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LUIEPBYPCKUE 30HTUKWU

>M SAKPbITIAA

KADE MOEWV MAMATW (LE CAFE DE MES SOUVENIRS) /

PEM. BAJIbTO BAJIBLIAP

MHNAHAMA HaLLWX OHer. SIMunun paboTaeT B
@ kade cBoei MaTepu: 30eck NobUT TycoBaThbeA

cTyaeH4eckaA Monoderb. Oununn — GpanLys,
npenodaeT B MECTHOM fuiLiee. Y OeBYLLKM U MOJI0-
L1010 My*KYMHbI POMaH, OHU FYNAIOT MO NPUMOPCKOMY
ropofy, @ BevepaMu Xo4AT B OTKPbITLIN KMHOTEATp,
rae KpyTAT cTapble dunbMel. [eped HaMu NpedcTatoT
Knaccuyeckune Kagpbl U3 «LLlepbypcKmx 30HTUKOB»
— MponeBaeMble peunTaTVIBaMu, ClIOBHO B OMepe, Jlio-
6oBHble AyaTbl HeHeBbeBbI 1 1 Nepes X pasnyKow.
A nanblue ¢unbM NpeBpaLLaeTcA B peMeliK TexX e
«30HTUKOBY: IMuAMI0 1 GUAnNNa ToXe HAYT PasnyKa,
MCMbITaHWA, HOBaA i060Bb.
Koraa B Hayana 1960-x perxuccep Hak [Jemu 3a-
ZyMan BMecTe C KOMM03KUTopoM MuLlienem JlerpaHom
COBPEMEHHYI0 KMHOOMepy, 3TOT 3aMbICeN MHOrMe
cumTanm 6e3ymMHbIM. Perkunccepy Bansto Banbuapy,
MMEBLLIEMY NIULLIb TeaTPasbHbIA OMbIT, HYKHO ObI10
obnaaath He MeHbLLIe CMeNOCTbI0, YTObbI B3ATHCA
3a «Kade Moei namATm». CpaBHeHWe ¢ opurMHanoM
MOYTN aBTOMaTUYECKM CTaBUT PEMEIK B HEBLIFOAHOE
NOMOMeEHWe, U HaJo BbINO HAMTK HeCTaHAAPTHBIN XOf,
YTO6LI KapTWHa He BhlrAaena 6ieaHon Konue unu
Yanxkom napogmen.
Takoit xof nofAcKasana ¢uHCKaA peanbHoCTb. Kak u
LLepbyp y Oemn, XenbcuHKM y Banbliapa nokasaH Kak
HamMonHeHHbIN N033Ke U Npea4yBCTBMEM POMaHTUYe-
CKMX BCTPeY MPUMOPCKUIA ropof. C Apyrol CTOpPOHSI,
GunnbM [emn 6bin1 CMenbIM 3KCNepUMEHTOM B 06n1acTu
KMHOAM3aHa: pacKpaLLeHHble AeKopaLmWu, ocTpan
1rpa LBeToB, COYeTaHNe eCTECTBEHHOM HMU3HM, KOTO-
pYyto TaK Nto6UNM perkmnccepbl «HOBOW BOSHbI», U CTUMK-
30BaHHOIO M1aMypa — BCe 370 6bI10 TOrAa B HOBUHKY.
«LLlepbypcKue 30HTUKM» [N OFPOMHBI UMMYIIbC
PasBUTMIO KUHO: UX BNMAHWE BUOHO B AN3aHEPCKOM
peLLeHNM MHOMeCTBa QUIbMOB NyULLIMX PEHUCCEPOB

lNocnegHuWiA, KCTaT, NPU3HAnNCcA B CBOE MtobBM K npe-
KpacHon OpaHumm B «HKusHm boreMbl». BanbLiap Torke
OTO3EeT POMAHTUYECKYIO AaHb CTpaHe-MeyTe — B YacT-
HoCTW, Mpeg/iaraA aKTpuce Mapum lNakaneH, 13BecTHoM
B TOM umcrie no dunsMam KaypueMsaKK, BOMAOTUTECA

B 06pa3 HULLIEHKM 1 CreTb neceHky o MoHMapTpe. Ho
[OCTOMHCTBO GWNbMa — B TOM, HTO OH He KomnupyeT
dpaHLy3cKue obpasLbl, a co3aaeT U306pasuTesbHbIN
CTWINb fleKopaLmnii U KOCTIOMOB Ha OCHOBE HaLMOHaTbHBIX
OOCTUHEHMIN — 3K0-AM3aliHa l0pbe Kykkanypo 1 Mapu-
MEKKO. 1T0 KacaeTcA My3bIKK, OHa TOMeE UMeeT PUHCKoe
MPOUCXOMOEHME: SKNEKTUYHBIN CayHOTPEK CTPOUTCA Ha
MECHAX W [rKa30BbIX KOMMO3MLIMAX XelKKu CapmaHTo.

CiorkeT «Kade Moelt namATU», XOTb B 06LLIMX YepTax U
MOBTOPAET BCEM M3BECTHBIN, HO C BaXKHO OFrOBOPKOM.
BriobneHHbix 13 «LLlepbypcKunx 30HTUKOB» pasny-
Yyuna BoHa B AmHupe, Ha KoTopyio ywen [, 1 ato
06CTOATENLCTBO BLIBOAWIO KaMepHYIo Meniofpamy
B Bosee LLMPOKOE MUCTOpUYECKOE MPOCTPaHCTBO. B
«Kade Moeit namATU» QUMM CTAHOBUTCA *ePTBOM
0roBOPa W MHTPWI B fiNLiee, rae OH NpenodaeT, CToMb
XapaKTepHbIX A4J1A 3MOXM «HOBOW 3TUKM», U HE Bbl-
[eprmBaeT cTpecca. TeM caMbiM GUbM NoKa3biBaeT,
KaK X0noHble peannm COBPEMEHHOM HM3HW fare 6e3
MPAMOI0 HaCW/INA Pa3pyLLIAIOT YesloBeYeCKMe YyBCTBa
1 OTHOLLIEHUA.
«Kade Moei namaT» — GUHCKO-PpaHLLy3CKanA Ko-
NPOAYKLMA, B GuribMe OLLYTUM $paHLy3CKui Ayx, a
4acTb AencTBMA pasbirpbiBaeTcA B LLepbype. U Bce
e UMEHHO QUHCKMIA POMaHTW3M, GUHCKMI IoMOop,
BOODLLie PUHCKAA MeHTaIbHOCTb OMPaBAANM PUCKO-
BaHHbI 3aMblices, HaNoNHWAW naeto GrbMa KPOBbIO
1 MN0ThIO.

AHdpel lMnaxos

Haluero BpeMeHu — oT [Negpo AnbmogoBapa 4o Axu

Kaypucmsarn.

THE CAFE OF MY MEMORIES/ LE CAFE DE MES SOUVENIRS

INEAEIEY DIR. VALTO BALTZAR

inland, our time. Emilie is a
Fwaitress in her mother’s café
where students like to gather.

Philippe is a Frenchman who teaches in
a local lyceum. They start a relationship,
take walks through a coastal town and
go to an open-air cinema where old
movies are screened in the evening.
We see the classic moments from “The
Umbrellas of Cherbourg” - the duets

of Geneviéve and Guy before they part
ways, are sung as patters, like in an
opera. And then, the film turns into
a remake of the very same classic
movie: Emilie and Phillippe are also
bound to fall apart, endure hardship and
experience new love.

In the 60s, when Jacques Demy and
the composer Michel Legrand came up
with an idea to create a contemporary
film opera, a lot of people considered

it insane. Director Valto Balzar,
who previously had only theatrical

experience, also had to be pretty
courageous to take on such project as
“The Café of My Memories”. Inevitable
comparisons to the original almost
automatically gives the remake short
end of the stick, and it takes a certain
effort to find some unusual development
for the new film not to look as a bleak
copy or a parody.

Such a development was suggested by
the Finnish reality. Just like Cherbourg
in Demy’s film, Helsinki in Balzar's
movie is shown as a coastal town filled
with poetry and prenotion of romantic
encounters. On the other hand, Demy's
film was a daring experiment with film
design: there were painted sets, a game
of colors, a combination of real life

that was so adored by the New Wave
directors, and of stylized glamour - a
truly new experience back then. “The
Umbrellas of Cherbourg” inspired a great
impact on the development of cinema -

|

this impact is apparent in the art design
of numerous films made by the greatest
filmmakers of our time - from Pedro
Almoddvar to Aki Kaurismaki.

The latter also declared his love for

the beautiful France in his movie “The
Bohemian Life”. Baltzar also pays a
romantic tribute to this dreamland -

for example in the casting of Marja
Packalén (often cast in Kaurismaki's
films too) in the role of a beggar singing
a song about Montmartre. But what
also works to the film's benefit, is that

it doesn't try to imitate the French
imagery, but instead bases the design of
settings and costumes on such national
achievements as the eco-designs of Yrj6
Kukkapuro and Marimekko. Regarding
the music, it also has Finnish origin: the
electronical soundtrack is led by songs
and jazz melodies of Heikki Sarmanto.
And even though the plot of “The Café of
My Memories” vaguely repeats the very

known narrative, there is one crucial
stipulation. The couple in “The Umbrellas
of Cherbourg” were separated by the
war in Algeria where Guy heads, and
this particular circumstance brought
this chamber melodrama into a wider
historical space. In “The Café of My
Memories” Phillippe falls victim to
slander and machinations in his lyceum,
and breaks down under stress. Thus, the
film shows just how the cold realities
of life - even deprived of direct violence,
end up destroying human feelings and
relationships.
“The Café of My Memories” is a Finnish-
French co-production, and the French
spirit is felt in it, while part of the action
takes place in Cherbourg. At the same
time, it is Finnish humor and Finnish
mentality in general that justify the risky
concept here, and fill it with flesh and
blood.

Andrey Plakhov
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CbIH (PESAR) / PEX. HYLLIVIH MEPALIXM

amneTy BbI10 HeYero TepAT,
I_ﬂoaTOMy OH MoLuen Ba-6aHkK.

KarkeTcA, B LLEKCMMPOBCKOM
repoe 6bin0 60rbLLIe BCEro oT-
YaAHHOI0 YNoeHnA COBCTBEHHOM
cMenocTbio. OH, HakoHeL, 3aro-
BOPWII, M CaM 3aK0N0BaH 3TUM
NMOTOKOM TPOSIIMHIA Y UPOHWUYHBIX
06BUHEHWIA, KOTOPbIE MO3BONWN
cebe nof MacKol 6e3ymun. Tak BoT,
®apug, repor HywumH Mepagrn, ¢
KOTOPbIM Mbl HEOTCTYMHO MPOXMBA-
€M HECKOSBbKO TPYAHbIX CYTOK — 3T,
KOHeuYHo, [amneT.
Mor<HO pacnpenenuTb 1 apyrve
KloyYeBble ponu. Matb, KoTopyio
MPUWHL, AATCKUI T 06nmMYan, To
Harnen, 370 W 34eCb MaTk; B POSv
Odenmm cumnatnaHan, Hesamy-
HAA, a rMaBHoe, BeNMKoAyLLHaA
cocedKa; HerogAan Knaeawui — ctap-
LUK BpaT, HMBET 3a rpaHuLien 1
Ha cLieHe 6oMbLLIYI0 YaCTb BpEMEHMU
OTCyTCTBYET. «Ha cLeHe» BronHe
YMEeCTHaA 0roBOPKa, MOTOMY YTO
nemctame «CblHa» pa3BopaymBaeTca
B HECKOSBKUX MHTEPLEPAX 3IUTHOrO
Hunoro goma B TerepaHe. Mpa-
MOpPHbIe XOS/bl, 3anuTble CBETOM
NECTHWUYHbIE MIOLLAAKM, HOBEHBKAA
kBapTvpa Dapuaa (NoToM y3HaeM,
410 He Mapwnaa, 1 3T0 BarkKHO) —
4YeM He KOponeBCKMM ABopeL, Mo
KOTOPOMY CNIOHAETCA, U3HBIBAA,
OOVHOKWIA MPUHLL.
Qapua 1 ero cTapeHbKaa MaMa
BBE3MHAIOT CIOAA B NepBbIX Kagpax
W, KAHETCA, YCNEeBaIOT MPOKUTL

BCEro HECKOSbKO Hefieslb — 0 CPOKaX
CyOuTb TPYOHO, 3TOT Mepuos CHAT
3KOHOMHO, KOHTPaMyHKTaMu. Mbl
BUOWM, YTO 40-NETHUI TONCTLIN XO-
NOCTAK (BHELLHe COBCEM He MPWMHLY)
6€eCroMOLLIEH B 6bITY, 3 ero MeuyThl
WHbAHTUNBHBI — BBITAHYTb MaMUHBbI
cbeperKeHnaA Ha MOoKyMKy «[leroy;
HabniofaTth 3a COCEKOM B OKHO

— 3TOT NOYTU AETCKUIM Byanepusm
cnerka NpuKpbIT Tem, uto @apug,
KarKeTcA, yBrexaetca goTorpadueit.
A rnaBHoe — 6eCKOHEYHbIN MOTOK
06BUHEHWI OT CbIHa U BOpYaHUE,
HKeNYHOCTb, NoaKaTble rybbl —
MaTepu: OHW JaBHO Pa304apoBa-
nuce apyr B Apyre. HywmH Mepag-
KM TOHKO MOAMEYaEeT [T1aBHyI0 Yep-
Ty TaKOro Colo3a: 3T0 He be3yMHan
MaTepUHCKaA Miob0Bb, KaK MPUHATO
CUATaTb, KOraa B3pOCSbIf ChiH, TaK U
He 0TMPaBMBLLNCE B CAMOCTOATESb-
Hoe MnaBaHWe, MpeBpaLLaeTcA B
GpUKa, a HeYTO, YTO LOPACTAET YiKe
[0 HenpuUATKA.

HacroALan nctopmA HaumHaeTes,
Korga MaTb He NpoCkINaeTcA nocne
04epeiHOM CCopbI, a CbiH TaK U He
BBIXOAMWT U3 LLIOKa, He peLUMBLLNCH
paccTaThCA C TENIOM U He CO06LLMB
HUKOMY O CMEPTU — a NMperae Bcero
Qapxagy, HuByLLeMy B AMepuKe
6paty, MOTOMyY YTO TOT «Mpeaasn»

W «CblH Y Hee Bbl TONbKO 04MH».
NHbaHTUNBHOCT yHKe NoYTU 13
ayTMYeCKOro CMeKTPa, MOMHOMEH-
HaA Ha LLIOK, MOHUT repoA TO BO
[BOP B MOMCKax 04epeHOM rocTby,

KOTOpaA NpoBeaeT C HUM o4vepes-
HYI0 HOYb — OH He B COCTOAHUM ObiTb
[0Ma ofIH; TO K CocefiKe, C KOTopol
pa3birpbiBaeTCA OTAeNbHAA UCTOPUA
MaHUMYNALMIA; TO K KOHCHEPHY,
KOTOPBIM, KAKETCA, MePBLIM CNPOCUT
— «Arge TBoA MaTb?».
Pa3o6nayeHune HeoTBPaTUMO U
BCe 6nnHKe, CUTyaLmA Noxora Ha
LyrLiBaHr, Korfa Karabl Lar
TOMbBKO YXYALLAET MOJOHEHWE,
MO3TOMY MOMHO MO3BOSNUTL cebe
BCE — FOBOPUTb, MOBOPUTL; 06BUHATL
BCEX BOKPYT B HEMIOOBU 1 CBOEM
oauHouecTse (ocobeHHo aocTaeTca
KPOTKOM cocelIKe); CapKacTU4iHO
TpeboBaTb OT bpata 06bATUIM, Koraa
OH BCe-TaKW NpueseT; He 60ATLCA
6bITb 6E3YMHBIM, HABA3YMBLIM, Harl-
KM — BCE paBHO Mponafarb.
HaMepeHHo «3amMopo3uB» CBOEro
repoA B 04HOM CUTyaLMK 1 B OHOM
MHTepbepe, HylumH Mepagru
UrpaeT Ha CMeHe NCUXONOMUYECKIX
COCTOAHWUI 1 JarKe HaHpOoB, 1K, No
KpamHen Mepe, HaCTPOeHWA 3penn-
LLla — BM/0Tb [0 BbIXOAA B CKa3Ky
C HETNEHHbIM TESIOM, CMaceHUeM,
MpoLLIeHNEM 1 obpeTeHneM. U 31o
He BOCTOYHAA CKa3Ka, KaK noadvep-
KWBaET perKmccep, 3aCTaBnAA CBOMX
repoeB To CMOTPeTb «KpecTHoro
0TL@», TO paccKasblBaTb COBEpLLIEH-
HO COBETCKMI (TYT HaLLlero 3puTena
BO3bMET 0TOPOIb) aHEKAOT MPo
LLlepnoka Xonmca. Bcé yHmeepcans-
Hoe. Halue. YenoseyecKoe.

HUz0pb Casenves

MIFF JdHILY  maner B «oktAGpe»

THE SON/ PESAR

00/ IZ=NNEN DIR. NOUSHIN MERAJI

looks like what prevailed in the Shakespearean

hero, who has given rise to numerous modern
replicas, was fascination with his own daring. Finally he
spoke out and he is enchanted by this stream of trolling
and ironic accusations which he blurts out under the
cover of madness. So Farid, (Noushin Meraji's character)
with whom we spend several hard days, is undoubtedly
Hamlet.
Other key players can be identified. The mother who the
Danish Prince alternately exposes and pities, remains a
mother. Ophelia is a nice-looking, single and generous
girl next door. Claudius the scoundrel is the elder brother,
living abroad; he is absent from the stage for the most
part. “Stage” is an appropriate term since the action
of “Pesar” takes place in several interiors of an elite
apartment house in Teheran. Marble halls, illuminated
staircases, Farid's new flat (later we learn that it is not his,
and it matters) — in a way it is a royal palace and the bored
lonely Prince wanders all about it.
Farid and his aged mother move in here in the first
episodes and it seems they manage to spend here only a
few weeks. It is hard to say anything about the time since
this period is shot very sparsely in counterpoint. We see
the that 40-year-old plump bachelor (who does not in the
least resemble a prince) is helpless in everyday life and
his dreams are infantile like prying out Mom's money to
buy a Peugeot (which he won't drive anyway because he
can't leave the enchanted palace) or secretly watching
the neighbor in the window. This childish voyeurism is at
least partly justified by his interest in photography. Most
importantly there is the constant stream of accusations
on the part of the son and incessant grumblings and
pursed lips on the part of the mother. They have been
disillusioned with one another for quite some time
and the new interior makes their mutual dependence
intolerable. Noushin Meraji notes the main feature of
such a union: it is not the mother’s insane love, as we are
used to believe, when the grown-up son, who has never
had a life of his own, becomes a bachelor and a freak, it is
something that amounts to repulsion.
The real story begins when the mother does not wake
up after another quarrel and the son stays in a state of
shock, not daring to part with the body and never telling
a soul about the death, and least of all Farkhad, his
brother who lives in America because he “betrayed her”
and “she had only one son”. His infantilism which is fast
becoming almost autistic combined with the shock, drives
the character into the yard in search of another guest,
who will spend the night with him — he can’t stay home
alone; or to his neighbor’s flat and there, another story of
manipulations unfolds; or to the concierge who will be the
first to inquire “Where’s your mother?”
The exposal is inevitable and fast approaching. The
situation is similar to zugzwang when every move makes
the plight worse, so one can afford everything - talk, talk,
talk, accuse everybody of the lack of love and your own
loneliness; sarcastically demand an embrace from his
brother, when he does come; not being afraid of seeming
mad, tiresome, pitiable, all the same there's no future.
Having intentionally “frozen” his character in one situation
and one interior, Noushin Meraji plays with changing
psychological states and even genres or at least the
prevailing moods up to immersing the viewer in a
fairytale with an immortal body, rescue, forgiveness and
attainment. This is no Oriental fairy tale, and the director
makes it clear when he makes his character watch
“The Godfather” and tell very Russian jokes about
Sherlock Holmes (our viewers will be dumbfounded).
Everything is universal. Ours. Human.

I I amlet had nothing to lose so he risked it all. It

Igor Savelev



KOHRYPC KOPOTROMETPAHHOI O KMHO

3TOM rofly KOPOTKOMETParHbIN KOHKYpc MMKO,

COCTOILLMI U3 TPEX CEaHCOB W YeTbIpHaaLaTH

GUNBMOB, HaXoUTCA B MPAMOI B3aMMOCBA3U C
TeKyLLWIMU YMOHACTPOEHWUAMM — XOTA TeMa NaHaeMun TyT
HW pa3y He NOJHMMAETCA, HO, KaHETCA, MoJpasyMeBaeTCA.
Mo cpaBHeHMIO C NMporpaMMamm NPOLLbIX JIET ee HacTPoW
— CKopee MeJIaHX0MMYHbIi; B OTAe/bHbIE MOMEHTBI —
[la¥e HECKOJTbKO MaKabpuyecKuii.
LleHTpankHo TeMol MepBOro ceaHca Tak Unu nHaye
CTaHoBMWTCA TeMa cMepTu. OTKpbIBaET ceaHe (M CooTBeT-
CTBEHHO BCHO NMPOrpaMMy) aBCTPUMCKO-HEMELIKUIA UbM
«Pbibbl» (per. Padasna LLiMna), KoTopbiit 33aeT He Tosb-
KO CMBICNOBOM, HO U CTUAIUCTUYECKUI TOH MPOrPaMMbl.
Bpart c cecTpoi TyT BCTpeYaloTCA B KUTANCKOM pecTopaHe,
KOTOpbIN CTAHOBUTCA apeHoM 1A BeCbMa CBOe0bpasHbIX
MOMUHOK — Y HUX TOJIBKO YTO YMepsia MaTb. TeMa 3aKpbl-
TWA CTapbIX CHETOB U 3aHUBNEHWA OyLLIEBHBIX PaH peLla-
€TCA HEeHaBA3YMBO, 3/1EFaHTHO U 04EHb KMHEMaTorpaduy-
HO. OHbIV repoii NoNLCKOM KapTUHbI «[epoii» (peruccep
MuneHa [yTKOBCKanA yre y4acTBOBana HECKOJBKO NieT
B KOPOTKOMETParHOM KOHKypce MMK®) Tore neperu-
BaeT MoTepio — y Hero ymunpaeT 6abyLLKa, eAUHCTBEHHbIN
6NM3KMIA MY YENOBEK, U MabYMK MbITAETCA He TOJbKO
NPUMMPUTLCA C NOTEPEW, HO HAUTL CNOCOB HWUTb AarnbLLe.
LleHTpankHo TeMa noTepu CTaHOBUTCA U B POCCUMCKOM
¢unbme «Kata» AHgpesa HatoumMHcKoro, cTyaeHTa MacTep-
cKoi Anexcanapa CoKypoBa (paboTbl Apyrmx y4eHUKOB
3TOM MacTepCKOM € HONBbLIMM aHUoTaKeM Bblnn no-
Ka3aHbl Ha decTvBane B nNporpamme «06paTHas nepcrex-
TWBa»). MaTb 3Aech TEPAET [04b U NEPEHKMBAET NOTEPID
Mo-CBOEMY - HeOXMOaHHO 0BHapYHMB BOM/IOLLEHWE
J04epu B COBEPLLIEHHO HE3HAKOMOM JEBYLLIKe, C BECbMa
HeOMMAAHHBIMY ANA Bcex nocnefcTavAMY. CoBepLUeHHO
MHaYe 1 C NPUHLMNMUANBLHO UHOM MHTOHALIMEN BO3HUKaeT
MOTVB CMepTU B npeAcTaBnsioLLieM OpaHuuio punbme
«3KoMaHbAK» (perk. Hapewpaa MetpeHKo) — BNpoYeM, He
6yneM pacKpbIBaTb MHTPUry. 3aBepLUaeT NepBbIi ceaHc
aBaHrapAHbii GubM 13 BeHrpum «MamKUH KOTUK» AHHa-
6ennbl LLHabenb. MNepexod B MHOM MUP 34eCk anieropu-
YECKWI — IMaBHbIN repoii HAUMHAET HOBYIO ¥U3Hb, HaJeB
KOCTIOM KoTa. [paBaa, AMBHbIN HOBbIA MUP MOXHATbIX
pafocTeit CUrbHO OCTIOMHAET OTHOLLIEHWA repos C MaMO.
HernacHan Tema BTOPOro ceaHca (3a UCKIIoYeHUEM,
noanyi, nocnegHero gpunbMa B HeM) — nio6oBb. Cob-
CTBEHHO, 3TO (aKTUYECKM Ha3BaHWe NepBoi KapTUHbI B
nporpaMMe, eLLe OHOM0 BeHrepcKoro GpubMa, «Arana»
(perk. Mapk BenesHaw). Arans — ogHa 13 pasHoBUOHOCTEN
TH06BM, U, KAHKETCH, 3T0 UMEHHO TO, YTO HEOHMAAHHO
Cry4aeTcA Mexay ABYMA 04YeHb Pa3HbIMU KMHOMaHaMu —

MAIJI EHbHME TPAFE,D,MM

HKEHLLMHOM B NpoLiecce passoga U TUHIMOHKePOM. TeMy
YyBCTB, HAarPAHYBLUMX BHE3AMHO W HEKCTaTW, MPOLOSTHAET
M3pamnnbeKuii urbM «Heypumy LLlaiinm Atapu, B KoTopoM
CaMa permccep UrpaeT rMaBHYio FepPOuHI0, AEBYLLIKY B UH-
Ba/IMOHOM Kpecrie, y KOTOPOI BO3HWKAIOT OTHOLLIEHUA C ee
¢$u3noTepaneBToM (M 4a — OTHOLLIEHWA OEBYLLKM C MaMoW
TYT TOXe BeCbMa BarHbl). HexkHas, BbINosIHeHHas B Npu-
ITYLLUEHHBIX MOTYTOHAX POCCUMCKO-MTANBbAHCKAA KapTuHa
«Mocre Hac» (pex. MHHa Liroesa) U3ALLHO uBoMMCyeT
JIeHUBbIiA, pa3MepeHHbI BbIT pbibaLlKoi OepeByLLIKY, B
KOTOPOI OTKPbLIBAETCA LIeSTbIA HOBbIV BONLLEOHbIN MUp,
Kora B Hee Mpue3KaeT MaseHbKaA roctbA. MocnegHun
bunbM B ceaHce, HeMeLKue «Konnerm» AHHMca AnexcaH-
[nepa Kudepa — pegkuin KomeOuiHbIA 3Bepb B KOHKypce
3TOr0 rofa, W'Yy Hero, BNPoYeM, [OBOJIEHO HEHHanA U
J1aCKOBaA MHTOHALMA.
HaKoHeL, NeTMOTMBOM TPeTbEro KOHKYPCHOMO ceaHca
CTaHOBMTCA TEMA, JIOMMYHBIM 06pPa30M BhbITEKaIOLLLAA U3
OByX NpeabliayLLmX (M TakKe OTAENbHO aKTyarnbHanA B
TeKyLLiel MMPOBOM 3MNAEMMOSONMHECKO 06CTaHOBKe) —
npuHaTVe. Bripoyem, niob0oBb CO CMepTbI0 NPUCYTCTBYIOT
B 1306MnMM 1 TyT. 3a3ET TOH apreHTUHCKanA KapTuHa
«HacnawaeHue» pexmccepa ®epmmHa [e J1a CepHa, B
MEepBOM e 3MM30fe HMBOMNUCYIOLLIaA MacTypbaLuio B
[ZyLLe ¢ TparuyecknMum nocneacTemaAmu. B elue ogHoi
paboTe 13 JlaTMHCKO AMEpUKM — KONYMOUMCKOM urbMe
«[Tnubl neTatoT napamuy» Xyasa Qenvine Mpucanesa - Te
caMmble «MTHLLb» — Napa BIIo6SIEHHbIX, OTMPaBNAIOLLMXCA
B M0E3AKY C JaNIeK0 He POMAHTUHECKVMU LieNAMMU, HO
rOTOBbIX MPOMTL 3TOT NyTb BMecTe. A BOT repou BbeT-
HaMcKoW NieHTbl «[oe3gKa B paii» (per. JIuHb [1yoHr)
— HEMOJ10[3bl, HO U Ha HUX HabpacbIBaeTCs HeOHUAaHHOe
YyBCTBO, KOraa ABoe ObIBLLKX MACcCUii OKa3bIBaKOTCA B
0[HOM 3KCKYpCMOHHOM aBTobyce. [leiicTBIe cpasy AByX
KapTWH B MPOrpaMMe NPOUCXO[UT HakaHyHe [Macxu. B
6onrapckoM ¢uneMe «Cropnyna» Cniaebl [JoiveBoi
repoVHA NPUEe3rKaeT Ha MPasgHUK B PoaHyio epeB-
HIO K OTLly, KOTOPbII He 3HAET, YTO y Hee OTHOLLIEHWA C
[eByLUKOW. B 3aBepLLUaloLLLeM KOHKYPCHYIO NporpaMMy
PYMBIHCKOM QuribMe «MOMKET 6bITb, TbMa CKPOET MEHSA»
Anpgpen Enype, A KOTOPOro 3TO peMMCCepCKIiA AebioT,
CBALLEHHWK OTNPaBAETCA B HOYHOM NYTb CO CBALLEHHbIM
orHeM. HaseaHwe dunbMa, oTcbinatoLye K MNicanuio,
TaKMKe ABMIAETCA 1 onpedeNALLMM 1A 3CTETUKU. TbMa
[eicTBUTeNbHO KaK bbl HAKPbLIBAET 34eCb MUP, OCBeLLLae-
MblIl JINLLIb TPEBOMHO-KPACHBIMU OMHAMM MYCTbIHHBIX
aBTO3arpaBoK U TYCKIbIM CBETOM (ap — HO, KaK Mbl 3HaeM,
MHorda TeMHoTa 3Ta 6naro.

MapuHa Bonm



BOE

( CYACTNINBOE NPEA3HAMEHOBAHWE
(SANTHOSHATHINTE ONNAM RAHASYAM) /

PEM. [IOH MAJTATXAPA

onofan napa, Mapua n utuH,

e[ieT B MalLLWHe K Bpayy. Mapusa

NoJ03peBaeT, YTo OHa bepeMeH-
Ha — Hy*KHo ybeauTbcsA. YyBCTBa y Beex
YYaCTHMKOB M0 3TOMY MOBOY NPOTUBO-
peuvBbIe: MoIoAbIe SO He KeHaTbl,
BCTPEYal0TCA TalHO, [MWUTUH — HauMHalo-
LM aKTep, KOTOPOMY MOKa He CBATAT
60/bLUXE PO U KPYTHbIE FOHOPaphbI, 1
4TO CO BCEM 3TUM JeNaThb, eC/v OeCTBU-
TesIbHO NOABMUTCA PebeHOK, HeACHO.
B npoLunoM rogy MHOUMCKWM KUHEMATO-
rpa¢ B KoHKypce MMKO® npencTaenana
KapThHa «becnnogHanA HeBecTar, B
KOTOPOW LieHTpasbHbI KaK 6bl poMaH-
TUYECKWI (@ Ha camoM fiefe — [O0BOJIbHO
rnobanbHbIiM) KOHGAMKT bbin 3aBA3aH
Ha (He)HaCTyNeHUM y rIaBHOM reporHU
MeCAYHbIX; KNacCUYeCKuiA apaMaTypru-
YeCKUI NpyeM TaknM 06pasoM peLuanca
3a cyeT du3mronoruu. B HbiHeLLHel
KOHKYPCHOM MHOMCKOM KapT1He MecaY-
HbI€ — TOXe MPUHLMMNANBHBLIA MOMEHT,
WX BO3MOMHbI NPUX0M, — CO6CTBEHHO TO

caMoe «cHyacmineoe npensHaMeHoBaHUe».

TaK npoucxoauT cboit naTprapxansHoro
KaHOHa, B KoTopoM ¢u3nonorusa (oco-

6€HHO KeHCKanA) TPaOULMOHHO He MOXKET
6bITb NPeMEeTOM pasroBopa.

TyT 3TOT pa3roBop CTaHOBUTCA LieHTpasb-
HbIM — B MPAMOM CMBbICT1e, MOCKOMBKY
6onbLLe B duibMe HUYEro He Npouc-
XOQWT, Frepou efyT B MalLLMHE 1 CopAT. Y
3TOW AMCKYCCWA 3aHATHaA ApamaTyprua
Hepa3peLLMMOro, KareTcA, KOHDINKT,
KOTOpbII HE UMEET OTHOLLIEHWA HU K CO-
LMasnbHbIM, HY K KaKUM-TO pYrM yCnoB-
HOCTAM. MapuaA BONHYETCA: @ UTO CKaXyT
poautenun? Heyxenn MHe npugeTcaA
6pocuTb y4eby? Ha uto Mbl byaeMm HuTb?
MoxkeT, Bce-Taku abopT? [HUTUH pas 3a
pa3oM npeanaraet yMo3puTesibHble, BPO-
Ze 6bl fornyHble pelenus. Hapo bypet
— noxkeHnmcA. MonageLub yunuTsCA nocre,
HWYero cTpaLuHoro. Ecnm Tbl He xoueLLb
pebeHKa, TBoe Teno — Toe geno. Hoy
Mapuu ecTb 0QWH ¥ene3HbI KOHTpapry-
MEHT — BCE, YTO OHW 0BCYKaloT, 3apaHee
6eccMbIC/IEHHO, MOCKOJTLKY BOMPOC C
6epeMeHHOCTbIO (KOTOPOI, BO3MOMHO, U
HET) y¥Ke NpOoABUI NMPOTUBOPEYMA CIIULLI-
KOM r7106anbHble, YTo6bl MPOUFHOPUPO-
BaTb TOT GaKT, 4TO 3TUM ABOUM, CKopee
BCEro, BOO6LLE HE CTOUT BbITb BMECTE.

MIFF dAILY

ELLie ogvH popManbHbIi MpreM, Ha KoTo-
pbii1 cobupaeTtca gpaMaTyprua punibMa
[HoHa Manatxapa — nonTtopa yaca, npo-
BeJleHHbIe BMeCTe C repoAMU B MaLLIMHE.
C ogHO CTOPOHBI, AaHb NPaKTUYECKUM
coobpareHnAM (GnnbM cHUManCA He-
nocpeACcTBEHHO BO BpeMA NaHaeMmnn), ¢
JpYroi CTOpoHb! — 3¢ GEeKTUBHO co3aaeT
MWKPOKOCM 3aKUMalOLLIEr0 KOHIIUKTA.
lMepvioanyeckm apyrue ronoca BTopratT-
€A B 3TY MHTUMHYIO peanbHOCTb. [ru-
TUHY 3BOHUT NPUATESb, CETYIOLLIMIA Ha
CO6CTBEHHYIO CeKCyarbHYI0 GpyCcTpaLyio;
repou MoABO3AT HEHLLMHY, KOTOPOM,
KOHEYHO, €CTb YTO CKa3aTb OTHOCUTESb-

HO UX MaTpUMOHMasIbHOMo CTaTyca u
KapbepHoro Bblbopa [rxuthHa. Cambiii
No60MbITHBIA U3 3TUX FOS10COB — OAMO3-
HbIl KUHOpEMMCCep, Y KoToporo Mapun

MaHEM B «OKTAOPEe»

6epeT no TenedoHy UHTEPBbIO, KaMKETCH,
napoAvA Ha cobupaTenbHbIi 06pas He-
3aBMCMMOTO KiHO BoobLue. HeBnanMbIi
auteur He3aMeQIMTENBHO COOBLLIAET,
YTO CHUMAET He ¢punbMbl, @ KHo, 1 uto
OH YHUKanbHbI aBTOP-GEMUHUCT — B
TOM CMBbIC/1e, YTO OH CYMTaET, YTo pasy
MHEHLLIMH XOPOLLIO MOJTy4aeTCA rOTOBUTb,
3TUM UM W Hafo 3aHMMaTkCeA. Bee atn
0Y4eHb KCTaTW NPOABMBLLMECA NePCOHaMHM
— KOHEYHO, HEMHOIO GYHKLIMK, TaK UK
MHaYe 3epKanALLme KOHGMKT repoes
- HO ¥ AenaioLume ux 6onee HuBsIMK. B
KOHLIe KOHLIOB, KaK NMoKas3bIBaeT Bpoae
6bl CYACTNIMBBLINA, HO He Pa3peLLIAIoLLIMIA
OCHOBHbIX MPOTUBOPEYMIA d1HanN — Nped-
3HaMeHOBaHWA Mpe3HaMeHOBaHNAMM,
HO HWYTO, KOHEYHO, He NpeapeLLIeHo.
Onvea Apmemoesa

BE3OHA

LHOKYMEHTAJIbHOI O KMHO

KOHKYF

AMYPCKAA FOJITO®A / PEX. t0/TMA CEPBIIHA

a OKpauHe UMnepumn cobbITUA pa3BUBaIOTCA

ropasgo bbicTpee, YeM B cTonuuax. [na npe-

CNle40BaHWA CO CTOPOHbI B/IACTM [OCTAaTOYHO
TaKUX MesoYel, Ha KoTopble B «60JbLLIOM MUpe» U
BHUMaHWA 6bl He obpatunu. U B pykax 3toi Bnactu
60nbLLe MHCTPYMEHTOB — NPOCTLIX, KaK KyBanaa, Ho
LefcTBEeHHbIX. 3arHaTb MaLLMHY ONMO3MLMOHepa Ha
LUTPAdCTOAHKY, 06pybUTL INEKTPUYECTBO B KBAPTU-
pe... YTo, Bripo4eM, He OTMEHAET U KNaCcCHKM — yro-
NI0BHOMO Aienia. 3a KOPOTKUI CpoK BUTEK, TakeucT U3
AMypcKa, NpoXoamT Bce 3TU (M MHOT e Apyrue) Kpyru

apa. OctaBanAck Npy 3TOM BUOE06/10repoM ¢ He-
CKOJBKMMU fiecATKaMM noanucynKoB. Ho BeipacTas U3
LUYKLLUMHCKOIO YyAMKa B LLIEKCTIMPOBCKOMO repos.

Mo ¢punbmy l0nmMm CepbrnHoi KareTca, YTo B AMypcKe
1 B NPUHLMIME NOYTU HUKOMO HEeT — OMa PaspyLUEHb,
MaLUMHbI 3abpoLueHbl. 3To He JaeT repoto NOKoA U CTa-
HOBUTCA TEMOW ero CTPacTHbIX, MHOMAa HAaUBHbIX, MHO-
raa He oYeHb TPe3BblX, HO BCeraa MCKPeHHUX MOHO-
noroB nepef Be6-Kkamepoit. OT 6051 3a cyasby Manoit
poOuHbI — K NpAMbIM 06BUHeHUAM. Ho ecnn gonro
BrnAgbiBaTbcA B 6e3aHy... besgHa pearupyeT cpasy,

KaK TonbKo BuTbKa 3ameyaeT 1 npusevaet OMuTpuin,
MECTHbI KOOPAMHATOP OMMO3MLMOHHBIX cuil. KaweT-
A, Bce beapl NafdaloT Ha briorepa TaK bbICTPO, YTO OH
He ycreBaeT TOJIKOM YTO-/IM60 MOHATb, 1 BCIO BTOPYIO
nonosuHy dpunbMa npebuiBaeT B oLeNeHeHUn, Ho
NPOLOKAeT XOPOXOPUTLCA — LLYTUT Haf coboit (Bcé
rpycTHee), NbITaeTcA 06BACHUTL YTO-TO CEMbE, MULLIET
NECKOBCKU-CaTUPUYECKME NUCbMa 13 TIopbMbI. BnacTb,
KOTOPYIO OH CKOpee 06/IMYaeT, YeM anennmpyeT K Hel,
npeacTaBneHa, B ToM uncrne, rybepHatopom CepreeM
QypranoM, KoTopbI 0fHaMabl MpUe3KaeT B ropog. A
B UHaNbHbIN KacKaj KaapoB peruccep BCTaBNAET U
Buaeo apecta Oyprana — caMa ¥u3Hb 3aKosbLeBasna
CIOMET.
B «AMypcKoit ronrode» MHOM0 HECOMHEHHBIX YAau.
OfHa 13 HKX — TO, YTO perkuccepy yaaeTca cTaTb HeBU-
OVMKOM AN1A 3TUX CYPOBbIX AaNbHEBOCTOYHBIX JTIOAEW,
KOTOpble MOYTU He pearupyioT Ha Kamepy (Mnu pea-
rUpYIOT, KOraa Hao: BUTEK MOMET 1 NPUXBACTHYTb,
BOT, MOJ1, MEHAl CHUMAIOT *YPHaNuCTbl N3 MocKBbI — 1
KarOpli pa3 HaTbIKAeTCA Ha HeQOYMEHHbIN BOMPOC B
Zyxe: a YeM Tbl MOXeLLb 6bITb UHTepeceH?). B utore
MOHOJI0rM 0 CBOBOJIE VS CUIBbHOW PYKe YMATaeT Ka-
Abli1 BTOPOW 0OXPaHHUK MHAOYCTPUAnbHbIX NyCTOLLIeN —
BeAb TaKCUCTY NPUXOAUTCA NepPeKBaNUPULMPOBATLCA
B YEpPHOro KonaTtesns unu cbopLumMKa MeTansonoMa.
Ho pare He 3T0 cTaHOBUTCA TeMoOW GHUIbMA, BarkHbI
W HECKOJIbKO APYruX, HeMPOroBOPEeHHbIX. [evarnb-
HOE M KaKoe-To 0BpeYeHHOE 3apoaeHNe MyHKCKO
JpYHbbl (NoToMy 4To BUTEKY 1 [MUTpPUIO yiKe ocobo
He K KoMy MOWTU, KpoMe KaK apyr K apyry). MonyaHue
¥eHbl U CKPbITBIN Ucryr feTei. EQBa paccTaBneHHble
no ¢punabMy nNpmMmeTbl GaTanbHOCTU NPOUCXOAALLEr0
— YNOMAHYTbIN BCKOJIb3b LIUPPO3 NEeYeHU, MpayHble
LLIYTKM, «J0MMUBY NN 4O COPOKa», U y¥KacaloLLme Kaapbl
¢mHanbHoro ctpummHra. «Maoywme Ha cMepTh npu-
BETCTBYIOT TebA», — Mor 6bl MOLLYTUTL BuTek, ecnu 6bl
BCTaB/AJ B peYb JIaTUHCKME KpbinaTble BbIParKeHUA.
Mapuxa Bonm



BOMHA U MMP

L1T0 ECJ'II/I'7 3XY[ BAPAK O BOVIHE I/I MWPE
(MA HAYA KORE ELU? EHUD BARAK

AL MILCHAMA VESHALOM) /

PEX. PAH TATb

MPUXOANIOCH MPUHUMATL CMOPHbIE PeLLeHNA?

rpoBoe KMHO 3HAeT HECKOSBbKO TaKMX MPUMEpPOB
— BO BCeX CTy4anAx repoit yBepeH B CBoelt npasoTe. K
repovHe Mepun Ctpun B «H{enesHo negm» Ouanu-
abl JTnoia He CAMLLIKOM-TO U MPUBA3bLIBANMCL. [epoio
[Nnpca BpocHaHa B «[pm3pake» PoMaHa NonaHckm
MoBE3/10 MeHbLLIe, ero NpeciedyioT 3a U3NnLLHee
coTpyaHuyecTso ¢ CLUA. 3xya bapak — pearnbHblin 3Kc-
npembep M3panna, dpunem PaHa Tana — Knaccuyeckuin
[0K, NOCTPOEHHbI HA MHTEPBBIO C 3arTaBHLIM FepoeM
1 BKPanIeHUAX XPOHMKM, HO «MPOKATLIE BOMPOChI», B
obLLieM, BCe Te e,
B yepene npemMbepoB Ixyn bapak, AencTBUTENBHO,
BblaenAeTcA. buiBLUMI oduLIEp crieliHa3a, OH He 13
TeX, KTO [enaeT NMonuTUKY B 6enbix nepyaTax v ULeT
oKpyrble ¢paskl NPo «MUp Bo BCeM Mupex. OH He
0TKa3bIBaETCA OT KOHLEeNUMK «Jlec py6AT — LLemnKu
NEeTAT». M 0T NPAMOro BbiCKasblBaHWA B AMUCKYCCUM, K
KOTOPOi1 aBTOP NMOABOAMT €ro Ha NMPOTAMKEHWN BCEro
GunbMa — To Yepes AeTCTBO (OTHOLLIEHWE K BbICENEHMIO
apabos B 1948-M), To Yepes crneLjonepaumm (3xyg
Bapak 0banTenbHO paccKasbiBaeT, Kak NepeoeBanca
B FEHLLIMHY, YTOObI PACCTPeNATL TEPPOPUCTA), TO Yepe3
MPeMbepCKMe peLLeHNA — TaKWe, KaK NepeceneHns B
WNepycannme.
MaBHOW TeMoW CTaHOBATCA aKLMM YCTPaHeHWA BparoB
W3panna Ha TeppuTOpun TPETBMX CTPaH — orepaunm
Bo3Me3aumA. CKBO3HLIM 06pa30M — yauBUTENbHAA
nctopua He-ybuinctea Acupa Apadara, KoTopbli nped-

| (aH FKUBET GbIBLLMIA MPEMBEP-MUHICTP, KOTOPOMY

CTaeT MPaKTUYECKM «3aKNATEIM OpYroM» repos. 1o
pony cny6bl Ixyn bapak paspabatbiBan cLeHapum
NVKBMZAUMM Apadarta YyTb He ¢ toHocTW. B 90-x — ctan
MUHUCTPOM MHOCTPaHHLIX e, U, 3aCKy4aB B Ky/lyapax
CaMMWTa, HaY4an urpatb Ha posne B dolte, obepHynca —
nepeg H1M CTOAN TOT, Ybe YCTPaHEHMeE He COCTOASIOCh.
A 3aTeM 3aBA3a0Ch 1 BOBCE YTO-TO BPOAE CTPAHHOI0
NPUATENBCTBA — SKC-NPEMbEP 06 3TOM, pa3yMeeTcA, He
rOBOPUT, HO 06 3TOM FOBOPAT KaZpkl LLYTOHHOM 6opL6bl
Ha nopore AoMuka B Kamn-[ssuae, pesvgeHumn, roe
npe3naeHT CLUA Hapesanca paspeLunTs N3pamnbCHo-
ManecTUHCKMIA KOHOWKT.
Bo3MorkHO, OH He paspeLumnTcA H1Koraa. Bo3morHo,
3pUTENM TaK W He NepecTaHyT AeNUTLCA Ha TeX, KTo
MOSTHOCTLIO COrTaceH ¢ 6eCXUTPOCTHOM NPAMOTON 3Xyaa
Bapaka, 1 Tex, KTo 3a Apyrow cLeHapuii paspeLleHuna
3acTapenoro KoHduKTa. He BarHo. BarkHo B1aeTb
MONUTUKA, KOTOPBIV HE I0SIUT, M [arKe eCiiv peLleHve
NPOTVBOPEYNBO., He ByaeT NeneTatb NPo HeOHO-
3HAYHOCTb M 3a6aNTbIBaTb CUTYaLMI0. YecTHOCTb —
LeduUMT HaLLIero BpeMeHM, TaK YT 3HTy31a3M PaHa
Tana NoHATeH — OH MPOCTO Pa3roBOPWI TOTO, KTO U He
[yMar YTo-To CKpbiBaTk. Beex B nctopum 3toro dumneMa
MOMHO M03paBuTb ¢ Nobeon — darke Acupa Apadara,
KOTOPbLIN yMep B 75 NET B CBOEW NOCTENN, @ He MONoabIM
1 6paBbIM (B KMHOXPOHWMKe 3TO MOKa3aHo Aare C
CVMMMaTuWelt) B 3anafHe Ha ropHoW Jopore, KOTopyio
roToBun eMy 3xyn bapak — eLLe bonee Monofon 1 etle
6onee 6paBbIit.

Mapura Bonm

0 HP AM H A MMBLLIMIA COBNa3HMTENb BLICTPO MEPeXOauT N = ,"
. K rpybbIM NpucTaBaHuaM. [Mpoxog padoumx s A
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a MosHanuBele ofleHeBOdbl-CaaMu He
YCTyMaloT HaenLam.

CyLLIHOCTHaA pa3HULa — B TOM, KaKas
posnb 0TBeeHa YenoBery Ha GpoHTMpE.
lepou BecTepHa (MpuryeMm, B Nio6oi ero
dopMaLwmm) HacenAanm GopnocT Lumn-
BUMM3aLMK, ABHO HAaMepeHHOW Lar-
HyTb Aanblue. B coBpeMeHHOM OuKoi
Jlannanamm Takmx NepenexTuB HeT.
LLlaxTepcKumin nocenok — nocneaHui
py6erK YenoBeYecTBa, KOTOpPOoe TaK U

He CMOITI0 3aLEeNUTLCA 3a 3Ty Mep3nyio
3eMJ1I0 U CXJTbIHYNO NpoYb. Peys He
TOSBKO 0 FropHAKax. AbopureHbl-caamu,
MPOKMHAIOLLIME FOPOACKMX 33 OTPEIB OT
KOPHeW 1 CBATOTATCTBEHHOE BTOPHHEHME
B HeQpa — TOre yXo[ALLan HaTypa. U oHa ' :
yoeT ellle 4o GMHANBHBIX TUTPOB. s ek

YxoauT BoobLLe BCE. KcTopunA niobsu Mpupoaa — HenccAKaeMbIA UCTOYHUK
pa3BenBaETCA B 3MMHEM BO3yXe, KaK rap. BO,OXHOBEHMWA /1A MacTepoB loBesinp-
AKT HacvnWA paspeLLaeTcA BCMOoXamu HOro MUCKyccTBa. Kampoe yKpallieHue
MOJHWIA. U 3T0 He npocTo adderTHoe 13 Konnekuum Flower oBenmpHoi
MOHTaMHOe peLLieHue; 3To cama lNpupoaa KomnaHun Mercury — cfioBHO pac-
peLLmnna, KoMy HuTb. Bniewatmenue yeyry- MnycTuBLUMECA 6YTOHbLI CUPEHN B
B1AETCA TeM, YTO KapTWHa nofdesneHa Ha BeceHHeM cafy.

TT1aBKM, Ha3BaHHbIE B YeCTb MepCOHareN. LiBeTbl toBEIMPHBIX MOLABECOK, KoneLl,
MocnenHAA 0bo3HaveHa KakK «TyHapa», a ceper v 6pacneToB BbIMOSIHEHbI

IOV B HeM BCE YalLlle KaryTcA MypaBbA- 13 6e510ro 30/10Ta U YKpaLLeHb!

MW, NMOM3YLLIMMM KYOA-TO Ha O4eHb Jasib- 6punnvaHTamMm TpEX BUAOB Orpa-
HeM nnaHe. A 4To UM ocTaeTcA genatb? HOK: KPYITI0M, «FpyLUIa» U «MapKU3».
B 371X Kpanx Kax bl BEIMOSIBUTL XOYET: [paroueHHble nenecTku unmrpaH-
[iaBal yneTuM. Yixe B nposiore Puta npu- HoW paboThbl NepeaatoT BCIo HEXHOCTb
rMaLlaeT He3aAa4IMBOro MOKMOHHMKA 33 LiBeToB.

6apaHKy 6pOLLIEHHOrO Ha CBaJlKe aBTobyca. CreuuansHo AnA Kamaoro Msgenvs
«Kyna noegeM?» — «B Wtanuto». Mperpac- remMmosiory oTémpatoT ny4iume apa-
HbIA BbIGOP. roLleHHble KaMHU, COOTBETCTBYIOLLIME
BCEM MeM[yHapoAHbIM CTaHfapTaMm.

0[3eMHbIl1 TONHOK COTPACAeT

MOCESIOK, 3aTepPAHHBIN B GUHCKOM

TyHOpe. KaraoMy u3 utenei
AICHO: CHOBa 06Banmock rpafoobpasyio-
LLiee MpednpuATHe — UCCAKAIOLLIA LLIaXTa.
lMaeHoe, 4TobbI 6e3 HepTs. befe, oaHako,
BCE paBHO ObITb €CIIN He B LLITOSBHE, TO Haf,
Hel; 3aKpbITbIi KOCMOC TPeGyET KPOBM.
OcobeHHo ecnn ienatb B 3TOM KoCMoce
Heyero, KpPOMe KaK BedepaMu Hanponet
ybMBaTLCA B MECTHOM 6ape, rae oTpbiBa-
eTcA pasbuTtHaA bnoHanHKa Puta. Ha Helt
COLLIENCA KMMHOM CBET CPasy TPEX MyHUMH:
ee My*a, be3balLleHHOro SKC-poKepa
JInBOHEHa; MOMIOOro poMaHTUKa Pyn
X03AWHA LLaxTbl, yrpiomoro Kapu.
JlannaHackyio myLub Bocnen Beliko
blyHmyy — TOHYaMLLIMI MacTep 3CTOHCKOrO
KuHo. B ero pacnopsrerum — daHTacTuye-
CKUI Kpaii, 3a/1Tbli He3eMHbIM FoTybbIM

CBETOM, 1 30/10TOM OTPAZ NNLEeeeB
cTpaHbl Cyomu. BripoueM, blyHnyy 3atesn
«[locneHux» ABHO He 13 0HOMO HenaHWA
noTpenaTb HepBbl MesioapamMolt ¢ Hopau-
YECKWM XapaKTepoM (xoTA TpenneT). My
NodaBHO He 3aTeM, YTobbI OMaKaTh He3a-
BMOHOE MOSIOMEHME LLIAXTEPOB (XOTA TeMa,
YTO Ha3blBaeTCA, pacKkpbiTa). He nuiuaA
3pUTENA MONOHKEHHOMO eMy YI0BOMECTBIA,
Permccep CTapaeTcA NMpy MOMOLLIM HaHpo-
BbIX MHCTPYMEHTOB MPOLLIyNaTh TEKTOHWYe-
CKYIO [IPOMKb YEeSTOBEHECKOO CyLLIECTBOBA-
HWA. IHCTPYMeHTBI NoJoLLAN.

Hanpumep, pasHoLLepCTHbIN CayHATPEK,
KOTOPbI Pa30M 3M1EKTPU3YET dencTeme U
06HaMaeT 3a30pbl ME Y CBOMM NaaHbIM
3BYKOM W MVPOM Ha 3KpaHe. [eponHA
Jlaypbl BUpH Mio6UT CTaBUTb XWTbI FPYNMbI
Roxette — nogcnactutb non-xutamm

FOPBRYIO PearbHOCTb, B KOTOPOM ModBbI- Cepazeli AnexceeHko
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QoToKoppecnoHaeHT I0puit ®eKknncToB
6onee ABaauUaTM NATU NIET CHUMAET CobbITUA
MocKoBcKoro KuHodecTvBansa. BeinyckHUK
onepaTopcKoro ¢arynbTteTa BI'MKa, cerogHn
OH paboTaeT B ypHane «7 fHel», a B ero
6uorpadum — pabota B «OroHbKe», «MTo-
rax», «<Komcomonke», potorpagum MHormx
aKTepoB, MONUTUKOB, 3Be3[ LWOY-613Heca.
[nA Hawew raseTbl Opuii Nnpegoctasmn He-
CKOJIbKO MIHOBEHUI «M3 cyHayKa naMATh...»
— pybpUKK, KOTOPYIO OH BeET B COLICETAX.
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1. HuKuTa Muxankos v Bpag MNutt, 2013 rog
2. lio6oBb Monuiuyk u Pobept Oe Hupo, 1987 rog
3. Tum BeptoH, 2012 rog 4. Puuapg Mvp, 1995 rog



JOYFUL MYSTERY /
SANTHOSHATHINTE

ONNAM RAHASYAM

OMPETITION
DIR. DON PALATHARA

Young couple, Maria and Jitin, drive to a doctor’s ap-
pointment. Maria thinks she might be pregnant, so they
want to make sure. The couple has mixed feelings about
the possibility: they are not married, their affair is secret,
and Jitin is a young actor who doesn't get big parts or
earn decent money - so it's unclear whether they can
handle a child.
Last year, Indian cinema was represented in the MIFF
competition was represented by the film “The Barren
Bride” where the central, seemingly romantic (but actually
much more general that that) conflict was tied to the
heroine’s period; thus, the classic narrative was centered
around physiology. In the current competition installment
from India, the question of periods is also crucial, actu-
ally its possible start is that very titular “joyful mystery”.
This is a clear setback of the patriarchal canon, in which
physiology - and especially that of women - traditionally
isn't a common topic of discussion. Here, this conversa-
tion is actually in the center of it all - quite literally, since
nothing else really happens in the film, the two characters
drive and talk. Their talk has a curious narrative within
itself - it's the narrative of a seemingly unsolvable conflict
that doesn't really have to do with social or any other con-
ventions. Maria is worried: what would her parents say?
Will she have to quit the studies? How will they be able to
sustain a living? Maybe having an abortion is an option?
Over and over, Jitin suggests speculative, seemingly logi-
cal solutions. If it comes to it - we will get married. You
can resume your studies later, it's no big deal. If you don't
really want to have this baby, it's your body - your choice.
But Maria also has an ultimate counterargument - eve-
rything they talk about is senseless since the pregnancy
issue - whether it's actually real or not - has already
highlighted the contradictions too global to ignore the fact
that these two probably shouldn't be together at all.
One more formal trick that is employed by the direc-
tor Don Palathara is that we spend an hour and a half
together with two characters in their car - on one hand,
this is of course practical (the film was made in the
middle of the pandemic); on the other hand, it effectively
creates the microcosmos of a boiling conflict. From time
to time, other voices force their way into this rather
intimate reality. Jitin gets a call from his friend who com-
plains about his own sexual frustration. They also give a
lift to a woman who has some things to say about how
they are not married and how poorly Jitin has chosen a
career for himself. The most curious of these voices is
a notorious filmmaker whom Maria interviews on the
phone - seemingly a spoof of a generalized image of in-
dependent cinema. The invisible auteur doesn't hesitate
to immediately claim that he makes cinemas, not mov-
ies, and he is a rare male feminist director - in a sense
that he thinks women should excel at the “women’s
jobs”. All of these characters serve as a somewhat of a
mirror to the heroes’ conflict, as well as making them
more alive. After all, as the end that is seemingly happy
but doesn't really resolve most of the problems, implies -
mystery or no mystery, but nothing is yet set in stone.
Olga Artemyeva

HORT FILMS COMPETITION

This year, the Short Films Competition of MIFF, consisting
of three screenings and fourteen films, directly corre-
sponds with the current climate — even though the topic of
the pandemic doesn't really come up here it is seemingly
implied. Compared to the programs of previous years, its
general intonation is a more melancholic one; at certain

times - even slightly macabre.

The main theme of the first screening in which five films
were demonstrated, is the topic of death - in one way or the
other. The screening (as well as the competition program

in general) opens with an Austrian-German film “Fish Like
Us” (directed by Raphaela Schmid) which not only deter-
mines the semantic core but also the general style of the
program. Brother and sister meet at a Chinese restaurant
which becomes the arena of a peculiar wake since their
mother has just died. The theme of closing on old argu-
ments and healing old wounds is handled with subtlety, el-
egantly and cinematically. The young protagonist of “Hero”
(its director Milena Dutkowska already participated in the
MIFF shorts competition few years ago with her movie
“Come and play with Me") also just experienced loss as his
grandmother, his closest person in the world, has just died,
and the boy not only has to come to terms with it but tries
to find a way to move on. The topic of death is also central
to Russian film “Katya", directed by Andrey Natotcinskiy, the
student of the directing workshop of Alexander Sokurov
(the other works of the workshop were also shown at MIFF
in the program “Inverted Perspective”). Here, the woman
loses her daughter and suffers through her loss in a unique
way - by encountering an unknown young woman who
reminds her of her girl — with unexpected consequences.
The French film by Nadezhda Petrekno, “Serial écolo” em-
ploys a vastly different intonation, but there is a death in it
as well - although let's keep the intrigue up. The screening
is concluded with an avantgarde film from Hungary, An-
nabella Schnabel’s film “Mom’s Cat". Here, the passage to
another life is metaphorical, as the protagonist starts a new
life when he has to wear a cat costume to work, but this
brave new world of his Fursona takes a toll of his relation-
ship with his mother.

The unofficial theme of the second competition screen-
ing (with the exception of the last film in it) is love. This is
basically how the title of the first movie in it — «Agapé»,
another Hungarian film, directed by Mark Beleznai - can
be translated. Agapé is a variety of love, and that seems
to be what happens between two very different cinephiles
—awoman who is the process of divorce and a teenager.
The topic of the sudden and often out of hand feelings
also comes up in the Israeli film “Neurim” by Shaylee
Atary. The director herself plays the heroine, bound to a
wheelchair, who develops an attraction towards her new
physiotherapist, and yes — that ends up changing her
relationship with her mother as well. The Russian-ltalian
short “After Us” (dir. Inna Tsgoeva) is a gentle, executed in
subtle, slightly muted colors, story that paints a lazy life

of a fisherman village where a new magical world opens
up when the protagonist's young granddaughter comes
to visit. The screening is concluded with “Good German
Work" by Jannis Alexander Kiefer — a rare bird of comedy
genre this year, that said, it also has an incredibly gentle
intonation.

Last but not least, the motive that becomes central in the
third installment of the competition is the theme that logi-
cally continues two previous ones (which is also incredibly
timely in the current world's epidemiologic situation) —
acceptance. Of course, love and death are also present.
The mood is set by the Argentinian film “Pleasure” by
Fermin de la Serna - in its very first episode depicting
masturbation in a shower that leads to tragic coincidence.
In one other work from Latin America, Colombian short
“The Birds Fly Together” by Juan Felipe Grisales the
titular “birds” are a pair of young lovers who embark on a
journey that is far from being romantic but they still want
to walk this path together. On the contrary, the characters
of the Vietnamese film “A Trip to Heaven” (dir. Linh Duong)
are past their prime, but they also subdue to an unexpect-
ed feeling when two former flames accidentally happen to
be on the same tour bus. By the way, the action of not one
but two shorts in the program take place right before the
Easter. In Bulgarian “Eggshells” by Slava Doytcheva, the
heroine goes to celebrate to her home town and visits her
father who is yet to find out she’s living with her girlfriend.
In the film that concludes the shorts competition, “Maybe

Darkness Will Cover Me” by Andrei Epure (it's his directo-
rial debut), a priest gets into a car with the Holy Fire,

and embarks on a night journey. The title of the film that
references the Scripture, also determines the aesthetics
here. The darkness does indeed cover the world, lit only
by anxiously red lights of deserted gas stations and bleak
headlights - but as we definitely know by now, sometimes
darkness is a blessing.

PARQUET

81/2 FILMS
DIR. ALEXANDER MINDADZE

- When and why did you decide to shoot a film about
tango?

Alexander Mindadze: Somehow it happened on its own.
First there was an idea, and then | began to prepare — |
went to all these endless tango events, to restaurants, to
all kinds of competitions — semi-finals, finals, and so on.
There's a huge number of people obsessed with it. Some
people use tango as a means to simply meet someone,
but still the general idee fixe is just to dance. This is a
way of a release for them. Apparently, there is a lack of
something in their lives, in which they may be successful,
but there is no point to all of this. So, this becomes the
point; the point is tango!

- Were there any surprises on set, anything special
that you recall?

- The atmosphere in the hotel where we filmed, in
Constanta in Romania. We were allowed to rebuild.
Everything was decorated. False doors: you walk along
the corridor and automatically knock on the door, but it
turns out that it is just a board. And we had a time limit
when there were no other residents, with the exception
of American pilots from a military base, who could not be
evicted. The shooting was pretty hard, condensed. There
were virtually no days off. And the Romanian film crew -
well, we do have some difference in our mentalities.

- But this was not the first time you worked with the
Romanian filmmakers, right?

— |t was my third joint picture with Oleg Mutu, the
famous Romanian director of photography, one of the
fathers of the Romanian new wave. For me, it's a perfect
collaboration because the meaning is at the core of his
work. He reads the script very carefully, then thinks for

a long time. This is not the guy who is always ready. He
builds his work based on the idea. He does not strive for
beauty, for the light (not the light that comes from above,
but in terms of technical lighting), but proceeds from what
is written. Oleg Mutu is a person whom | value very much.
- How did working with the Polish actors feel?

— It was wonderful. Andrzej Chyra is very famous in
Poland, he's a leading artist at the Worlakowski Theater.
A wonderful actor, not an easy person, but, of course,

a very good one. | am very happy. Agata Kulesha is a
Polish superstar. A simple, humble person. She worked
selflessly and learned Russian from scratch. She wanted
to play this character so badly. And she also dances. She
is the winner of what we call «Dancing with the Stars»,

so it all coincided. As for Zhenya Dodina, the third main
character, she studied here. Then she left for Israel. She
speaks fluent Hebrew. And she is, in general, the biggest
acting name in Israel. Now she is rehearsing in Germany.
She didn't have to learn to speak Russian, but she learned
to dance from scratch. Despite the fact that | don't even
focus on the steps.

- Lack of stardom, willingness to learn - do you think
it is important in an actor?

— Not only this. Sometimes there are actors you don't
need to explain anything to. For example, Oleg Borisov

- we worked with him on three films. He even seemed
offended if | began to explain something to him. He
somehow picked up the antennas. Lena Mayorova, by the
way, was the same. She was somehow guessing it. She
was saying: “l don't need words. You just say something.

| will look at you and...». There are, of course, cases when

Marina Bolt



it is necessary to explain. There are actors who love to
talk. They love it so much. You even hide from them so
that they don't jJump you with their questions during a
smoking break. Sometimes it just so happens that the
result is really good too. Some people need it, and some
people don't. While making “Parquet’, it was important
for me that these people had some life experience. So
that they understand what rock bottom is — perhaps,
sometimes they even sank there themselves.
Interviewed by Asia Kolodizhner
and Peter Shepotinnik

FAR EASTERN

GOLGOTHA

TARY COMPETITION
DIR. JULIA SERGINA

At the periphery of empires events develop much
faster than in the capitals. The authorities can start
persecution over trifles which would be overlooked in
the “big world". The authorities have more instruments
at their disposal, they may be primitive, like a hammer,
but effective. Putting an opposition member’s car in
the police impound, cutting electricity in his flat.... The
classical methods remain in use like opening a criminal
case. In a short time Vityok, a taxi driver from Amursk,
goes through all these circles of hell and more. All this
time he remains a video blogger with several dozens of
subscribers. But from a Shukshin oddball he grows into a
Shakespearean hero.
Judging by Julia Sergina's film it seems that there is
almost nobody in Amursk — houses are in ruins, cars are
abandoned. The protagonist can't ignore this situation
and constantly addresses these issues in his passionate,
naive, sometimes not very sober but invariably sincere
monologues before the web camera. From feeling pain
for the destiny of his homeland he proceeds to direct
accusations. But if you peer into the abyss far too long...
The abyss reacts immediately as soon as Vityok is noticed
by Dmitry, the local opposition coordinator. It seems that
misfortunes befall the blogger so quickly that he does
not have the time to understand what is happening and
throughout the second half of the film he remains in a
state of shock, but continues to keep a bold face, laughs
at himself (the jokes are becoming increasingly sad), tries
to explain something to the family, writes satirical letters
from prison. The authorities which he condemns rather
than appeals to, are represented in particular by Sergey
Furgal who comes to the town on one occasion. The
director adds footage of Furgal's amrest to the closing series
of shots - life itself has come full circle.
There are many successful aspects in “Far Eastern
Golgotha”. One of them is that the director has managed
to become invisible for those rough Far-Eastern men,
who almost ignore the camera (or do notice it when
appropriate: Vityok sometimes may brag about being
filmed by reporters from Moscow and every time he
gets the baffled reaction — what is interesting about
you?) Eventually monologues about the opposition of
freedom and power are recited by every other guard of
the industrial wasteland: the taxi driver has to retrain as
a black digger and scrap iron collector. But even this is
not the message of the movie. Several other — unuttered
— topics are more important. The sad and somewhat
doomed birth of male friendship (Vityok and Dmitry have
no one else to turn to except one another). The silence
of the wife and the hidden terror of children. The barely
noticeable signs of the fatality of the events: liver cirrhosis
mentioned in passing; gloomy jokes “Will | live to be
407" and the horrifying footage of the closing streaming.
“Morituri te salutant!” — this is the kind of joke Vityok
could have used if he were in the habit of quoting Latin
sayings.

Marina Bolt

WHAT IF? EHUD
BARAK ON WAR
AND PEACE /

MA HAYA KORE
ELU? EHUD BARAK
AL MILCHAMA

VESHALOM

TARY COMPETITION
DIR. RAN TAL

What is the life of a former Prime Minister like when
he had to take controversial decisions in his time?
Live-action cinema has several examples based on
real-life material and in each case the protagonist is
confident that he chose the right course as befits a
politician. Meryl Streep’s character in Phyllida Lloyd's
“The Iron Lady” was not subjected to much criticism,
given Margaret Thatcher's cult status and the character's
slight dementia. Pierce Brosnan's character in Roman
Polanski's “The Ghost Writer” had less luck, he is being
persecuted for having been overly cooperative with
the USA, unlike his prototype in whom we can easily
recognize Tony Blair. Ehud Barak is the real former
Israeli Prime minister and Ran Tal's film is a classic
documentary constructed of interviews with the
protagonist and documentary footage, but the “damned
questions” remain largely the same.

Ehud Barak does stand out among the politicians who
held the high-ranking position. A former special force
officer, he is not one who makes politics wearing white
gloves and tries to find elliptical phrasing (especially
post-factum) about “world peace”. Neither in the 80s
and 90s, when he worked in the Special Forces, nor in
the early 2000s, when he was the Prime Minister nor
now does he turn down the maxim “you can't make

an omelet without breaking eggs”. He does not evade
direct statements in these conversations, which the
author engages him in throughout the film — about his
childhood (his attitude towards the expatriation of the
Arabs in 1948), about special forces missions (Ehud
Barak always relates how he dressed as a woman

to shoot a terrorist), about his decisions as the Prime
Minister like relocating to Jerusalem.

The central theme is the elimination of Israeli enemies
in other countries, those retaliatory operations carried
out without any diplomatic coordination or legal
formalities. One of the central topics is the amazing
non-assassination of Yasser Arafat who emerges as
the protagonist’s “sworn friend". In his line of duty Ehud
Barak had been devising plans of Arafat’s elimination
since his youth. In the 90s’ when he was the Foreign
Minister, he once got bored at a summit and started
playing the piano in the hall. When he looked up he
saw the man whose assassination had not taken place.
What followed was some curious kind of friendship.
Naturally, the former Prime Minister does not speak
about it, but it can be noticed in the footage of playful
fighting on the threshold of the Camp-David residence
where the US President hoped to settle the Palestine-
Israeli conflict.

It might never be resolved. Perhaps there will always
be people in the audience who support Ehud Barak's
straightforward course and those who advocate an
alternative solution to the old conflict. It does not
matter. What matters is to see a politician who does

not pussyfoot even if his decision is controversial, who
will not blabber about ambivalence and evade the
answers. Honesty is a rare quality in our time, so Ran
Tal's enthusiasm is understandable, he enticed his
interlocutor to speak and the latter was not going to

MIFF dAILLY manege in «octyabry

hide anything anyway. Every character in this film can be
congratulated on winning a victory, even Yasser Arafat
who died at 75 in his bed and not as a young and dashing
man (the documentary footage seems even sympathetic)
ambushed somewhere on a mountain road by a still
younger and more dashing Ehud Barak.

THE LAST ONES/

VIIMASED

MASTERSH
DIR. VEIKO GUNPUU

Marina Bolt

An underground shock shakes a village in the Finnish
tundra. Every villager knows that it is the result of another
collapse at the local backbone enterprise - the dying
mine. Hopefully there are no casualties. Trouble can't
be avoided, though, if not down in the shaft then above
ground. Closed cosmos needs blood. Especially if there is
no other entertainment in this cosmos except for killing
every night in the local bar where the saucy blond Rita is
having the time of her life. She is the center of attention
of three men — her husband, an easy-going former biker
Livonen; the young romantic Rupi and the owner of the
mine the sullen Kari.
The Lapland backwater is celebrated by Veiko Ounpuu,
an exquisite master of Estonian (specialists will know
that not only Estonian) cinema. At his disposal he had
fantastic lands bathed in unearthly blue light and the
golden army of national thespians. In making “The
Last Ones” Ounpuu was not driven solely by the desire
to tickle the nerves with a Nordic melodrama (though
he does tickle the nerves). And not by the desire to
expose the deplorable life of the miners (the theme
is well covered). Providing the viewer with the due
entertainment, the director tries to use genre tools
to probe into the depths of human existence. The
instruments fit well.
For example the motley soundtrack which electrifies the
action and lays bare the gaps between its sleek sound
and the on-screen world. Laura Birn's character likes to
listen to the hits by Roxette, using pop hits to sweeten
the bitter reality where a drunk seducer promptly
proceeds to caddishly accosting her. The passage of
workers through the flooded mine is accompanied by
cosmic techno music. American rock ballads playing out
over the expanses of the tundra call Westerns to mind.
Everyone is there — the treacherous landlord, the saloon,
the femme fatale and the taciturn reindeer herders are as
good as Indians.
The essential difference lies in the man’s role at the
frontier. In Westerns characters lived in the outposts of
civilization intending to move forward. In present-day
wild Lapland there are no similar prospects. The miners’
village is the last stronghold of humanity which has not
taken root in these frozen lands and receded back. We
are not talking about miners. The native Saami cursing
the townsfolk for severing ties with their ancestors and
sacrilegious invasion into nature are also a thing of the
past. And these topics will recede from view even before
the closing titles.
Everything recedes. Love stories evaporate in the winter
air. Violence is resolved with flashes of lightening. And
this is not merely an effective cinematic device, nature
itself decides who should live. The impression is further
accented because the film is divided into chapters named
after the characters. The last one is called “Tundra” and
in it people resemble little ants crawling somewhere
in in the distant background. What else can they do? In
these lands everyone wishes to say “Let’s fly away”. In
the prologue Rita invites a hapless suitor to take a seat
behind the wheel of an abandoned bus and asks “Where
shall we go?”" - “Italy”. A nice choice.

Sergey Alekseyenko
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28 ANMPENA / APRIL, 28 21115 TONYBOE CEPALIE / CORAZON AZUL VKT
! 21:30 CTYK/ KNACKNINGAR OKTABPb, 2
2140  3AVIMEMCA NIOBOBbIO / LET'S MAKE LOVE OKTABPb, 11
1250 SOIOTAFTKACKA/ CASQUE D'OR OKTABP®, 4 21:50 CTOPOMK BPATY CBOEMY / OKUL TIRASI OKTABPb,5
1400 VCTOPWS HEKHO HETIOBBU / ROU QING SHI OKTFIEPb, 8 2150 HOUHO FOPTLE /L PORTIERE DI NOTTE Y~
14620 IO Y [P/ JOLES ET M OKTAEP®, 9 22:00 PAA [JAHTE / RAYA NA DANTE OKTABPb, 8
1620 TPA/TRI OKTABPL, 10 22:20 18 KUMOTEPLL / 18 KHZ OKTABPb, 9
1440 FOPE / PABbI BOMbM / GRIEF/SLAVES OF THE LORD OKTABPb, 5 2230 VIRAC HA 817 VIALLE / THE SCARY OF SIXIY-FIRST py—
15:00 CYMEPCBULETENb / LA SUPERTESTIMONE OKTHBPb, 7 240 APYPAR ARIRANG ORTFEPD, 10
15:10 FPELIKU OPEX / DERAKHTE GERDOO OKTABPb, 4 7300 PERAJ RERD ORTAEPD.7
15:40 MELIOBAA CUIAPA / CIGARE AU MIEL XVLIOMKECTBEHHBIN, 1
16:00 CYACTNVBOE NPEA3HAMEHOBAHME / SANTHOSHATHINTE ONNAM RAHASYAM OKTHEPb, 1
16:20 OAP®OP / PORCELAIN OKTABPb, 5
29 ANPENA / APRIL, 29
1630 ATEHT-KPOT / EL AGENTE TOPO OKTABPb, 2
16:40 BECEHHEE N0J10BOZbE / CHUN CHAO OKTABPb, 11 _ .
09:00 KA®E MOEV MAMSATY / LE CAFE DE MES SOUVENIRS OKTABPb, 1
1650 CTOKIO/bM / STOCKHOLM OKTFBPb, 8
15:00 CYACT/VIBOE NMPEA3HAMEHOBAHME / SANTHOSHATHINTE ONNAM RAHASYAM VKT
16:55 OKPAMHA / OKRAINA WITI03MOH _
15:00 BACUIIUCKM /| BASILISCHI XVIIOMKECTBEHHbIM, 1
17:00 KOCA / KOSA OKTABPb, 9 .
16:50 MOCAEQHYE CTIOBA / LAST WORDS XYLIOKECTBEHHI, 1
1700 #3ACPAHKA/#DOGPOOPGIRL VKT -
. 17:00 CUHI LIBETOK / PLAVI CVIJET VKT
17:00 VIEV / KOVAN MIOKTIOHKA
17:20 MA PO3A / MA' ROSA OKTABPb, 9
17:10 HOYb CBATOTO JABPEHTA / LA NOTTE DI SAN LORENZO OKTSEPb, 10 .
17:30 YHAC HA 61-11 YIIWLLE / THE SCARY OF SIXTY-FIRST OKTABPb, 2
17:20 APKAA BCTbILLIKA / DESTELLO BRAVO OKTABPb, 7
1750 AP MTULA/FIREBIRD OKTABPb, 8
17:30 KOHKYPC KOPOTKOMETPAHHOTO KWHO YACTb 3/ SHORT FILMS COMPETITION PART 3 OKTABPb, 4
. 18:00 KOHKYPC KOPOTKOMETPAHKHOT0 KVHO YACTb 1/ SHORT FILMS COMPETITION PART 1 OKTABPb, 4
17:40 LETV COHLA / KHORSHID XYLIOMKECTBEHHBIN, 1 _ _ i
18:10 CAMBIV KPACWBBIV MATTBUMK B MUPE / VARLDENS VACKRASTE POJKE OKTABPb, 7
18:10 ChIH / PESAR OKTSIBPb, 1 _
18:25 CYMEPKV YEHCKOW [3YLLIM / SUMERKI ZHENSKOY DUSHI WNIO3MOH
18:40 ABY OMAP / ABU OMAR OKTABPb, 5
. 18:30 KOHKYPC KOPOTKOMETPAHKHOTO KV HO YACTb 3/ SHORT FILMS COMPETITION PART 3 OKTABPb, 5
1845 LEPEBEHCKII AETEKTYB: LWMKN NECEH / THE VILLAGE DETECTIVE: A SONG CYCLE LK
19:00 CblH/ PESAR s
19:00 PABHOLYLUHBIE / GLI INDIFFERENTI VKT
19:30 KOMETbI / | COMETE: A CORSICAN SUMMER OKTABPb, 2
19:00 AMYPCKAA TOITO®A / AMURSKAYA GOLGOFA OKTHBPb, 2
1930 TYBE/TOVE B3HT
19:00 AITTAPb / ALTAR MOKINOHKA
19:40  3BE3OHAA Mblfb/ STARDUST OKTABP, 9
19:10 MA PO3A / MA' ROSA OKTABPb, 4
19:50 CTYK/ KNACKNINGAR OKTABPb, 8
19:10 WMMEPWA YYBCTB / Al NO KORIDA MMOHEP
— 19:50 18 KMIOTEPL / 18 KHZ WNMIO3MOH
1920 TEPE3APAKEH/THERESE RAQUIN WII03MOH
20:10 KOHKYPC KOPOTKOMETPAMKHOTO KV HO YACTb 2/ SHORT FILMS COMPETITION PART 2 OKTABPb, 4
19:30 1703/1703 OKTABPb, 8
20:20 MEPCTEKTUBI / PERSPECTIVES OKTABPb, 5
19:40 OVYTIE4YM KAK GATBLLIMBKA / FULCI FOR FAKE OKTABPb, 9
: " 20:30 MMMOPTANCT / IMMORTALIST OKTABPb, 7
1940 JIEC: BUMKY TEBA MOBCIOY / RENGETEG - MINDENHOL LATLAK XVLIOPKECTBEHHBIN, 1 .
21:00 KPOBOMMIMLbI / BLUTSAUGER VKT
19:50 TET. MPOLIECC BUBMAH AMCAJTEM / GET — HA'MISHPAT SHEL VIVIAN AMSALEM OKTHEPb, 10
- - - 21:00  AMYPCKAA FOSITO®A / AMURSKAYA GOLGOFA LWOK
20:00 ECTECTBEHHBI CBET / TERMESZETES FENY OKTABPb, 7
22:00 HOYb CBATONO JIABPEHTA / LA NOTTE DI SAN LORENZO UNMIO3MOH
2100 MPABABYLLIKA NETKOT0 NOBEAEHMA. HAYANO / OKTABPb, 1
: PRABABUSHKA LEGKOGO POVEDENIYA. NACHALO
4TO ECIU? 3XYI} BAPAK O BOVHE V1 MUPE / LOK .
21:00 VKT ~ KUHOBAI MHHEHEPHOTO KOPMYCA TPETEAKOBCKOM FATIEPEM
MA HAYA KORE ELU? EHUD BARAK AL MILCHAMA VESHALOM B3HT - BO/1bLLIOV 3A7 HOBOW TPETLAKOBKM 3AMAHOE KPHINO
LLAK - LIEHTP [IOKYMEHTAJTBHOTO KV HO
N>/ A
YEJIOBEK BE0MMIA MAN OF GOD
CMHWW LIBETOK A BLUE FLOWER
#3ACPAHKA #DOGPOOPGIRL 4.45
MOCJIEOHAA «<MUJTAA BOJTTAPUA» LAST «DEAR BULGARIA» 4.39
PABHOAOYLUHbIE THE TIME OF INDIFFERENCE 4.35
BHYTPEHHEE CUAHUE THE INNER GLOW 4.10
YPEBO MOPA THE BELLY OF THE SEA 4.04
HEHWWHBI THE WOMEN 4.03
OH HIM 3.90
KPOBOMUMLIbI BLOODSUCKERS - A MARXIST VAMPIRE COMEDY 3.75
r0JTYBOE CEPOLE BLUE HEART 3.72
KOOEWMHA B NOJE CAFE BY THE HIGHWAY 3.51

* Ha MOMeHT nognucaHvA HoMepa B nevatb / * At the time of this issue going into the print

PELKONNETMA: UFOPb CABESLEB /ACA KONOOWMKHEP / ONbIA APTEMBEBA / EBA KPAYC / UbA KOMbINOB / AHAPEW LUMIONEB / MUXAM KYKIH / CEPTE ANEKCEEHKO / NETP LLEMOTUHHMK

MEPEBOAbI: MAPVIA TEPAKOMAH / ONTbIA AOMELIKAA ©OTO: FEHHAQNI ABPAMEHKO / ATIEKCEV IOLLEHKOB / EBFEHIAV MOMOB BEPCTKA: MAPVA PEBAKIMHA MAKET FA3ETbI: IMUTPUIA METENKIMH / ONbIA NIbHAHAA



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

CMOHCOPbBI 43 MMKO® / 43 MIFF SPONSORS
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