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B 80-e Mbl xogunn Ha MMKO
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Inthe 1980s we used our parents’

membership cards to watch
erotic films.
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A cHMana GrnbM Npo Nio6oBb,
a Bce noJyMany, o byper
0/1Ha OBHaMKEHKa.

Yang Ge

I made a film about love,

and people thought there would be
just naked bodies.
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LIANG QIAO

JURY

Film Festival, when his Crested Ibis was

awarded the Golden St. George. In the interview
to Miff Daily the director mentioned that ahead of the
shooting he had thought a lot about Chen Kaige, who
shot his debut film Yellow Earth in the region where
Liang Qiao was born — and where he intended to shoot
his own movie. Curiously enough, this was one of the
reasons why Crested |bis ended up to be black-and-
white. «l didn't think that colour would help me to say
something new,» Liang Qiao explained, giving tribute
both to traditional Chinese respect for the older and
the desire to do something drastically different.
There was yet another reason not to use colour. Liang
Qiao explained that not so long ago, on the satellite
shots the place where he had been born looked like a
pitch-black spot, and the environmental situation in
the region left much more to be desired. The Crested
Ibis's main theme - just like in some of his other
works, him being an experienced filmmaker whose
filmography includes multiple feature films and TV
shows, - is an intricate combination of «physical»
and «spiritual» ecology. This unexpectedly brings
the Chinese director closer to the generation of
Russian writers who for some reason earned a
derisive nickname of «Villagers». Such writers as
Valentin Rasputin, Vasily Shukshin, Vasily Belov,
Sergey Zalygin felt personally responsible for spheres
totally unrelated to literature or cinema and took it
upon themselves to change the world for the better.
They fought vehemently against Siberian river
reversal, environmental pollution and a man losing
all connection to nature in a big city, as they thought
all these aspects to be merely symptoms of the same
oncoming disaster. Liang Qiao is equally worried
about the world and makes films about the same
phenomena. «Fast-developing Chinese economy
kills both nature and the relationships between
people,» he says. It pains him to talk about more and
more people moving to big cities, sacrificing their
connection to their native land and abandoning their
national dialects. Such is the protagonist of Crested
Ibis — «Such am | myself,» Liang Qiao confesses
bitterly. «Only when | came to the set did | realize that
although I had rejected my native land, it had never
rejected me.» Art discovers an ability to prevent the
spiritual and natural disaster. Liang Qiao, his masters
and predecessors all share this belief - regardless of
the country of origin.

I iang Qiao triumphed at the previous Moscow

Marina Bolt
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KTO, ECJIN HE Mbl

|_| AH Lo — TpuymdaTop
npoLuioro MocKoBCKoro
KuHodecTnBana: ero «Xox-
naTbl MbUC» Nonyymn «3010Toro
CeAtoro leoprua». Torga, otBevan
Ha Bonpockl «MaHea», J1aH

LiAo pacckasan, 4To, roToBACh K
CbeMKaM, MHOM0 AiyMan 0 KMHeMa-
Torpade Y3Hb Kaira, ebioTHbIN
GunbM KoToporo «HHentasa 3eMna»
CHMMancA B TeX CaMblX MecTax, B
KoTopbIx poamncA JlaH LlAro —n B
KOTOPbIX OH COBMPancA CHUMaTb
cobCTBEHHBIN dUNBEM. JTo60oMNbIT-
HO, YTO MMEHHO 3TO MOCIYHMI0

0HOW 13 MPUYMH, MO KOTOPLIM
«XoxnaTblt N6UC» BbIN CHAT
YepHo-6enbiM. «A nogymMan, 4To ¢
MOMOLLIbIO LiBETA HE CMOIY CKa3aTb
YTO-TO HOBOE», — pacckasan J1aH
LlAo: B 3TOM yragbiBaeTca v Tpa-
OULMOHHOE KUTAMCKoe noyTeHre K
cTapLUeMy, 1 CTpeMJIeHWe CKa3aTb
YTO-TO MPUHLMMMANIBHO MHOE.

Y oTKasa OT KpacokK bbina 1 eLe
ofHa npuyuHa. J1an LiAo roeo-
PUT 0 TOM, YTO ellle He[laBHO

€ro pofHble MecTa BblMAgenm

CO CMYTHUKA YepHbIM MATHOM, a
CUTYaLMIO C 3KOMOTMEN MOMHO

L.U.C Time Traveler One, nepsasn
Mopfenb ¢ ¢pyHKLMen MMPOBOIo Bpe-
MeHu B Konnekumm L.U.C, npeacTtas-
NAET cobol naeanbHbIN UHCTPYMEHT
ONA NyTeLLeCTBYOLLMX M0 3eMHOMY
wapy. MNoka3biBan BpeMA BO Bcex
YacoBbIX NOACAX, OHa MO3BOSIAET
cBoeMy obnafartesnio cneauTb 3a

TeM, YTO U BO CKOJIbKO NMPOUCXOAUT

B OTZasIeHHbIX YrosIKax niaaHeTbl.
Cnor<Hble, HO 04eHb NPOCTble B
obpalLieHnM Yackl paboTaloT Ha
HOBOM aBTOMAaTU4ECKOM MeXaHn3Me
01.05-L, nonHocTbio paspaboTaHHOM,
npousBeAeHHOM U [eKOPUPOBaHHOM
B MacTepcKux MaHydartypsl Chopard
Bo Onepbe. OH oTBeYaeT 3a paboTy

LLeHTpanbHbIX YacoOBOW, MUHYTHOM
W CEKYHOHOW CTPEesIoK, yKa3aTens
BPEMEHW YacoBbIX MOACOB C UHAMKA-
TOPOM BpeMeHU CYTOK, a TaKKe CTpe-
JI04HOro MHAMKaTopa AaTbl. CKBo3b
Npo3paYHyio 3a4HI0K KPbILLIKY U3
can¢mpoBOro CTeKna MoHHO MoJio-
60oBaTbCcA He3ynpeyHoi oTaeNKon
MEeXaHW3Ma, YKpaLLEHHOr0 y30poM
Cotes de Geneve. Mogenb L.U.C
Time Traveler One BbinyLyeHa B
42-MNNMMETPOBOM Kopryce U3 nna-
TWHbI, PO30BOIr0 30/10Ta UMK CTasM Ha
peMeLLIKe U3 KPOKOAMII0BOMN KOXM.

Ha ¢oTo: Aktep Erop Kopelukos
Ha MMK® B L.U.C Time Traveler One.

Ha3BaTb yapy4atoLen. Temon
«X0oxNaToro nbumca», Kak 1 HeKoTo-
pbix Opyrunx ero pabot (a J1aH Lao
— OMbITHLIN KMHEMaTOrpaducT,
aBTOP MHOMMX MOSIHOMETPAMK-
HbIX GUIBMOB 1 TeNecep1arnos,
npodeccop MNeKNHCKoM KMHoaKa-
[IEMUK), CTasOo CNOXHOE crseTe-
HWe 3KoMornM «GU3MYecKom» 1
3KOMOrMK «OyX0BHOM». 1 B 3TOM
06Hapy<MBaEeTCA HEOKMAAHHOE
POLOCTBO KUTAMCKOMO persmccepa
C TeM POCCUMCKMM MOKOSIEHNEM
B MCKYCCTBE, KOTOPOe NMoYeMy-To
MPUHATO (C HEMPUATHLIM Npe-
HebpernTeNIbHbIM OTTEHKOM)
Ha3bIBaTb «]epPeBEHLLMKAMM».
LLyKwmH, Benos, PacnyTtuH,
3anbirnH — BCe OHU BbIn
XYOOHHUKAaMM, OLLLYLLIaBLLINMM
OTBETCTBEHHOCTb M 3a chepbl,
Oanekue oT nuTepaTypbl 1 KWMHO,
1 B3BaSIMBLUNMM Ha cebA HoLly
no NpuHUMNy «KTo, ecnu He
MbI?». OHM 0[JMHAKOBO aKTUBHO
60pONNCL C MOBOPOTOM CEBEPHBIX
PeK, 3arpAsHeHneM nNpmpoasl, 1 C
oMYaHWeM YenoBeKa B ropoge —
BOAAM OT POAHOM 3eMIK, CYMTanA
3TO CTOPOHaMW eOVHOM FpAgyLLen
kaTactpodbl. C TOM e cTene-
Hblo 03abo4eHHocTH J1aH iAo
FOBOPWUT U CHMMAaeT POBHO O TOM
we. «CTpeMutensHoe passuTme
3KOHOMUKM KuTan ybumBaeT He
TONbKO 3KOMOTMI0, HO U OTHOLLIE-
HUA MeXAaY NIoAbMU», — 3aABNAET
oH. C 6051bl0 OH FOBOPUT O TOM,
4TO BCe bosbLLe Nofen nepe-
6VpaloTcA B Meranosnmckl, TepaoT
CBA3b C POOHOM 3eMf1en 1 Oare
3abblBaloT AManekT. TakoB repon
«Xoxnatoro nbuca», — «TakoB U A
CaM», — C ropeyblo KOHCTaTMpyeT
JaH Lso. «TonbKo nocne Toro, Kak
A npuexasn Ha CbeMKU, A MOHAN,
YTO, XOTA M 0TKa3ascA OT CBOeW
Masioi poOAVHEI, OHa OT MEHA He
OTKasanacb». To ecTb UCKYCCTBO
CNocobHO NoMeLLaTb TOMy, YToObI
NMPUPOAHO-AyXOBHasA KaTacTpoda
coBepLUMIack: B 3TOM Bepe eAuHsbl
n J1an Lao, v ero yuntena v npeg-
LIeCTBEHHMKN — HE3aBUCUMO OT
rpaHuL,.

MapuHa Bonm
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ROIEYEE CTOMKOCTD (SABOT) / PEXK. PALLM MATIMKOB

«BOCXOMAEHMEY. ITa MbIC/b He MPUXOAUT B

rofoBy, Koraa CMOTPULLIL KapTuHy Palunaa Ma-
JIMKOBA, POBHO [0 TeX Mop, MOKa 3a CHUTaHHbIE MUHYTHI
[0 dvHana He BLIACHAETCA, HTO COOLITUA B TOYHOCTU
MOBTOPAIOT COBLITUA U3 «BocxomaeHA» — KMHOLLIe-
neBpa Jlapucel LLenuTbro. MpocTo 3T0 6bin CKPbITLIN
CIOKET, TalHaA NPYHMHA NPUYNHHO-CIIe ACTBEHHBIX
CBA3eN, B3rMAHYTb Ha KOTOPYIO 3pMUTESI0 NO3BONUN
B CaMOM KoHLie. BnpoyeM, 3Ta HeJ0CKa3aHHOCTb, He-
MHOMOC/TOBHOCTb W BOO6LLIE CypoBLIM noaxof «Hesa-
4YeM BaM 3TO 3HaTb» — OTIMUUTESNIbHAA YepTa He TOMbKO
Cegynnel MaKcioToBa, maBHoro repos «CToMKoCTWy,
HO U, KarKeTCA, BCEX, KTO ero OKpYHHaeT.
[NepcoHarkei B 3T NeperKapeHHoM cpeaHeasnaTcKmm
COJTHLEM UCTOPUM BOOBLLIE HE TaK MHOTO, HO MOYTH
Kar bl U3 HUX UCMBITLIBAET Npe3peHue eciin He K
CN0BaM, TO K AEMOHCTPaLMK ioBbIX YeNoBEYECKIMX
YyBCTB — CTpaxa, 6onw, nbsu, coctpadaHus. Bpay
PaBHOAYLUHO OrMNaLLaeT OHKOMOMMYeCKMIA NMPUrOBOP,
NaLMeHT ero paBHOAYLLHO BbIC/YLUMBAET. HeHLLMHa,
KOTopas BMtoGeHa B NMaUMEHTa, y3HaeT npasdy o 60-
Ne3HU, TaKrKe He OPOorHyB NnLoM. [lpyradA reHLmMHa,
Mosyy1B NpoLLansHoe NMCbMO OT MOrMbLLIErD MyHKa
yepes OeCATb NET, YUTAeT ero ¢ ByAHUYHBIMM CMeLL-
Kamu. YenoBeK, KOTOpOro NoBe3su yomeaTh, 6poBbI0
He Be[eT: Hy NpuLLIen Yac — Tak npuiuen. Bo Bcem
3TOM eCTb YTO-TO MOYTM CaMypaiiCKoe, YTO He TaK Y U
CTPaHHO, Y4MTLIBAA, YTO BOMBLLUMHCTBO 13 TEX, KOro Mbl
BUOMM, MPULLAN C adraHCKOM BOMHBI UMW KaK-TO GbIan
C Hew CBA3aHbI.
0 npe3peHnn K croBaM creflyeT cKasaTb 0co6o:
MOKHO 6b110 6l 106aBUTb, YTO Ha No6O BepbanbHbIi

FORTITUDE /

SABOT

COMPETITION
DIR. RASHID MALIKOV

Cnoso «CTOMKOCTb» BO MHOIOM 6/IM3KO K CII0BY

nagoc, byab To xoTA bbl pa3roBop 06 «apraHcKoM
6patcTBe», ToT e Ceiynna pearvpyer, Kak Ha
3y6HYI0 6051b, HO 1 3TO BbIN0 Gbl NPeyBEUYEHMEM —
BbIparKeHe ero n1ua HUKorda He MeHsAeTcA. [ae-To
3[1eCb MOMHO Pa3rmAfeTb criefbl BCEOOLLE «M3Horm
OT rOBOPUIIbHM», HAacTynuBLLEN K 1989 rody, KoTopbin
3aABEH BPeEMeHeM JercTBUA. VI3peaKa AanbHUM
GOHOM 3BY4MT HEYMECTHO-H0pbIN peUUTaTUBHMK
amkTopa LT, a To n camoro Muxamna Ceprenya, Ho
KOH4aeTcA 370 TeM, yto Ceiaynna nNpocTo npogaeT
Ha[l0eBLLUNI TeNeALLMK.

MHTepecHo, 4To eBa Mbl BUOMM nepBbin TuTp — 1989,
Kapakannakckaa ACCP Y36ekckoit CCP — To HacTpan-

BaeMCA He COBCEM He TO, YTO HaM B UTOIe NMoKa3bIBaloT.

Mbl He BCTPETUM OXMJaeMOro Xxaoca Ha HalMoHalb-
HoM OKpanHe COBeTCKOM mMnepun. Ecnm B yeM-To n
eCTb «MPUMeTbI BpeMeHW», TO pa3Be YTOo B TOM, YTO B

IMLF= dRELILY maner B «okTAGpe»

LUKone, B KoTopoi paboTaeT Celaynna, 6onbLue HeT
BOAb! — HO 1 C 3TUM ANPEKTpK1CA HaMepeHa pas-
61PaTLCA Hanobamm B TALLKEHTCKMIA U MOCKOBCKIIA
LIK, To ecTb TaK, Kak 6yaTo NoA Horamm He NpULLIW B
OBUMKEHME TEKTOHUYECKIME NAUTLI UCTOPUN 1 Feononn-
TUKKW. HacToALLee cTepunbHO-HenTpanbHo. Bryc meeT
TosbKO NpoLUoe, Mo c4eTam KoToporo Ceraynna
CreLUmT pacnnaTuTeea. 34ech, Bo drielbakax, camoe
MHTepecHoe — BM3yaribHoe Hepas/indeHue «BYepan» U
«CerofHaA», BOMHbI 1 He BOMHbI, AdraHucTaHa 1 Y3be-
KucTaHa. Bcé oaHo: nanALee conHue, NbibHbIE CTEMMW.
[arke apmelickmin YA3, Ha KOTOPOM repou e3auin 4To
TOoraa, YTo cenyac.
«/CKNI0UMB» 13 PUIBMA 1 UCTOPUYECKME MOTMBI,
1 SMOLIMOHANbHYIO Harpy3Ky, eCTeCTBEHHYI0 AnA
onMcbiBaeMbIxX cobbITUi, Palumg Manunkos gobusaeTca
HeobbliHOMo 3ddeKTa, Koraa Ha 3KpaH BbIBOAWTCA CaM
6ecyyBCTBEHHbIN GET BDEMEHW, U BOT YK AENCTBUTESb-
HO He BaXKHO — KOrZla yMMPaTh M KaK K 3TOMY OTHOCUTb-
cA. OnurcaHre Karkaoro yTpa repoA TPEBOMMT 3pUTensa
MOHOTOHHOCTbIO, HO BOT OAHaM bl OT 3TOr0 KaHOHa
oTBanMBaeTCcA byaunbHUK, OOHaMOb! — eLLle YTO-To, a
ofiHa bl — NMPOCTO He bydeT yTpa. BOT 1 BCA HM3Hb.
Uz0pe Casenveas

he word «fortitude» is somewhat
Tsimilar in meaning to the word

«ascent». This thought doesn't
really come to mind when watching
Rashid Malikov's film up until a
certain moment towards the film’s
end when it suddenly occurs that the
events happening repeat the events
of Larisa Shepitko’s masterpiece
«The Ascent». It turns out this was a
concealed plot, the secret mechanism
behind the cause-consequence logic
which was revealed to the audience
only in the end. This fits the story
though. Evasion, lack of words and
the generally rough approach to
things is the trademark characteristic
of «Fortitude» protagonist Saidulla
and most people surrounding him.
There aren’t that many characters
in this sunburnt story, but almost
everyone despises if not verbalism
then any expressions of any human
emotions - be it fear, pain, love or
compassion. The doctor remains

apathetic while delivering an
oncological diagnosis, and the patient
is equally indifferent. The woman
who is supposed to be in love with
said patient doesn't even flinch as she
hears the truth about his condition.
Upon receiving a goodbye letter from
her long-diseased husband, another
woman reads it with dull chuckles.
The man who is being dragged to

be killed remains unshaken - if it is
his time, well, so be it. All of it has

an something almost samurai-ish
resignation about it, which isn’t

really that surprising, since most of
the characters we meet came back
from The Soviet-Afghan War or were
somehow related to it.

The said contempt for words becomes
a sort of a trademark of the film: any
sort of verbal pathos (anything about
the «Afghan brotherhood» almost
makes Saidulla cringe - that is, if his
face ever changed at all). This seems
to be bearing the trace of the general

fatigue from empty words that had
developed by 1989 — when the action
takes place. At times, the background
is filled with unreasonably vigorous
«holler» of either a central television
announcer or even Gorbachev
himself, but this problem is sorted
out when Saidulla decides to sell his
TV-set.

Curiously enough, when you see the
first title card on screen — «1989, the
Karakalpak ASSR of Uzbek Soviet
Socialist Republic» - the expectations
are different from what we later

see. We don’t see an expected

chaos happening at the national
«outskirt» of the Soviet «empire».
The sole sign of times seems to be
the school Saidulla works in having
no running water — but even this
comes within the context of the
headmistress intending to fix the
problem by filing a complaint to

the Tashkent and Moscow Central
Committee - as if the world as they

know it wasn't dissolving around
them. Only the past has some sort of
an actual feel - and Saidulla has an
unfinished business with it. The most
unusual part about these flashbacks
is the visual similarity between
«today» and «yesterday», war and
peace, Afghanistan and Uzbekistan.
Everything is the same: the burning
sun, the dusty steps. Even the army
truck stays the same.
Having excluded historical subtexts
as well as emotional expression
(natural for the events depicted in
the film), Rashid Malikov creates
an unusual effect, in which the
indifferent time becomes a character
in its own right. The depiction of the
protagonist’s morning routine is
intentionally monotonous. But one
day it misses an alarm, the next day -
some other integral part, and one day
there might not be a morning at all.
And that is all there is to life.

Igor Savelev



HYHAHA

H( HIO (&) / PEXK. AH 3

pacvBan OeBYyLUKA B 3eJIEHOM ManbTo U CMeLL-
HOW LLarKe C yLlaMu rmnHoTu3npyeT 4oMopoH
nepef BXOAOM B *uson oM. OHa co3BaHuBa-
€TCA C NoOpYHKON U 0bcyraaeT, byayT M Ha TycoBKe
B NATHULYY KaKue-HUOYOb XopoLune Manbynku. OHa
XoOuT Ha ¢poToceccum u Lenyetca ¢ potorpadpom. OHa
MoeT NecHW, B KOTOPbIX 33aeTCA CaKPaMeHTasIbHbIM
BonpocoM «C KeM cnatb?», U Kawabli OeHb 3anu-
CbIBaeT BUAe00bpaLLeHWA Hen3BEeCTHOMY afpecary,
C KOTOPbIM JeMUTCA COKPOBEHHBLIMM YyBCTBaMU U
HenaHuAMu.
«Hio» — pexkumccepcKuii AebIoT yaMBUTENBEHON AeBYLLKN
AH I3, yporkeHkn Kutan, yuennupl Ceprea ConosbeBa,
aKTpuckl «Foronb-LeHTpa» 1 GUHaNUCTKKM «lonocay,
U BeLLb 04eBUAHLIM 06pa3oM LUTy4HaA. B KoHTeKcTe
HoBeMLLIei NOMNYNAPHOM U COLMANBLHOM KYNbTYphl, B
KOTOpPOI caMoe [T1aBHOe B 06fA3aTeNIbHOM NopfAaKe
«Ka3aTbCAx, @ He B KOeM crlyyae He «bbiTb», AH 3, caMa
MCMOJTHMBLLIAA B KApTWUHE I1aBHYI0 PoJib, MOMPOCTY
CyLLLeCTBYeT B Kafjpe Ha NPOTAKEHUM Yaca ¢ Hebosb-
LUMM 3KpaHHOMOo BpeMeHW. «Hio» BOO6LLLE NPaKTUYECKN
MOJIHOCTLIO BLINOSIHEH B GopMaTe OTKPLITOro Auanora
CO 3pUTeNeM, U He ToNbKO 6n1arcAaps NepUoAMYECKUM
BKJTI04EHUAM U3 BUAEOOHEBHUKA repounHu. lepou-
HA HAXOAWTCA HACTOMBKO «KaK Ha NaZloHW» Nepes
3puTesieM, YTO He BOCTIPUHMMATb ee UCTOPUIO KaK
JINYHYI0 PeLUMTeNbHO HeBO3MOMHO. [nanor — BepHee,
OCTalOLLMICA OTKPbITHIM BOMPOC O €0 BO3MOMHO-
CTU — BoobLLe LieHTpoBan Tema purnbMa. bonee Bcero
6e3bIMAHHaA repouHA AH 3 Xo4eT bbITb YCNbILLAaHHON,
1 CBOW MOHOJI0T, KOTOPbI OHa 0TYAAHHO MbITAaeTCA
rpeBpaTUTL B AWanor, BedeT cpa3y Ha HECKOMbKNX
YPOBHSX: NPAMOW peYblo, BCTaBHbIMU My3bIKanbHbIMU
HoMepaMu (KoTopble OpraHWYHbIM 06pa3oM BrifaBsA-

I0TCA B PUTMUYECKMI PUCYHOK dUbMa), COBCTBEHHOM
MIaCTUYHOCTBIO U KMHOTeHWen. B MOMeHT MakcvMarns-
HOro HapbiBa 3MOLMI AEBYLLIKA NePeXoauT Ha poa-
HOW KUTaNCKUIA, HO NPecsioBYTbIN A3LIKOBOM bapbep,
Ha KOTOPbIV OHa CeTyeT, NPeACcTaBNACTCA KOHGIMKTOM
6onee rmobanbHbIM: KPUTUHECKON HECTIOCOBHOCTLIO
6bITb YCbILLIAHHBLIM B OKPYHKAIOLLLEM HECTPOMHBLIM
«6enoM LyMe» — 1 YK TeM bonee 6bITb YCrbILLIAHHBIM
TEM OHMM, CaMbIM Hy}KHbIM YEI0BEKOM.

CrapToBaB KaK nerkas, Bo3gyLUHasA BUHbETKA 0 pafo-
CTAX, BOJTHEHWAX 1 HeJopa3yMeHNAX JINYHON HN3HU

OJMHOKOW AEBYLLKM C pa3buTtbIM cepALeM B 60/bLLOM
ropofe, $ubM o4eHb bbICTPO HAUMHAET MyNbCUPO-
BaTb HEPBOM y3HaBaeMOM, HEBbILYMaHHOMN HU3HW.
3n0oKnioYeHnA B 6apax 1 HeYyKITIoHMe 3HaKOMCTBaA B
WHTepHeTe CKNafpIBaloTCA B HErPOMKOE NMoBeCTBO-
BaHWe 0 60/1e3HEHHOM W3MKMBAHWUW OTBaMBLLENCA
YacTW HM3HU U He06XOAMMOCTU OTIYCTUTL ee. B
pacKpaLleHHOM B UIrpuBble HEOHOBbIE OTTEHKM «Hio»
(a CYLLHOCTb «HIO» TYT He BMOJIHE TaK O4eBUAHA, KaK
MOMeT NoKa3aTbCA Ha NepBbIv B3rNAM), CKopee BCero,
OTBILLYTCA JAECATKM OTTEHKOB, PeNleBaHTHbIX 3pUTeNb-
CKOMY OMbITY, Aa U HY*KHO 6bITb YeCTHBIMM: feKna-
pvpyeMbii TyT Bonpoc «C KeM cnatb?» B HbIHELLHEN
KyNbTYPHOM NapagurMe 3aMeyaTteslbHO COBMeLLLAeT B
cebe 1 cakpameHTanbHoe «KTo BUHOBAT?», U, KOHeu-
HO e, «YT0o genatb?».

Onvza Apmemoesa

OKPAUHA

ROEEVE® THEB (RAIVA) / PEXK. CEPHIY TPEDO

epruy Tpedo MOKHO Ha3BaTb

OJHVM 13 NTaepoB NopTyrasib-

CKMX OOKYMEHTa/INCTOB, UMesl B
BUMY M TO, YTO 3TOT «MOCT» OH 3aHUMar
1 dopMarnbHo, Bo3rnaBnas ¢pecTvBasb
Doclisboa v HaumMoHanbHylo accouma-
Lm0 [OKYMEHTasIbHOT 0 KMHO. MaHyan
a OoHceKa bbl1 XOPOLLIO M3BECTEH KaK
Mo3T, KaK HOBEIUCT — YyTb MEHbLLIE,
POCCUINCKOMY e YuTaTeslio — MoYTU He

n3BecTeH coBceM. EAnHMYHbIE M3aaHuA
B «BpaTCKMX Morunnax», COopHUKax
«MPOrPecCUBHLIX NcaTenei», Noay4vanm
WL,E0M0r1YeCKM BbiBepeHHbIe XapaK-
TepuUCTUKM Bpoge: «B ero HoBennax
NpaBaMBO U APKO U306ParKaeTCcA Mu3Hb
KPECTbAH, TAMENO NOoJTy4aloLLIMX CBOM
xne6, nokasaHo NpobyaeHve co3Ha-
HUA NPOCTbIX Nofei, NepBble LUaru B UX
6opbbe 3a NyuLLyio 4o, 60/bHO Bbl-

CMeVBAIOTCA NPOBUHLMANBHBIE ByprHya».

0 noBecTu «3epHo rHeBay, MOJIOMHeEH-
HoW B ocHoBY ¢unibMa Tpedo, cKasa-

HO KapTOHHbBIM A3bIKoM: «KOHGSIMKT
06bIYHbIN U TaKOW XapaKTepHbI anA
MPOBUHLMM AJNIEHTENY, palioHa KPYMHbIX
natnyHAUM U BbICOKON KOHLEHTpaLmm
CesIbCKOXO03ANCTBEHHOIO NposieTapua-
Ta». U, 4Tobbl YK 3aKOHYMUTb C TeM, YTO
3Hano 6esanennALMOHHOEe COBETCKOE
nutepatyposefeHue o OoHceke, —
XapaKTepUCTMKA, TOrAa 03BYYEeHHaA C
ABHbIM ocyaeHueM: «OH cTpeMuTCa K
npeaenbHol 06 beKTUBM3ALMM 1306pa-
YKEHWA, HaMepeHHo 13beraeT aBTOPCKUX
OLIEHOK 1 0TBOAUT cebe B NOBECTBOBA-
HUW POJib KMHOKaMepbl».

[a, ecnu 661 oHceka Mopasnu3aTtop-
CTBOBa M Nnoy4ar, HaBepHoe, ero 0XoT-
Hee neyaTanu 6bl U3gatenscTBa «Mup»
n «[porpecc», Ho BpAL N1 ero Npo3a
nocnyrwuna 6bl 0cHoBoM AnA dunbMa
Cepruy Tpedo. MNouepkoM ¢unbma
CTaHOBWTCA NpefesibHbIN aCKETU3M,
BO3MOMHO, NMPU3BaHHbIN BbIpasuTb
aCKeTU3M HU3HU CEMbU Fepof — 0CTPON
Ha A3bIK TeLLK, MonYa CTpafaioLLien
YKeHbI M HeNIOAUMOT 0 ChlHa-MoapPOCTHa.
Cam Manma cyLecTsyeT Kak 6bl
oTaensHo (M napannesnbHo), To No-
[aBafcb Ha 3apaboTKM, TO CKpbIBaACh
ot Bracten. MHoraa KarkeTea, 4Tto 3a
CBOWMM OH HabnoJaeT usganu, Ho 1
«CBOWMMW» MO OTHOLLIEHMIO APYT K Apyry
3TUX NloAeN Ha3BaTb C/IOMHO: aCKETU3M

pacnpocTpaHsAeTCca U Ha X aMoumK. Tak
e 6e3Xn3HeHHa 3eMniA. Kamertca, B
3TOM MUpe ecTb NMLb [Ba B1aa npea-
METOB: KaMHU, KOTOPbLIMW 3aBaneHo Bce
BOKpYT, U Xneb, Npuyyanneo KpynHbii
W MOYTU HEOTIMYUMBIV OT KaMHel. Xneb
— 1 BasnkoTa, U peiKuii FoCTb B 3TOM
[lOMe, ero pa3spesaHue 1 BRyLLEeHWe
npespaLLaeTca B putyan.
YepHo-6enan acTeTuKa, n3bpaHHasn
Ceprxuy Tpedo, omaaema, Ho HeobbIY-
Ha MMEHHO «KNlaccuyeckon GopMoi».
HwKaKom cMa3aHHOCTM, HUKaKKX Mo-
JIYTOHOB, NpefenbHasA rpadpuIHOCTb U
NpoayMaHHOCTb Kafpa: B 3TOM CMbIC/1e
«[HeB» BonbLLe MOXO0X He Ha MOHO-
XPOMHbI€ OMbITbl COBPEMEHHWKOB, a Ha
TO, YTO Aenars, Hanpumep, AnekcaHgp
LoBKeHKo B «3eMnex». HanoMHuT
«lHeB» u «TpyaHo bbITe 6orom» Anek-
cen [epMaHa, HO y¥Ke, CKopee, yX0oM
B MeTadopy 1 CTpeMIIEHMEM cO3aTb
CTUSIN30BaHHbIN MUP, NULLIL YCITOBHO
n306paraloLLmnii — B JaHHOM clly4ae —
nopTyranbCcKyto NposuHUmio 1950-x.
B TOM, 4TO MacTUTbI JOKYMEHTanncT
CTPEMUTCA K MaKCUMaJIbHOM YCoB-
HOCTM B OfbITE UrPOBOM PEKUCCYPBI,
HeT H1Yero yamBuTesibHoro. To, YTo Mbl
NMOHUMAEM KaK NMPU3HaKKU «HMU3HEMo-
nobus», obnetaet, Kak npoLunorogHue
JIUCTbA, U OCTAETCA BEYHOE: A3bIKK Nia-
MEHW B 04are, TeHU Ha CTEHaXxX MoYTU
neLuepbl, KaMHU U xne6.

Mapuxa Boam



O4YKU-MATEPU

A HEHLLIAH

MFOMBHMLA (PIN CUSHION) / PEXK. [IEBOPA XEVBYL

- Kak BaM ypganock caenathb Takyo
HKECTOKYI0 CTOPUIO HAaCTOJIbKO Kpacu-
Bon?

Hebopa Xeliayd: A yepnana BOOXHOBE-
HWe B CKa3Kax. Tam KpacvBanA odemaa,
NPUATHbIE LIBETA, HO CIOMHETHI BbIBAIOT
04eHb Mpa4HbIMK. Koro-To oTpaBunu,
KOro-TO YCBINWAW Ha CTO JIET, KOr0-TO
3aTo4nnu B baLlHe. Ho 13-3a Toro, 4to
OHW MOJaTCA B NOAAPOYHON YNaKoBKe,
Mbl MOHMMAeM, YTO 3TO CKa3KW: TaK OHK
nerye ycsavBsaloTcA. VIMeHHo 3Toro A

1 NbITanacb J06UTLCA: BLICTPOUTH MUP
daHTasnm, a He BOCMPOM3BECTM HalLLl
Mup. Ho B co34aHHOM MHOW M1pe Bce
KaK 6bl rnepTpodUpoBaHo: BCe Bpoae
bl 1 0BbI4HOE, HO TUMep-06bLIYHOE, TakK,
YTO Mbl BCE BPEMA OCO3HAEM, YTO HaM
paccKasbIBaloT CKasKy. TaK Mbl, Habso-
[1aA 33 COBLITUAMM, Ny4LLIe NepeHnMaeM
3MOLIMM FepoeB, Slerye PacCy/Jaem o
npoucxodaALLem. [No KparHel Mepe, A
KaK persmnccep Ha 3To HadeloCh.

Jlunu HetoMmapk: A 6bl yTouHMNa: Xy-
LOXHVK dunbMa rcrnonb3osana ocoboe
LIBETOBOE peLleHne, 4Tobbl YCMOKOUTb
TI0AEw, TONBKO KorAa pedb Luia 0 Mype
daHTasmit. [lymato, MHorMe cornacATca,
YTO, KOIfAa YenoBeK X04eT MO4yBCTBO-
BaTb cebA B 6€30MacHOCTW, OH MbITAeTCA
BeCTM cebA KaK pebeHok.

- [eBouku B pubMe Bbi3bIBalOT MEHb-
LUYI0 3pUTESIbCKYIO CUMMATHIO, YeM
Manb4MKKU. ITo co3HaTeNbHbIN Xo4?

NMMAHUCTRA

BI®OPA COMPOTYIBIIEHNA
CBET (LICHT) / PEXK. BAPBAPA AJIbBEPT

[ebopa Xeiigyd: A nonaraio, 4EBOYKM
6onee CNoHble CO3AaHWA, YeM Maslb-
YMKW, U OTHOLLIEHWA MEMKY HEHLLIMHAMM
CIOYKHEE, HEM MEMHKIY MYYKUMHAMM.
lMocKombKyY 3TO CKa3Kka, MHe X0TeNnoch
NOKa3aTb [eBOYEK KaK OTBPATUTENHBIX
KoLLIeK. /13eBaTenbCTBa CO CTOPOHLI e-
BOYEK CTpaLLIHee, YeM CO CTOPOHbI Maslb-
YMKOB. Koraa n3nesaloTcA ManbYmLLIKK,

OHW BbIOT MO rosoBe, yXo4AatT n 336bIBatoT.

Y neBoYeK Bce MeHe ABHO, 6onee n3o-
6peTaTesnbHo, ANMTCA AorblLue, 6onblue
CBA3aHO C NCUXONOrMeR, YTO OKa3bIBaeT-
CA MHTEpecHee, HO 1 CTpaLLHee.

= Jlunu, a Bbl y3HaeTe 351eMeHTbI
CBOero AeTcTBa B 3ToM ¢unbme?
Jlunu HeloMapk: 370 He COBCEM A, HO
A XOPOLLO NMOHMMAI0 U MaTb, 1 [404b, 3TO
He YyrKble MHe NInYHOoCTU. MoA MaMa
nocmotpena ¢oubM 1 y3Hana MeHs 1
cebA B BO3pacTe repouHb. [lymato, 310
BarKHafA YaCTb aKTepPCKOM Npodeccum:
TO, 4TO Tl BCErAa CMOXKeLLb J06aBUTb
B POJib CBOW OMbIT U TaKMM 06pa3oM no-
0enuTbCcA, Nepedath 3puTesio YyBCTBO,
YTO OH He OMHOK B CBOMX MepermBa-
HMAX, eCTb 1 Opyrie Noam C TaKUMU e
npobneMamu. BcnommHaa ceoi onbIT, A
0CO3HaBas1a, KaKyto Posib OH Chirpan B
TOM, YTO A CTana ToW, KeM ABAICh Cel-
yac. Oco3HaHWe yHe NeperunTbIX TpaBM
1 NMOHWMaHWe, YTO OHWM OCTaNIUCh B
MPOLLIOM — BarKHbI MpoLecc Ans Toro,
YTO6LI MPOAOMNHKATE MUTb AasbLLe.

MIFFdELILY

MaHEM B «OKTAbpE»

- MoueMy MaTb B punbMe npegnoyna
caMoy6UIACTBO, a He MecTb 06uaUn-
uam goyepu?

Hebopa Xeligyd: CamoybuincTBo —
Tore dopMa MecTu. Korga oHa xoauna
K ACHOBMAALLEN, TO yC/bILLIANa Nnpo
MarbyMKa, Haf KOTOpbIM TOMe BCe
n3aeBanuck. OH MOKOHYMN ¢ cobolt, K
Ternepb Te, KTO Ha[ HUM roTeLLancs,
My4aloTCA OT YyBCTBa BUHbI. [ymaio, 3T
MBICIIM YKe Bbinn Y Hee B rofioBe, Koraa
OHa MoLuNa K AeByLLKaM.

- Ha Baw B3rnag, Kako KOHGNUKT B
¢dunbMe BarkHee — flouepu Co cBep-
CTHML,AMU UK [0Yepu C MaTepbio?
Jlunu HetoMmapk: [1ymalo, rmasHbIN
KOHOMMKT — B OTHOLLIEHMAX MaTepu U1
[04epw, a He B M3[eBaTeNIbCTBax 04HO-

KnaccHUL,. Obe CIorKeTHbIE NIMHUM BarK-
Hbl, HO GUSIBM HAYMHAETCA M 3aKaHYMBa-
€TCA OTHOLLIEHMAMM MaTEPU 1 Jo4epU.
M3neBaTensCTBa LUKOMBHALL HyHHbI ANA
TOro, 4T06LI MOCCOPUTL MEPOUHB APYT C
OpYroM.
Aebopa Xeligyd: AbcontoTHO cornacHa.
KoHOAUKT Mexay VioHoi 1 aeByLLKa-
MU — NULLb NOCNeACTBUA KOHDINKTA
C MaTepblo. Ecnv 6b1 'y HUX 661K MHbIe
OTHOLLIEHWA, eCnn 6bl Y JTHHapA Bblno
6onblLe fieHer, HanpUMep, 1 oHa Morna
6bl IENUTLCA MMM C AoYepblo, — Toraa He
661110 6bl M30€BATENBCTB B LLKOSE. TaK
YTO 3TO CyTb GWNIBMa, HO OTAENWUTL OQHO
OT APYroro HEBO3MOMHO.

Hnmepaoio senu Aca Konoduxcrep

u lMemp LLlenomuHHUK

- lepouHsA Bawero ¢unbMa — He3paA4ad. YTo oHa Bce-
TaKu MoKeT BugeTb? Bo3MoKHO, Y Hee ecTb HeKoe
BHYTpeHHee 3peHue?

Bapbapa Ansbepm: A 1vtana MHoro KHur Onvisepa
CaKca, oH Mvcan o My3blke, 0 crienoTe 1 60K, 1 Nucan,
4TO HEKOTOPbIE JII0AM CMIOCOBHB! BUAETH My3bIKY. MHe
HpaBWTCA MMMNoTe3a, YTo MapunA-Tepesa Mormia B KaKoM-
TO CMbiC/le BUAETH My3bIKY. /1 Mbl 3HanM, YTo oHa 6bina
OYeHb TarnaHmvBa. A Niofam € My3blKarbHbIMM Crocob-
HOCTAMM, MOXOHKe, MOJTyYaloT TaKue APKUE 3puTesibHble
BreYaTeHVs, Koraa UCronHsloT My3biky. OHa noTepana
3peHue, Korpa e 6uo Tpy roda. BeposTHo, y Hee co-
XPaHUINCb KaKoe-To BU3yasbHOe NpefcTaBneHue 06
OKPYHAIOLLIEM MUPE, HO Mbl HE 3HAEM, KaKoe UMEHHO.
HeroTopble rosopunn 0 Mapumn-Tepese, 4to oHa obpena
3peHue, Apyrve YTBEPHAaNW, YTO OHa TONbKO daHTa-
3upoBara 06 3ToM. AKobbLI OHa He Hay4Mnack BUAETb, a
MPOCTO OMKChIBana Kakne-To CBOM GpaHTasum, NoTomy
YTO ei1 o4eHb XoTernock, YTobel Mecmep ee nosmo6un. A
OHa BM[ENa KaKWe-To KapTWHbI UCKITIOYMTENBHO B CBOEM
BoobpareHnn. Ho A B 3Ty Teopuio He Bepio. Al cumTalo, UTo
OHa HEHa[oMro Hay4Mnach BUOETb.

- [o KaKoi cTeneHn ¢punbM 0CHOBaH Ha peanbHOM
uctopumn?

Bapbapa Ansbepm: <70 TaKoe pearnbHOCTL?» — 3T0
BOO6LLIE CIOKHBIM BOMPOC 4718 KMHopesuccepa. Mpu
paboTe Hag GUIEMOM MHe BbINO MHTEPECHO 3aHOBO 06-
pecT Nn4Hoe BoCrpuATHE MUpa. Korda repouHa TBOpuT,
OHa HAaYMHAET BUAETH M BOCMPUHUMAET MUP HACTOMbKO
6E3bICKYCHO, HE3aMyTHEHHO... /1 A cama BMecTe ¢ Hell 3a-
HOBO 06pera B CBOE HM3HM 3T0 yMeHMe BUAETb. [ToToMy
YTO HaLLl MU1P MeperpyeH Bu13yarbHbIMM 0bpasamu, B
HEM CITULLIKOM MHOIO KapTUHOK. MorKeT 6biTb, Y Hac npu-
TYNW0Ch BOCMPUATUE 3pUTESBHOMO pAaa.

MHe 6bIr10 UHTEpEecHee He flyMaTb 06 MCTOPUYECKOM

KaHBe, a UCKaTb, KaK NnepeaTb BOCMpUATUE repomHM. Kak
BOM/IOTUTb Ha 3KPaHe, YTO OHA HAYMHAET YTO-TO BUOETL.
I Moi1 onepaTop oTbicKas ocobyto Kamepy 6e3 06beK-
TVIBa, Y Hee MPOCTO NACTVHA C ManeHbKM OTBEPCTUEM.
B oTBepCTVe NPOHUKAET CBET M MOJTyYaloTCA CTPaHHbIE,
TyMaHHble KapTUHKM.
- B TakoM cnyyvae, HacKONbKO 3TOT B3MNAA repoMHU
6b1n1 afexBaTeH peasibHoMy MUpy?
Bap6apa Anbbepm: MHe xo4eTcA BepUTb, YTO Ha CaMoM
[Jerne He CyLLIeCTBYeT TOro, YTO Mbl CHUTaEM pearbHbIM
MUPOM. Y HaLLIMX I1a3 0fiHA KOHCTPYKLIMA, Y HUBOTHBIX,
HaCeKOMbIX — [ipyras, U OHW, BEPOATHO, BUOAT MUD
coBceM ApyrM. Ha caMom fere Mbl TONBKO 3HaeM, UTo
B MUpe BCe OTHOCUTESBHO. 1 HUKaKOM UCTUHBI He CyLLie-
CTBYET. A NpeanoyuTalo CBA3LIBATL C 3TOM TeopMen 1 BoC-
NpuATUe UCKyCcCTBa. VIcKycCTBO Kak ocoboe, NoaTuHecKoe
BOCTPUATIE MMP3, KaK CNOCOBHOCTL CaMoro YenoBeKa
YBMOETH B YEM-TO MO33UI0.
Mapusa Bukmopusa [pazyc: A cornaluycs ¢ bapbapoit.
WcKycCcTBO — 3T0 TO, YTO CyLLIECTBYET BHYTPK TebA. Ho
TaKHe 1 To, 4To Tebe pacTonkoBbIBatoT Apyrie nioau. Ho
BOOOLLIE-TO IT1aBHbIM [OTHKHO BbITb COBCTBEHHOE MHEHME.
— Bbl 0THOCUTe 3TO U K TOMY, YTO AeNlaeT Balla
repovHa?
Mapus Bukmopusa [pazyc: OHa roBopuT: «A f1y4-
Lue Byay 3HAMEHWUTOM 1 He3pAYEl, YeM 6e3BeCTHOM U
3pAYel». E KarKeTcA, 4To OKpyr<aloLLe COBEPLLEHHO
He LIeHAT ee TBOPYECTBO, YTO ee pa3iobAT, ecriv oHa
MPEeBPATUTCA U3 CNIEMOMN NUMaHUCTKM B 3pAdyio. 1 3To
CO3BYYHO HaLLlelt COBPEMEHHOCTW, MOTOMY YTO MHOTME
0N CHATAIOT, YTO WX OLIEHMBAIOT HeafeKBaTHO. Ho Bedb
MUP [eNCTBATENBHO YCTPOEH TaK, UTO 06LLIECTBO CMOTPUT
Ha BCe O4eHb NMOBEPXHOCTHO.

Humepaoio senu Aca KonoduscHep

u lemp LLienomuHHuK



[MPOPECCUA:
PEINOPTEP

A HEHLLINH
CPOYHBIE HOBOCTW (BREAKING NEWS) /

PEH. I0NNA PYOHIHI

- lepoit Bawero ¢punbMa — BNosiHe 3aypAQHbINA
YenoBeK. [loyeMy UMeHHO OH OKa3bIBaeTCA B LieHTpe
BHUMaHUA?

HOnusa PydxcuH3: Bo3MorHO, 3T0 AeMCTBUTENBHO
MOMHO Ha3BaTb 3aypAOHOCTHIO W [larKe 6E3NMKOCTLI0, HO
[arKe 3a 6e3MMKOCTHI0 MOMKET CTOATL UCTOpUSA, KoTopan
COLEPHKUT HECKOMBKO Pa3HbIX CI0EB B 3aBMCMMOCTY OT
TOro, B KAKOM paKypce Bbl Ha Hee cMoTpuTe. OTHacTW Kak
pas 370 — TeMa ¢urbMa, MOTOMy YTO 3TO UCTOPWIA O HM3-
HW KOHKPETHOMO YemOBEKa, KOTOPYIO Mbl BULWM B TPEX
pasHbIX paKypcax: Ima3amu HypHanmcTa, rmasamm 4o-
Yepu repos, Masamuy TeneBuaeHnA. A ecnm yrybuTscs,
TO 3[€Ch ECTb W ero CobCTBEHHBIN PaKypC, ero UCTOPKA,
KOTOPY!O OH, KOHEYHO, YHKEe HE MOKET paccKasarthb, No-
TOMY YTO YLLIeS M3 HU3HW. Mbl MOYKeM [orafaTscA O Helt
TOMBKO MO TOMY, YTO OT HETO OCTasNOCk: BELLW, PACcCKasbl
Jpyrvx niofel, Buaeo3sanmc, GoTo, — BCe To, YTO B
MTOre OCTAEeTCA, KOrAa Mbl YXOOMM.

[naBHbIi repoit dunbMa B onpefeneHHbIi MOMEHT 3a-
[naeT cebe Bonpoc: «Ecnn 3aBTpa A yMpy, UTO CKarKyT 060
MHe 110 TeneB130py?» 3T0T BOMPOC 1 A 3a[aBana cebe,
W, HAaBEPHO., MPO MeHA CLenant 6bl Takylo e nepeaa-
4y, KaK Ta nepefada, KOTOPYIO AENalOT NEPCOHaMM, U 3TO
HOpMarnbHO. Mbl CKMOHHBI OKPYHKaTb YMEPLLIMX HEKUM
OPEOsIOM CBATOCTM, NMOTOMY HTO YyBCTBYEM, HTO 3TO HaLLl
HPABCTBEHHbIM JOMT Nepes NOKOMHBIM — BbICTaBUTL €ro
B CaMOM lyuLLieM cBeTe. Ho Mbl Jef1aeM 3T0 He AN1A Toro,
KTO yLLIes, a paam ceba — 4tobbl NoYyBCTBOBATHL CebA
6onee YenoBeUHbIM.

- B punbme Mbl BUAUM fBe KaMepbl: NepBas —
TeneKkamepa, a BTopan — BaLla, Ta, Yepes 06LEKTUB
KOTOpPOI Mbl CMOTPUM Ha nepcoHaxen. MoeTe in
Bbl CPaBHUTb, KaK paboTaloT 3TV KaMepbl?

— Korga Mbl flyManw, Kak CHUMaTb, TO peLLInn, HTobbl
Hallla kaMepa Mp1CyTCTBOBaNa B GpurbMe ABCTBEHHO, C
Hayarna [0 KOHLA, MOYTW KaK B JOKYMEHTabHOM KMHO:

BO3HMKAET OLLlyLLIEHWE, YTO Thl BCe BPEMA XOAWLLIL MO
nATaM 3a repoeM. Mbl He CHMaeM H4ero, Yero bkl He
BWOEN OH caM. Mbl 3HaeM TOMbKO TO, YTO 3HAET OH, 1
BO3HMKAET YyBCTBO COYHaCTUA, KOTOPOE Mbl U CTapanch
€03[aTb: UTOObI 3pUTENN PA3AENANN NePerMBaHNA
repoA. Ho ecTb Takre TenexkaMepa, KoTopaA paccKa-
3bIBAET UCTOPMIO B TOM GOpME, B KOTOPOIA ee XOTenu bl
YCNbILLATE APYre NepCoHarM: NMOKOMHbIN Bbi XOpo-
LLIMM YeTI0BEKOM, XOPOLLIMM OTLOM U T.4. U B dunbme
€CTb MOMEHT, KorZa [/eBO4Ka BO BPEMA MHTEPBLIO BOPYI
BrepBble CMOTPUT MPAMO B HaLLly Kamepy, He B Tefe-
BM3V1OHHYIO, — 1 3TV [iBE TOYKM 3peHnA COBMaJaloT. 310
He M1aHMPoBasoch 3apaHee, HO Ha CbeMKax [eBOYKa
MOYYBCTBOBASA, YTO HYHHO BrEpBble B3rMAHYTb B K1-
HOO6BEKTUB. [o-MoeMy, 3T0 BbIN MePEXOLHbIA MOMEHT,
Koraa ABe TOYKM 3peHnA CIUINCL BOeOMHO.
- A Bbl camy paboTanu TenexypHanucTom?
— Her, HuKorza, Ho Mpu paboTe Hag cLeHapyeM A Mpo-
Besla MHOro BpeMeHW B OTAE/Ne HOBOCTE! Ha TeneBu-
JeHnn. Mbl 0BLLaNMCh C HypHaNMCTaMu, Bble3ranu Ha
PeropTarm, CMOTPENN, KaK Y HWX BCE YCTPOEHO, KaKme
YyBCTBA OHW UCTIBITLIBAIOT, KaK OHW paboTatoT. M BoT YTo
MPOW3BESIO Ha MeHs 6OSBLLIOE BrievaTieHne: 3TW Mioav,
KOTOPbIe Bble3HAIOT Ha MeCTa Ype3Bbl4aiHbIX NMPoVC-
LLIECTBMIA, 4aCTO OMacHbIX UMW TPArMHECKUX COBLITUI, He
YrHETEHbI. Y *ypHaNMCTOB eCTb HeKanA Ncnxonornieckan
BPOHHA, MOTOMY YTO MHAYe COBLITUA TaK CUMBLHO AEMCTBO-
Ba/IM 6bl Ha UX YENOBEYHOCTb, YTO OHU MPOCTO He MO
6bl CTOATL Nepef] KaMepoit M PaccKasbiBaTb... IQdeKT
COBCEM KaK Yy Bpaya: eC/in XMpypr Ha Karaom ornepaLimm
HaYHeT NNaKaTb, Y HEro HAYEro He NosyynTCA. 3TW lam
MPAYYT CBOIO HENI0BEYHOCTb, HTOBLI COOBLLIaTE MUPY
HOBOCTM, MOTOMY YTO TOMBKO Takol Noaxof 3ddeKTvBEH,
@ 3HAYMT, KaK 3TO HW MapafoKcarbHo, YenoBEYeH.
Wnmepaoio senu Aca Konoduxcrep
u lMemp LienomuHHUK

[MPUKOCHOBEHUE

OWJTIbMBI, KOTOPbLIX 3ECH HE BbIJ10
HEJJOTPOI_A (TOUCH ME NQT) / PEX. ADVHA TTMHTUIE

TepUNbHO berible CTEHbI, 3aNKUToe

CBETOM MPOCTPAHCTBO: CTYANA

BonbLLe NOXO0a Ha ranepeto co-
BpeMeHHOro UcKyccTsa. Mnu kabuHet
Bpaya. AouHa MuHTunre — gebloTaHTKa:
BOT OHa NOABNAETCA B Kafjpe cama, KaK
NepcoHaw, BefyLLMIA Auanor ¢ ApyrumMu
repoAMM — apT-3KCNEePUMEHT, B KOTOPOM
06BEKTOM HabMIoAEHWA CTaHOBUTCA
yenioBeyecKoe Tes0. BMectunuLe kak
LyLUK, TaK U GU3MONOMUYECKUX HUL-
KocTe. [pegMeT n3y4eHnA UCKyccTBa
1 MepuLyHbl. O6bIKHOBEHHOE Yyf0
NPUPOLbI, BbI3bIBAOLLIEE U BOCXMULLIEHUE,
1 0TBpaLLieHNe, U NMOX0Tb, M TOLLHOTY —
MHorAa ogHOBpPeMEHHO.
Kapgp, B KoTopoM Kamepa 6e3 cMyLLieHNS,
Ha CBEPXKPYMHOM MyiaHe NaHopamu-
pyeT Mo 06HaXKeHHOMY Teny feHallie-
0 MY*KUMHBI, OTKPbLIBAET GUSIBM — U
3aaeT TOH AarnbHelLLeMy AeiCTBHIO,
CeKcyanbHO-MCUX00rNYECKoM oauccee,
B KOTOPYIO perkunccep oTnpaBnAeT cBoe
anbTep 3ro — 3pesyio HeHLLMHY No
nMeHu Jlopa BeHcoH ¢ npenATcTBytOLLM-
MU GU3NYECKOMY KOHTaKTY NCUXOTpaB-
MaMu B aHamHe3e. Ha nyTu K npuatuio
cobcTBeHHoro Tena beHcoH npoiget
Yepes CeaHchl C U3bICKAHHBLIM MOMKUIIBbIM
TPaHCCEKCYasioM 1 C NMOYTU KOMUYHBIM

60p0oa40M-NCKUXOSIOrOM, MPaKTUKYI0-
UMM fieNIMKaTHoe GU3NYECKoe Hacumme.
MapannensHo MuHTUNWE BypeT crneanTb
33 TPEHWHIaMM, B KOTOPbIX y4acTBYIOT
repou nonysAapHOro UCNaHACKOro aK-
Tepa ToMaca JleMapKuca 1 peanbHbIi Ye-
no.eK, KpuctnaH baviepneii, ctpagato-
LLEN TAMKeNon GopMoi MHBANUOHOCTY:
ero Tesio npegensHo AehopMUpoBaHo,
6e3 n3bAHOB y KpucTuaHa TonbKo rnasa
1 YsieH.

[a, Jlopa — TorKe peanbHbIN YeNoBeK,
dpaHLy3cKas aKkTpuca 6pUTaHCKKX

Ay

KpoBeW, y4eHuua Matpuca Lepo (B
KUHOTeaTpanbHOM BCeSIEHHOM KOTOPOro
TesIeCHOCTb JOMUHUPYET), paboTaBLuas
c AneHoM PeHe v JTiokom boHgu. MpaHb
MeXay JOKYMEHTOM, TO eCTb, HEChbIMU-
TUPOBAHHLIMU NEPEHMBAHUAMMU, U XY-
[OMEeCTBEHHbIM BbIMbICTIOM Y [TMHTUAKE
HepasnuyuMa. 3a nocnegHue rogpl Mbl
YHKE NPUBBIKIM K CaMbIM HEOMUOAHHbLIM
CIIMAHMAM (M NOTNOLLEHWAM) UrPOBOIr0
W HEUIPOBOIO KMHO, HO MMUHTUAINE YXU-
TPAETCA paAuKannsnpoBaTh 3TOT CO3
- 06paLLlanch K caMblM MHTUMHBIM (1 B
6yKBaNbHOM, U B EPEHOCHOM CMbICTIE)
MecTaM.

Mrpmsoe pycckoe HasBaHue «HenoTtpo-
ra» (B opurvHane ¢punbM HasbiBaeTcA
«Touch Me Not», 06beauHasA B3aMoun-
CKITI04aIOLLIME HeNaHUA — U NOTPo-

rail MeHs, 1 He NpUKacancsa Ko MHe)
KOMMeHCUpYeT HeXBaTKy IoMopa B CaMOM
dunbMe, cepbe3HOM U IeNCTBEHHOM, KaK

HacTeHHaA arnTaLmA B NMONUKIMHUKE:
MOWTE PYKU Nepef eow, ocTeperantecb
BO3YLLUHO-KaneNbHbIX MHPEKLUIA, He
60ITeC 1 He CTECHAWTECH CBOErO Tesa.
MpaBgaa, nnakatel 6paBupyOT Mosio-
JeuKuM boapadectoM, a MuHTune
BbIOMPAET My3bIKanbHOWM TEMOW TPEBOMK-
HbIl TpeK Einstiirzende Neubauten, roe
pedpeHoM — cnoBo melancholia. Yto He
MeLLaeT nponucatb paboTy no paspAgy
60a1MN03UTUBHOM aKuuu: «<Moe Teno —
Moe [1e/10», HOPMa — JI0XKb, 40JION CTbIA,
npeKpacHo — BCE.
Ho 370 — TONbKO 0AMH acneKT; Ha4YMHaA
c Tena, unbM HemsberHO NMPUXOAUT K
Zyxy. A OH, U3BECTHOe [eno, ObILLUT,
rae X04eT; ¥ NoYTY Napanmn3oBaHHbIN,
06e306parKeHHbIN — ec/i UCXOOUTb U3
06LLENPUHATBLIX CTaHAAPTOB KPacoTbl
nypofacTea — KpuctuaH okasbiBaeTtca
KyOa CBoboHEN Y pacCKOMMIEKCOBaH-
Hel cBOero napTHepa Mo TPeHUHraMm,
npodeccuoHanbHoro axktepa Jlemapkuca,
KOTOPOMY 6bITb paCKOBaHHbIM MOJIOHKEHO
no job description. U uMeHHo KpucTuaH
BbICTYNaeT B ¢pusibMe NPoBOAHUKOM (Npu
MoMOLLY CBOEN cugenku put) B MUp
CEeKC-0pruu.
[a, K BblAAoLLEMYCA peruccepy
Jlyumany MuHTUAKE, CTOABLLEMY Y UC-
TOKOB HOBOW PYMbIHCKOM BOJIHbI, AQuHa
HUKaKOro OTHOLLEHUA He UMEEeT, OHU
npocTo ogHodamubLbl. U ¢ Tor camon
BOJIHOW C ee runeppeanncTuyecKom npu-
BA3aHHOCTbIO K BbITY HOBOMO PYMbIHCKO-
ro peruccepa, 0TXBaTUBLLErO MaBHbIN
npu3 bepnuHane-2018, Toxe HUYTO He
CBA3bIBAET.

Badum Pymkoackuli



- Kak BaM yganocb caenatb Ka-
Mepy HeBUAMMOMN ANA Y4aCTHUKOB
nencrena?

MaH JluboH: Korpa nioam nepersu-
BalOT ApaMaTiyecKme cobbITuA, UM
nneBaTb Ha MPUCYTCTBUE KaMepbl.
[1nA HUX OHa He BariHa: BarKHO

TO, YTO OHM YyBCTBYIOT B AaHHbIN
MOMEHT. A B KabuHeTe criefoBatens
MX 6eCMOKOUT TOMBKO 0Ha MbIC/Tb:
«OTNpaBAT MeHA 3a peLLEeTKY UK
HeT?». Tak 4To UM NneBaThb Ha

Tpex Np1aypKOB C KaMepoi, 3To
abCoMIOTHO He MMEET 3HaYeHna oA
HuX. [1a, KaKkune-To Bonpockl C Ux
CTOPOHbI M3peiKa BO3HWMKAIW, HO
Yallle BCero 310 He UMEeso HNUKaKoro
3HaYeHuA.

- XopoLuo, IoruKy 06BUHAEMbIX
Bbl 06'bACHUIU, A KaK KaMepy
BOCMPUHUMAET cliegoBaTtenb?
AHH [proa33: Korfa HaumHanueo
CbEMKM, A CPasy MOSHOCTbIO 3abbl-
Bana 1 o Kamepe, 1 0 MUKPOQOoHax,
1 060 BCeM NpoYeM, [are 0 ToM,
YTO 3TV lo AW BOOBLLE MPUCYTCTBY-
10T B KOMHaTe. A bbina cama coboi.
A Bcerga roeopio: «Mos paboTa

— 3TO He KMHO». To ecTb 3TO KMHO,

HO 3TO He K1Ho. Mos paboTa — 6bITb
[l03HaBaTes1eM, TaK YTo Nepeoe
MECTO OTBOAMIOCH AeNy U A0Mpo-
Cy 0BBMHAEMBIX UMM CBULETENEN.

A ayMaio, 60nbLLYI0 Posib B 3TOM
CbIrparno nosiHoe JoBepue K TOMY,
KaK VB 1 HaH genaiot ceoto paboTy.
MHaye 1 6bITb He Morrio. C Men A
3HaKoMa NeT NATHaAuUaTh, ¢ HaHoM
MeHbLLE, HO A abCoMIoTHO J0BEPSAID
o6ounM.

— Jlerko nu 6b1n0 COBMECTUTb Ha-
cToflLLMe YeNioBe4ecKue Tpare-
AvK, KoTopble Bbl NpenapupyeTte
B punbMe, C TaKUM KONIUYECTBOM
cMexa?

AHH [Ppro@33: A 370 1 eCTb KaTapcuc.
To ecTb BO3MOXKHOCTb Nepeatb
CBOW FOPBKMIA OMbIT BO BHELLHAI
MUP, Hay4MTLCA CMOTPETL Ha Hero
KaK Ha HeYTo NMOCTOPOHHEe, COXPa-
HAS NPW 3TOM CBOI MOEHTUYHOCT.
B 3TOM cMbicne Hac MHOroMy Hayum-
NV rpeveckme Tpareamn. Koraa Bbl
CMOTpUTE MOCTaHOBKM EBpunuaa
WNW Opyrux BENUKUX aHTUYHBIX
[pamaTypros, To BCTpeYaeTe Kak
pa3 TaKoe CMELLIEHNE YETIOBEYECKMNX
Tpareami 1 CLIEH, BbI3bIBAIOLLIMX

cMeX. [OTOMy YUTO Hy*HO UMeTb
BO3MOMHOCTb BbIMIECHYTb FOPBKUIA
OnbIT 13 caMoro cebnA 1 fare
MOCMeATLCA Had HUM. 3TO BO3MOMK-
HOCTb Yepe3 CMeX COXPaHUTb CBOIO
JIMYHOCTb M flarKe orpaamTs ceba
OT aHanornYHbIX NpPobeMm, ecnu
OHW MoBTOPATCA B ByayLLieM. 310
npoucxoamT 6narofapa ToMy, 4To
Bbl BCE e COXpaHAeTe HEeKOTopYIo
ANCTaHLIMIO MO OTHOLLIEHMIO K TOMY,
YTO pPa3bIrpbIBAETCA Ha CLIEHE.
- To ecTb Bbl BHOXHOBNANUCH
QHTUYHOWN KNnaccuKom?
AHH [proa33: Bce He TaK cepbesHo.
A 060rKalo AETEKTUBHbIE POMaHbI.
KHunr o Merpa, Araty Kpuctu, ®pe-
na Bapraca... M oboalo uctopude-
CKWe poMaHbl — 0 Kneonatpe, AHHe
ABcTpuinckon, Mapum-AHTyaHeTTe.
A yutaio Mx napannensHo. M 1o, n
ApYroe B KOMMJIeKCe NMo3BoNAeT
SIyuLLEe NOHATL YesIoBeYeCKyio Mpu-
poay.
- Korpa Bbl roBopuTe 0 getek-
TUBHbIX pOMaHax, To Ha3blBaeTe,
B OCHOBHOM, GpaHLLy3CK1e KHUMN.
HackonbKo Ta uctopus, Kotopas
co3faeTcA Ha 3KpaHe, HaLuo-
HanbHa?
AHH Iproa33: YecTHo roeops,
OyMalo, HY HackonbKo. [1a, ato
dpaHLy3cKo-6enbricKuin dunsm,
HO B HeM roBopuTcA He 0 benbrim, a
06 obLLieYenoBeyeckunx Npobnemax.
B 3TOM dunbme Bbl yBUOUTE Lienyio
Yepe[y UCTOPUIA, KOTOPble Ha4MHa-
I0TCA CO CMepTU, YOUIACTBA, KparM,
MOLLIEHHMYeCTBa — TO CTb C TexX
BeLLlel, KoTopble HaM 3anpeLLaT
[0ecATb 3anoBefet. Henb3A ckasatb
— «TaKoBa benbrua». Vnu — «Takoea
EBpona. Takos Mup!

Unmepabio aenu Aca KonoduxicHep

u lMemp LlenomuHHuUK

IMLF= dRELILY maner B «okTAGpe»

HA3AL

KOHKYPC [JOKYMEHTAJIbHOI O KMHO
MEHE3IC 2.0 (GENESIS 2.0) /

PEX. KPUCTNAH OPAN,

MAKCWM APBYTAEB

brnbMa aBa asTopa. OOuH — OMbITHBIA [OKYMEHTa-

mcT, wieenuapel, Kpuctan Opait. Bropown — cryaeHt

nocnegHero Kypca BIMKa pogom 13 Arytim,
Marcum Apbyraes. OunbM TorKe COCTOUT U3 BYX YacTel,
€C/M He CKa3aTb ABYX MWPOB. OWH — MUp AWKOM Npu-
pozbl, cypoBbix HoBocbMpcKyx ocTpoBoB B CeBepHOM
Jle0BUTOM OKeaHe, re MeCTHble HUTenn LobbIBaoT
OVBHM MaMOHTOB. BEIKambIBatoT M3 rps3n, BbloanonveaioT
13 BEYHOM MEP3M0ThI — YTOBLI MPOAATH 33 HECLIEHOK B
KuTait 1 HaKopMUTbL CeMbIO, KOTOPYIO 13-3a creLmduye-
CKVIX YCIIOBUI TPYaa BUOAT 04eHb pearo. Bropolt — mup
6OMbLLIOM HaYKW, MEMKOYHAPOOHEIX KOHPEPEHLMIA U -
raHTCKMX labopaTopuid, rae nepeoBble yMbl AeHb 1 HOYb
TPYOATCHA, YTOOLI OBHAPYHKUTL HUBbIE KNETKUN HUBOTHOIO,
BbIMEpLLIEro AeCATb ThiCAY 1ET Ha3ag. Beab ecniv noseser,
TO W3 TaKOM KNETKM MOMKHO BYIET KOHMPOBATL MAMOHTA.
MofacaauTs 3M6pUOH 06BIKHOBEHHOM CroHKXe. MpoBecTr
CcyMacLLeLLIMIA SKCNepUMEHT. BMeLLIaTLCA B X0 UCTopUK,
B 04epeaHow pas NnoasvHYTL MaTb-MPUPOAY — U ee 3a-
KoHbl. KrioveBoe cobbithe duribMa (M HayKu 3a nocneaHue
HECKOMBKO NET) — CEHCALMOHHaA HaXx0aKa NpexpacHo
COXpaHMBLLIEICA TyLLIM MamoHTa. Ha Kamepy nonarno He-
BEPOATHOE — 3aMKCb TOMO, KaK MO 3aKOBaHHOM BO Jibax
LLIKype COMMTCA rycTan KpoBb. TaK, 6yaTo HUBOTHOE Mo-
6510 TOMBKO YTO, @ He ThICAYM NIET Ha3ag,
BorbLLIoe coceCTBYET € MarbiM, BbIPACTaeT 13 Hero.
A oTTOro Kyfa nHTepecHee GabpuK Mo KIOHMPOBaHMIO
ZIOMALLIHUX HUBOTHBIX (OMH NecUK 060MaEeTCA BaM B
KPYITIEHBRYIO CyMMY, 3aTO BTOPOT0, TOYb-B-TOYb TaKOIO
¥Ke, Nosy4nTe B NoAapoK) Habmio4aTh 3a NoBceaHEBHOM
FU3HBIO MPOCTBIX [A0BLITUMKOB GUBHE. 33 NMIodbMM, [N1A
KOTOPbIX 3TN OCTaHKMN — 1 KOPMUTELL, 1 OBBEKT PEBHETO
KynbTa. HYT0-TO CTPaLLHOE, OMacHoe, obrafaloLLee MUCTH-
YeCKOM CUJTON.
06a Mvpa TECHO CBA3aHbI, XOTA BA3YanbHO MEHKY HAMM
Hidero obLero. ViHonnaHeTHbIe Nen3aru — 1 CTepUsbHbIE
KOMHaTbl. KonopuTHbIe MyHKUYKM, GUIMIPAHHO CMeLLI-
BalOLLIVE AKYTCKUIA A3bIK C PYCCKM MaToM — 1 biarodecTi-
Bble Mpodeccopkl B 6erbix xanatax. CBAsb 060mx MUMPOB
OCyLLIECTBAAETCA Yepe3s Hagemway. Ha To, uto HargeTcs
YKUBaA KIETKA, YOACTCA SKCNepUMeHT. Vnm yTo ceromHA
Tebe nonagetcA brBeHb noLenee, MoKy ¢ Aobbl4el He
pa3daBUT LLITOPM W YOACTCA BBIPYYUTL XOTA Gbl Ha Napy
COTEH [0M171apoB 6oMbLLE, YeM B MPOLLIOM MecALe. Ha-
[lerKaa — T, YTO 3aCTaBNAET HUTENen 060Mx MAPOB MATU
Briepes. Brpbi3atbeaA KainoM B byayLiiee, KoTopoe elle
TEMHEE, YeM MPOLLTIOe.

Hukuma Kapyes




NU/ &

MAIN COMPETITION
DIR. YANG GE

A beautiful girl in a green coat and a funny hat with
long ears is trying to hypnotize the intercom at the
entrance to an apartment block. She calls a friend,
and they discuss whether any cool boys will attend a
party on Friday. She goes to photo shoots and kisses
the photographer. She sings songs, puzzling over the
eternal question: who to sleep with? Every day she
records videos for an unknown viewer, in which she
shares her most secret feelings and desires.
Nu is a directing debut of exceptional and unique
Chinese-born Yang Ge — Sergey Soloviev's apprentice,
an actress of the Gogol Centre and a finalist of the
Russian «Voice». As the contemporary popular and
social culture puts seeming far above actually being,
Yang Ge, who plays the protagonist herself, simply
exists on screen for an hour and a half. Nu generally
is an open dialogue with the audience — and not just
because of frequent entries from the character’s vlog.
She is so plainly in front of the audience that it's im-
possible not to take her story personally. The dialogue
- or rather, the question whether having dialogue is
possible at all, which remains unanswered - is the
film’s central theme. More than anything, Yang Ge's
nameless heroine wants to be heard. She desperately
tries to turn her monologue into a dialogue and de-
ploys it on several levels: in speech, in musical pieces
(which fill a very natural niche in the film's rhythm),
in her own plastics and cinegeny. When on edge, the
girl resorts to her native Chinese, but the language
barrier she complains about turns into a much more
global conflict: her voice isn't heard in the surrounding
disorderly «white noise» at all - let alone by the one,
most important person.
This film starts as a volatile vignette about joys, wor-
ries and misundestandings in the personal life of a
single girl with a broken heart in a big city — and then
touches the very nerve of a painfully familiar and pain-
fully genuine life. Her misfortunes in bars and awk-
ward efforts of online dating constitute an understated
narrative — a big and important chunk of a person'’s life
was just peeled off, and she has to come to terms with
it. Nu (and the meaning of Nu here shouldn't be taken
at face value), with its cheerful fluorescent colouring,
offers dozens of nuances that will hit home for most
viewers. And frankly, the announced question «Who
to sleep with?» in the current cultural paradigm is
equivalent both to the traditional «Who's to blame?»
and «What should we do now?»

Olga Artemyeva

RAGE / RAIVA

MAIN COMPETITION
DIR. SERGIO TREFAUT

Sérgio Tréfaut is one of the leaders of the Portugal
documentary cinema. In fact, in the past he headed the
Doclisboa International Film Festival, as well as Apor-
doc - Portuguese Documentary Association. Manuel
da Fonseca was mainly known as a poet, and less as a
novelist. To most Russian readers his name probably
doesn't ring a bell. His rare appearances in «progres-
sive writers’» prose collections used to get tradition-
ally ideologically colored reviews: «His novels vividly
and realistically depict the life of peasants earning
their bread, as well as the liberation of the minds of
the common people, their first steps in fighting for a
better life, while satirizing provincial bourgeois». His
short novel «The seed of rage» which Rage is based
on, got the following review: «The conflict here is
ordinary and typical for Alentejo province, the region

of big latifundia and strong concentration of agricul-
tural proletariat masses». And to close the topic of
the presumptuous Soviet literary criticism and their
opinions on da Fonseca, let's quote one last piece of
«judgement»: «He intends to objectify his depictions
as much as possible, intentionally avoiding any sort of
author's commentary and seemingly granting himself
the role of a film camera in his own narrative».

Sure, if da Fonseca were big on moralizations and
lectures, he would be much more popular with Soviet
publishing houses, but then his prose would much
less likely be of any interest to Sérgio Tréfaut. The
trademark of his film seems to be intentional mini-
malism, most probably meant to convey the Spartan
lifestyle of the protagonist’s family: his sarcastic
mother-in-law, quietly suffering wife, and lonely teen-
age son. Palma himself exists almost in a separate
reality, torn between random paid jobs and hiding
from authorities. It seems at times that he watched
his close ones from afar, even though it doesn't even
seem entirely reasonable to call them that, as their
emotions seem to be as ascetic as their lifestyle. The
land also appears to be lifeless. It seems this world
only consists of two kinds of objects — the stones that
fill all the space around, and bread, which also looks
like stones. Bread is both a «currency» and a rare
«guest» in this house, so the process of cutting and
tasting it is somewhat of a ritual.

The black-and-white imagery chosen by Sérgio
Tréfaut is both traditional and unusual in an almost
classical sharpness of its form. There’s no blurriness
here, no undertones, on the opposite - the visuals
are extremely graphic, almost architectural, mak-

ing the film look less like monochromic experiments
of contemporary directors, and more like Aleksandr
Dovzhenko'’s Soil. Tréfaut’s film also reminds of Alek-
sey German'’s Hard to Be a God in his attempt to create
his own stylized world, loosely depicting Portuguese
province of the 50s.

The fact that a seasoned documentary filmmaker
leans towards intentional conventionality in the live-
action project is not very surprising: the things we
choose to see as «realistic» get lost in time, and only
the eternal remains. Spirts of flame flickering in a
fireplace. Shadows dancing on the cave walls. Stones
- and bread.

SO HELP ME
GOD /

NI JUGE,

NI SOUMISE

FREE THOUGH
DIR. JEAN LIBON, YVES HINANT

Marina Bolt

- How did you manage to make the camera almost
invisible?

Jean Libon: When people go through dramatic
experiences, they don't care about cameras. A camera
doesn't matter, what matters is their feelings. In an
investigator's office, only one thought is important: “Will
they lock me up in prison?” So the characters don't
care about three guys with a camera, it does not bother
them. Yes, sometimes they asked questions, usually
they simply ignored us.

- 0K, so the attitude of the accused is clear,

and what about the investigator? What was his
reaction?

Anne Gruwez: As soon as the shooting began, | forgot
all about the cameras, and the microphones, and
everything, even about the people present in the room.
| was myself. | keep repeating: “My job is not cinema”.

| mean, this is cinema, but this is not cinema. My job

is investigating, so the priority was given to my work,
to questioning. | think what mattered was that | totally
trusted Yves and Jean and their working methods. It
was only natural. I've known Yves for about 15 years,
and although | know Jean less well, but | trust them
both completely.
- How hard was it to combine laughter and real
human tragedies which you scrutinize in the film?
Anne Gruwez: This is catharsis. It gives you a chance
to transfer your own bitter experience outside, to learn
to look at it as if it belonged to someone else while
keeping your own identity intact. In this sense, Greek
tragedies taught us a lot. You encounter this mixture
of human tragedy and laughter in plays by Euripides
or other Antique playwrights. Everyone must have a
chance to pour out their bitter experience and laugh
at it. Laughter enables you to remain yourself and to
protect yourself from future problems of the same
kind. It happens because you keep a distance from the
events on stage.
- Are you inspired by Antique classics?
Anne Gruwez: Not that much. | adore detective stories.
Maigret, Agatha Christie, Fred Vargas... And | also love
historical novels about Cleopatra, Anne of Austria,
Marie-Antoinette... | read them all at the same time.
Together, they help me understand human nature
better.
— When you talk about detectives, you name mostly
French books. Is the story you created national?
Anne Gruwez: Frankly, | think it's not national at
all. Sure, it's a French-Belgian co-production, but
the problems tackled in it aren’t Belgian but rather
universal. You'll see a variety of stories which start
with death, murder, theft, fraud, i.e. everything which
is forbidden by the Ten Commandments. You can't say
“That's Belgium”. Or “That's Europe”. That's the world!
Interviewed by Asya Kolodizhner
and Peter Shepotinnik

MADEMOISELLE
PARADIS / LICHT

EUPHORIA OF RESISTANCE
DIR. BARBARA ALBERT

— The main character is blind. But what can she
see? Does she have some sort of inner vision?
Barbara Albert: | read many books by Oliver Sacks. He
was a very interesting person and studied perception.
He wrote about music and blindness and pain, and
claimed that some people can see music. | like the idea
that Marie-Therese was able to «see» music. We know
she was very talented. People who have a talent for
music seem to get very vivid visual impressions when
they perform. Though we can't know it for sure. She
lost her vision when she was three. She should have
some visual memories of the world, but we don't know
what they are.

Some said that Marie-Therese regained her vision,
while others claim she merely imagined it, that she
couldn't see but described her fantasies, because she
craved Mesmer's love. And she saw pictures only in her
mind. But | don't believe it. | think that for a short period
she indeed could see.

- To what extent is the film based on real events?
Barbara Albert: «What is reality?» It is a difficult
question for a director. It was interesting for me to
regain my own personal perception of the world while
working on this film. When the main character creates,
she starts seeing, she perceives the world so naively,
so purely... And following her, | myself regained this
ability to see. Our world is overloaded with visual
information, there are too many pictures, too much of
everything. Our visual abilities may have dulled.

| was less interested in the historical aspects and

more — in finding ways of rendering my character’s



perception, of showing it on screen when she starts to
see something. And then my camera operator found
a special camera without a lens. It had only a plate
with a tiny hole in it. Light passing through the hole
produced strange blurred images.
— In this case, how did the character’s vision
correspond to the real world?
Barbara Albert: | like to believe that what we call
«the real world» doesn't really exist. We see the world
the way we see it because we have eyes. But we
can't know if we see it adequately. Our eyes have a
certain structure, but the eyes of animals or insects
have a different structure, so they must see the world
differently. We only know that everything is relative in
the world. And there is no ultimate truth. This theory
also accounts for different ways to percept art — art as
a unique poetic perception of the world, as the ability of
a person to find poetry in the world.
Maria Dragus: | agree with Barbara. Art is something
that exists inside you. But it's also what other people
explain to you. But the essential element is your own
opinion. Art is very personal, and that's why it's very
difficult for me to assess a work of art.
- Does it refer to your character too?
Maria Dragus: She says: «|'d rather be famous and
blind than sighted and nameless». She is anxious that
people around don't appreciate her artistic work, that
she will no longer be loved if instead of a blind pianist
she becomes a sighted one. This is in keeping with
our present-day reality, when many people sense
they aren't adequately appreciated. But this is how the
world works, and people do perceive a lot of things
superfluously.

Interview by Asya Kolodizhner

and Peter Shepotinnik

TOUCH ME NOT

MISSING PICTURE
DIR. ADINA PINTILIE

Sterile white walls and light filling the space make the
studio look more like a contemporary art gallery - or
an operating theatre. Adina Pintilie is a debutant; we
see her on screen, participating in a dialogue with

the characters. This is an artistic experiment in which
the main object of observation is a human body: a
vessel of the soul — and biological liquids, an object
of studies for both art and medicine, a miraculous
creation which provokes admiration, revulsion, lust
and nausea - and perhaps even all at once.

The opening scene with the camera shamelessly
exploring a naked man's body in super close-up sets
the pace for the film - a sexual psychological odyssey
of the director's alter ego, a mature woman called
Laura Benson. Her long history of psychological
traumas prevents her from physical contacts with
other people. On the way to accept her own body,
Laura will meet with an exquisite middle-aged
transsexual and an almost comical bearded therapist,
an adept of subtle physical violence.

At the same time Pintilie watches training sessions
attended by a character of popular Icelandic actor
Témas Lemarquis and a real person, Christian
Bayerlein, who suffers from a severe body
deformation that only left his eyes and his penis intact.
Laura is a real person too, a French actress with
British roots, an apprentice of Patrice Chérau, whose
cinematic and theatrical world is dominated by

flesh and physicality. She also worked with Alain
Resnais and Luc Bondy. The border between the
genuine unstaged situations and emotions and fiction
in Pintilie's film is oscillating. The past few years
have adjusted us to the unexpected mergers and
acquisitions of fiction and non-fiction, but Pintilie is
able to radicalize this symbiosis by addressing the
most private — in every meaning of this word - parts.
The film is serious and instructive, like a poster in

a clinic: wash your hands before a meal, beware
of viruses - and feel comfortable with your body.
The posters tend to be excessively cheerful though,
which cannot be said about the general atmosphere
of Pintilie's film, with the main musical theme being
Einstlirzende Neubauten, an anxious trek repeating
the word melancholia again and again. However, the
film exudes body positive attitude: my body is my
business, there are no norms and standards, there's
no reason to be ashamed, and each body is wonderful.
Starting with the physical, the film eventually comes
to the spiritual. And as we know, the spirit can be
strong even in the weak body. So Christian, almost
paralyzed, mangled, turns out to be much more
uninhibited than his partner, professional actor
Lemarquis, for whom freedom and openness are
supposed to be part of the job. And it is Christian (with
the help of his caregiver Grit) who becomes the guide
in the world of orgies.
It should also be mentioned that Adina, who won
the main prize at the 2018 Berlin Film Festival, has
no relation to outstanding director Lucian Pintilie,
a pioneer of the Romanian New Wave - and is not
connected to the said New Wave either.

Vadim Rutkovskiy

GENESIS 2.0

DOCUMENTARY COMPETITION
DIR. CHRISTIAN FREI, MAXIM ARBUGAEV

This film was created by two people. One is Christian
Frei, an experienced documentary filmmaker from
Switzerland. The second is Maxim Arbugaev from
Yakutia, who is finishing VGIK.

The film also consists of two very different parts that
reflect two very different worlds. One is the world

of wild nature, harsh New Siberian islands in the
Arctic Ocean, where local residents procure mam-
moth tusks. They dig them out of dirt, extricate them
from permafrost — and sell them to China for next to
nothing to feed the family which they don't get much
chance to see because of their excruciating, time-
consuming work.

The second is the world of progress and science,
international conferences and spacy laboratories,
where the greatest mind work day and night in an
attempt to locate living cells of animals that have
been extinct for ten thousand years. Because, if
they're lucky, this cell will enable them to clone a real
mammoth! Conduct a mental experiment, implant the
embryo to a female elephant, meddle in history and
once again defy Nature and its laws. The film centres
on one of the greatest scientific breakouts in recent
years: the discovery of an extremely well-preserved
mammoth body. The camera captures the unim-
aginable: thick blood oozing from the ice-clad skin,
as if the animal has just died and not been dead for
thousands of years.

The great coexist with the small, bases on it. So
cloning factories, where you can clone your favourite
dog for a small fortune but will get a second, identical
one, for free, results to be far less fascinating than the
daily routine of mammoth hunters. For them, these
remains are at the same time their goods to trade and
their relics to worship, something terrifying, danger-
ous and mystically powerful.

The two worlds are closely connected, although they
have nothing in common from the visual point of view.
Surreal landscapes against sterile labs, colourful men
who mix Yakut language with Russian swear words
against respectable scientists in white coats... The
bridge between the two worlds is hope. The hope that
the experiment will be successful, that a single living
cell will be found, or that today you'll find an intact
tusk, the boat with the catch will not go down, and
you'll make at least a couple hundreds dollars more
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than last months.
Hope is what makes the inhabitants of the two worlds
move on, hacking their axes into the future, which is
by far gloomier and darker than the past.

Nikita Kartsev

BREAKING NEWS

IME OF WOMEN
DIR. IULIA RUGINA

- The protagonist in your film is a rather mediocre
man. What puts him in the centre of attention not
only of the audience but also of other characters?
lulia Rugind: You can call him mediocre or even
featureless, but this featurelessness can harbor a
multi-layered story, depending on your point of view.
Itis partly the film's theme, because it tells the story
of a certain man from three different perspectives:
through the journalist's eyes, through the eyes of the
protagonist's daughter, and through the media. And if
you go even deeper, there's also his own perspective,
his own story that he can no longer tell himself
because he's dead. We can only discern it by what has
remained: his belongings, other people talking about
him, videos, pictures — everything that is left when we
pass away.
At a certain point, the protagonist asks himself: «If | die
tomorrow, what will they say about me on TV?» | asked
myself the same question, and | think that potential
program about me would probably be similar to the
one the characters make. And it's fine. We're inclined
to put a sort of a halo around the deceased because we
perceive it as our sacred duty to present the deceased
in the best possible light. Yet we do it not for them but
for ourselves, to feel that we are humane.
— There are two cameras in the film. The first is
the TV camera, and the second is yours, the one
through which we see the characters. How are they
different and how are they similar?
— When we considered the best way of filming, we
decided our camera should be clearly present in the
film, from the beginning till the end, almost like in a
documentary, as if we're following our character all
the time. We don't film anything he himself doesn't
see. We know only what he knows, which creates
a sense of participation we were striving for: the
audience share the protagonist's feelings. But there
is also a TV camera, which tells his story the way
other characters would like to hear it: the deceased
was a good person, a good father, and so on. There
is a scene, during the interview, when the girl looks
directly in our camera — not in the TV camera - and
these two points of view coincide. We didn't plan it
initially, but on the set the girl felt it was time to look
in the film camera for the first time. | think it was the
moment of transition, when the two points of view
merged.
— Have you ever worked as a TV journalist
yourself?
- No, never, but while | was working on the script,
| spent a lot of time in a TV newsroom. We talked
to journalists, went out with them to do reports,
witnessed how everything was arranged, what they
felt, how they worked. What struck me was that these
people, who regularly go to the sites of accidents
and witness tragic or dangerous events, were not
depressed. Journalists have psychological armour of
a kind, because otherwise these events would affect
their personality so much they wouldn't be able to
speak in front of a camera...It's the same effect that
doctors experience: if a surgeon starts crying at every
operation, they will fail at their job. These people
conceal their humaneness, because this is the only
efficient approach to their job, which, ironically, makes
it very humane.

Interview by Asya Kolodizhner

and Peter Shepotinnik
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IMLF= dRELILY maner B «okTAGpe»

22 AMNPENA / APR|L, 22 22:30 KOKTEBESTb / KOKTEBEL OKTABPb, 9
11:00 HVHOTIOEMTED / AMATOR 3BEIA. 1 23:59 HEZLOTPOTA / TOUCH ME NOT OKTABPb, 2
12:30 KUTAVICKVE BAH FOMM / ZHONG GUO FAN GAO OKTABPb, 2
1230 3EMIA/LAND OKTABPb, 4 23 AMPENA / APRIL, 23
13:15 TPAHATOBBI/ CAl/ NAR BAGI LOK, 1 13:00 APUTMUA / ARRHYTHMIA OKTABPb, 8
13:30 LEBCTBEHHULIbI / VIRGINS OKTABPb, 5 13:30 MPUTBOPLLVKY / DE PRETENDERS OKTABPb, 9
13:35 BOCMOMWHAHWA 0 CONJATE / SOLDIER'S MEMENTOS KocMmac, 1 14:00 BbIFOPAHUE / BURNOUT OKTABPb, 4
14:00 CUJTbHO JTI0BMMAA / MUCH LOVED i 14:00 B MOVCKAX NMPA3HMKA / THE LEISURE SEEKER 1
14:00 CTOMKOCTb / SABOT OKTABPb, 1 14:30 YY0 / STEBUKLAS OKTABPb, 5
14:00 ECTb MATb MYHUMHA HEHLLIMHA / YIN SHI NAN NU OKTABPb, 9 14:30 [IPYTAA MATb / ANOTHER MOTHER'S SON OKTABPb, 7
14:15 HACTELHWLIbI / LAS HEREDERAS OKTABPb, 8 14:30 LIAPB-TTTVLIA / TOYON KYYL OKTABPb, 1
14:45 BAPBAPA / BARBARA OKTABPb, 7 14:30 YAMKA / DIE SEEMEEU OKTABPb, 10
15:00 BCE 3A O[HOIO... OZIMH 3A BCEX / ALL FOR ONE...ONE FOR ALL OKTABPb, 4 15:00 UrONBHULIA / PIN CUSHION LK, 1
15:00 OEPA O MOJTbLLE / OPERA O POLSCE OKTABPb, 4 15:15 HEPELUMTENbHBI / BAHUCHITHAWADIYA OKTABPb, 11
15:00 [LbABOSBCKOE OKO / DJAVULENS OGA OKTABPb, 11 15:45 JMLEMEPbI / TEESKLEJAD OKTABPb, 8
15:00 CKYCCTBO BITALEHUA HOMOM / KNIFE SKILLS OKTABPb, 4 16:00 XAHA / HANAA OKTABPb, 2
15:00 3ABNYALUME / STRAY OKTABPb, 10 16:00 MPO YPOL0B W NIOAEV / PRO URODOV | LYUDEY 3BE3JA, 1
15:00 B MOMCKAX MPA3OHWKA / THE LEISURE SEEKER OKTABPb, 2 16:00 KOKTEBESb / KOKTEBEL OKTABPb, 9
15:00 O[IMHOKAA BTBA TOMACA PUTA / THE LONELY BATTLE OF THOMAS REID LUK, 1 16:30 J0HOCTb BE3 BOTA / JUSEND OHNE GOTT 1
15:30 J0HOCTb BE3 BOTA / JUGEND OHNE GOTT OKTABPb,5 16:45 KUTAVICKVE BAH FOMM / ZHONG GUO FAN GAQ LK, 1
16:30 WAMKDA / TORST L 17:00 MEPBEHELL / PIRMDZIMTAIS OKTABPb, 5
16:30 [0BJIATOB / DOVLATOV OKTABPb, 8 17:00 MOCNEHAA 3AMNCh / TO TELEFTAIO SIMEIOMA OKTABPb, 7
16:30 THEB/ RAIVA OKTABPb, 1 17:00 BOSbLLIOM BOCC / TANG SHAN DA XIONG I0HOCTb, 1
16:40 TMOPOPOKA / POROROCA I0HOCTb, 1 17:00 HOYHOM BOr / NIGHT GOD OKTABPb, 1
16:45 MAHWSA / MANIC UOK, 1 17:10 THEB / RAIVA KocMmoc, 1
16:45 AJIEKCAHLIP HEBCHWV / ALEKSANDER NEVSKY OKTABPb, 9 17:15 HE FOBOPS! 0 BCEX 3TWX MEHLLMHAX / FOR ATT INTE TALA OM ALLA DESSA KVINNOR OKTABPb, 11
17:00 PALYFA / UNA QUESTIONE PRIVATA OKTABPb, 7 17:30 [LEBCTBEHHMLIbI/ VIRGINS OKTABPb, 4
17:00 MKAH-OPAHCYA 1 CMbICIT *U3HI / JEAN FRANGOIS | EL SENTIT DE LA VIDA TYIIA, 1 18:00 0L OBE3bAHBI / GODINA MAJMUNA OKTABPb, 10
17:15 MPUYACTVIE / NATTVARDSGASTERNA OKTABPb, 11 18:15 3HOW / ZNOY OKTABPb, 9
18:00 BbIXOLHOW / HOLIDAY KocMoc, 1 18:30 3EMJIA/ LAND UK, 1
18:00 TEHE3MC 2.0/ GENESIS 2.0 OKTABPb, 2 18:30 MOPOPOKA / POROROCA OKTABPb, 8
18:15 OTE/Tb 'Y MOMMBLLETO ANTBMMHUCTA' / HUKKUNUD ALPINISTI" HOTELL OKTABPb, 10 19:00 MKEHLUMHBI YKOYT / KVINNORS VANTAN 1
18:30 CPOYHBIE HOBOCTM / BREAKING NEWS OKTABPb, 4 19:00 CTAPbI/ MOPEX / OLD MARINE BOY OKTABPb, 2
18:30 K PAOOCTU/ TILL GLADJE T 19:00 MECHb [PEBA / DARAK YRY BEPE3KA, 1
18:45 YIO/10K KOPOTKOO METPA. BUAEHWA BYYLLETO / SHORT FILM CORNER. FUTURE PERFECT ~ OKTABPb, 5 19:00 [IPYMKENIOBHbIV 3BEP / O ANIMAL CORDIAL I0HOCTb, 1
19:00 BHE3AMHO CHOBA CEMHALLIATb / 28 SUI WEI CHENGNIAN BEPE3KA, 1 19:15 CTOMKOCTb / SABOT KOCMOC, 1
19:00 JIMLO / TWARZ OKTABPb, 7 19:15 W CMEX, W CHEF CJTABbI MOMTYHUHA / SLAVA'S JOURNEY: SECRETS OF SNOW OKTABPb, 5
19:00 [LIPYTAA CTOPOHA BCEI0 / DRUGA STRANA SVEGA LUK, 1 19:30 KYNAK APOCTU / JING WU MEN OKTABPb, 11
19:00 KPOTKAA / UNE FEMME DOUCE 3BE30A, 1 19:45 HY CYIbA, HUA MOACYAMMAA / NI JUGE, NI SOUMISE OKTABPb, 7
19:30 MYTb APAKOHA / MENG LONG GUO JIANG OKTABPb, 11 20:00 CMEHO Y PTA/ AR PUTAM UZ LUPAM OKTABPb, 1
19:30 CBET/LICHT OKTABPb, 8 20:00 HAH-OPAHCYA U CMbICT YKU3HW / JEAN FRANGOIS | EL SENTIT DE LA VIDA OKTABPb, 4
19:30 KYJTAK APOCTY / JING WU MEN TYJIA, 1 20:10 CEQIbMOW KOHTWUHEHT / DER SIEBENTE KONTINENT 3BE3MA, 1
19:30 Hio / 4 OKTABPb, 1 20:30 BPEMA HATBbI / BPEMA HATBb OKTABPb, 9
19:45 TACMAP ELIET HA CBALIbBY / GASPARD VA AU MARIAGE KocMoc, 1 20:30 YYIKAA / UNRELATED OKTABPb, 10
20:15 JIVHA 2112 / MOON OKTABPb, 10 2045 FEHE3MC 2.0/ GENESIS 2.0 UK, 1
20:15 Y CBATOrO MUXAWIA BbIT METYX / SAN MICHELE AVEVA UN GALLO OKTABPb, 9 2115 JIETO C MOHMKOW / SOMMAREN MED MONIKA 1
20:30 JIETHAA UrPA / SOMMARLEK T 22:00 NO-ONE / NO-ONE OKTABPb, 5
20:35 [JAJEKVIE FOMOCA, 3ACTBIBLUVE MU3HM / DISTANT VOICES, STILL LIVES 3BE30A, 1 2200 YAC BOJTKA / VARGTIMMEN OKTABPb, 11
21:00 HAE3AHWK / THE RIDER LAk 22:00 INTO_HALWVA BOJbLLOM OJECCI / INTO_NATSIYA BOLSHOY ODESSY OKTABPb, 8
21:30 HW CyabA, HXA MOACYOMMARA / NI JUGE, NI SOUMISE OKTABPb, 2 22:00 YESIOBEYECKMM NOTOK / HUMAN FLOW OKTABPb, 2
21:30 KOHKYPC KOPOTKOIO METPA / SHORT FILMS COMPETITION OKTABPb, 5 230 HUHA / NINA OKTHABPb, 1
21:30 MOJITBA/ LA PRIERE OKTABPb, 7 22:30 HEMOBWHOBEHME / DISOBEDIENCE OKTABPb, 7
22:00 PEKOHCTPYKLIUA / RECONSTITUIREA OKTABPb, 11 22:30 MONUTEX / POLYTECHNIQUE OKTABPb, 9
22:00 MEXOY CTENNAMEN / IN DEN GANGEN OKTABPb, 1 23:00 TAHLIYA B MbIIN / RAGHS DAR GHOBA OKTABPb, 10
22:00 MICCUC XAL / MADAME HYDE OKTABPb, 8 23:00 CNALOCTHBI/ KPAV / SWEET COUNTRY OKTABPb, 4
22:00 LPYYEIOBHbIA 3BEPb / O ANIMAL CORDIAL OKTABPb, 4

Tr - TPETbAKOBCKAA TANIEPEA  LLAK - LIEHTP OKYMEHTAJIbHOIO KMHO
22:30 TMTAPA-MOHI0OWU[ / GITARRMONGOT OKTABPb, 10

PEOKONJIEMUA: UrOPb CABE/IBEB /ACA KONOAWMKHEP / ONTbIA APTEMBEBA / EBA KPAYC / UNbA KOMBINOB / HUKUTA KAPLIEB / AHOPE LUMIONEB / MAXAW KYKWH / METP LLEMOTUHHKK
NEPEBOAbI: KMPA TYNYMOBA / MAPUA TEPAKOMAH ®OTO: ANTEKCEN I0LLIEHKOB / FTEHHAOMM ABPAMEHKO / EBIEHWIA MOMOB BEPCTKA: MAPWSA PEBAKMHA MAKET FA3ETbI: AMUTPUIA METENKWH / OTbrA NIbHAHARA



40 MOCKOBCKMIA MEXXIYHAPOQHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
W JEMNAPTAMEHTA KYNIbTYPbl TOPOIA MOCKBbI
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