHTP [IOKYMEHTAJIBHOI0 KMHO

Mr - IETHWA NUOHEP B MAPKE FOPbKOMO  NC - IETHUM NMUOHEP B NMAPKE COKOSTbHUKMN

PEKONNETUA: UrOPb CABE/BEB /ACA KONOAWHHEP / ONTbIA APTEMBEBA / EBA KPAYC / UMb KOMBIOB / HUKITA KAPLIEB / AHAPEV! LLIVIFONEB / MAXAWI KYKIH / NETP LLENOTUHHMK
MEPEBO/bI: IAPbA MOPO30BA / MAPIA TEPAKOMAH / EKATEPMHA AHMCMOBA ©OTO: AJIEKCEW IOLLEHKOB / FTEHHAQWIA ABPAMEHKO BEPCTKA: MAPUA PEBAKMHA MAKET FA3ETbI: AMUTPUN METENKWH / O/bIA NIbHAHAA
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