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Caby HaH-OpaHcya Puwwe
Al - Akynsa A rosopto Kaccento: «Tbl MeaBeab»
OT PEXMCCEPCKOrD MUpa. U «Tbl NACa», Y OH BCE NOHMMAET.

Sabu Jean-Francais Richet
|'am the yakuza I tell Cassell: «Now be a bear»
of the directorial world. or «Now be a fox» —and he gets it.

eCTVBasb OTKPbINCA Npo-
@XJ‘IaﬂHbIM, [axe CN1LLIKOM

NpOoXnagHbIM anpesibCKUM
BeyepoM. BnpouyeM, 3To He noMeLLano
TPaAMLIMOHHOMY aXKMOTary BO3-
Ne KpacHow AopoKu. [obaBunocb
3K30TUYECKUX HOT: TaK, HypPHaNNCTI,
06bI4HO NpeanoYMTaloLLME 3BE3[ KOH-
KypcaHTaM, u3ganeKa y3Hanu AxyT-
CKMX KMHEMaTorpaducToB U 4OMM0
He OTMyCKanu uXx.
Put™ LepemMoHum 3agana rpynna
Hodila Izba, 06beguHAIoLLaA 3THNYe-
CKMe 3aneBbl C MOLLHbLIM [Ka30BbIM
rpysoM. Mo 3ToT CTUNEBON MUKCT
MpoLLen BCTYNUTENbHbIN POnK
06 oTpaeHun uctopum Poccum B
UCTOPWM KMHO M HaobopoT. PaccKas
nony4yumnca ot A oo A: oT «AHgpeA
Py6nésa» no «AputMum». Co Bcemm
HensbeHbIMU NPOTUBOPEUUAMM —
Korfa cTankuBatoTcA «[1o cBMaaHua,
ManbumKul» n «CtanuHrpag-3D»,
«LIMpK» 1 «YTOMNeHHble conHuemy. B
MOTOKe KafpoB BO3HWUK 1 KUHODOPYM
u3 ¢punoMa «MocKBa cresaM He Be-
puT»: GecTuBasib Kak MecTo BCTpeun
COBEPLLEHHO Pa3sHbIX TPaaULMIA 1
cTunen.
lMpoTvBOpeYnit He oboLLNM U HA
LlepeMOHMM: CO CLieHbI 06BABIANM
MocKoBcKuiA pecTnBasb NPOpLIBHLIM
W YKYPUIM 338 KOHCEPBATUBHOCTb, [0~
6pbiM croBoM BcrioMuHanv Mogapa,
nosucLuero Ha KaHHCKOM 3aHaBece,
1 NpU3HaBauCh B N0bBK TpaguLMm
Bcneq 3a HaHoM-OpaHcya Puwwe,
PeMMUCCEPOM PuIbMa OTHPbITUA.
0 Tpaguumu B uTore bblN10 CKazaHo
6onbLue. Pagukan u HoBatop KuM
Kunayk nonyumn npus 3a Bknag B
MUPOBOE KNHO. OH e NPUHAN U CUM-
BOJIMYECKUI 6UneT B byayLuee — Lenb
npeacenartens xwopu. U, Bolpasus
Hageway yBUOeTb B KOHKYpPCE OCMbIC-
NEHHOE KMHO, LLIESTKHYN XJTONYLLKOW C
undpoit «41». OTcyeT noLuen.
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HYEJIOBEK, KOTOPbIN YOUBWUJ1 BCEX

TOro, YTO 3acTaBMAET ero B3ATLCA 3@ MEPO, KUCTb
WM KUHOKaMepy, «MepeagpecoBas» CBol ped-
neKcuio Mupy. Y10 ctano nctokamm anAa Knum Kugyka —
Mbl He 3HaeM, 1 BpAL SN y3HaeM, y4nTbIBaA cnocob-
HOCTb permnccepa No-BOCTOYHOMY TOHKO YX0OUTb OT
OTBETOB W MpefiaraTb «BapuUaHTbl CIOETa» He TONbKO
B KWHO. B 0[1HOM 13 MHTEPBLIO OH CKYMO paccKasan o
TOM, YTO B MOSIOZOCTU UCMBITHIBAM C/IOKHOCTM B 06LLie-
HUK C «MOKOJeHWEM OTLIOB» (OTeL peruccepa npotuesn
Kopelickyto BoWHy), HO MOTOM BO3HMKIIO MOHUMaHHUE.
WNHTepecHo, KctaTh, 4To TeMy Kopelckoro KoHbnmKTa
KunM Knayk npy 3ToM NoYTU He 3aTparnBaeT B KWHO,
O[IHVM U3 HEMHOMMX BbICKa3blBaHWM cTana «CeTb»
(nokasbiBanack Ha 39 MMK®), B KoTopoI perkuccep
napafoKcanbHo npeanaraeT B3rAHyTb Ha OxHoe,
a He CeBepHoe 06LLeCcTBO KaK Ha 06LLEeCTBO He-
cBob0ofbl. A praBbiii BOeHHbIM Kopabsb B HOBEMLLIER
paboTe, «HenoBeK, NPOCTPaHCTBO, BPEMA U CHOBa
YenoBeK», KoTopanA bydeT NoKkasaHa Ha 41 MMKO,
TOME MOMHO MOCUUTATh «MPUBETOM» TEME TPaBMMPO-
BaHWA BOMHOM... BbIxod nonymoKyMeHTansHoro (Mnm
nceBOoOO0OKyMeHTanbHoro) dunbMa «ApupaHr» B 2011
rogy obpyLunn Ha KnayKa Lenbii LKBan Bonpocos
13 cepum «A npaBaa nn, YTo...», CBA3AHHBIX C ero 61o-
rpadwuen, Ho 1 Torda persmccep oTBeyan B ayxe: «A He

ykam,qoro KPYMHOIO XyOOMHWKa — CBOW UCTOKM

MUCTOpUeit NtobBM 1 MOMCKOM AOMALLHEro o4ara TaM,
rae ero, Kasanock bbl, He MOMET bbITb. «BecHa, neTo,
0CeHb, 31Ma... M cHoBa BecHa» (2003) mocTpoeH Ha
Me[UTaTUBHOM TeHEHUM HU3HU 1 OarKe OTpULLaHUM
CMepTH, @ yOUIACTBO, COBEPLLEHHOE repoeM, NapafoK-
CanbHO He MPOTUBOPEYUT TOMY «OyXy HEHaCUMVAY,
KOTOPLIM MPONUTaHa 3Ta KapTuHa. KctaTu, foayMblBan
1 OOMONHAA pUTyarbl U CUMBONUKY Byaam3aMa, Knum
KnayK OeMOHCTpUpYeT He3aLLopeHHOCTL 1 B penn-
rMO3HOM TeMe: 3T0 Mbl BUAUM U B «YenioBek, npo-
CTPaHCTBO...», [ XPUCTUAHCKaA TpaauLmMA B3amMMo-
OTHOLLEHM bora 1 YenoBeKa (B nmue EBbI) nonyyaet
HeoXKnaaHHoe NPoYTEHNME.

Pa3sHoo6pasue Oyxa 1 atMochepbl KapTiH KM Kuaoyka
TeM 6011ee UHTEPECHO, YTO BHELLIHE OH YalLle BCEro

CTPOro criefyeT CBOEMY Y3HaBaeMOMy MOYEPKY, He
CTPEeMACh UCKYCCTBEHHO Pa3HO0bPa3mnTb BHELLIHE KO-
JIN3UM U TUMbI NEPCOHArKEN. Yrke 3TWUM OH 3acTaBnAeT
yBarKaTb cebA fare Tex, KTo He NPUHMMAET ero 3CTeTu-
Ky 1 Gprnocodmio, MOTOMY YTO METOANYHO, OPraHNYHO,
6e3 Karoro-nmbo HagpbiBa (KaK 3T HK CTPaHHO ANA
136paHHOro MM MaTepuana) NPOAOSHKAET UCCIe40BaTh
TO, YTO eMy UHTepecHo. Mccnenosatk YenoBeKa. Tema
FKECTOKOCTM — NNLLIb OOMH U3 MHCTPYMeHTOB. Perkmccep
3HaET, YTO, eC/I YaCTO MEHATb UHCTPYMEHTbI, BPAS /X
0006belLbcA pe3yrnbTaTa: Tak CKYNbMTop He BbiMycKaeT
13 PYK MOJIOTOK M J0M0TO, 3HaA, 4YTO OAHarabl — Yepes
[OeHb, Heaento, MecAL, — Nof ero HaTUCKOM CAACTCA
[arke caMbli TBepbI KaMeHb.

MapuHa Bonm

3Hat. MoKeT bbiTk, U HeNpasaa».

CTOKOB Mbl He y3HaeM, a CTaHOBNeHWe XyOOHHMKA
Mbl Habntodanu, Korda KM Knayk ctan noCcToAHHbIM
YYaCTHUKOM KpyMHenLnx ectmsanei. MNoHavany
KPUTUKM YNpeKanu ero B «KyfbTe HacUus», HO pe-
Huccep bbICTPO A0Ka3an He TONbKO To, YTo crocobeH
Ha MHOroo6pasune 3MOLMOHaNbHBIX «PErUCTPOBY, HO
1 70, 4TO pabynbHan HECTKOCTb AaneKo He Bcerga
OO0MKHa 03HayaTb cTpecc anA 3putena. Ero «[lyctom
oMy (2004) — Bpoae bbl UCTOPUA YHUHEHHOM HEHLLIN-
Hbl, KOTOPasA YCTPaAMBAET U3OLLIPEHHYIO MECTb MYHKY,

a JanbHenLwmin ee NyTb K cBobofae (M KOHOUKTLI C
3aKOHOM) KOHYaIoTCA MOSHBIM 1 6e30r0BOPOYHBIM MO-
parkeHneM. Ho 310 BHe3anHo obopaymBaeTcA CBETNON

KIM KI-DUK

JURY

about the roots of their inspiration,

about what tickles and triggers
them, making them express their
thoughts to the world. We still don't
know exactly what Kim Ki-duk's story
is — the famous director is known for
being discrete when it comes to providing
clear answers, choosing instead to
offer «plotlines flexibility» not only in
his films but in life itself. In one of the
interviews Ki-duk mentions troubled
communications with the «paternal
generation» (the director’s father
participated in the Korean war) that
was later resolved. Curiously enough,
Kim Ki-duk almost never touches upon
the topic of war, one of his rare takes
on this matter was his film «The Net»
(shown at 39th MIFF) which offered a
unique perspective of South Korea as an
actual society of captivity — as opposed
to viewing North Korea as such. The

Every big artist has their own story

rusty warship in his latest, «<Human,
Space, Time and Human» (to be shown
at 41st MIFF), can also be considered
the director’s <homage» to the topic of
society damaged by war... 2011 release
of his semi-documentary (or rather
mockumentary) film «Arirang» has
caused a storm of questions regarding
Kim Ki-duk’s biography of the «did it
really happen?» kind, but the director
remained stoic, gracing all these with the
brief answer: « don't know. Maybe not».
We don't get to know the roots, but we
are able to follow the development of his
artistic style through the Kim Ki-duk's
long love affair with international film
festivals. At first, critics had slammed
him for being prone to the «cult of
violence», but he swiftly proved that not
only is he more than capable of various
emotional range, but also that the
rigidity of the plot doesn’t necessarily
come around as stressful to audience.

His film «3-Iron» (2004) is seemingly a
story about an abused woman inflicting
sophisticated revenge on her husband,
and whose path to freedom (complicated
by the problems with the law) leads her
to an uncommitted surrender. This same
plot suddenly turns out to be a story

of true love and longing to find a true

home, even if this search proves fruitless.

«Spring, Summer, Fall, Winter... And
Spring» (2003) is based on the premise
of a contemplative flow of life (and the
denial of death in a way), and even the
murder committed by the hero doesn'’t
come as contradiction to the spirit of
non-violence the film is filled with. While
filling in the blanks and complimenting
Buddhist rituals and symbolism, the
director proves to be open-minded when
it comes to religion: we can see this in
«Human, Space, Time and Human,
where the Christian tradition of depicting
the relationship of God and men gets a

new and unexpected treatment.
The diversity of sentiments and ideas in
Kim Ki-duk's films is even more curious
considering that stylistically he tends
to stay true to his very recognizable
aesthetics, avoiding any artificial
diversification of plotlines or character
types. His method of repeatedly and
insightfully studying the topics that
interest him brings him respect of even
those who are not fascinated by his style
and philosophy. The main object of this
study is humanity. The topic of violence
is just one of the many instruments
to explore it. Kim Ki-duk knows that
frequent change of instruments doesn't
necessarily bring any significant
aesthetic result — the artist sticks to a
hammer and a chisel knowing that one
day, maybe tomorrow, maybe in a week
or amonth, but his efforts will conquer
even the hardest of stones.

Marina Bolt



PVHM HAL roro40oM

M OTKPbITIAA

I/IMHEPATOP NAPVHA (BUOOK: UMIMEPATOP MAPVHA)
(LEMPEREUR DE PARIS) / PEM. -KAH-OPAHCYA PULLIE

pe3 HeCKOJbKO AHel Mocsie Toro, Kak Mapu

TParn4eckn YyTb He NIULLIMACA 0OHOro U3
MMaBHbIX apPXUTEKTYPHbIX CMMBOSOB, 41 MMK® oT-
KpbiBaeTcA «/IMnepatopoM Mapua» — 1 Mbl BUONM,
KaK Ha 3KpaHe CTPOWUTCA ApYroi CUMBOJ, HE MeHee
y3HaBaemblit. TpuymdarnbHyto apry BO3BOAAT B YECTb
KOpoHaumMKn HanoneoHa: BYepaLLHUiA rocaeATesb
pecnybIMKM NPUHAN TUTYN MMMepaTopa, U TOCThl 33
€ro 3[J0pOBbe, MPEMSALLIME B «EMOKPATUYECKUX»
MMBHYLLIKaX, BCTPEYaloT 4OBOJIBHO KUC/YI0 peaKLmio
B POCKOLLIHbIX «@PUCTOKPaTUYeCcKmX» 3anax. ObLue-
CTBO B 04epejHON pa3 pacKosooCk, pacTepanoch 1
3ab1yannock, 1 3To CTAaHOBUTCA e[1Ba /M He [T1aBHOM
TEMOW, — KaK 3TO HW CTPaHHO ONA «CyrneprepomcKoro
6noKkbacTepar, y KOTOPOro 0YEHb HECTKME HaHPO-
Bble TPAAULMM (MaCLLTabHbIN M 3peNIULLHbIN «Mne-
patop MNapwax» cnedyet UM Bo BceM). CobCcTBEHHO,
[arke Ha3BaHWe roBopuT 0 ToM, yto HaH-OpaHcya
PuLue nckan niobyto BO3MOMKHOCTb MaKCUMasbHO
Pa3BUTb «MMMepaTopCKyto» TeMy (1, CNM YrofHo,
aHTUTE3Y «0BLLEeCTBO — FOCYAAPCTBO») B TOM HEHOMb-
LLIOM MPOCTPaHCTBE A51A MaHeBpa, KOTOopbI OCTaBW
EMy HaHp.
WTaK, Mapmk, 1805 rog. Kamepa «nepesoaunT B3rnAg»
CO CTPOALLIECA apKUM Ha KypuLly, Pa3ry/IMBaloLLyio
no ynuue. TeMy «HOBOro 06/1MKa» Knaccu4ecKom
€BPOMNeCKOM CTapuHbI KyNbTyponoru 1 dunocodel
MPeanoH1M He Tak 4aBHO, HO OHa BCE KaK-To He
MPUHKMBANACch, U TONbKO 61arofapA XyLoHecTBeH-
HbIM 0bpa3aM — poMaHy «[lapdiomep» — BOpYr cTana
nonynapHoi. CerogHaA Mano KTo M306pasuT «30/10ToM
BeK» [Mapua, Puma nunu niobor apyroit Konblbenu
KyNbTYpbl 1 NpocBeLLeHWA 6e3 MOTOKOB HEYUCTOT,
FPA3M 1 KpbIC (3Ta TpagmumA goLuna v go Poccun, roe
AnA KaccoBoro «[yanAHTax» ynuubl MNeTepbypra nnm
[OEeKopaLmio HaMOMHWIN MUOKOM MPA3bIO MO KOMEHO).
Ho B «Mnepatope MapurKax 3Ta rpA3b NoABNAETCA
He CTOSBKO C LIeSTbIO LLIOKMPOBATH MM OMPOKMHYTH
HaLLIW BO3BbILLIEHHbIE NMPeACTaBeHUA, MoYepnHyTble
13 «MyLLIKETEPOB» M MPOYeit KNacCUKN — UK X
LienoMyipeHHbIX COBETCKUX 3KpaHm3aLmin. OHa pabo-

| | MKOrda He 3Haellb, YTo C YeM coBrageT. Ye-

TaeT Ha KOHTPACT Meay «HapodOM» U «BNACTbIO», 3a-
nyTaBLLENCA B TOM, Ky[a BECTU NMOCTPEBOSIOLIMOHHYIO
CTpaHy, — W Ha To, 4Tobbl ®paHcya Buaok, dpaHuys-
CKUIA Cyneprepow, nonafan «u13 rpAsv B KHA3W» B
6YKBanbHOM cMbice. KcTatu, rpAsHble canoru — To,
YTO NPUOAET NEPUNHKY e ANHCTBEHHON MUMOSIETHOM
BCTpeye Buaoka kak HapogHoro «mMnepartopa [Napu-
Kax» 1 boHanapTa KaK YenoBeKa, BOCCTaHOBMBLLIETO
YTO-TO BPOAE MOHAPXUM — K HEMAIOMY CMYLLIEHIO
MOSIOBWHbI FepOEB.
KcTatn, 0 «<HapoHOM Lape»: 3Ta Mudbonorema TyT
¥Ke BbI30BET B CO3HAHWMM PYyCCKOro 3puTtensa 06pasbl
Emenbku MNyraveBa, CteHbKM PasvHa v ap., gany
He PYCCKOro — YTO-TO MoXoxee, — 1 3pA. Buaok B
MCNoNHeHWK Heynblbumneoro BeHcaHa Kaccensa -
YTO-TO MPAMO NPOTUBOMOSIOMHO 3TOMY Pasrysy 1
npotecTy. [0l B CTPaLLHbIX TIopbMax He younu B
KaCCeNeBCKOM repoe HeOHMOaHHYI0 BEPY B 3aKOH U
Mepapxmio, CTPOroCTb, MOpParsb M OTPULLAHNE Kypara:
OH TYT €[IMHCTBEHHLIM, KTO Nepepe3aeT rMoTkM be3
YOOBONBCTBMA, @ TaKHe B yOp He 3aMeYaeT Ha-
MEKOB NMopoYHo bapoHecchl. O4eBUAHBIM CAAMCTOM,
NMMPOMaHOM N MaHBbAKOM ABJIAETCA OMMOHEHT U
anbTep-aro Buaoka — takon «npodeccop MopuapTu»
NapUHCKOM HOYHOW HU3HW, KOTOPLIA W NpeasiaraeT
M 060MM KOPOHOBATLCA B KAYECTBE «MMMEPATOPOB»
(dnHanbHaA 6UTBA MPOMCXOAMT TaK e rae-To Ha
anTape, 1y He Hotp-[aM v 310 6b11). Bugoky
3T0 He Mo AdyLle, Af1A Hero UMMepaTop OAWH, 1 eMy
He 6/1M3Ka pUTOPMKA OKpYHaIOLLIMX — OT cobpaTa-
rycapa («<MHe Bce paBHO, B KaKOM Al MyHAMPe, A CIy-
YKy He peBoioLMM, He pecrybrinKe, He UMMepaTtopy,
a OpaHumMm») [0 CaHOBHMKA («Hepes 3Ty MNboTUHY
33 MOMM OKHOM MPOLLIIN AKOBUHLbI, FKUPOHAMUCTI,
TEPMUOOPUAHLIBL...», MOJ1, MOOOMAEM — U «3TOT»
TaM oKareTcA). [poLansHoe NUCBEMO NOPOYHOM
6apoHecchl, KoTopoe Buaok bydeT unTtaTe rae-To B
KyJlyapax HarnoseoHOBCKOM KOPOHaLmK B MOCNeq-
HUe MUHYTLI GUnbMa, ByaeT TPOHYTO FOPLKOIA HOTOM
BbIHYKAEHHOM 3MUIpaLmm — HO rpamaaHuH Buook
npeanoyTeT He NOHATL U 3TOrO.

Uzops Casenves

IMLF= dRELILY maner B «okTAGpe»

THE EMPEROR
OF PARIS /

L'EMPEREUR DE PARIS

OPENING FILM
DIR. JEAN-FRANCOIS RICHET

after Paris’s main architectural symbol tragically

suffered from the fire, the 41st Moscow Film
Festival opens with «The Emperor of Paris», and we
see another well-known symbol reconstructed before
our eyes. The Arch of Triumph was built to celebrate
Napoleon’s coronation. As former official accepts the
title of Emperor, toasts to his health shake the walls
of common pubs - and are welcomed with sour faces
in luxurious «aristocratic» halls. The society is split,
confused and lost, which turns into one of the main
motifs of the film, surprising as it may seem for a large-
scale and spectacular movie about an important historic
figure. Director Jean-Francois Richet tries to bring the
idea of imperial grandeur and juxtaposition of society vs.
the state to the extreme.
Paris, 1805. The camera shifts from the Arch in the
process of construction to a hen walking along the
street. Some time ago, philosophers challenged the idea
of the glorious European past and offered a less splendid
and more realistic alternative, which literature (such as
«Perfume: The Story of a Murderer» by Patrick Siiskind)
quickly picked up and developed. Now traditional cradles
of civilization in the prime of their life are often pictured
drowning in sewage and dirt and pestered with rats.
Russia too has jumped on the bandwagon, flooding Saint
Petersburg with knee-deep liquid mud in «The Duelist»
(2016) by Aleksey Mizgirev.
But «The Emperor of Paris» doesn't sport this mud to
shock us or shake our idealistic image of the French
capital, based on «The Three Musketeers» and similar
classic works or their pristine screen adaptations. It
accentuates the contrast between the people and the
establishment that seem somewhat puzzled about what
to do with the country after the revolution. In this setting,
the great leap by Francois Vidocq looks especially
impressive. His dirty boots spice up the only passing
meeting of Vidocg-the-popular-Emperor-of-Paris and
Bonaparte-the-restorer-of-Monarchy - to the infinite
embarrassment of the witnesses.
Such «popular emperors» appeared from time to time
throughout the world history and are instantly brought
to mind - but Vidocq played by unsmiling Vincent
Cassel is the direct opposite of protest and rampage
typical for them. Years of imprisonment did nothing to
stifle his unexpected faith in law and hierarchy, moral
and restraint: he is the only character who takes no
delight in slicing throats, and totally ignores the wicked
baroness's hints. On the contrary, Vidocq's «alter
ego» and opponent, a Moriarty of Paris night life, who
suggests they should both be crowned as emperors, is
a sadist and maniac. Vidocq is uncomfortable with this
idea; for him, there's only one Emperor, and he doesn't
share the views expressed by those around him, be it
his fellow hussar («| don't care what tunic | wear. | don't
serve the Revolution, or the Republic, or the Emperor: |
serve France») or a high-ranked official («This guillotine
behind my window has seen the Jacobins, the Girondins
and the Termidorians» — clearly suggesting that the new
Emperor will end up likewise). The wicked baroness’
farewell letter that Vidocq will be reading at the end of
the film behind the scenes of the coronation will ooze
with bitter taste of forced emigration - yet Vidocq will
choose not to feel it.

Coincidences may be striking sometimes. Mere days

Igor Savelev



CPEOU CEPbIX

I-(AMHEM

[IOKYMEHTAJIbHOIO KMHO
3EMJ'IFI (ERDE) / PEXX. HNKOJTAYC

FEVNPXAJTBTEP

eMJ1A» — HAaCTOMbKO KPacuBbIn QUITbM,
(( 3 HaCKOSbKO Thl OXKMIAELLb. TaKo e
MacLUTabHbIN, KaK 1 ero Ha3saHue. U

TaKoM e HeynosuMbI. Ero rmaeHble repoun — npo-
cTble pabouvre. Booutenu rMraHTCKUX CaMoCBaroB,
TPaKTOPOB, KPAHOB W BYPUITBHBIX YCTAHOBOK, KOTOpbIE
BMMBAOTCA Bypamm 1 KOBLLAMM B 3eMJTI0 B MOMC-
KaxX MUMOJIETHOM BbIroAbl U OTBETOB Ha BEYHbIe
BOMpockl. Pa3bpocaHHble Mo BCeMy CBETY, OHW BOJEN
permnccepa yCTaHoBEHbI MO LIeHTPY Kafapa v CMOTPAT
NpAMO B KaMepy, KaK 3To Aenaet Ynbpux 3ananb B
cBoVX dubMax. HUKaKoro MHOCKasaHuA, coumarnbHom
KPUTUKI 1 NpoYeit durn B KapMaHe. [pocTele paboyne
paccKasbiBaloT O CBOEM eeJHEBHOM Tpyae, PyTUHE.
YT0 MBI SEN1aeM 1 moyemy.
3eMnA 34eck — He NIaHeTa, a To4Ka onopel. To, YTo
y Hac nof Horamu. Heuto npusemneHHoe, 4To UMeeT
OTHOLLIEHME K KaraoMy 13 Hac. He To, yTo y [loBreH-
K0. 3eM/IA 34€eCb YTO KaMeHb — HeOdyLLIEBIEHHbIN
npeaMeT. Ho 04HOBPEMEHHO 3TO HUKAKOM He CUMBOJT
1 He MeTadopa. CKopee MecTo fenctauA. JlaHgwadT
1 MaTepusA. Paboyan noBepxHocTb. PasHoobpasHas 1
6e3nuKan. JlnleHHaA xapaKTepa, TOYKM 3peHnA. 3eM-
1A 34ecb — cpa3y Bce. M MpaMop, 1 MecoK, U KaMeH-
HbI Yrofb, U CBafika 1A Mycopa. 3emns B3pbIBAETCA.
Poetca. [onbutca. Ckpebetca. 3emna — Ans ctpouTe-
1A, reosiora v apxeosora. [AnA 3KOHOMUKK 1 UCTOPUM.
CerofHA 1 MUANMOHBI NeT Hasag. [1nA Kaporo n3
Hac. YenoBeK BCTyMNaeT C 3eMsiei B cxBaTKy. CoHYyIo
3anyTaHHyto cBA3b. B tanum, Benrpum, McnaHum,
Fepmanum, KanudopHun. U xota bonbLuyto YacTb
BPEMEHW Mbl HAX0OMMCA Mo 3eMNel, MaBHbIN parypc
3[ecb — C BbICOTBI MTUYbEro nosieTa (a TouHee, ¢
BbICOTHI MoseTa ApoHa). PoBHO C Takoi oTCTpaHeHHo-
CTblO PEHKUCCEP CMOTPUT Ha 0OBEKT UCCIe[0BaHWA.
[octatouHo aaneko, 4tobkl oLeHUTb MacLuTab. Hepo-
CTaTo4HO 61M3KO, HTOOLI Pa3rMALETb AeTalM.
B KOHLe KOHLL0B, TOMBKO C TaKOro paKypca MOXHHO
pa3rmALETh U OLeHUTb YeNoBeYeCKoe NMPUCYTCTBUIE.
[NpornorKeHHble 4OPOrk 1 TOHHESM, BbIPbITLIE Kapbepbl
— KaK Kpatepbl Ha JlyHe nnn Mapce. x goctatoyHo,
YTOBbI 3aCBMAETENBCTBOBATL MPUCYTCTBUE HU3HW Ha
3emne. Ho 4To HacyeT Toro, YTobbl MPOHWKHYTL B ee
cMblcn? Monuunt «3emMnsa». He gaet oteeTa.

Hukuma Kapyea

VTOMJ'IEHHbIE COJ'IHLI,EM

RS HALO MHOIO COMHLIE HE CAOMTCA (MIN URDUBER KYUN KHAHAN
DA KIIRBET) / PEM{. JIIOB0Bb BOP1COBA

ocne npotunoroaHero Tpuymda «Llapb-ntuubi»

3pyapaa HoBuKoBa, mony4msLLel 30510Toro

leopruA, B KOHKypPCe — HOBbIN AKYTCKUM GUIBM.
ConocTaBneHna HensberkHbl, Kak 1 pa3roBop O NpopkIBe
B 0[JHOM W3 per1oHalibHbIX, BEPHEE CKa3aTb — HaLMo-
HarbHbIX KMHeMaTorpadoB Poccuu: To, YTO CHUMaETCA B
pecnybnvKax, KpaliHe peKo HaxoauT BbIXO[, Ha MeMay-
HapogHble dectvBanu. Kak 1 B «Llapb-ntuue», Tema
CTapOCTU U CMIOKOMHOO NPUHATUSA CBOEM0 YX0Aa; KaK U
B punbme-nobeautene 40 MMK®, KuHoBoOMOLLLEHWEM
3TOr0 CMOKOWCTBMA cTaHoBWTCA CTenaH MeTpos, apTuCT
caMoJenTesIbHOCTU U APKO BbIPaeHHbIN «4enoBeK U3
Hapofa» (KCTaTu, BCIo MU3Hb NpopaboTaBLLMi BoguTe-
NeM U [10 NEHCUU He UMEBLLIMIA HUKAKOO OTHOLLIEHMSA HU
K Teatpy, HY K K1HO).
Ho v3nuiwHMe conoctaBnenms ¢ «Llapb-ntuuein» u
OMacHbl: TOT, KTO ByZeT 0MuaaThb oT «<HaZjo MHOI0 CoMHLEe
He CaauTCA» TAaKOM e rycToTbl GOoSIbKNOPHOW, 3THU-
YeCKOW TeMbI, OCTAHETCA HU € YeM. Hy, He CoBCeM «HU
CYeM»: OAWH pas, UCryraBLUMC, AiiaH — NonaBLUM B
Heobbl4Hble YCII0BUA FOPOACKOM IOHOLLIA — MOTbITaeTcA
NMOKOPMUTb AYXOB 1 COBEPLUMTL MOJIUTBEHHbIE 06pAAbI.
Ho pesuccep He CTaHeT 3aTArMBaTh MHTPUIY U 06BACHUT
MoYTU Cpasy, YTo 3[echk, Ha OCTPOBE, He NPOUCXOOUT
HMYero MUCTUYECKoro. M aare H1Yero Takoro, YTo He
MOTI710 6bl MPOMCXOAMUTL B JI060M APYroi TOUKE 3eMHO-
ro Luapa, noToMy YTo robanmsaums-c: Bce 6oxKecTsa
3aMeHWN UHTEPHET U COKpYLLIaloLLiee BCe Ha CBOEM NyTH
MOTYLL,ECTBO 6/10rvHra.
Mu1poB0o33peHYeCcKuin paspbiB MOKOSIEHW, OCHOBAHHbIN
Ha TOM, YTO TEXHOJIOT UM PaAMKabHO U3MEHWIW HM3Hb,
y¥Ke He pa3 CTaHOBW/ICA TeMol AnA KMHo. CHavana
KarkeTcs, uTo Jllo6oBb BopurcoBa He NpeasiaraeT 3gecb
HMYero HOBOTO: MapeHb, He OTNUMAIOLLIMIA OT aidoHa, 1
€ro POACTBEHHUKM, 06ECMOKOEHHbIE TEM, YTO OH CTasl
ZapMoeioM («nonroaa He yuuTes, He paboTaeTs), eciu
He NCMXOoMnaToM Ha GoHe NOCTOAHHOro NpebbiBaHKA B
ceTu. BnpoueM, y3HaB, 4To poaHan MaTb OHOLLM YMepna,
1 oTeL, Tenepb YMTAeT HOTaLWM C HOBOW HeHoW, Aa 1

C 0TLOM-TO AfjaH *MBET HelaBHO — BblpacTuia ero
6abyLLKa, ToXKe Tenepb NMOKOMHasA, — Mbl MOHWUMAEM, YTO
[0, MOMET bblITb, U He B UHTEPHET-3aBUCUMOCTY, U
alOH HyMeH NPOCTo O/1A Toro, YTo6b! X0Tb Kyaa-HMbYab
YTKHYTBCA.
Y106bI CPOYHO YCTPOUTL 06pAR MHULMALWN, UHDAHTUIOB
OTNPaBNANM 06bIMHO Ha BOMHY (B aHTWYHOM TpagvLImMK),
B KOJIX03 (B COBETCKOW TpaauLymn); ceMba AnaaHa nget
Ha paduKanbHbIM BapyUaHT, NOC/aB ero yxammBaTh 3a
necuamu Ha 6eper Mops JlanTeBbIX — Tyaa, rae CosHue
[LEeNCTBUATENBHO HUKOrAA He 3aX04uT, a [MaBHOE, TaM HeT
niogen. Ho ogvH YenoBeK Bce ¥e HaXxoamUTeA: CTapbIi
OTLeNbHUK Baiiban pag ToMy, YTo NOABMICA KTO-TO,
KTO CMOKET MOXOPOHMUTB €ro pALoM C ¥eHow. B HosoM
cuTyaumm AnfaH oXMOaeMo My¥aeT 1 pacKpbIBaeTcA
KaK TMYHOCTb, FOTOBAA, B TOM YMCIIe, M MPOCTUTL 0TLA
rocsie MHOMOJIETHEr0 OTYyHAeHWsA. HeommaaHHo 1o, 4to
[LU1A 3TOr0 eMy He HaZlo «0TBPOCUTL alidoHy, a, CKopee,
Haob0opOT: BaliHbl, KOTOPble OH 3aNUMBaET Ha pasBe-
KaTesbHbIM KaHar, BOPYr OKa3bIBalOTCA peasibHOM CUIToN,
CrOCOBHON MEHATL HU3HW.
BupTyancHoe nobeskaaeT peasnkHoe, a «MycTAKoBasA»
KymNbTypa/LMBUIM3aLMA «HUKYEMHBIX» MOAPOCTKOB B XXI
BeKe BOPY KNafeT Ha NONaTKM BCIO TaKyHo «MPaBUITbHYIO»
N «OCMbICTIEHHYI0» HOPMY MW3HM 3penibiX Niogei. Mpu-
YeM, 3TU YCIOBHbIE «B3POC/Ible» OKA3bIBAlOTCA COBCEM He
MpoYb CaMM XalnaHyTb Ha Mpe3upaeMoit UMK KynbType,
YTO M IEMOHCTPUPYET HEKaA HypHanuCTKa 14-ro KaHana,
BOPBABLLIAACA Ha OCTPOB. [0STyUMB C HAMBHBIX «OCTPO-
BUTAH» BCE, YTO €1 HYXKHO, OHa cracaeTcs 6ercTeoM,
npe3puTenibHo 6pockB AnaaHy: «ToNbKo 1 yMeeTe, YTo
AKX CTaBUTb.
OnpaBablBas B BEYHOM KOHGIMKTE OTLLOB U AeTel Mo-
CreHuX B rMasax nepebix, Jliobosb BopucoBa cosgaet
CKa3Ky Ha ¢oHe nei3arka: MOMeHTbI, KOrfa 3Ta CKa3ka
CbEe3KAET B JIMLLHION CYCanbHOCTb, MOXKHO OMpaBaaTh
TeM, YTO «4Eero TONbKO He MPUBUAUTCA» YeSIOBEKY, 3a-
NepToMy Ha OCTpoBe.

HUzope Casenves



WKUE NCTOPUU

( VIMMPOBW3ATOPbI (JAM) / PEX{. CABY

orga cMoTpuLb dpunbM Caby, cama

€060/ BCNOMUHaeTCA NOCIoBMLA

«Cyobba — 3nofenKa, usHb — UH-
Oevkax». U repoAM HUKyda He OeTbCA OT
HaCMELLSIMBOrO POKa, CKOJBKO bbl OHU
HUW 6eranu, HY CTpPenaAnIu, HY NPoTUBK-
JUCb. A 0NIMLLETBOPSAET ero CKpunyyee
WHBaNIMZHOE KPeCcno, B KOTOPOM KaTUT
CBOI0 6a6YLLKY BbILLEALLIUIA U3 TIOPbMBbI
Tauyo. U narke Korga oH BbIHYOeH
rpepBaThb ABUKEHWe (HanpuMep,
YTOObI YNIOMHUTL 04YepeHYI0 MOpLIMIO
AIKY[13a), KPECIIO He HenaeT ocTaHaB-
JIMBaTLCA M NPOAOITHKAET MyThb CaMo MO
cebe. HeoTBpaTUMBIN poK NpoABnAeT
61ar0CKNOHHOCTb JIULLb K CTpafato-
LLel cnaboymueM cTapyLLKe, KoTopas
€OMHCTBEHHAA NoJly4aeT UMEHHO TO, YTO
xo4eT. Hag BceMu octanbHbIMU cyabba
OTKPOBEHHO M3aeBaeTcA. [ope-AKya3a
npefHayepTaHo CTPeNATb U Nonafath
BMECTO HepTBbl B CJTy4alHbIX JIIOAeN.
TaKapy cTpacTHO *enaeT, YTobbl ero
[eBYLLIKa 04YHYaCh, BbILLIA U3 KOMbI, U
ABMBLLIEECA EMY B Xpame H60XecTBeHHOe
BUAEeHWe o0beLLaeT, YTo Bo3siobeHHan
«OTKPOET rnasa», ecnu Takapy 6ynet
Jenatb Mo Tpu Jobpbix Aena B AeHb.
MMeHHO 3T0 M NpoucxoauT, rmasa oHa
[eNCcTBUTENbHO OTKPBIBAET, HO NMOKa He
60onee Toro. [onyTHO BO3HWKAET OMB-
NEHHaA OWCKyccusA Nno nosody Toro, YTo
crnefyeT cuMTaTh XOPOLLUMM NOCTYM-
KoM. BoT, HanpuMep, ycTynuTb Jopory
MypaBblo — fobpoe Oeno, Ho Befb NMoToM
Ha Koro-H1byab Apyroro 06A3aTesibHO
HacTynuwb. MNonynAapHoMy nesuy Xu-
pOCU MeHbLLIE BCEMO Ha CBETE XOTENI0Ch
6bl BCTYNaThb B KaKWe-TO OTHOLLIEHWA CO
CBOMMM NpecTapesibiM1 MOKOHHULIAMU
3a npegenamu dpaH-Knyba, Ho ¢ ofgHoM
M3 HUX eMy AIBHO NpeaHaYepTaHo 6biTb
BMecTe.
Mepen HaMu, cKopee Bcero, Tparudapc.
Peuccep He faeT 3puTenio LWaHca
paccnabuTbes, HAaCTPOUBLLUCH Ha
KaKylo-H1byab 0HY TOHaNbHOCTL. To
HaM npepsiaraeTcA KNaccuYecKuii Boc-
TOYHbIV 60EBWK, e repovi-0AuHOYKa

.
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KpyLUUT 6ecumncrieHHbIX Bparos. Bot
TOJIbKO BOOPYEH OH HE MEYOM, He
NUCTONETOM U1 AaKe He bencbonbHom
61TON, @ CaMbIM 06bIYHBIM, 6aHaNbHBIM
MonoTKoM. Obe3syMeBLUas daHaTKa
MOXMLLAeT N06MMOro UCMONHUTENA,
Me[J1eHHO 1 TLaTeNlbHO paspesaeT Ha
KYXOHHOM CTOJ1e rpaHat, 6pbI3HyLLUIA
B pa3Hble CTOPOHbI COKOM, C/TIOBHO KpO-
BblO, 1 C 3TUM GPYKTOM B OJIHOM pyKe U
HOMOM B ApYyrol HanpaBIAeTCA K *epT-
Be. VICKyLLEHHbIN 3pUTeNb, UMEIOLLMI
OMbIT NPOCMOTPa aMepPUKAHCKUX (U He
TOJIbKO) TPUNEPOB, PaAOCTHO NOTUPa-
€T pyKM — Hy BOT ceiyac 4To-To byaer.
HaLenus HOK Ha epTBy, HeHLUMHA
TpebyerT... COMUHUTL O/15 Heé NecHIo.
Tpu ucTopum To NepeceKatoTcs, To pas-
BMBAalOTCA NapanfientHo, To CBA3bI-
BaloTCA B Tyrow y3en. [epon nepsou

— Xvpocu, UCMONHUTESb AMOHCKUX
HapOAHbIX NMeceH «3HKa». MaeHoe
JencrayloLlee nnuo BTopon — Tauyo,

KOTOPbIN MCTUT TeM, KTO 3acafun ero

B TtopbMy. KCTaTu, OH TaK U He npo-
W3HeCET HM eQnHOro CN0Ba 3a BeCb
¢unbM. U HakoHel, B TpeTbei HoBene
Tapyo no-4ypaLKu, Ho COBEpLLEHHO
WCKPEHHE, MbITAeTCA BEPHYTb K MU3HU
CBOI0 AeBYLUKRY. EAVMHCTBEHHbIN pas Bce
Tpoe OKa3bIBaTCA B OOHOM MeCTe U B
0[HO BpeMs, Korga XMpocu, BbINUBLUNN
3e/ibe CBOeW NOKNOHHWUbI, 6pedéT no
nepeysKy, TaM e KaTUT MHBanugHoe
Kpecno Tauyo, a MUMO KaK pas npo-
e3aeT TaKapy 1 0CTaHaB/IMBaETCA B
noucKax odepenHoro fobporo gena.
3a dapcoM MoXKHO pasrnageTs peasb-
Hble Npo6nieMbl. Y XMpocu MHOMKeCTBO
¢daHaToK cpefHero Bo3pacTa. Beab B
3TOM MaJiIeHbKOM FopoaKe YJIEHCTBO B
KIy6e NOKMTOHHWL, BMOJSIHE BO3MOMHO,
0[HO M3 HEMHOIMX pa3BneYeHn onA
KeHLWMH. MNocTteneHHo Bnagaowme

B [IeTCTBO NpeAcTaBUTENIN CTapLLEro
nokosieHna (nogobHo 6abyLuke TeLyo)

IMLF= dRELILY maner B «okTAGpe»
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- npobnema, c KOTOpPOW CTaNIKMBaETCA
3HauMTesNIbHaA YacTb AMOHCKUX CEMEN.
Putyan cosepLueHuA HeKkmx npedo-
npenenéHHbIX OeNCTBUIN KOPeHUTCA B
AMOHCKOM KyNbType U PefMrmosHbiX
BEPOBaHWUAX, NPeANUCHIBAIOLLMX, K NpU-
Mepy, KaK 06xoauTb Xpambl (cornacHo
noBepblo, 3T0 BOCKpeLLaeT MEPTBbIX).
MNpasaa, npy nspagHon gone YEpHoOro
loMopa, Bepbl B CBeT/I0e byayluee 34ech
YyTb 60sIbLLE, YeM B PaHHUX KapTu-
Hax Caby, [ia 1 B KayKOM U3 repoes,
HEeCMOTPA HX Ha YTo, NPOrNAAbLIBAOT
YesioBeYecKue YepTbl. B utore nnoxwme
AKyA3a-youiLbl (NycTb U HeBOJIbHbIE)
HaKasaHbl BCE TeM e POKOM B 0bpase
rpy30BUWKa, XMpocu 0TBETUST Ha YyBCTBa
MOKJIOHHULBI, 06e OKa3aBLUMeCA B
60/IbHMLLE HepTBbl, CKopee BCero,
BbIXKMBYT, 1 [larKe CTapyLUKa, oTrpa-
BMBLUMCb Ha TOT CBET, BCTPETUSIA TaM
pOAHOro YesioBeKa.

Mapusa TepakonaH

CHOPARD YKPALLAET TAJIAHTHI

HaH 1 nocnefHve YeTbipe rofa, NapTHePOM U
oduLManbHBIM 10BENMMPOM MOCKOBCKOMO Meray-
HapPOAHOro KMHOGeCTVBanA BbICTyNaeT 0BEIMPHO-
YacoBanA KoMnaHuA Chopard. Bce Harpagsl MMK®,
pa3paboTaHHble CONpEe3nAeHTOM W KpeaTUBHLIM -
pektopoM Chopard KaponuHoit LLloidene, nckycHo
M3roToB/EHb! BPYYHYIO B LLIBEMLIAPCKMX MACTEPCKMX
6peHaa. JTyyLmx pernMccepoB KOHKYPCHBIX Mpo-
rPaMM 1 aKTepOB OTMETAT ceMblo «CepebpAHbIMM
leopruAMn». Ha dectnBane byayT Bpy-eHsbl ABa
«3010TbIX MeopruaA». OOQHOMO U3 HMX — MMaBHbIA MPU3
MOCKOBCKOro KMHObECTUBANA — MOYHUT GUIBEM,
KOTOPbIM HIopW NPU3HAEeT NyyLnM. Obnagartenem
[pYroro, Bpy4aeMoro 3a BKMag B MMPOBOI KUHEMA-
Torpag, B4epa ctan Kum Knayk.

CreupanbHblii Mpu3 «3a NOKOPeHWe BEPLLIMH aKTep-

CKoro MacTepcTBar («Bepio. KoHcTaHTH CraHmc-
NaBCKWI») NPeACTaBNAET COOOM U3ALLIHYIO Harpady
113 MO30/104EHHOM MeIN — OMKUBLLIYIO KUHOMMEHKY,
NpUHUMaIOLLLYt0 GopMy NpeKpacHoro Aepesa. Ele
ofHoM cneumansHoi npemueit — Chopard Talent
Award - erkeroiHoO 0TMEYaloTCA Camble APKME MOO-
Jble aKTepbl.

Ha uepeMorum oTkpbITnA 41 MMK® no KpacHoi
KOBPOBOY JOPOHKKE MPOLLINYM 3Be3[bl, Yblo KPacoTy

1 3NeraHTHOCTb NOAYEPKHYNM I0BENMPHbIE M3aenuA
Chopard. OpuriHanbHble rapHUTYpbI (Cepbrv 1 Konbe)
npeanoynn Mapus KoreBHMKOB3, JlioboBb TonKanm-
Ha, B cepbrax Chopard Ha oTKpbITWe NpuyLLK TaTeAHa
MuxankoBa, MpuHa AnexcimoBa, Anmca XasaHo-

Ba. AxTepbl AnexcaHap KysHelos 1 Oner ViBeHko
NOABUMCH Ha KpacHoOW opOHKe B Hacax Chopard.



MOHOJ'IOF

OPVA HABAMKOEHNI
FI BbIA IOMA, HO... (ICH WAR ZUHAUSE,

ABER) / PEXX. AHIEJ1A LLUAHESTEK

- Baw noaxod KarkeTcA HeobbI4HbIM: Bbl Npeano-
YuTaeTe NOKa3bIBaTb KaKyio-TO AeTaslb, a He NOJIHYIo
KapTuHy. Moyemy?

AHeena LllaHenex: MoTomy 4TO BblbpaHHoe Tobolt pac-
CTOAHWE [0 061bEeKTa ChEMKM — 3TO 04eHb BarKHO, Koraa
Thl KaZpVPYeLLIb M306parKeHve. Hanpumep, CbeMKm Tena:
€C/I1 Thl NMOKa3bIBaeLLIb TOSTBKO CTYMHIO UM 06e CTyrHW, To,
BO3MOMHO, IEN10 B TOM, YTO TESI0, NMOKAa3aHHOE LIENIUKOM,
BbIParKano 6bl CAIMLLIKOM MHOIO CMbICTIOB OHOBPEMEHHO.
OHo BblIparKaro bl T, 0 YeM Thl CeYac He Xo4eLLb yro-
MUHaTb. K Mpumepy: Korda BUOWLLb, KaK YernoBeK UIET,
Thl BUOMLLIb €70 LIENIMKOM, BUOMLLIb BEIParKeHWe ero nmua
1 BCE 0CTanbHoe. Ho ecrm CHATb TONBKO CTYMHW MayLLEero
YesIOBEKa, Thl 3TUM CKarKeLLIb 3puTento: «CMoTpuTe, BOT
xofdbba. 310 nepeMelLieHme 13 ToukmM A B Toury B. He oT-
BIEKATECh Ha HEHYHHOeY.

- HackonbKo MeHsieTcA Ans Bac UCTopuA Mo Mepe Toro,
KaK Bbl NULLIETE CLieHapui1, @ MOTOM MpUCTynaeTe K
cbeMKaMm?

— Korga A nuwy cueHapwid, A paboTato Hag cLeHamm

B YETKO MNOCN1e40BaTeNIbHOCTU, HE OTKIMOHAICH OT
€CTeCTBEHHOMO Pa3BUTUA CIOMKETA, M MO3TOMY C KarKOoM
CLEeHoM A YyTb 6orbLLIEe 3Hat0 MPO To, Kakok byaeT
CnepyloLLan cleHa. Bcé BbicTpanBaeTcA XpoHono-
rMYeCKUM. 3TO He MOXOrKe Ha rONTOBOSIOMKY, KOTOPYIO
HYHO COBUPaTL 13 OTAENBHBIX 3/IEMEHTOB TaK U CAK,
CKNadbIBaTb ee Ha 3Tane MoHTara. HeT, A MbicieHHo
orMepuypyIio MMEHHO 3TOM MOCeA0BaTeNbHOCTLI0. [pyroe
[ero, 4To A CTapatloCb OMUCHIBATh, @ MOTOM NOKa3bIBaTb

Ha 3KpaHe He CTOMbKO GaKTbl, CKOSbKO MX MOCeACcTBMA
ONA repoes.

- HackonbKo cepbesHa posb Toro, 4To repouHsa
rosoput? [uanoros, a BepHee, No 6osbLuel YacTu, ee
MoOHos10roB?

- Korga A Ha4Yana nucatb cueHapuii, MHe XOTes10Ch Mo-
Ka3aTb repouHIO, KOTOpaA FOBOPUT 6e3 yaepHy, HUYero
He MOMeT ¢ cobolt nodenatb. M BcTaeT Borpoc, B YeM
npyynHa. Kakan cutyauma NoaTanikuBaeT ee K TakoMy
nosefeHW0. A XoTena NoKasarb, KaK YesioBeRy He Xo4eTcA
rOBOPWTb, HO OH BbIHYKAEH roBopUTb. CrioBa NpuxoaAT
€1 B rof10BY MPAMO B MOMEHT FOBOPEHMA, MOTOMY YTO Mbl
BbIHyH{eHbl TaK pa3roBapyBaTh B MOBCEHEBHOMN HIU3HM.
AMeHHO 370 A X0TeNa NoKa3aTb B NEPBOW CLiEHE.

To, 4TO repoMHA FOBOPUT MPW 3TOM, ANA MeHA He-
01HO3HA4HbIM MOMeHT. Ecniv 6bl A Bepina B T0, YTO OHa
rOBOPUT, A MorTia Bbl Hamn1caTb BCE 3T0 Ha JinCTe byMaru

1 MOBECUTbL Ha CTEHKY, KaK naKkat. 3T0 BarHO MMeTb B
BMAY, Koraa cMOTpULLIbL GuneM. Bel BUaWTe He MeHs, He To,

KaK A CHMMAaI0 KMHO, U CNbILLITE He TO, YTO A XO4y CKa3aTb.
- HacKonbKo YeTKo Bbl, B TaKOM Clly4ae, o6bACHAeTe
aKTpuce, Yero oT Hee XaeTe?
— A YacTo paboTaio ¢ HenpodeccMoHaneEHLIMU akTepaMm
MHorAa CTanKMBaIoCh C CUTyaLIMAMM, Korda Taku1e aKTepsl
HEeCrocobHbI MPOU3HOCUTL PerinKM. OHU «3aKpbIBaIOT-
CA» Ha CbEeMOYHOM NoLLIKe 1 ¢nabo NpeacTaBnsioT
cebe, 4TO A MMelo B BUZY. /IHOrAa OHWM MOMPOCTy He MoryT
HW4Yero ckasaTtb. Ho ecTb 1 MPOTUBOMONOHHOE ABMEHWe
— KOr1a aKTepbl FOTOBbI MPOU3HOCUTL /10601 TEKCT, BCE,
YTO MHe B3AyMaeTcA. W Takas FoTOBHOCTb MOXKET CTaTb
OrPOMHO¥ Nomexolt AnA Bcei paboTsl. OfHUM perumcce-
PaM Hy*HO, UToBkI akTep 6bin cnocobeH Tak FoOBOPUTL, a
Opyrue pexsmccepbl — HanpuMep, A — He 04eHb 3anHTe-
PeCcoBaHbl B TaKOM CMOCOBHOCTU. A X0uy BULETb HMBOTO,
€CTeCTBEHHOI0 YesI0BEKa CO CBOMMM ClabbIMM CTOPOHaMK,
a He ceepxnpodeccroHana, cnocobHoro Ha BCé.
Hrmepasio senu Aca KonoduxcHep
u lMemp LLlenomuHHUK

MAJIEHbKAA MUCC CHACTLE

QA=Y NADHA (DAFNE) / PEMK. OELEPVKO BOHAN

a UCXo[e HapKOoro TOCKaHCKOro
neTa B ceMbio [adHbl npuxogut
Tpareaus — BHe3anHo yMUpaeT

ee Matb. [oKa cama AeByLLKa crierka

1 [0BOJbHO 6€33/106H0 CpbIBaeTCA Ha

OKPYHaIOLLIMX, ee oTeL, JTyuam T1xo u,

KaeTcs, 6e3B03BPATHO NOrpyrKaeTca

B TAXenyto fenpeccvio. Korga dagHa

MOHMMAET, YTO yToMaloLLMe He Bceraa B

COCTOAIHWM cracTu cebA camu, oHa bepeT

[eno B CBOW PyKM.

KapTtnHa ®efnepuko BoHau — Bcero nub

BTOpas ero UrpoBas paboTa, Take B

¢unbmorpadmm permccepa — HECKONbKO

[OKyMeHTanbHbIX GUIbMOB, U 3TOT OMbIT

onpefeneHHbIM 06pasoM NpocMaTpu-

BaTbCA CKBO3b U3ALLHYI0 BA3b «[JadHbl».

OunbM BoHay — paboTa HapouuTo

npocTas, Ho 3Ta NPOCTOTa Ha CaMoM fene

YepTOBCKU CJTIOMKHOCOUMHEHHOMO poaa.

CnoMHOCTb ee — B MPUHLMNMANBEHOM

OTKa3e 0T J106011 MaHUNYNATUBHOCTM

— KMHeMaTorpaduyecKo U amMoLmo-

HanbHOM. TOT $aKT, YTOo [1aBHaA repouHs

— OeByLLUKa ¢ cuHapomoM [layHa, B

06LL,eM-TO HUKaK He NefanupyeTcs: Npo-

CTO TaKas BOT 0CO6EHHOCTb, a Y KOro-To,

BOH, [71a3a 3e/1eHble, @ y KOro-To BOJOChI

BblOTCA. B 3TOM cnerka oTcTpaHeHHoM MH-

ONGGEPEHTHOCTM K «MHAKOBOCTW» CBOEA

repouHU — NPUHUMNWANBHOE NPoTUBOpE-
Yume C TOi 3HaUUTESNIbHOM YacTbio KMHeMa-
Torpada, KoTopas TaK UM MHaYe Koro-
HMbYOb UNK YTO-HMBYOb 06A3aTeNBbHO
3KcnnyaTvpyeT. 3a NpUMepamu Jasnexo
XOAWUTb Ha HYMHO: B eLLe 0HOM FPOMKOM
penu3e bepnuHcKoro kKuHodecTnBans —
npoLusiorogHeM Tpuymdatope «Hepfo-
Tpora» AauHbl MUHTUNKME — 0CO6EHHOCTD

repovHu 3aHMMaeT BCe NPOCTPaHCTBO,
onpefendeT nepcoHaxa U BCe, YTo C

HWUM MPOUCXOAMT, NoAMMHaA Mog ceba
BUOMMOCTb CloyKeTa. Y «[adHbl» CloeT
TOXe onpefeneHHbIM 06pa3oM 40BOSIb-
HO MYHKTUPHBIN, HO BoHaM coBepLaeT
BaMKHYI0 NEPECTaHOBKY, MEHAA 00Yb U
0TL,@ MECTaMM: TOT, KTO TPaaMLIMOHHO
ONULLETBOPAET B MOMYNAPHON KyNbType
CUNY Y OMeKy, MPaAKTUYECKW NTULLIEH BOJIM,
a TOT, KoMy 06LLLECTBO CTPEMMUTCA HaBA-
3aTb 601ee NaccyBHYI0 PoJib, BLICTYNaeT
JIOKOMOTUBOM OEeNCTBUA.

OTcyTCTBYIOT Ni0BbIE SKCMNYaTaLUOHHbIE
MOMEHTbI U B TOM, KaKk boHau paccka-
3bIBaeT UcToputo JadHel. B KauecTse
ONATb-TaKW aHTUTE3bl COBPEMEHHOMY
KWHO, KOTOPOE TO W [1e/10 HOPOBUT 3pUTe-
NA YeM-HUOYOb XOPOLUEHBKO OrTyLLUMTb

WK WaHAapaxHyTb, aBTopbl «JadHbi»
MPOABNAIT HEXMHOCTb M [eNIMKaTHOCTb —
KaK M0 OTHOLLIEHWIO K ayAWUTOpUK, TaK U
K CBOUM reposM. BoHaw 3aeck paboTaet
MpYMepHO Ha TeppuTopun KecbnescKoro
C ero MoHATUEM O «HPABCTBEHHOM OTBET-
CTBEHHOCTU KaMepbl» — MyCTb MaTepuman
Yy peruccepa B IAHHOM CIlyYae B pyKax
He [JOKyMeHTaJIbHbIN, HO ero OTHOLLIEHWe
K HeMy 13blCKaHHO-6eperkHoe. «ad-
Ha» — paboTa NpaKTUYeCKN MMMpeccuo-
HWUCTCKaA, B KOTOPOI CKBO3b COJTHEYHbIE
67IMKU, HEXKHbIE MPUMbINIEHHBIE LIBETa
Y MeNaHXoMYHble ABUMHEeHWA byaTo
C/lerka 0cos10BeBLLEN Ha I0¥KHOM COJHLe
KaMepbl MPOBKBAETCH HU3Hb.
Cob6CTBEHHO, MMEHHO OHa, a He YyaecHan
[adHa B 3anoMm1HaloLLLeMcA UCToNHe-
HUM KaponuHbl PacnaHT, ctaHoBUTCA
LLleHTpasnbHbIM NepcoHaMKeM KapTuHbI. U
NPUHLMMUANIEHO YMPOLLEHHBIN CIOMKET
BOCMPOW3BOANT 3a[aHHbINM X0L HU3HM:
BCe TeYeT, BCe U3MeHAETCA, U Nilobble
3MOLMM — 3710CTb M FOpe OT NoTeput —
06bI4HbI U HOpMasibHbI. M OHUM, KOHEYHO,
Korga-HWbyab NPoAaYT, U He HyXHbI 4N1A
3TOr0 KaKue-nMb0o YXULLPEHMA: HYXHO
BpeMs. TaK, Ha 3KkpaHe y BoHaw bykBanb-
HO GU3MYECKM OLLYTUMOW CTaHOBUTCA
CKBO3fLLLAA Yepe3 UCTopuio fobpoTa — He
pa3gparkaloLLLe-0TKPLITOYHOro TUMa 1
He LLieipo nocbinaHHanA cBepxy caxap-
HOW Ny[poid, @ Kak HopMaribHasA TaKas,
MPOCTO Cerka noA3blbbiTas, aTUYecKas
KaTeropus.

Onv2a Apmemoesa



KOPOJ1b TOBOPUT

VIP / P31® QAVHC

MpOBaA KMHO3BE3[a U «HeYbIBUMBLII CEKC-

CVMBOJI», KaK €ro OKPeCTUM KPUTUKK, BCeraa

CepHaHHbIN M HEMHOMOCOBHBIN Paiid MaiHc
B Poccum BocripvHUMaEeTcA Kak BOMoLLEeHWe aHmnM-
cKocTw. BeposTHo, 6narofaps 6e3rpaHu4HoMy pas-
HOO0bpPa3uio ero aKpaHHbLIX Posie y 3puTeneit cosaaeTca
BreYaTrieHune, YTo OH HMKOrda He UrpaeT caMoro cebs.
TaK Y4T0 Mbl NMOHMMaeM: KTO-TO COBCEM He 3HaeMbI HaMK
CKpbIBaeTcA 3a Urypamu HaumcTckoro opuuepa Mota B
«Cnucke LLUnHanepar, 6occa raHrcTepos B «3aneyb Ha
OHo B bptorre», nKoHn4eckoro 3nofen BonbaeMopTta u3
¢unbMoB npo Mappv MoTrepa unm ybuiiLeit-napaHoMKom
u3 «KpacHoro apaKoHa», He FoBOpSA YK o npodeccope
Mopwuaptu B HejaBHew neHTe «XonMc 1 BaTcoH».
AKTepy Bcerga yaaeTca BMOMUTL B 3KpaHHbI 06pa3
HeKoe CBOe TaliHOe 3HaHWe 0 YesIOBEKe, KOTOPOro OH
UrpaeT, NPUOTKPbIBaA 3aBeCy HaL HEAOCTUHUMBIM
YyXKMM BHYTPEHHUM MUpOoM. CobcTBeHHOe be3rpaHnyHoe
BoobparkeHWe noMoraeT Paigy DaiiHcy co3faBath ca-
Mble pa3Ho06pa3sHble 3KPaHHbIe TUTbI — OT BEHrePCKOro
rpada Jlacno ae Anmasu, NpoTaroH1cTa MynbTMOCKapo-
HOCHOCHOO «AHITIMMCKOMO NaumeHTa» IHTOHN MuHren-
bl (MOXKET BbITb, caMoro 6IM3KOro eMy Mo XapaKTepy
MepcoHaMa — YenoBeKa, OTIMHAIoLLLErocA 0Cob0oi CKPbIT-
HOCTbIO, MPeXe BCero NoToMy, YTo TaKoBa ero HaTypa),
[0 NpUYYLIMBO CTUIIM30BaHHOMO KOHCbepra lycTaBa B
«Otene ‘TpaHa Byaanewwt'» Yaca AHgepcoHa.
M Bo BceM 3ToM pa3Hoo6pasum Hac 0cobeHHO MpUB/eKa-
10T «PYCCKMe NpoeKTbl» Pelpa PaitHca — «[1Be rHeH-
LUMHBI», «OHervH» 1 nocnegHui no BpemeHn «Hypees.
Benbii BopoH». Korga eMy 3agaloT BOnpoc o ToM, 0TKyAa
3T0 POACTBO C PYCCKOM KYTNLTYPOM, OH TaKOHWYHO OTBEYa-
eT: «Mory nuLb cKasaTb, 4To 3HaYMTesIbHO oboraTuncs,
npoyyscTeoBaB [octoeBcKoro, TypreHesa nnm lNyw-
KuHa. M oToenbHas cTatba — [y6o4aiLmniA YeXoBCKUIA
rYMaH13M».
Hapo ckasarb, 4to QaiiHc JaBHO 0CBOMIICA B PYCCKOM pe-
nepTyape, Ha4aB ¢ paboTbl B crieKTakne «OTubl 1 AeTU»,
aB 1990-x oH unTan NyLUKUHCKWUIM «EBreHmin OHeruHy»,
KOTOPbIM 3aXBaTW/ ero TaK, 4To OH MOAENMIICA CBOUMM

BrevameHnAMu ¢ cectpoit MapTon. B utore B 1999 rogy
DaltHc NPoACMPOoBan 1 Cbirpan 3arsaBHyo posb B
3KpaHu3aLmm «OHervHax», permccepoM KoTopo cTana
Maprta @alfHc, 1 AnA KoTopoi ux bpat MarHyc Hanucan
My3bIKy. AKTEp NOYYBCTBOBAST BHYTPEHHIOK CBA3b C 3TUM
3arafjo4HbIM repoeM PYCCKOM KNaccuku: «MorKeT bbb,
3[ech A cybnMM1poBan cobcTBEHHYI0 60s1b. MoMeT GbiTb,
BbIPa3us ee Yepes CBOIO Urpy. MHe nerye 4yBCTBOBaTb
ceba EBreHneM OHeruHbIM, YeM PalidoM DaitHcoM».
B 2016 rogy Bepa aronesa npurnacuna ero Ha poib
Muxamna PakutvHa B cBOeN aKpaHu3aumm «MecAua B
[nepeBHe» TypreHeBa nop Ha3BaHWeM «[1Be HeHLLMHbI»,
1 3T0 NOABUITIO aKTepa YUUTb PYCCKUM A3bIK. TaK YTo
HeyOMBUTESTBHO, YTO OH 3aroBOpWI NO-PyCcCKU B «benom
BOPOHe», UCTOpWK HeBo3BpaLLeHuA B 1961 rogy us
3arpaHuyHoro TypHe B CoBeTckuii Coto3 apTucTa 6aneTa
Pynonbda Hypeesa. 3To TpeTbA peruccepckan pabota
Paitda QaitHca nocne ep3Ko 0COBPEMEHEHHOTO LLEK-
cnupoBcKoro «KopronaHa» 1 «HeB1aUMOi MeHLLMHbI» 0
TalHom nio6BK Yaprnb3a [yKKeHca.
MonTopa roga ABa KacTUHM-AMPeKTopa UcKanu noaxoas-
LLIYI0 KaHOMAATYPY Ha 3armaBHylo posib, MOKA HY HaLLK
Onera VBeHKo, yKpanHLa, conwucTa TaTtapckoro rocyaap-
CcTBEeHHoro 6aneTa. Peruccepa B 3ToM npoekTe bonee
BCEro 3aH1Mas1o BCenoroLLatoLLiee CTpeMieHue Hypee-
Ba peanm30BaThCcA B KavecTBe 6aneTHOro TaHLoBLLKa.
«3T0 MEeHA U TPOHYNO, — FOBOPUT OH. — A B3ANCA 3a
paboTy He 13-3a Nto6BM K 6aneTy. MHe 3aX0TeNI0Ch CHATL
3TOT GWNbM, MOTOMY YTO MeHs Ype3BbI4aitHO B3BOJSIHOBA-
na cTpacTHaA HaTypa Mosnoforo Hypeesay. OnbIT paboTsl
Hap, ¢unbMoM BHOBL Npueen Paida PaiiHca B Poccuio,
rae eMy paspeLUmnv CbeMKY B 3pMUTarKe — BriepBbIe
roc/ne eAMHCTBEHHOIO NpeLefieHTa, Koraa AnexcaHap
CoKypoB cHUMan Tam «PyccKuii KoB4er». U gopororo
CTOMT NPU3HaHWE CTOSb MO-aHITUINCKN COEPHAHHOMO
DaltHca: «<HeckonbKo pas nobwisas B Poccuu, 51 Bcerga
YyBCTBOBa cebna 6yaTo B ee TensbIx 06BATEAX. KaK 6yaTo
BHE3arMHO OTKPbIIACh KaKaA-To YacTULLA MeHA, 1 A HaLlen
OPYHECKUIN OTKIUK».

Huna LsipryH

IMLF= dRELILY maner B «okTAGpe»

EBOYKWU

BAJIbHbIE XTHI
AJIACT. (ALICET) / PEX{. PAY MYHTAH

- Kak Bbl caMu noHMMaeTe 3BOJIIOLUI0 FrepoMHU B
¢unbme?
Pady MyHmsH: Anvic BefieT cebs Kak pebeHoK, KoTopoMy
B M3HM He XBaTano iobeu. OHa MOCTOAHHO NbiTaeTcA
YTO-TO [JOKa3aTb, 06epHYTL BCE cebe Ha Mosib3y, 3aHATb
IMaBeHCTBYIOLLiee MonoMeHwe. [lyMaeT TofbKOo 0 HacTonA-
LLIeM MOMEHTe, HMKOrda He 3ayMbIBaeTcA 0 byayLLieMm,
0 TOM, 4TO ByZeT fenatb Yepes Heaerio Ui MecALl,
[NbiTaeTCA peLumnTh TeKyLLve Npobemsl, BeINyTaTbCA U3
Hepasbepuxu, KOTopYIo ycrena co3aaTh, U YacTo NWLLb
ycyryonaet cutyaumio. B dunbMe aBe BarkHble CLEHI.
OpHay rvHeKorora B KabuHeTe: Annc BUOUT pebeHKa Ha
3KpaHe Y3W 1 roBopuUT Matepu, YT XOHET ero COXpaHWTb.
Ha 3Ty TeMy MOXKHO MOLLYTUTb Ha LUKOSTEHOM 4BOPE, HO
Korda BUAMLLb ManbILLIA Ha 3KpaHe MoHuTopa... EM ctano
CTpaLLHo. W, KoHeuHo, NoCNeHAA CLeHa, Koraa MarnbiLla
6onbLue HeT. OHa He 6blna K 3ToMy roTosa. KoHeuHo, oHa
06 3TOM 3Hana, oHa He cymacLLeaLLanA, HO 3pUTeNbHoe
NOOTBEPHOEHME 0Ka3aro Ha Hee 04eHb CUTbHOe BO3-
[nencrame.
— 370 BNMAET Ha ee OTHOLLIEHUA C OTLLOM pebeHKa?
— Al He yBepeH, 4To OHa BOODbLLLe 3HaeT, KTo oTeLl. Ectb
HECKOMbKO BapWaHTOB, Y OHA MbITAETCA LLUAHTaMPOBaTb
Bcex. CHa4ana — oaHoro noteHuUmarnsHoro otua. [nsa
Hee 3T0 CNocob MaHMMYNMPOBATL YENTOBEKOM U TaKMM
06pa30M Nony4mTL Haf HUM BNacTb. To, YTO OHa HOeT
pebeHKa, BHe3arHo AaeT el TaKylo BNacTb Had BCeMU, Han
KOTOPOW OHa W He 3ayMbiBanack. BnpoyeM, 3To ynyuiua-
€T ee OTHOLLIEHWA CO BCEMN CEMBEN — He TOMBKO C MaTepbio.
PacLLmpsIoTcA ropusoHTLl ee Mmpa.
- Ypanocb nv BaM cpasy 06bACHUTb aKkTpuCe, Kak
[OJMKHBI MPOUCXOAUTD 3TU U3MEHEHUA?
— Angpa [yTv coBepLLIEHHO He MOXOMa Ha CBOEro Nepco-
Harka. Ho oHa yMeeT nepeBoMnIoLLaTECA, MPUTOM, AarKe
BHELLIHe. VIMEHHO 3T0 MHe 1 BbINO HYYKHO, MHE XOTESOCh,
4To6b!I Anvic Bbina pasHol B pasHbix cLieHax. B LuKone oHa
MOMET BbITb *KECTOKOW, C MaTEPHIO M CEMbEN — MAMKOM U
HEMHOW, C MHCTPYKTOPOM — CeKcyasnbHoM. OHa BuImAZUT
Mo-pasHoOMy U yMeeT o4eHb ybeauTenbHO MPUTBOPATLCA.
To, 4YTO B KMHO Ha3bIBAETCA aKTEPCKOM Urpol, Anmc co-
BepLLEHHO eCTeCTBEHHO NMPOAELIBAET B MM3HW. A 1cKan
TaKylo AEeBYLLIKY, KOTOpas, MALA BaM B [11a3a, Morma bkl
BpaTb 6e3 3a3peHus coBecTn. AHapa NyTV NoHpaBMnack
MHe C Camoro Ha4asna, OHa BCero 3a MecAL, 33 CbeMOK
3aKOH4YMNA LLIKOAY, eAMHCTBEHHAA Npobema bbina — oHa
CIILLIKOM XOpOLLIEHEKaA. MHe HyrKHa Bbina AeByLLKa
noTonLe, Ho AHZpa He cormallanack HabupaTb Bec, 370
66110 MpobneMoit. MHe He xoTenock, 4tobbl Anmc beina
npuBseKatenbHol. Ho momy4mTb Bce cpasy HEBO3MOMKHO,
TaK YTO A peLuns, YTo AS1A MeHA BarKHee XOpOoLLIaA aKkTpn-
€a, U CMUPWIICA C ee KPacoToM.

Unmepaoio senu Aca KonoduxcHep u lMemp LLienomuHHUK



EARTH / ERDE

DOC TARY COMPETITION
DIR. NIKOLAUS GEYRHALTER

«Earth» is as beautiful as you expect it to be. As large-
scale as the Earth itself, and just as elusive. The main
characters are ordinary workers who operate titanic dump
tracks, tractors, cranes and drilling platforms that bite
into earth with their scoops and drills in search of fleeting
income or answers to eternal questions. Scattered across
the world, by the director’s will they appear in the center
of the frame and look straight into the camera, like Ulrich
Seidl does it in his films. No allegories, social criticism

or hidden messages. Ordinary workers talk about their
routine. What we do and why.

The Earth here appears not as a planet but as a support-
ing point. What we step on. Something very mundane that
concerns each of us. Very unlike «Earth» by Alexander
Dovzhenko, Geyrhalter's earth is not romanticized. It is
inanimate and doesn't come across as any metaphor or
symbol. Itis rather a setting, a landscape and matter.
Working ground. Diverse and faceless. Lacking any char-
acter and point of view. It is simultaneously marble, sand,
coal — and a dump site.

People blow it up, dig it, chisel it, scratch it. Earth is for a
builder, a geologist, an archaeologist. For history and eco-
nomics. Now as well as millions of years ago. For each of
us. Man wages a war against earth. Creates a complicated
relationship. In ltaly, Hungary, Spain, Germany, California.
And although most of the film takes place underground,
the main point of view in the film is bird’s eye view (or
drone’s eye). This reflects the indifference with which the
director observes his object. Far enough to appreciate the
scale. Not close enough to see details. Roads and tunnels,
dugout careers are like craters on the Moon or Mars. They
are enough to prove the existence of life on Earth. But
unearth the meaning of it? «Earth» is silent. No comment.

Nikita Kartsev
JAM

MAIN COMPETITION
DIR. SABU

While watching Sabu'’s movie, the words «Life’s a bitch...»
inevitably come to mind. The characters can't escape

the sneering fate, no matter how much they run, shoot

or resist. It is personified by a squeaking wheelchair of
grandma of Tetsuo, who has just been released from
prison. Even when he is forced to interrupt his movement
(for example, to get rid of another pack of yakuza), the
wheelchair doesn't and continues moving of its own ac-
cord. The inexorable fate has mercy only on the demented
old lady - her wish is the only one granted. Fate openly
mocks everyone else. The pitiable yakuza always hit the
wrong person. Takeru is desperate for his beloved to
regain consciousness, and the divine vision that comes

to him at the shrine promises that the girl «will open her
eyes» if Takeru does three good deeds a day. And that is
exactly what happens: she does open her eyes, no less,
and no more. Incidentally, a heated debate ensues as

to what can be considered a «good deed». For instance,
letting an ant pass is a good deed, but you are sure to
step on another ant pretty soon. A popular singer, Hiroshi
has no desire to associate with his middle-aged admirers
outside the fan club, but it seems he is preordained to end
up together with one of them.

We are most likely dealing with a tragicomedy. The direc-
tor gives the audience no chance to relax or settle down
into some definite mood. At some instant, we are invited
to an eastern martial arts movie where the protagonist
crushes countless enemies. But his weapon is not a
sword or a gun, or even a baseball bat, but a conventional
hammer. A crazed fan kidnaps her beloved artist, pains-
takingly cuts a pomegranate in the kitchen, and, the fruit

oozing its blood-like juice in one hand, the knife in the
other, approaches the victim. Experienced audience with
the background knowledge of American and other thrill-
ers rub their hands in anticipation — something is going
to happen. Pointing the knife at the captive, the woman
demands... that he should write a song for her.
The three stories intersect and go parallel, then form a
tight knot. The protagonist of the first novel is Hiroshi,
a singer of the Japanese folk songs «enkan». Tetsuo, the
main character of the second one, is taking revenge on
all those who sent him in jail. By the way, he won't utter
a single word throughout the entire movie. And finally, in
the third novel, Teruo makes silly but sincere attempts
to bring his girl back to life. All three characters find
themselves at the same place at the same time only
once, when Hiroshi, who has just gulped down the potion
prepared by his fan, stumbles along the by-street where
Teruo is pushing his wheelchair and Takeru, who was
driving by, stops in search of another good deed.
Very real problems can be glimpsed beneath the farce.
Hiroshi has many middle-aged admirers. In this small
town being a member of a fan club is probably one of very
few entertainments available for women. Old people who
are gradually regressing back to childhood (like Teruo’s
grandma) are a problem familiar to a large number of
Japanese households. The ritual of performing some pre-
scribed actions is rooted in Japanese culture and religious
beliefs, stating, for example, that by visiting a certain
number of shrines in a certain order, one can bring back
the dead. One must admit that notwithstanding a consid-
erable amount of black humor, there is a stronger belief
in the bright future than in Sabu'’s earlier movies. Besides,
every character, no matter how desperate or lost, is es-
sentially very human. In the long run, the yakuza killers
(albeit unintentional) are punished by fate in the guise of
a large truck, Hiroshi responds to his fan's feelings, both
hospitalized victims are likely to survive, and even the old
lady meets her husband behind the grave.

Maria Terakopian

THE SUN ABOVE ME
NEVER SETS /

MIN URDUBER
KYUN KHAHAN DA

KIIRBET

MAIN COMPETITION
DIR. LYUBOV BORISOVA

After Eduard Novikov's «The Lord Eagle», which won
MIFF’s Golden George last year, the 2019 competition also
includes a film from Yakutia. Trying to draw some com-
parisons seems inevitable, so is the awareness around a
major breakthrough of one of the local cinematographic
traditions in Russian modern cinema - we all know films
made in the country's remote regions usually have the ten-
dency to embark on a long and winding road in an atempt
to reach the screens of international film festivals. Just like
«The Lord Eagle», «The Sun about me Never Sets» raises
the topic of old age and the quiet acceptance of looming
death. And just like in Novikov's film, the embodiment of
this quiet matureness is represented by Stepan Petrov — an
amateur actor and a true «man of the people» (it's sort

of telling that Petrov has worked as a taxi driver for most
of his life and until recently had no relation to theater or
cinema).

With all that said, comparing Lyubov Borisova's film to
«The Lord Eagle» is also tricky. Novikov's film was full

of rich folklore and ethnical aesthetics; Borisova’s film is
all but deprived of them. Not entirely though: there’s this
one time when young Altan, a child of a city life, having
found himself in a new and unusual circumstances, tries to
placate the spirits and perform praying rituals. But the au-

thors aren’t going to drag this out and make it clear almost
from the start that there’s nothing supernatural going on
the island where the action takes place. Even more so, all
of the events that happen here could easily happen in any
other place in the world: the spirits were long conquered
by the Internet and the almighty powers of blogging.
It's not unusual for contemporary cinema to take on the
worldview generation gap that is based on the fact that
new technologies have radically changed our lives. It might
even seem at first glance that Lyubov Borisova doesn't add
anything new to the common story. We see a young man
glued to his iPhone, and his relatives who worry that he
is becoming a useless loafer («He hasn't been working or
studying for half a year!») at best, or maybe even a creepy
sociopath corrupted by the Net. Gradually, new facts are
brought to our attention: the boy's mother is dead, and the
woman who's lecturing him is his father’s new wife. This,
and the fact that Altan hasn't been staying at his father's
for long but was raised by his grandmother (now also
gone), leads us to believe that the Internet addiction has
little to do with the boy’s state of mind. That he hangs on to
his iPhone out of a need to hang on to at least something.
In other ages, there were ways to deal with infantile young
people - they were sent to war (in ancient times) or to
a communal farm (in Soviet times), but Altan’s family
decides to try a radical tactic. He's sent to a deserted island
in the North to look after polar foxes - to the land where
the sun truly never sets, and more importantly - where he
will be the only resident. That is, until it turns out there is
one more person there after all — an old man called Baibal.
He welcomes the young man, as he hopes the latter will
be able to bury him beside his late wife when he’s finally
gone. The new circumstances inevitably lead Altan to
mature and discover a new man in himself — the man who
is able to forgive his father for years of estrangement. The
unexpected twist to this story is that he doesn't even have
to give up his phone. On the contrary, the Instagram jokes
he posts turn out to be a creative power that has the ability
to bring real change.
Virtual world conquers reality just as the «nonsensi-
cal» pop-culture of the «nonsensical» new generation
unexpectedly prevails over the traditional - «meaning-
ful» — ways of adults. It's even more telling that some of
those «adults» are very eager to hype over the culture they
so blatantly despise, as represented in the character of a
TV-journalist who forces her way onto the island. When
she gets what she wants from the island’s inhabitants,
she promptly retreats with a disdainful last note: «All you
people can do is give away likes».
In the good old conflict between «fathers and sons»
Lyubov Borisova ends up defending the latter in the eyes
of the former, creating a beautiful fairytale set alongside
a breathtaking landscape. And any moments that might
make this film seem like too much of a feel-good story can
also easily be defended: anything may seem to see when
you're trapped on a desert island.

Igor Savelev

| WAS AT HOME,
BUT / ICH WAR

ZUHAUSE, ABER

RIA OF DELUSION
DIR. ANGELA SCHANELEK

- Your approach is very unusual: you prefer to show a
detail instead of a full picture. Why?

Angela Schanelek: The chosen distance to the object

is very important for framing. Take a human body, for
example: if you show a foot, or two feet, it might be
because the full body would express too many meanings
at the same time. It would express something you might
not want to mention now. For example, when a person is
walking, you see their full body, facial expression and all.



But if you only show their feet, what you say is: this is a
person walking, moving from point A to point B. Don't be
distracted by something which is unnecessary.
- How does the story change for you from when you
write a script to when you start filming?
— When | write a script, | work on the scenes one by one,
following the natural development of the plot. Each scene
brings me closer to the understanding of the next scene.
The order is chronological. It's nothing like a puzzle that
you have to assemble from multiple elements, like at the
editing stage. In my mind, | work with this chronological
sequence and the film plot from the beginning to the end.
On the other hand, | try to describe something first and
only then show it on screen, and not the facts but rather
the consequences they have for my characters.
- How big is the role of what the heroine says — her
dialogues and, mostly, monologues?
- When | started working on the script, | wanted to show
a character who speaks all the time and can't force herself
to stop, thus giving rise to the question: what'’s the reason
for it? What makes her behave this way? | wanted to show
the person who doesn’t want to speak at all but is forced
to speak. The words come into her head as she says them
- because this is how we talk in real life. This was what |
wanted to say in the first scene.
As to what the heroine actually says, it's more contro-
versial. If | believed in what she says, | could write it on a
sheet of paper and pin it to the wall, like a poster. This is
important to remember when you watch the film. And this
is what we see on the screen: it's not me filming, and it's
not what I'm saying.
- How strict are your guidelines to the actress?
— | often work with people who are not professional actors
and sometimes face situations when they can't say their
lines. They close up at the movie set and have a very vague
idea of what | want. Sometimes they can't say anything at
all. But there’s also an opposite case, when actors are ea-
ger to say whatever | want. And this eagerness might turn
into a huge problem for the whole process. Some people
are very interested in actors who are able to talk like that,
but other directors, including me, are not. | want to see a
living person, acting natural, with all their weak points, not
a super professional who can do anything.

Interview by Asya Kolodizhner

and Peter Shepotinnik

DAFNE

81/2 FILM
DIR. FEDERICO BONDI

The end of a hot Tuscany summer brings a tragedy to
Dafne’s family: her mother suddenly dies. While the girl
lashes out on other people, without too much aggression
though, her father Luigi quietly and seemingly irreversibly
sinks into a severe depression. When Dafne realizes the
man'’s not going to get a grip of himself, she decides to
handle the situation herself.

Federico Bondi's film is his second fiction work. The direc-
tor's filmography includes several documentaries - the
experience that clearly shows through «Dafne»'s exquisite
scenes. The film is deliberately artless - yet this artless-
ness is exceptionally multilayered and sophisticated in its
fundamental lack of any manipulations, be it cinemato-
graphical or emotional. The fact that the girl has Down
syndrome is in no way emphasized but rather shown

as her special feature: so she has Down syndrome, like
someone else might have green eyes or curly hair.

This slightly aloof indifference to the heroine’s «other-
ness» creates a deliberate contrast to a significant part of
cinema that inevitably exploits something or someone.
There’s no lack of examples: in another Berlinale sensa-
tion, last year’s winner «Touch Me Not» by Adina Pintilie,
the heroine’s distinctive feature is omnipresent, defining
the character and everything that happens to her, dwarfing
the illusion of a plot. The plot of «<Dafne» is also somewhat
sketchy, but Bondi makes an important move by forcing
the father and the daughter in his movie to switch places.

Thus, he who traditionall»y epitomizes power and protec-
tion in popular culture lacks any willpower, while she,
to whom the society dictates to be a passive observer,
becomes the driving force.
The way Bondi tells Dafne’s story is also totally deprived
of any exploitativeness. Again, contrary to contemporary
cinema that tends to stun and deafen the audience, the
authors of «Dafne» are tender and tactful in their approach
to their audiences as well as their characters. Here Bondi
follows in a way Kieslowski and his idea about «camera's
moral obligations» — even though it is not documentary
footage the director deals with in this movie, he treats
it with equal care. «Dafne» is a practically impressionist
work, with life shining through patches of light, delicate
powdery colours and melancholic movements of the cam-
era that seems to be slightly inebriated by the Italian sun.
Essentially, it is life — and not wonderful Dafne, brilliantly
played by Carolina Raspanti, that becomes the central
character. The deliberately simplified plot also reflects life
as it goes: everything changes and nothing stands still,
and any emotions, including grief and anger after a tragic
loss, are normal and typical. They, too, will pass, without
any efforts on our part - all it takes is time. So kindness
that oozes through Bondi's story becomes almost tangible
- and it's not the annoying postcard or sugar-coated
candy-floss version of kindness, — but an ordinary ethical
category which at times seems forgotten.

Olga Artemyeva

RALPH FIENNES

VIP

In Russians’ imagining internationally acclaimed film star
and an unsmiling sex symbol (as he is sometimes referred
to) Ralph Fiennes is the purest manifestation of Englishness
with its specific manner and bearing. Maybe due to a wide
diversity of his screen personifications we guess that he is
never playing himself on screen. And we know that when
depicting the sadistic Nazi officer Goeth in «Schindler’s
List», a gangster boss in «In Bruges», the iconic villain
Voldemort in four Harry Potter films or a psychotic killer in
«Red Dragon» to say nothing of Professor Moriarty in «Hol-
mes & Watson», there's always a counterpoint to the visible
character. There is always the suggestive agenda he knows
and includes into his acting, revealing some profound and
inapproachable inner world of the reserved person. His own
boundless imagination benefits the range of Ralph Fiennes’
versatile screen types from a Hungarian count Laszlo de
Almasy, the protagonist of Anthony Minghella’s multi-Os-
car-winning «The English Patient» (and maybe the closest
role to the actor, since he is playing a man who conceals as
much as he can, firstly because such is his nature) to the
wittingly stylized concierge Monsieur Gustave in «The Grand
Budapest Hotel» by Wes Anderson.

And in all this multiplicity we feel special affectional drive
towards Ralph Fiennes’ «Russianx projects — «A Month

in the Country», «Oneginx, and the latest up to date «The
White Crow». When asked where his affinity with Russian
culture comes from, the actor laconically answers: «All |
know is that | have felt hugely rewarded in feeling Dosto-
evsky or Turgenev and Pushkin... Particularly there's a
great humanity in Chekhov».

It should be noted, that Fiennes has long felt at home in
the Russian repertoire, starting with the theatre perform-
ance of «Fathers and Sons». In the 1990s Ralph Fiennes
read Pushkin’s verse novel «Eugene Onegin» and being
highly enthralled shared his impressions with his sister,
Martha Fiennes. Eventually in 1999 Fiennes played the
title role in the screen adaptation of «Onegin» directed

by Martha; his brother Magnus composed the score and
Ralph helped to produce it. The actor felt some close alli-
ance with this enigmatic hero of Russian classics: «<Maybe
| sublimate my howl of pain,- he noted lately - Maybe | put
it in my acting. | can be me more easily when | am Onegin
than when | am Ralph Fiennes». In 2016 Vera Glagoleva
offered him the role of Mikhail Rakitin in her Turgenev’s
adaptation of «A Month in the Country» that made him to
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manege in «octyabr»

learn Russian language. No wonder he speaks Russian

in «The White Crow», a story of the defection of the ballet
dancer Rudolf Nureyev from the Soviet Union in 1961,
which became Fiennes's third film behind the camera after
brisk and daring Shakespearian «Coriolanus» and «The
Invisible Woman» about secret love of Charles Dickens.

It took two Russian casting directors 18 months to find

a suitable Nureyev in Oleg Ivenko, a Ukrainian-born
performer from the Tatar State Ballet. What mostly struck
the filmmaker in this project was Nureyev's ferocious will
to realize himself as a dancer. «This moved me, - he says - |
didn’t come to the film because of a love of ballet. | wanted
to make the film because | was moved by the dynamic pas-
sionate nature of the young Nureyev». This experience once
again made Ralph Fiennes to visit Russia, where his crew
was allowed access to the State Hermitage Museum - the
only one since Russian director Alexander Sokurov had shot
there «Russian Ark». And it stands high to hear from such

a close-mouthed person as Ralph Fiennes a confession:
«Having gone there a few times | feel as if I'm embraced in
Russia. | feel a part of me is opened up or answered».

ALICET.

IVAL HITS
DIR. RADU MUNTEAN

- What's your own interpretation of the heroine’s
evolution in the film?
Radu Muntean: Alice is acting like a child who's been
deprived of love. She constantly tries to prove something,
to reverse the situation to her own benefit and to take
control. That's the way she acts. She isn't able to think
of anything but the present moment and never reflects
on the future or what she’s going to do in a week orin
a month. She tries to solve her current problems, to
handle the mess she managed to get herself into, but
often ends up making it worse. There are two scenes
of major importance in the film. One takes place in the
gynecologist’s office, when Alice sees the baby on the
monitor and tells her mother she wants to keep it. She
gets scared. And, of course, there is the last scene when
the baby is gone. She wasn't ready for it. Of course, she
knew it would happen, she’s not crazy after all, but the
confirmation of that fact has affected her in a big way.
- Does it affect her relationship with the father of the
baby?
- I'm not even sure she knows who the father is. There are
several possible candidates, and she attempts to black-
mail them all. She starts with one of the potential daddies.
She sees this as an opportunity to manipulate this person
and to regain control over him. The fact that she is expect-
ing gives her sudden power over people, and she never
thought about this before. At the same time it benefits her
relations with her whole family - not only with her mother.
This situation opens new horizons of her world.
- How did you manage to explain to the actress how
these changes should come around?
- Andra Guti is nothing like her character. She has the
ability to undergo transformation - at times even visibly.
This is exactly what | needed, | wanted Alice to appear
differently in different scenes. She can be tough at school,
tender and sweet with her mother and family members,
sexy and seductive with her trainer. She looks differently,
and she pretends very convincingly. What we call acting in
cinema, Alice does very naturally in life. | was looking for
a girl who could lie shamelessly while looking you straight
in the eye. Andra Guti fascinated me from the start, she
graduated school just a month before the shooting, the
only problem was she was way too pretty. | imagined
someone curvier, but Andra refused to gain weight, which
presented a problem. | didn't want Alice to be attractive.
But you can't always get what you want, so | decided that
having a talented actress onboard is more important and
made peace with her beauty.

Interview by Asya Kolodizhner

and Peter Shepotinnik



1. Kwuwtod 3aHycen 2. Hapewnaa Muxankosa B Konbe Chopard n AHHa MuxankoBa
3. CabuHa EpemeeBa n Anekcangp lopumnuH 4. Anekcangp KysHeuos
5. An 3 B cepbrax Chopard 6. Cepreii lapMaLu




IMLF= dRELILY maner B «okTAGpe»

19 ANPENA / APRIL, 19 1330 BCEFOJWLLL UFPA/ GOKKO OKTABPb, 10
1330 VHOOPMATOP/INFORMER OKTAEPb, 7
14:30 NEQ/LYOD OKTABPb, 8 13:30 CATbBATOPE [IHY/IMAHO / SALVATORE GIULIANO OAKEN, 1
1500 MOV XX BEK / AZ EN XX. SZAZADOM T 13:45  HPOBbBOTA/KREW BOGA OKTABPb, 11
1530 AVCT./ALICET OKTREP 1 1400 CYACTIMBBIZ KOHELL / HAPPY ENDING OKTABPb, 4
1530 FAKME/WILD - LIFE, DEATH AND LOVE IN A WILDLIFE HOSPITAL OKTABPb, 2 14:30 __ MOMIHO4HBIA BETYH/ DER LAUFER OHOCTb, 1
1530 ONTOETPOWIAHVE/ NAGAI O-WAKARE pey— 1445 KYMAKOB BENIMKOMO MPERENA / KOULAKOV'S SUPREME ULTIMATE 1
1530 VMNPOBMBATOPLI/ JAM e— 1515  [[IE-TOBEBPONE / VALAHOL EUROPABAN WAMIO3MOH, 1
1600 MMAHWCT OT BOMA / GOD OF THE PIANO LK, 1 1515  PBI/RBG OKTABPb, 2
1600 XMMEPMKA/ CHIMERICA OKTABPb, 7 15:15  MONMb30BATENA/USERS 3BE3OA, 1
1630 KOHKYPC KOPOTHOTO METPA. YACTb 3/ SHORT FILM COMPETITION VOL. 3 3BE30A. 1 1515 MAMAHBILITATIBKUA /MAMINY SHPILKI 3BE3MA. 1
1630 OPNAHIO/ ORLANDO OKTREP, 10 1515  PAHMLA/FRONTIERA 3BE3MA, 1
1630 AHIENb! HOGAT BENOE /JIA NIAN HUA pr— 1515 CEKC, CTPAX M TAMBYPTEPbI / SEKS, STRAKH | GAMBURGERY 3BE3MA, 1
16:45 M/M IOHOCTb, 1 15:30 #MOCKBA - PYAWAH / #MOSCOU - ROYAN OKTABPb, 8
1700 3AABMEHVE/ANONS il 1600 JMOHAN /LEMONADE OKTABPb, 4
1700 HACTOALLIEE. COBEPLUEHHOE / WAN MEI JIN XING SHI OAKEN, 1 1600 HEMETIAHHAA /A TOLONC OKTAEPb, 10
1730 TIOPAPACCTABAHIS / VARGIT ZAMANI OKTABPb, 8 1615 SAABJIEHME/ ANONS OKTAEPb, 7
1730 TONYEHA/ GVERCIN FA— 1615 MEBEMb VKYKNA/L'OURS ET LA POUPEE OHTABPb, 9
18:00  HAZO MHOIO COTHLIE HE CATIMTCA / MIN URDUBER KYUN KHAHAN DA KIRBET OKTABPb, 1 1630 SEMMA/ERDE LK, 1
1800  CBET B MOE/ PYKE / WATASHI WA HIKARI WO NIGITTEIRU OKTABPb, 11 16:30  MMMPOBUSATOPSI/ JAM OKTABP, 11
1800 MOCNEOHAA SI0B0Bb KASAHOBbI / DERNIER AMOUR LK, 1 16:30 ZL%’;%*{%TJE&E%“@E.%’LSSE’;%‘;J{}E@” bHoCTU/ OKTABPb, 5
1800 3EMTIA/ERDE OKTABPb, 2 17.30  [IEHbCOBbI (COBA MIOABMAETCA AHEM) / IL GIORNO DELLA CIVETTA WITTIO3MOH, 1
1830 TIOPA MEHTAHIA / ALMODOZASOK KORA OKTABPb, 5 1800 AHATOMAVI KPYTIHOB. OH Bbifl / ANATOLY KRUPNOV. HE WAS OKTABPb, 2
19:00  KPOBbEOA/KREW BOGA OKTABPb, 10 1800 HATKAR KAPAN p—
19:00  KYMAKOB BETIMKOMO MPEENIA / KOULAKOV'S SUPREME ULTIMATE MIOKMOHKA, 1 1800 SEMIIAOH/ BIZIM IGN SAMPIYON OKTABPb, 8
1900 PBI/REG OHOCTS, 1 18:15  MOJIbBA/VEDREBA OKTABP, 10
1900 3EPHO/BUCDAY mi 18:45  OYAPOBATEMLHAA NTYHbA / ADORABLE MENTEUSE OKTABPb, 9
1900 DIAGHA/DAPNE OKTABPb, 7 18:45  XPOHUKM HM3HU / TIMELIFE OKTAEP, 4
1915 HOHOOPMYCT/IL CONFORMISTA OKTABPb, & 1900 JVKUE /WILD - LIFE, DEATH AND LOVE IN A WILDLIFE HOSPITAL LK, 1
19:30 MVISHb SAHUSHb / ZHIZN ZA ZHIZN WITIO3VOH, 1 1900 JVMILIME OWTTbMb| OECTUBATIA BIUAK. BLIBOP CTYLIEHTOB / MOKIOHKA, 1
2000 CTPACTVA IO MAMOHTY / STRASTI PO MAMONTU ™y BEST OF VGIK FILM FESTIVAL. STUDENT'S CHOICE
2030 MOMHOMHBIM BETYH / DER LAUFER OKTAEPb, 11 19:15  KOMY HWTb XOPOLLIO / DENE WOS GUET GEIT OKTABPb, 7
21:00 30UP/ ETHER UNMIO3VOH, 1 19:15 MUAHUCT OT BOT'A / GOD OF THE PIANO OKTABPb, 11
2100 HYPEEB. BE/Ibi BOPOH / THE WHITE CROW pp— 19:30  MUPAHbY HEATIONIA / LA PARANZA DEI BAMBINI OKTABPb,5
2115 [0 /BORC OKTAEPb, 8 2000 MTUUA/LALECTRICE T
2030 MEMBEb M KYKIA/ L'OURS ET LA POUPEE T 2100 AHATOMIMI KPYTHOB. OH BbIT/ ANATOLY KRUPNOV. HE WAS UK, 1
21:30 NOMHULLIL? / RICORDI? OKTABPb, 7 21:00 MAHTA P31 / KRABEN RAHU OKTABPb, 10
2130 OCTPOB OMIOHbIX PU3PAKOB / ISLAND OF THE HUNGRY GHOSTS OKTABPb, 2 2100 TIOT/THE RAFT OKTABP, 2
2130 OOWLMAHT/ THE WAITER OKTABPb, 10 2100 TPEHVHI JIMYHOCTHOO POCTA / THE SECRET OF A LEADER OHTABPb, 9
21:45  ABbIIAJOMA, HO... / ICH WAR ZUHAUSE, ABER OKTABPb, 5 21:30 XAPAZSIORY / HARAJUKU OKTABPb, 11
22:00 MEPN / PEARL OKTABPb, 4 21:45 HE NtOBU MEHA / LOVE ME NOT OKTABPb, 8
22:00  HAKPAIO CBETA / LES CONFINS DU MONDE LK, 1 2200 [OAr/BORC M
2359 MCTUTENM/ THE AVENGERS OKTAEPb, 2 2200 MATIEHBKOE KPACHOE MIATBE / IN FABRIC OKTAEPb, 7
2200 MEPENETHBIE MTLbI/ PAJAROS DE VERANO OKTABPb, 4
2200 CYACTIVIBYMK JIOYAHO / LUCKY LUCIANO OKTABPb, 9
20 An PE"H / APRIL, 20 22:15 KPACHBIM / ROJO OKTABPb, 5
2359 MCTUTENM: 3PA ANIBTPOHA / AVENGERS: AGE OF ULTRON OKTABPb, 2
1230 ACTEHMUECKI CUHIPOM / ASTENICHESKIY SINDROM OKTABPb, 9
300 VKBOE O KETTEN 1 LK — LI TP FOKYMELTATISHOT O HAHO
1300 TIOMHBIE MTPV3HAHVA / FALSE CONFESSIONS OKTABPb, 2

PEOKOIEMUA: UrOPb CABE/IbEB /ACA KONOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / WITbA KOMbIIOB / HUKUTA KAPLIEB / AHOPEW LLIFONEB / MUAXAWUT KYKMH /
CEPI'EV AJIEKCEEHKO / EBIEHWV MOMOB/ METP LUEMNOTUHHWK NEPEBOAbI: KPA TYJTYMOBA / MAPVA TEPAKOMAH / HUHA LIBIPKYH ®OTO: TEHHAOM ABPAMEHKO
BEPCTKA: MAPUA PEBAKHA MAKET FA3ETbI: IMUTPUV METENKIH / ONbIA JIbHAHAA



41 MOCKOBCKMIA MEXXIYHAPOHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
W JEMNAPTAMEHTA KYNIbTYPbl TOPOIA MOCKBbI
41 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION
AND DEPARTMENT OF CULTURE OF MOSCOW
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