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[pn3 38 MMKO «3a BblgatoLmiica
BK/az} B MMPOBOE KHOMCKYCCTBO»
Bpy4eH CtueHy Opupay.

The 38th Moscow Film Festival prize
«For an Outstanding Contribution

to the World Cinema» is awarded

to Stephen Frears.
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|'am ready to play Pasolini again Jacob M. Erwa

We did a research, which revealed
our film is for women.

«MMnepuan»  peknama

IMPERIALE

ByTtuku Chopard
Mockea: LUYM, Ten. 8 800 500 8000

TpeTbAKOBCKUIA Npoesn, 9, Ten. 495 933 3383
KyTysosckuii np-1, 31, Ten. 495 933 3031
Bapsuxa Luxury Village, Ten. 495 225 8870
C.-Metep6ypr: ANT, Ten. 812 648 0850
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director’s path to recognition might be a
Along and winding one. It weren’t Kurosawa'’s

or Antonioni’s, Bergman'’s or Parajanov’s
first — or even fifth — film that shook the world.
Before that, these directors had shot great movies
too, but up until a certain point they remained
largely unknown to the world. However, Welles,
Wajda, Forman and Spielberg became famous
immediately after their debut works had come out.
So did Rashid Nugmanov.
Luck played a certain role in it too, of course. After
his VGIK short “Yahha”, rumours about the talented
Kazakh filmmaker quickly spread across the
cinema world. It was in the times of perestroika,
when rock music, which had until recently been
banned, suddenly became the mouthpiece
for hopes and dreams of this beautiful and,
unfortunately, short period.
“The Needle” was created in the atmosphere
when it was desperately needed. Not necessarily
the debutant Nugmanov's movie, but something
similar. And the promise was delivered: the film
became infinitely more than just a work of art. Like
“Little Vera”, “Is It Easy to be Young” and “Assa”, it
turned into a manifest of the new generation that
had just entered both the cinema and the adult life.
The life which it didn't like, the life it wanted to
change. It didn’t have a particularly idea as to
how, but it knew perfectly well what had to go for
good: sanctimony, hypocrisy, lies, imposing the
only possible point of view on everyone... All this
perfectly complied with the classic explanation
of the essence of social realism - the only
movement acceptable in the USSR. Nugmanov's
“The Needle” is literally a “truthful and historically
accurate depiction of reality in its revolutionary
development”.
Apparently, inviting Viktor Tsoy, a Russian rock
star, and subjecting the camera to his energy,
charisma and striving for changes was enough
to translate the party’s ideological attitude into
practice.
Then “The Wild East” came - a charming, pleasant,
a bit mischievous cinephile nostalgia - for the “new
historical unity of people” - the Soviet Union. For
the genre of western that had become a thing of
the past. For cinema in general that couldn't fit in
the new environment.
In my opinion, this film is more significant than
“The Needle”, but Nugmanov didn't have luck with
it. It was the beginning of the 90’s. The Soviet
system of film distribution was destroyed. Cinemas
were closed, turned into furniture stores or pet
shops. Those that still screened movies had only a
handful of visitors. There was simply nowhere for
“The Wild East” to screen. So no one saw it.
Now let’s turn to the great filmmakers again.
Nugmanov now employs his talent elsewhere,
teaching, running unions and festivals. He lives in
France, where the cinema was born, and this is
also very important. Any director, no matter how
recognized his talent is, comes to the world of
cinema to say something significant that no one but
he can deliver. This statement might take several
films or show throughout the director’s entire
career. Or take full shape in a single film which will
make its author’s name remain in history forever.

Sergey Lavrentyev

Miopu / Pawmp Hyrmaros

AOUKNUN BOCTOK

0-pa3HOMy CKNaAbliBaTcA
rl permnccepcrme cyabobi.

KypocaBa 1 AHTOHMOHM,
BeprmaH v MNapagraHos nopa-
HKaIOT MUP He NepBOM 1 Aare He
MATOM CBOEM KapTWUHOM. OHM Jonro
CHMMaIOT 3aMeYaTesibHble TEeHTHI,
0[]HaKo, 3aMe4aTeNIbHOCTb 3Ta 40
Mopbl 0OCTAeTCA HEBEAOMOWN MUPY.
Yannc we 1 Banga, ®opMaH u
Cnunbepr CTaHOBATCA 3HAMEHWUTbI-
MM cpasy e, nocre gebioTa.
Pawmng HyrmaHoB — TorKe.
EMy, KoHeuHo, noBe3no. [Mocne
BIrMKOBCKOWM KOPOTKOMETPArKKM
«Ma-xxa» cnyx o HeBepoATHO
TanaHTIMBOM Ka3axe pacnpocTpa-
HWCA B KUHOMUPE MFHOBEHHO. A
TYT eLLle — nepecTporka. A TyT —
POK My3blKa, KoTopas eLLie BYepa
6bina rnof 3anpeToM, oKasbiBaeTcA
BbIpa3uTesIeM YasaHUM U Hagem
MPEKPACHOr0 U, K COXaneHuio,
KPaTKOCPOYHOI0 BPEMEHM...
«Mrna» nosBunack B 06CcTaHoOBKe
oxunaaHvAa «mol». PasymeeTcs,
He KOHKPEeTHO NieHTbl AebioTaHTa
HyrmaHoBa, Ho Yero-To B 3TOM
pofe. OrkmaaHWA onpaBaanmchb.
KapTuhHa cTana He NpocTo Npoms-
Be[leHNEeM 3KPaHHOI 0 UCKYCCTBA.
HapAagy ¢ «ManeHbKom Bepoi»,
dunbMoM «Jlerko nu bbITb Mo-
noabIM» U «Accoi», oHa ABMNack
MaHM(beCTOM HOBOIO MOKOEHNS,
BXOAALLEro B MWM3Hb M B KMHO.

HW3Hb, B KOTOpYIO MOKONEeHWe
BXOOMNO, eMy He Hpasunacb. OHo
X0Teno ee U3MeHUTb. He BnosnHe
npeacTaBnAno cebe, Kak UMEHHO,
HO TOYHO 3Hasno — Yero 6onblle
ObITb He [JOMKHO. XaHHeCTBa,
NNLLEMEPUA, KW, HaBA3bLIBAHMA
BCEM €MHCTBEHHO BEPHOMN TOYKM
3peHus... MaTyulanca popma
«Mrnbl» oTpuLana octo4epTes-
LLIe KaHOHbI COLIMANMCTUYECKOro
peann3ma, Ho NpPY 3TOM NleHTa
naeansHo ykNaabiBanack B Kiac-
cuYecKoe o06bACHEeHWE CyTU euH-
CTBEHHO go3BonieHHoro B CCCP
XYOOMECTBEHHOr0 HarnpaBeHus.
HyrmaHoBcKaa «Mma» — 31o
VMEHHO «MpaBamBoE, UCTOpUYe-
CKU KOHKPETHOe 1306pareHure
OeNCTBUTENIbHOCTU B ee peBoJIto-
LIMOHHOM pa3BUTUM».

1 oKasanock, 4to Ana peasnb-
HOrO BOMJIOLLEHWNA NMapTUMHON
YCTaHOBKM [OCTAaTOYHO NpUrna-
cuTb BrkTopa Lo n noctaButb
KaMepy Ha cnyby ero aHeprum,
€ro Xapu3Mel, ero CTPeMIIEHNA K
nepemeHam.

MoToM 6bin «duKnit BocToK».
Mwnas, npenectHan, YapyoLLan,
XYNUraHCKanA, KMHOMaHCKas...
TocKa. Mo pacnasLueica «HOBOM
MCTOPUYECKOM 0BLLIHOCTU Nioden —
COBeTCKOMY HapoZy». [To ylien-
LLieMy B MPOLLJIOe HaHpy BecTep-
Ha. Mo KmuHeMaTorpady BoobLLe,

He BMMCbIBalOLLLEMYCA B HOBblE
HKU3HEHHbIE peannu.
o MHe, 3TOT dUNBbM XyLoMKe-
CTBEHHO LieHHee «mbl». OgHaKo
€ HUM HyrmMaHoBy He noBe3no.
Hauvano gesAHocTeIx. CoBeTcKan
cUcTeMa KMHoMpoKaTa pacnanach.
KnHoTeaTpbl 3aKpbiBatoTcA. B HMx
npogatoT Mebenb 1 KOpPM ANA Ko-
wekK. B Tex, roe ele nokasbiBaioT
KWUHO, 3pUTENEN MOHO COCUUTATb
no nasbLam ogHom pyku. «dun-
Kuit BocToK» MpocTo Herde 6bino
yBuaeTb. M He yBugenu...
HyrmaHoB cerogHA nposBnseT
cebA B UHbIX 0611acTAX KMHEMa-
TorpadmyecKoro TBOpYecTea.
[lpenogaBaHWe, pyKOBOACTBO
06begNHEHNAMN N KMHObeCTU-
BanAMK, *m3Hb Bo OpaHumm,
KOTOpan, Meay NpoyMM, ecnm
KTO 3abbif1, — poaMHa KuHo... 1 3To
TOMe o4eHb BarHo. Begpb noboi,
CKOJb YFOAHO BENUKUIA permnccep
npUxoauT B KMHeMaTorpad, 4Tobbl
CKa3aTb YTO-TO CYLLIeCTBEHHOE,
oHOMy eMy nopyyeHHoe. OHo
MOMET NPOABUTLCA B HECKOSBKMX
KapTWMHaX. MoXKeT NpocermBaThb-
CA Ha NPOTAXKEHWUN BCETO PEMMC-
CEepCcKoro NyTu. A MOHeT BbIKPU-
CTannM30BaTbLCA BCEr0O B OQHOM
dunbme, bnarogapA KOTopoMy
€ro aBTOp HaBCerga OCTaHeTCA B
NCTOPMM KMHOMCKYCCTBA.

Cepzeli J/laspenmoes
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6110 CO BCEX CTOPOH YHUKASBbHBIM. B 3TOM cMbicne

CoBMafeHWe HaBepHsKa Bbi3Basno y [asvaa
lpreko gocady: B NpoLUnbIv GecT1BanbHbIN Ce30H Ha
3KpaHbl Bellen «[asonmnHn» Abena Qeppapsbl. [a, K
HeMy 6bI10 NPUKOBaHO HosbLLIOe BHUMaHWE, HO BPAS /N
«Ko3HW» *OET BHMMaHKe MeHbLLIee, X0TA Obl MOTOMY, YTO
perkmccep GunbMa paboTan y MNa3onmHM accucTeHTOM Ha
nnowanke. Nepsoe BHeLLHee CXOACTBO, KOHEYHO, ObEeT
B [71a3a: O4HM KOMHaTbl, 04Ha MaLLWHa, 1 Jare 0fHa U
Ta e AMKOBAaTOCTb TAMKESIOBECHOro repoA (OpiMyaTtble
04K, KOXKaHbIM NOMKaK) B MPOCTOM MHTepbepe crajb-
HW. Ho 370 TonbKo noaveprmBaeT pasHuLy. Oeppapa
TOrAa 03aAa4MIT MHOTMX: HAPO4MTO BeccMbiCrIeHHasn
cMepTb [1a30MHM KMaana aarke OTCBET KaKoM-To
6eCCMBICTIEHHOCTU Ha €ro ¥uM3Hb. MpreKo nockinaet
MPOTMBOMOSIOMHBIA MEeCCe 1 Oare peaHUMmpyeT
YHaHp UTaNbAHCKOrO «/1eBOM0» pa3obnadeHna, Korga-To
NiobUMbIN Ha MocKoBcKoM decTrBane (Bcé 3To «[pu-
3HaHWe KoMmccapa NonmMUMM MPOKYPOPY PeCrybvKmy»).
lPpreKko No KocTouKaM pasbrpaeT ClI0HHOCOUMHEHHIN
CroBOp BacTH, HehTAHOM KOMMaHUK, 6aHabl cpeaHen
PYKU 1 Marb4MKOB C NaHesnu.
[MazonuHun y MpreKo nepeLLien gopory BCeM, 1 B AaHHbIN
MOMEHT TOPOM/IMBO JOMNUCLIBAET «HedTb», ycTpavsan
KOHCMMPATVBHbIE BCTPEYN B Kade 1 cobupan KoMnpo-
MaT. OH TonbKo YTo cHAM «Cano, nnn 120 aHen CogoMany,
1 3TOT GUIBM eMy YHKE Masio UHTEPECEH, XOTA hopMarib-
HO MMEHHO C KparKel MieHoK 1 CBA3aH cloyeT. Kctatu,
BarkHaA feTanb: efBa N He Bce cobeceHnki Maso-
JIMHW NepecrnpaLLnBaloT, He B CUIaX MOHATL MW Oare
paccnbiLaTh HasBaHwe («Canox) ¢ nepsoro pasa. Lnpe
— HUKTO He NMoHWMMaeT [NasonuHu. FpreKo BCAKKM pas

THE PLOY /

LA MACCHINAZIONE

COMPETITION
DIR. DAVID GRIECO

| (a)ﬂ,ﬂblﬁ pexunccep MeYTaeT, YTObbI €ro TBOpeHne

noaYepKMBAET 3TO B CLIEHAX, e ero repol OKasblBaeT-
CA B KaKWX-H1ByOb B1nbApAHLIX MK NOLBOPOTHAX NPO-
TVB BparkaebHoM U Npe3puTesnisHoi TonmMbl. W HosanA
LleTarnb cLeHbl yOUICTBa: Hapop, KoTopbIii 6e3MONBCTBY-
eT. Tonna, KoTopasA C NErKOCTbI0 NMPUHMMAET GaKT, YTo
«TaK 1 HaZ10 NeauKy», M pacxoauTcA No 4oMaM.
3aroBop TaK 3anyTaH, yXULLpeHWA youiL, (C MoKynKow
TOYHOM KOMWUW MaLLIMHBI HepTBbl U T.[.) TaK CIOMHbI,
4TO He pa3obpatb, U 3T 0bpaLLaeTcA B JOCTOMHCTBO:
COBpeMeHHanA TpaamLmMA HeJOCKa3aHHOCTN BHOCUT
[070 MUCTUKM B Pa3rOBOPHBIN MOSIUTUYECKUI HaHP.
370 0cobEHHO XOPOLLIO B KOHLE, rae LiapuT Kcnepu-
MEHT C MeJIKOM Hape3Kol ¢neLLbaKoB. B «nonymmctu-
Ky» BMieTaeTcA AarKe KMHO: Heja/leKoro napeHbKa
lNnHo, ¢ KoTopbiM [1a3onHK NPOBOAWT BPEMA, FOTOBAT
Ha porib YOUiALLI TO NI B PEanbHOCTH, TO NN B GuribMe
HEKOEero ApYroro Pemmccepa, 1 HamBHbIN «ybuiLax

IMLF= dRELILY maner B «okTAGpe»
CTBUE 3AKOHYEHO, SABYbTE

HepBUPYeT «HepTBY» aHOHCaMW pacrpaBbl — Brevamie-
HUAMM C KMHOMPO6...1eM Aanblue, TeM 6onbLLe Hapac-
TaeT y [preKo Na3onmMHUEBCKNI pasryn, rae cenuitHble
3/1EMEHThI CMEHAIOTCA BUAEHWAMKU coBpeMeHHoM (XXI
BeK) KOCMOMONUTUYECKOW TOMMbI, @ KOHYUTCA BCE Map-
LUeM HedTeKa4asok.
DOUHaNBHbINA TUTP — YTO C KEM CTano — HEOKMOAHHO
conurKaeT KoHuenumm Ipueko 1 Oeppapbl, KOTOPbLIA KaK
66l roBOpWI: «He BCe N paBHO, KTO ero your». MarHatsl
MoyMMpanu B CBOMX MOCTENAX, MX MMEHA YHe HUYEero He
3HauaT. «HedTb» BbILLNa B 1992-M, HUKOrO yrKe 0cob0 He
3ageB. OumieHHan 40-NeTHMM CPOKOM, XOPOLLIO M3BECT-
HaA BceM cMepTb Ha nase Octum npeactaety [pueko n
B HOBOM CBeTe. HanpuMep, UCTOpUeEl He-npeaatensCTea
(Mnn farke NiobBM) YeNoBeKa, KOTOPbIN BbiN BoIHYHOEH
B3ATb BUHY Ha cebs, — NYCTb 3TO U ABHbIN XyAOHECTBEH-
HbIl BbIMbICE, M60 peanbHbI MHo Menosu, MuByLLNA
HbIHe Ha ceoboze B PuMe, He uMen ¢ Ma3onuHm onu-
TeSbHbIX OTHOLLIEHUI U YK TOUHO He BbIBan HX Ha Kaknx
KunHOMpobax. A cresbl, @ MOHOMOMM YOUIALL Ha Nepe-
MOSIHEHHOM MyCTbIpe? — 3TO MPeBpaLLAETCA B UCTOPUIO
Ye0BEeYECKNX CTPACTEN, OUULLIEHHYIO OT TaKOM Yre He
HY*KHOW, TaKOM NofeLleBeBLIEN HEDTU.

Uzope Cacenves

ach director wants his film
Eto be unique. In this respect,

David Grieco must have
been annoyed by the fact that Abel
Ferrara's “Pasolini” came out last
festival season. It got in the centre of
everyone’s attention, but “The Ploy”
is highly likely to be in the spotlight
too, if nothing else, since the director
himself worked as an assistant
director for Pasolini. The seeming
resemblance between two movies
is striking: same rooms, same car,
and even the lumpish character in
a leather jacket and dark glasses
looks equally outlandish in the simple
bedroom. But this only emphasises
the difference between the two
films. Ferrara's movie was puzzling:
Pasolini's ostensibly pointless
death somehow cast a shadow of
pointlessness on his life too. Grieco
conveys an opposite message and
revives cinematic tradition of left
Italian exposure, which was once

favored so much by the Moscow Film
Festival (one can think, for example,
of Damiano Damiani'’s “Confessions
of a Police Captain” screened at

the MIFF in 1971). Grieco bit by bit
dismantles the complex conspiracy of
the government, an oil corporation, a
mid-sized gang and call-boys.
Grieco's Pasolini has crossed
everyone’s path and is now finishing
his film “Petrolio”, arranging secret
meetings in cafes and seeking
evidence. He's just made “Salo, or

the 120 Days of Sodom” and doesn’t
really care about this film anymore,
even though the plot of “The Ploy”
formally revolves around “Salo” stolen
prints. Curiously, almost every person
Pasolini talks to in the film, has
trouble catching the title of his film
“Salo”. No one understands Pasolini.
Grieco emphasises it every time in
the scenes where his protagonist is
opposed by a hostile or contemptuous
throng in poolhalls or backstreets.

The new detail at the murder scene is
silent crowd. People easily accept that
“the queer had it coming” and leave
home.

The conversations are so complicated,
the murderers’ tricks so inventive

(up to the point where they buy a

car identical to the victim’s) they all
but become unfathomable, which
turns into an advantage: the modern
tradition of understatement brings

a mystical element to the political
thriller. This plays out especially well
in the end, which is an experiment
with neatly edited flashbacks. It's hard
to say if simple-minded Pino who
Pasolini spends his time with is being
prepared for the role of a murderer

in reality or in a film by some other
director. The naive “killer” gets on his
“victim™'s nerves by sharing the details
of the murder — or impressions from
the screen tests. The further in, the
more intense Pasolini-style debauch
becomes in Grieco’s film, where

scenes in sepia give way to visions
of the modern 21st century crowds,
ending up in a pumpjack march.
The final titles explaining what
happened to the characters suddenly
brings together Grieco and Ferrara’s
concepts, as if saying: “Does it really
matter who killed him?”. The tycoons
died in their beds, and their names
mean nothing anymore. “Petrolio”
came out in 1992, having lost its
poignancy. Grieco presents the well-
known death on the beach in Ostia
in the new light, cleaned and cleared
after 40 years. In this version Pasolini
isn't being betrayed by the person
who ends up taking the blame for his
murder (albeit obvious fiction, as real
Pino Pelosi is not in prison, and didn't
really have a long relationship with
Italian director). Tears and killers’
monologues transform into a story of
human passions - cleaned from now
useless oil that dropped in price.

Igor Savelyev
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OpMoHasbHbIV $OH NoApOCTKa NpeBbILLaeT

HOpMabHbIN (MK «B3POCTbI») pasa B NonTopa.

MoppocTok obypeBaeM pasnuYHbIMK 3HAOPPUHA-
MU, afipeHasiMHaMu, TeCTOCTEPOHAMU U NMPOYUMU «-MU»,
MO3TOMY ero HaCcTPOEHWe MOPOM CKA4eT MO HECKOMBKO
pa3s Ha gHio. [prMepHO TO e MPOMUCXOANT CO CTU-
NUCTUKOM NeHTl AKoba 3pBa, KoTopaA HAUYMHAETCA C
KapTUHOK MOM-apTa, 3aTeM CMEHAET KPACHO-KeNTbI
KanengocKomn Ha CMOKOMHbIN X04 MenoApaMmbl, MONYTHO
npobys aneMeHTbl TpUNepa, AeTeKTUBA, 3POTUKM
etc. Kctatu, Oun, ynbl64MBLINA CTapLLIEKSIACCHUK U3
HEMELIKOro 3axX0J1yCTbA, ABMIAETCA, B 06LLEM, NapHeEM
CMOKOWHBIM, M0 KpavHel Mepe, B NOMLMIO HOYaMU He
ronagaeT, KaK ero cectpa. Hao6opoT, B yeM-To Oun
60nee MHOAHTUNEH, YEM €ro NPUATENN-CBEPCTHUKM. B
npodeccroHanbHOM cobnasHeHUU oH BUAMT NioboBb A0
rpo6a, HaBefAHHYI0 AKOOLI KAKOM-TO MUMONETHOW Nepe-
rMALKOMN eLLe B AeTCTBE. 33 APYHECKUMU YbIOKaMu —
He Nofo3peBaeT, YTo 6/IM3KMe iAW AABHO U LLUHUYHO
npefatoT 3a CMMHOMN.
B yem-To Oun — 0ogHOBpEMEHHO — M 06pa3LI0Bo-
roKasaTesibHoe [OCTUMKEHWe, Y MPOBaJ NeaarorMyeckoro
3KcnepumeHTa. OT NocnegHero CI0BOCOYETaHNA TaK U
BeeT COBETCKUM HadTaIMHOBLIM JyXoM, U 3pA. Meda-
rorv4ecKme 3KCrnepuMeHTbI Bblv B 6onbLLIOM Mofe B
70-x - 80-x; B «LleHTpe Moero Mu1pa» noKasaHa, ckopee,
HedopMaribHaA BapuaLyiA, NpeacTaBneHHan ceMbel Xa-
pU3MaTU4HOM MaTepu-oaMHOYKK [Macc. XunnosasLUas no
MOJ1000CTV 1 BecropsALoYHO MeHABLLIAA MyrUMH, [Tacc
Masio BHMMaHMWA obpaLLiana Ha Kocble B3rmsbl 6loprepos.
Ho BoT Ha ABope XXI BeK, Kora Te Xe pecrneKTabesbHble
6loprepbl BCAYECKM NPUBETCTBYIOT fobble cBOBOAL, a
[ETV BbIPOC/IN He COPHAKaMM, a OTNNYHUKaMW. Tenepb
onbIT Macc (onbIT TOro, YTO paHblLe Ha3Banu bbl Bcenos-
BOJIEHHOCTbI0) MOYKHO CMEJI0 MpU3HaBaTb NepefoBkbIM. B
[loMe LLapAT abcosioTHasA OTKPLITOCTb U joBepHe, a eanH-

CTBEHHbIM 3anpeToM Ha NpoTAXeHUN MHOIUX NeT OCTaeTcA

Taby Ha HacTosALee uMA oTua Ouna v Ouatsl.

3TOT MUPOK, Fae BCe MOMUHYTHO BKYLLIAIOT pasHoobpas-
Hble cyrbl (60 PeBONIOLIM PEBOMIOLIMAMM, @ HEMELIKMe
Tpaguumu no paCI'IVIC&HVI}O), KareTCA CToJb non-apTHo-
MAeanbHbIM, YTO ero HemMeaIeHHO X04eTCA PaspyLLUMTh.
3tnM AKob6 IpBa 1 3aHMMaeTCH, BbiBanMBasA Ha HecuacT-
HOro CDvma CeMeVIHbIe CKeneTbl U3 IJJHad)OB, OWH CTpaLl-
Hee Apyroro. WTaK, Ha 04HOM MoJIloce CTOMT BOMPOC, Kak
[laneKo MOMHO MOTW B NPefoCTaB/eHUn OeTAM cBo60-
Abl. 370 MOXOMe Ha Urpy, 3aAa4a CTapLUMX NePCOHAXKeN B
KOTOPOW — KaK MOMHO [ObLLe COXPaHATb HEBO3MYTUMOE
1 ogobpuTenibHoe BbiparkeHue nuua. Ha apyrom nontoce —
CUTYaLMA, Koraa AoYb BVMBaeT 6epeMeHHoM MaTepy B Yait
oTBap 6e1afoHHbI, YTo6bI OHa He NoaMsIa HecHacTHbIX.
0pHo 34eck He onpedenseT apyroe, To eCTb Hann4Me
nosHbIX cBob0of, (B ceMbe N, B 06LL,eCTBe) He Aenaet

CYaCTVBLIM aBTOMATOM, HO 1 B 06paTHO 3aBUCUMOCTH
(KaK C4MTaIOT KOHCEPBATOPbI) 3TO TaK e He HaXOQUTCA.
370 naparnnesnbHble BeLLy. [Macc cuntana, 4to [OCTaTouHO
[aTb JeTAM MoJHylo cBo60AY AEVCTBUM, U YyTb HEe INLLIK-
nack 65IM3KUX B 3TOM YCNIOKOEHHOCTMU.
Ecnu BCé e ucKaTb Tpaamumio, B KOTOPOiA co3aaH Gpunbm
Akoba 3pBa, To OH 61MrKe BCEro K NPOLLIaHMIO C AETCTBOM,
Kora HEMHOO MOB3POCIIEBLLIMIA CbiH MPUE3KAET B OTUMI
ZIOM V1 06HapYHWBAET, YTO HET yHe ObINov OyLLEeBHOCTM
B OTHOLLIEHWAX C CEMbEW, 1 TpaBa paHblue bbina 3eneHee,
a Bofja MoKpee. Ho $hoKyC B TOM, YTO NPOLL@HUA TaK U1
He NPOWUCXOAWT, HECMOTPA Ha BCE YAapbl MO UTIO3NAM.
®una He BbIBOOUT U3 COCTOAHMA BlarKeHHOro AeTcTBa
[lae 3aBA3aBLUMICS POMaH, KaK pas B CisTy 0BbiaeHHOo-
CTW MPOUCXOAALLIEr0 /1A CeMbW/0BLLLECTBA: LLKOLHUKM
He Bblfie3aloT U3 noctenn? — HopM. [NapagokcaneHo, Kak
BaHbKa-BCTaHbKa, repoit He TepAeT MHaHTUIIBHOCTH,
TpebyeT OnA cebs cYacTIMBOro GMHAMA U Ye3HaeT U3
ropofiKa v MpocTpaHcTBa ¢punbMa nobeamTenem — BoibvB
InA cebs NpaBo ocTaBaTbeA 60/bLLMM pebeHKoM U Aaree.
Uzope Cacenves

HN3Hb 3TO POMAH

KOHKYPC [JOKYMEHTAJIbHOIO KMHORRIRO A 1] = =y wAY® 0] | =]
(ZKAZA KRASOU) / PEXK. TENTEHA TPHELUTVKOBA, AKYE MEMHA

exunccepbl leneHa TpwewTu-
KoBa U AKy6 eiiHa ucrnonb3yioT
apXMBHble 3anncKu — B YacTHOCTMH,
0[HO U3 NoCNeOHNX UHTEPBbIO, KOTO-
poe Jlnpa baaposa ycnena gatb nepen
cMepTblo. C Tex nop — a Jlnga ywna
13 n3Hu B 3anbubypre B 2000 roay

— [iaXKe caMble LLOKUPYIOLLIMe NoA-
pobHoCTM ee 6uorpadum yrke faBHo
NINLLIMIINCE paHra ceHcauum.

Ee MonopocTb coBnana c pacLseToM
YELLCKOro KMHO U CTPOUTESTLCTBOM
nereHgapHown ctyguu «bappangos». A
cTpeMuTeNIbHasA criaBa — € nepee3aoM

B 0XBaY€HHYI0 HALMCTCKOM A0S0~
rnev NepMaHuio. PokoBas KpacoTKa

C JTErKUM aKLLEHTOM U 06KUraloLLIMM
B3rnAgoM, Jlnga ceena c yma He
TOJIbKO CBOEro napTHepa no ¢unb-

My «bapkapona», yctaBa Opénuxa
(3Be34y HEMOrO KMHO, CHUMAaBLLerocA,
B YacTHocTu B «MeTpononuce» Opuua
JNaHra). OHa 3acTaBuna octonbeHeTb
Aponbda Mtnepa. Oopep nocetun
CBHEMOYHYIO MJTOLLAAKY C LieSTbio
OCMOTpEeTb BHYLLUTESIbHbIE feKopaLun
¢vnbMa, obelaBLlero BLIMTU 04eHb
3penuiHbIM. Ele 6bl, peyb B HEM wwina
0 POMaHTMYECKON M ApaMaTUYHON
nio6Bu nocpemn BeHeumaHcKoro Kap-
HaBana u HakaHyHe [lepBoi MMpoBOW.
Ho nexopauumm 3aTMuna 3ta YellcKan
KpacoTKa, KoTopas, no cnosaM [nTne-
pa, HanoMHWNa eMy nep.yio N060Bb.
Pacckas aKTpuchl conpoBogaeTca
TLATeNIbHO NoA06paHHOM XPOHUKOM,
KOTOpPasA UCKYCHO NepeMeaeTca

¢ dbparmeHTamu n3s ¢unbMoB. Tak,
coBceM Monogas Jluga cagurca B
roHAO0MY Ha nnoLuagxe «bapkaponbi»
W CO CMEeXOM CTPENfeT rfiazaMu KoMy-
TO 3a KaapoM. A cnefoM Mbl BUOUM,
KaK UCTYKaHOM, C/TOBHO OKaMeHeB,
MWMO KaMepbl cMoTpuT [UTnep. Tak,
6naroJapa UCKYCCTBY MOHTaxKa,

BOCMOMWHaHWA 0XMBAIOT, U 3pUTeNb
roJly4aeT BO3MOMHOCTb YBUAETb Aare
Te CLieHbl, KOTOpble KOFAa-To YCKOMb3-
HY/IM OT KMHOKaMepbl.
Bnpouem, no-HacToALLEeMy poKOBOW
ana Jlnabl ctana gpyras BcTpeya — ¢
[e66enbcoM. Ux KopoTKUIA 1 BypHBIA
POMaH YyTb He CTOWST MUHUCTPY Npo-
naraHgpbl Kapbepbl, Ho caMon Jlnge
oboLuesca ropasgo 6onbHee. CHavana
OHa OKasanacb usroem B lepMaHum.
MoTomM B pogHom Yexocnosakuu. U
Mo3:e, He cYMTanA KOpOTKOro nepuoda
oTHocuTenbHoro ycnexa B Utanuu (roe
OHa, KpoMe NpoYyero, ycrnena CHATLCA y
Qepnepuko OennnHM), oHa Huna npax-
TUYecku B 6e3BecTHOCTU. A nocnefHue
rofbl — eLlle 1 B MOSIHOM OMHOYECTBE.
Kak niobas obpasuosan 6uorpadus,
3T0T GUNbM He [06aBAAET HAYEro Ho-
BOMO K IpaMaTUYHOM UCTOPUM CaMoM
aKTpuchl. U BCe ¥e TpyaHO ocTaThecA
paBHOYLLHbLIM: U K ee KpacoTe, U K
3TWM CNIOBaM, U K CTapbIM Kagpam. U K
TOMY, C KakMM [OCTOMHCTBOM U B Ka-
KUX MesfibYanLumx nogpobHocTtax Jlnaa
BCMOMUWHAET K/0YeBble MOMEHTBI
CBOeW *u13HU. byarto 3ayyeHHyio ponb
CaMoro BarKHOro — W gpaMaTu4Horo —
¢dvnbMa B Kapbepe.

Huxkuma Kapyes



CEMbA

ROEEYEE [104b (DOKHTAR) / PEXK. PE3A MIPKAPVIMI

oceMb NneT Ha3ag Pe3a Mupkapu-

Mu nony4ymn 3onotoro leoprua

3a ¢punbM «[poLe npocToroy,
TaK YTo CONOCTaB/IEHWE TOrAaLUHen n
HbIHELLHUX KOHKYPCHBIX KapTWH OnA
3puTenien-«CcTapounos» MockoBcKoro
decTuBana bygeT, noanyi, Heus-
6e¥HbIM. TeM bonee, BHeLLHe KakadA-To
06LLHOCTb NpeAnosiaraeTcs: U Tam, 1
TYT B LLEHTPE PEHMUCCEPCKOr0 BHUMAHUA
Bpofe 6bl oKasbiBaeTcA cyabba HeH-
LMHbI. Xo4yeTcA aBToMaToM (COBETCKUM
wramn!) NpMbaBUTb — «yrHETEHHOM,
BrpoyeM, B «[loyepun» 3T0 Nporosapu-
BaeTCA ropasfo YeTye U Aare Kak Obl
nnakatHee. CTalka MpaHCKUX OeByLLIEK
Ha BblAaHbe, 0[jHa 13 KOTOPbIX OCMe-
JIMNAch HapYLLUTL He CTOJIb Cepbe3HbIi,
Ka3anochb 6bl, OTLLOBCKMI 3aMpeT, Ho Mo
BOJIE CJIy4as BAIMMIIA B KPYHble Henpu-
ATHOCTU, IIOOUT NOrOBOPUTL O TEOPUU
1 NPaKTUKE NOAYUHEHUA MyMHUYMHAM.
To 1 [eno Ha 1X LWYMHOM [eBUYHMKeE,
[a ¥ BHe Hero, 3By4aT KpaMoJibHble
Mbicnu B ayxe: «B MpaHe Hac KaTanynb-
TUPYIOT U3 foMa poauTesiel NPAMUKOM
B [OM Mya». PasobnauntenbHoe «B
WpaHe» 38eck BMoJiHe yMeCTHO, No-
TOMY YTO 0JHa U3 NoApyr aMUrpupyeT
13 CTpaHsbl, ¥ 3TO NPUAAET AeBUYLUM
nocuesnkam HoTy gpoHaepctea. Ho -
neryanwyio. TaK e, KaK nerka TeHb
TaKoro NoBopoTa TeMbl TOTaNIbHOr0
NMOAYMHEHUA HEHLLIMHBI MyXUMHe,

M0OXO0U .
XOPOLLNI
YENOBEK

Y2 OWJ1bMOB
HEPVIHﬂE YEPHBI (PERICLE IL NERO) /

PEH. CTEOAHO MOPOWHIA

JeTell — poauTeNiAM U T.4.: HeMosogble
6part 1 cecTpa CMOTPAT Ha ceMelHble
¢doTorpadum cBoero LeTcTBa, roe eLle
1 6NN3KO HET HUKAKUX NapaHaMen.
TaK e, KaK KpaToK Kaap, Koraa toHas
CeTapex 3amupaeT nepef Te/leBU30POM
C HOBOCTAIMM 0 MMOHYLLMX bereHLax:
6yKBanbHO CERYHAA...

BcA «ny6nmumcTvKa» NpoxoauT no-
BOCTOYHOMY OCTOPOXHO, Ha 3a4ax
NoBeCcTBOBaHWA, OTNPaBHas To4Ka
KOTOPOr0 3HAKOMa KaK oMy 3KC-
noapocTry. Ecnu poautenu ckasanu
TBEPLOE «HET», HO 04eHb Xxo4eTcs (Ha
KOHLLePT N, Ha NPOBObI MOAPYHKU

— KaK B 3TOM CJy4ae), «HeT» yC/ibllua-
HO He ByZeT, U 3TO He 3aBUCUT HY OT
KOHTUHEHTa, HX oT penurumn. CTporoctb
«HeT» BNUAET TONBKO Ha CJTOMHOCTb
yXupeHuin. KTo-To Bcero nuLub
cberaet 13 NocTesn Ha OUCKOTERY, a
KTO-TO TalHo NieTuT B TerepaH, HafeAcb
K Beyepy ycneTb BepHyTbCA [JOMOW Ha
NMoMoJIBKy cecTpbl. Bce yHuBepcanb-
Ho. Menb4anwme getanu, MOTOpUKa,
aBueHwue ry6. Bot CeTapex BblbupaeTt
MOMEHT, YT06bI AKOOLI 6e33a60THO
CMpOCKTb Y OTLIa pa3peLueHus. BoT oHa
Ha rpaHn 06MOPOKa, rosyloC ee 3BEHUT.
BoT MOMEHT copBaH: y 0TL,a 3a3B0HMN
TenleoH, U OH HauMHaeT opaTb Ha
cTpouTeneit (oH npopab). Bot CeTapex
NMOHMMAET, YTo BCe MNoTepsHo.

Pe3a Mupkapumm — npexkae Bcero

IMLF= dRELILY maner B «okTAGpe»

¢u3noHoMucT. KaK 3To HUM cTpaHHO
AnA GUIbMa 0 «KeHCKOM BOMpoCe»,
Mo-HacToALLEMY [TIaBHbIM FrepoeM
ABNIAETCA BOBCE He loHaA CeTapex,

a ee otel, AxMag (Dapxag AcnaHu).
Kasanocb 6bl — YenoBeK OrpaHUyeH-
HOIO MMPOBO33PEHNA, MPOCTON, OH BCe
Jenaet NpaBubHO (To, YTO JOJTHKEH
Jenatb CTPOrui oTeL, B MyCyNbMaHCKOM
napagurme), Ho UMEHHO NWLLO Mo-
CTeneHHo BbIOAeT ero pacTepAHHOCTb.
MoHayany ero He3MOLMOHANBLHOCTb
BOCMPUHMMAETCA KaK JaHb YCTOAM:
CTpacTU-MOpLACTU — AN1A HeHLWMH. Ho
BbIFCHAETCA, 4TO 3Ta MoLesb paboTa-
€T TOSIbKO TOrAa, KOrAa BCe MAET KaK
Hapo. B 6onee cnoHom cutyaumm
Axmap MoeT pedieKTopHO HaopaTb
no TenedoHy, Ho AanbLLe ero HemofA-

BUMHOE NNLL0 BCe 6oree 03HaYaeT:
OH NPOCTO He 3HaeT, YTo genatb. C
BbIpOCLLIEN J04Yepblo, C CECTPOMN, C KO-
TOpOW Nnocsie CMepTu poauTesielt 610
npoLue He NoaOepHNBaTb OTHOLLIEHUA.
Mpuexas B TerepaH, AxMag nogonry
CUOMT B MalLMHe, 60ACH BBIATU Hapyy,
CPbIBaETCA Ha Y4aCTHUKAX OOPOXKHOMO
OBUMEeHNA; BMecTe ¢ HeobX0aMMOCTbIo
nelcTBoBaTh (6bITb 6paToM, bbITh OT-
LLOM) K HeMy NpUXOAUT HeoMMaaHHanA
CnocobHOCTL K crie3aM. 3Ty aBosioLumA
OTCHATA CTOJIb HKe 0BESINPHO, C KaKoMn
Npogu-coTPYaHMKU creLmanu3npoBaH-
HbIX KaHaf10B HabnioaloT 38 AMOLMAMM
[OVKOro 3BepA: pa3Be 3T0 He BbicLUee
OOCTUMKEHUNE persmccepa UrpoBoro
KUHO?

Uzopeb Casenveas

- 3amaBHbiit repoii Bawero ¢unbMa ybusaet niogein,
BefeT 06pas HM3HU, KOTOPbIN KaXKeTcA Aaxe Hapo4UTO
amoparbHbIM. Mpy 3TOM OH 04EBUAHO MOMKET CHUTATLCA
«MOJIOKUTESIbHBIM repoeM», Npy BCeM HeCoBepLLEeH-
CTBe 3TOro TepMuHa. YTo 3T0 — OTCbINIKA K Hyapy, rae
MOJNOMKMUTENbHbIV repoi MOKPbIT OPE0sIOM MPaYHOro
pomaHTM3Ma 3na?

Cme¢aHo MopduHu: Bbl coBepLLIEHHO NMpaBbl, B TOM

yuce 1 Korga ynoTpebnsAeTe CroBo «MpaYHbIiiy: A
[eVICTBUTENBHO XOTES CHATb BU3YasibHO MPaYHbIA QUITEM.
MHe X0Tenoch NepeocMbICTUTL 30eCh CPasy HECKOMBKO
Tpaanumit. [1a, KOHEYHO, 3TO TPAAMLIMOHHBIA Hyap, HO 3TO
eLLie 1 GpaHLLy3CKMIA Monap — 0CobbIN HaHp AETEKTUB], B
KOTOPOM BOTMNIOTUIACk aTMocdepa NapuHCKmX L, 70-x

— 80-x rogo.. Ho /18 MeHA 6bl1a BarkHa U HaLmoHasbHaA
TPaAMLWA: KaKylo-To CBOI0 HOpMy Hyapa UTanbAHCKoe
MCKYCCTBO MCMOMb30BaJI0 eLLie 04eHb AaBHO, M Aare B
YKaHpe UTanbAHCKOM KOMeamn, A e He FOBOpIO 0 Mo-
JIUTUYECKUX OeTeKTMBaX. [TpryeM, B UTaNbAHCKOM KUHO
Hyap MMen SK3MCTeHUMasbHYI0, CIN XOTUTe, MPYPOAY, TO
€CTb OCHOBBIBASICA Ha C/IOMHOM MONUTUHECKOW, COLIMarb-
Ho atMocdepe B cTpaHe. KoHeuHo, Koraa Mbl CHUMam
«[lepuKrie YepHbIli», TO He packnaabIBav BCe TaK Mo no-
JIOYKaM: CEerofiHA BOOBLLIE C/IOMHO BbIOPATL YETKUIA CTUSTb
noBecTBoBaHWA. CerogHA BCe TpaaULMM CMeLLIanmch, Tene-
BM30p YKPas HaHpbl 13 KUHO, 1 TPEBYETCA CMeNOCTb, UTOGbI
CNefoBaTh KAKOM-TO YETKO onpeaeneHHoM TpaauLIMA.
Kpome Toro, *aHp onpeaenanca 1 pOMaHoM, KOTOpbIA Mbl
B3ANM /1A 3KpaHM3aLmm. OTOMTY OT KNaccu4eckoro Hyapa
03Ha4arno 6bl Npeaatb AyLLy 3Toro poMaHa. Hy, 1 K Tomy
¥HE — NIMYHO MHe 6blrI0 KOMOPTHO PaboTaTb B paMKax 3Toi
TpaavLmK. A FoBOPIO O 3/1e BHYTPUW MEPCOHAMHKa He C LieNbio
€ro 0CyaWTb UM UCMPaBUTL, @ YTOObI MOHATE CMbICT €ro
CYLLIeCTBOBAHWA.

- He ocyxpaatb, He UcnpaenATb, a NPocTo Habnio-
[JaTb: 3T0 03Ha4aeT, YTo A4/A Bac B 3TOM UCTOPUU He

CyluecTBYeT KaTeropui fobpa u 3na?
— 370 He TaK. 1 4nA Hac, 1 — maBHoe — /1A NepcoHarKa
BCe ¥Ke CYLLIeCTBYET YeTKaA cucTeMa KoopamHat. MoTeoM
repoA Pvkkapgo CKamapyo ABNAETCA BCe He He CTOMbKO
JINYHAA MECTb, CKOMBKO HENaHNe HalTU U yTBepaAUT
UCTWHY, MYCTb U HeCTOKMMM MeTofiaMu. [1pu 3ToMm, Y4To
BarKHO, Mbl He MOMEM BbiTb YBEPEHbI B TOM, YTO Ta UCTUHA,
CrpaBe/IMBOCTb, KOTOPOM OH [LOBUBAETCA, YHMBEPCATbHA.
Y Kargoro cBoA Npasaa, v lNepukne 6y aaeT B nomcKe
cBOelt MpaBAbl. [1o MHe, 3T0 BarKHanA AeTasb, MOTOMy HTO
Mbl O3HaEM MHOIO UCTUH, HO HE MPUHMMAEM Ty, KoTopan
HaxoauTCA 6Ke K HaM. ABCOIOTHOM He CyLLIeCTBYET:
pazHble UCTUHBI 0BHUMAIOT TebA, 3aryTHIBAIOT, KaK 3a-
nyTeiBaloT 1 Mepukne. Bcé moToMy, YTo 3T0 He Mone3Hble
UCTWHbI, He Ta MPaBAa, KOToPanA BO3BPALLIAeT YenoBeKa
B COCTOAHME NiobBM 1 [06pa... [ToMUMO BbIGOpa UCTUHBI,
0CTaeTCA U BEIBOp TVMNa peaKLmn Ha Hee. lNepuKie rosopuTt
LoHy Nynaru: «A 6onbLue Ha TebA He paboTaiox. B apyroit
CUCTEMe KOOPAMHAT 3TO MOMKET 03HaYaTb, HampuMep: A He
6yny 3a TebA roiocoBaTh, — eC/M NePeBeCTU 3T0 B NOSUTU-
YeCKyIo MOCKOCTb.
- To ecTb, ecnin repoit CKamMap4o HaXo0aUTCA B OKpYKe-
HUU «HEMoJe3HbIX UCTUHY, KaK Bbl CKa3asu, OH Aenaet
HenpaBubHbIY Bbibop?
— f BCe e CMOTPI0 Ha MyTb repoA € OMTUMM3MOM. MHe
BOO6LLIE HPaBUTCA GpMHAN GUIbMA — KaK 3puUTerio, a He
MOTOMy, YTO 3TO A cHAN. Kora npomcxoauT nocieaHUin
Pa3roBOp C HEHLLMHOW, KOTOpan 3aHANa MeCTo B cepaLe
[Nepvkne, koraa oH roBopuT «OTBE3M MeHA B Kane» — B
3TOM eCTb NpeJ4yBCTBUE CHACTIIMBOrO $1HaNa 3ToM
ncTopum. 3HaeTe, €CIW €CTb TPELLMHA B CTEHE, TO CTb 1
HaZlerKaa, YTo Yepes Hee TEMHOE MOMELLIEHE OCBETUT NyY
conHua. Tak yto MepuKne, Ha Mo B3mAL, HAXOAWTCA B
TEMHOW KOMHATe, HO WLLIET 3TOT JyY CBeTa.
Unmepaoio senu
Acs Konoduxcrep u lMemp LLlenomuHHuk



PABUTALUNA

o025V 0)=F BENIMKME CBEPLLEHWA (GREATER THINGS) /

PEM. BAXO XAKUM3ALIE

€rpoMKUI, OOHAKO pasaatoLLmii-

cA JonrM axoM aebioT Baxuaa

XaKnM3ae — He3aBUCMMOE KUHO
B NoA3abbIToM cMbice cioea. M — Knac-
CMYeCcKoe, MOMeHTaIbHO NpobyrKaatoLLee
NOMVIMHHYIO KUHOMEHMIO — aypy, Maruio
3aTepToit NOBCeHEBHOCTM, KOTOPYIO
CNOCcOBHO NMPOABUTL TOMBKO KNHO. 3pUTeb
«BenmKmx cBepLLEHMIN» — TaKOM e noTe-

=

PABLUMIACA NyTeLLECTBEHHUK, 04apOBaHHbIA
CTPaHHWIK, KaK W ero repou. OH ABuraeTcs
CKBO3b Yepe/ly 3aBOPArKMBAIOLLINX, CHATLIX
B 0[HO KacaHVie NaHOoB TaK He MNaBHoO

1 Hayraf, KaK 1 NepcoHaru duibMa
npobupaloTcA CKBO3b MMobanmncTcKoe
BPEMA-NPOCTPaHCTBO, CKOSB3AT MO HeMy,
MPOBaMBAIOTCA B HEr0, 3aBMCaIOT B HEM
6yaTo B HEBECOMOCT.

Jlioau ¢ pasHbIM HaUMOHAsTBHBIM, Kyb-
TYPHbIM, @ TOYHEE — CMELLIaHHBIM U yrKe
HeonpeaenMMbIM 63KrpayHOoM, OHU
3abpoLLeHbl B COBpeMeHHbI ToKMO (Ha ero
MecTe Mor 6bl 6bITb NI0OO Meranonmc), rae
«TPYOHOCTV NepeBoda» — NPoBasibl B KOM-
MyHWKaLWM — 0ABHO CTanv € AMHCTBEHHOM
HTBIO, eLLIE KaK-TO COeaMHAIOLLIEN SII0eM.
3T0T NOCTIOBANMCTCKUM MUP 1cCedy-
€TCA PEMINCCEPOM KaK OTHPbITLIM KOCMOC,
re BbIX0[ U3 COBCTBEHHOM 130MALMU 1
BCTpeYa C ApYriM rnogoGHs! MPUTAHKEHMIO U
OTTaNKMBaHWIO MOERYI.

PecrexTabernbHan napa AMoHLEB — 0Ha
OM3aMHEP, OH XYOOMHWK, HUBYLLIME B KyOu-
YEeCKOM [JOMe W3 CTeKNa 1 NepersmBaloLLye
KPU3UC OTHOLLIEH — TAKOW He LiIepeMOHM-
arnbHbIi, KaK 1 Au3aitH nx GyTyprucTUYHOro
UM, JIUTOBCKII 60raTbipb — YeMMMoH
Mo cMeLLIaHHOM 6opbbe, paboTaloLLIni B
AMNOHUM MO KOHTPAKTY W ABNAIOLLIMIMCA TaM
YeM-To Bpofe AOCTOMNPUMEYaTeSIbHOCTH
13-3a CBOEr0 POCTa U GU3MHECKOI MOLLIM.
ElLle oOuH 0aMHOYKa — MOMOAOM apXu-
TeKTOp, NPMbbLIBaIOLLIMIA B TOKMO Hayrag,
GMaHVPYIOLLIMIA B MOMCKaX NMpUCTaHMLLA

M0 ero yn1uam, NMoaBoPOTHAM, LLIMKapHLIM
rmaccarkam, IKCTpaBaraHTHLIM 3aBeleHMAM
BpO[ie OTAeNeHMA NcuxoTepanim, rae
MECTHbIE HUTeNN paccnabnaioTca npu
MOMOLLIM KOHTaKTa C MHOMOUMCTIEHHBIMM
KOTUKaMM.

«Benwkwe cBepLUeHnA» — KaMepHbIlA,
NoYTU HeCCnoBecHbIN PUIBM-COCTOAHME,
B KOTOPOM TOCKa MO HeCyLLeCTByloLLieMy
LI0MY, YyBCTBO 6€300MHOCTM U OTOPBaH-
HOCTM OT KOpHeW, 3aBM1caHme Mewady
pa3HbIMU TIOKALWAMKU U MOEHTUYHOCTA-
MW, CTaBLLIEe y4acTbio COBPEMEHHOIO MU-
rpaHTa, Aa 1 NpocTo YesioBeKa, A0CTymn-
Hbl 3pUTENI0 NMPErae BCEro Ha OLLyMb,
a He B KayecTBe abcTpakumin. Baxup
Xakum3age fobmBaeTcA 3Toro agdeKTa
He TONbKO 6arofapA BPOHAEHHOMY
YyBCTBY PUTMa, MPOCTPAHCTBA, M306pa-
HKEHWA, HO 1 C MOMOLLIbI0 TOHYalLLEero
loMopa W1 peKoro TanaHTa BuaeTb Beu-
KW abcyp Oare B MycToTe — TaMm, rae
BCE 3aMeps10 M HAYEro He NPOUCXOANT.
[o3TOMy ero MeaUTaTUBHOE KUHO HU
pasy He ABMAETCA CKy4YHbIM — B 0T/IMYME
0T 60MbLUMHCTBA APYrvX «abCcTPaKTHbIX
MeANeHHBIX GUIBMOB», CTABLLUMX PyTU-
HOM GecTMBanbHOro KMHO.
Y «Benukumx ceepLLeHmn» COBCEM ApYron
63KrpayHa. Ecnv oHm 4To-TO 1 Haro-
MUWHAIOT, TO NWLLb, MOMKasyi, UCTOPUM
abcypaa Haka Tatn, Ho B eLLe bonbLueit
CTeneHn — He Yyrable Oyxy TaTu paHHue,
yHe HeMbIC/IMMble cerofHsA paboThl
[r<apmyLLia, repon KOTOpPOro TOME 0TU-
Yanucb HeMoBTOPVMOI CMeChi0 0TMOPO-
YKEHHOCTU W BUTASIbHOCTU.

EgeeHuli lycamuHcKuli

HEBUHHbIE
YAPOLEU

@RISR0 TPAG B ATEJTBCUHAX /
PEH. BITALA CEHbKOBA

TO Mbl 3HaEM O COBPEMEHHOM UrPoBOM benopyc-

CKOM KuHeMaTorpade? HaBepHoe, Moyt TO e

camoe, 4To o KuHeMatorpade CesepHoi Kopeu. To
€CTb OH, KOHEYHO, CYLLIECTBYET, HO €r0 JOCTUHKEHWA CTOMb
NOKarbHbI, YTO 33 NOC/eAHWE NIET AECATb HU 0[Ha U3 CO3-
[aHHbIX B Benapycu xynomecTBeHHbIX KapTuH He nonana
B cepbe3Hoe none gectuBanbHoro otbopa. OdpuumansHbIn
KuHeMaTorpad cTpaHbl 06bI4HO NpeAcTaBneH NPoAyKLMeN
HaLWoHarnbHOM KnHocTyamm «benapycbgunbMy», Kotopas
yrKe [onrvie rofsl NpebbIBaeT B 3aTAHHOM TBOPUYECKOM
¥ drHaHCOBOM Kpuauce. [oTupyeMble rocyfapcTBoM
MPOEKTbI HE UMEKT HUYErO 06LLIErO C UHTENEKTYaNIbHBIM
WICKYCCTBOM, NpearnoymTan bypaM Uaein 1 HaT1cKaM Mbic-
M TUX1E 3aBOAM HEMPUXOTIIBbLIX HAPOAHbIX KOMEAWI U
MELLLaHCKMX MeroApaM TeNleBU3MoHHoOro dopmarta. 310
KMHO HaCTO/bKO CKOBaso cebsa aobpocepaeymeM, HTo
YTPaTUNO BCAKYI0 conb. [onybble Hebeca, 3010Tble NonA,
LLMPOKWE [OPOry, YACTbIE YNLIbI, NPUBETIIMBLIE IULA —
BOT 1 BCe pafocTu. [lo HeflaBHEro BPeMeHM KUHO CriIoLL-
HOW TONIePaHTHOCTY TaK U ApeidoBano caMo o cebe B
MPOCTpaHCTBE 6ESI0PYCKOM KyNbTYpbI, MOKa Ha aBaHCLIEHY
He BbILLINIA I0HaA reHepaLA aBTOpPOB — MPaKTUYECKU
CaMOyYeK, HE3aBMCMMbIX OT OPULINO33, HE MPUMBIKAOLLIMX
HW K KaKk1M 0nno3uumam. U MeuTaloLLmx nLlb 06 ogHOM
— CHMMAaTb KWHO O TOM MU3HW, KOTOPanA B AeNCTBUTE b~
HOCTM UX OKPYHaET.
«pad B anenbcyHax» — NPUMEP TaKo TBOPYECKOM
VHWULMATMBEI, KOTOpan CBOpaYMBaET ropkl. Bnaga
CeHbKoBa, peruccep oT 6ora, XoTb 1 6e3 Aunnoma,
CKOJI0TUNA BOKPYr cebA 6aHAy IOHbIX SHTY3KACToB U1
CHAMNA KMHO «3a TPU KOMeWiKM», B KOTOPOM [pariBa,
CMbICNa, BAOXHOBEHUA, BUTA/IBHOIO LLIMKA OKa3bIBaETCA

6onbLLe, YeM BO BCeM NpoyeM 6e/10pyCcCKOM KUHO 3a
BCIO €r0 HE3aBM1CUMMYI0 UCTOPUIO CYLLLECTBOBaHUA. YTo6bI
BOM/I0TUTb B ¥M3Hb et G1bMa 0 Aa4YHOM YUK-3HAe,
B TeYeHMe KOTOPOro KOMMaH1A MosiogbIX 060nTycoB
ronagaeT BO BCEBO3MOMHble Mepenpary, Bnobnaetcs,
[epeTcA, MbeT, MaTepuTCA, B3POC/IEET, NO3HAET LieHy
ToBapuLLLeCTBa U ApyH6bl, Bnaga CeHbKoBa obpatu-
nack 3a AeHeKHOM NOJAEPHKON K poauTeNiaM 1 cTana
nepBbIM B 6e110pyCCKOM UCTOPUM KMHEMaTorpaducToM,
CobpaBLUMM HeJoCTaloLLMe CpeaCcTBa Yepes KpayadaH-
OVHr. OpeprHmMocTb KuHeMaTtorpadmyeckoro HeopuTa
3anpocTo Mormia 3ax/1ebHyTbCA B NI0BUTENILCKOM yrape
1 ABUTb MUPY CaMOLEeATeNbHYI0 NOALENKY A Apy3eit-
ToBapuLLen. Ho B pesynstate 6enopychl Nony4niv cBoio
Anppea ApHonb[ — APKYIO, OEP3KYI0, POMaHTUYHYI0
«MO3TKY» NMOBCEAHEBHOCTY.

TuHengepckan uctopua «pad B anenscuMHax» Mbita-
€TCA CKOPOrOBOPKOW NponeTb 04y NeTHelN NpasgHoCTY,
CTaTb CBOEr0 POAA aHTOJOrMeN BCel oHoLecKon bec-
ne4HocTU. ByaTo aBTOp CNELUUT B paMKu ABYX4YacOBOM

KapTWHbI BMECTUTb BCE NepernBaHnA MoI0A0CTH, KOTo-
pble eLLie He CTanu BOCMOMUHAHMEM, eLLe He yTpaTuiun
CBOEW CyMBYPHOI CBEMECTH, 1 NMOTOMY He TaK 6aHanbHbI
W He CToSIb ApaMaTnYHbl. brameHHOM BOCTOpHEHHOCTbIO
30J10TATCA CTOra CeHa, JIerkme ofexabl MoAPOCTKOBLIX
JlonuT NneHAT AeTCKUM 3pOTU3MOM, U Hera CeflbCKoro
nneHepa JbeTcA C IKpaHa HEBUHHOWM PaCKOBaHHOCTbIO.
MoApocTkU rpybAT, HANMBAIOTCA B CTENbKY, KYPAT TPaBy,
HO WX acoLManbHoe NoBefeHUe CocobHoO Copee
YMWUIUTB, YeM Bbi3BaTb pasapareHue. HecnbixaHHan
OTKPOBEHHOCTb [J1A 6enopyccKoro skpaHa Ha dene
HUCKOMBKO He TAHET Ha paaukanusm Jlappu Knapka, a
6onbLLie CMax1BaeT Ha XWT cTyaumM Mopekoro «LLina coba-
Ka no poAnio». M TeM He MeHee — 3TOT UCKPEHHWUI GUIbM,
MOYLLMIA HanepeKop LieH3ype, C NpUCyLLien MoI040CTH
MaKCMMarM3MoM 3aXBaTbiBaeT CBOEN IKCMpeccHel CBo-
6041, KOTOPaA, KaK CTPYA CBEHEr0 BO3[yXa, COCO6HA
BLOXHYTb ¥U3Hb B 6naroayLUHble peanuu benopyccKom
[eNCTBUTENTBHOCTW.

Haope Cykmaros




VIP/ CrneeH Opup3
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BEJIMNKUE CBEPLLUEHUA

TBeH Opup3 HauMHan

PEXMCCEPCKYI0 Kapbepy Ha

6pUTaHCKOM TenieBUAEHUM, B
nepsylo o4epefp Ha BBC, vacTteHb-
Ko paboTas, B TOM Yucrie, CO CBOUM
yunTeneM JlunaceeM AHOepceHOM,
1 04eHb 0CO6EHHbIN — ogHOBpe-
MEHHO HapOYMUTO OTCTPAHEHHBIN U
MOYTU YTO MHTUMHBIN — B3MA4 Ha
TOHKOCTM YesIoBeHeCKMX B3aMMo-
OTHOLLIEHUI Ha BCEX YPOBHAX OH
COXPaHWUI Ha MPOTAXKEHUN BCeN
JanbHenLLIen Kapbepbl B KMHEMa-
Torpade. poMKo 3anBuB o cebe B
KWHO B cepeauHe 80-X NpoH3uTenb-
HbIMM Apamamm «Mos nNpekpacHas
npadeyHasn» (1985) u «<HasocTtpute
BaLum yLum» (1987), Opup3 Kasanca
naeaneHbIM NpofosiKareneM 6o-
raToun TpagmMummn BpUTaHCKoro co-
LManbHOMo KUHO, U, CITOBHO YTOObI
CKopee yBepuTb BCEX B 0BpaTHOM,
TYT e oTnpasuscsa B lonnveyg
CTaBUTb KOCTIOMHYIO 3KpPaHM3aLMI0
Ze Jlakno «OnacHble cBAsu» (1988),
CHUMaTb ahepUCTCKME MOXOHK-
LleHUA HabPMOSIMHEHHOT O IOHOMO
[*oHa Kbtocaka B «Knganax»
(1990) 1 pacckasblBaTb UCTOPUIO
ManeHbKoro Yyenoseka [acTuHa
XoddmaHa, KoTopbIi coBepLUMA
CnyYanHbIM NoABuWr, 0TAas craey 3a
Hero gpyromy, Ho BApYr 0CO3HaJs
ceba YenosekoM c 6onbLuoi «Y»
(«epoit», 1992).
NpeA «<ManeHbKOro YenoBeKay, Ye-
pe3 BOCMpUATHAE KOTOPOro UCTOPUA
paccKasbIiBaeTcA [0 TexX Mop, Noka
CaM OH He CTaHOBUTCA ee e LieH-
TPOM, BOODLLLE HEBEPOATHO 3aHW-
MaeT Opup3a. Tak cnyKaHKka Mapu
Paiinu ctaHoBWTCA MaBHbIM cBUAe-

TeneM U HeOXMAAHHBIM K0UYOM K
«CTPaHHOM UCTOpUKM doKTopa [Ke-
Kuna u Muctepa Xarmga» («Mapu
Paiinu», 1995). Tak camooTBep-
YKEHHbBIN SHTY3MacT NofAepHaHHbIX
BUHWIOBBIX MIACTUHOK P06, repoit
«High Fidelity» (B 06LLenpuHATOM
POCCUIACKOM NepeBoe creuuarb-
HO OKpeLLieHHbIN «DaHaTUKOM»),
CBOWMU HECNOMHbIMU Bpofe Obl
POMaHTUYECKUMU NepPeRMBaHUAMN
1 COBCEM YK HEXUTPOW cyabboi
HEOXWOAHHO 3aTMeBaeT BeJIUKUX
My3bIKasbHbIX TUTAHOB U BCe UX
TBOPYECTBO, KOTOPbIX CaM e CTOJ1b
pbAHO MaeanusupyeT. Tak, B «[pAs-
HbIX NPENecTAX» HeoMmaaHHoe
YyBCTBO MeXay ABYMA Henerasnb-
HbIMW 3MUIPaHTaMW, NbITalOLLM-
MUCA BbI}WTb Ha COLIMANbLHOM aHe
JloHpoHa, oKasbiBaeTcA CubHee
BCero Toro 6e3ymMHoro, Ho 0gHO-
BPEMEHHO 1 BECbMa PeanncTUYHO-
ro, abcypa, YTo TBOPUTCA BOKPYT
Hux. KaK Bce 60bLUIMe MyMaHUCTbI,
®pup3 BecbMa yMeso NpukuabIBa-
€TCA LIMHUKOM — HO 3a UPOHUEN U
KPUTUYECKUM B3MIA00M peruccepa
HUKOra He CKPbIBAETCA MOKPOBU-
TEILCTBEHHOI O UMW BCE3HAIOLLLErO
paBHoZyLLMA K npeamMeTy — Opup3y
He BCe paBHO, eMy CaMOMY UHTe-
PECHO, KaK e U NMoYeMy e npo-
[O0JTHaI0T BPaLLATLCA LLeCTePEHKU
TOHKOCTEN MEXUEN0BEYECKUX
CBA3eN.

370 cTaHoBWTCA 0COBEHHO 0YeBUL-
Ho B KapTuHe «Koponesa» (2006),
rfe TOHKOCTU 3TWKeTa U3 HeobsA3a-
TesIbHOW BUHBETKW MpeBpaLLatoTca B
OCHOBY CloMeTa: pUSIbM HaUMHAEeTCA
C TOr0, YTO CBEMKEN36paHHbIi Npe-

Mbep Bnap yuntca npaBuibHO pas-
roBapvBaTb, 340p0BaTbCA U Npo-
watbena ¢ Ennsaeeton, a fanslue
o xony AeVcTBUA BcA bpuUTaHCKan
MOHapXWA PUCKYET OTNPaBUTLCA K
YepToBoV 6abyLuKe (oHa B punbMe
TOMe eCTb) U3-3a popMasibHOro
OTHOLLIEHWS KOPOJIEBCKOIA Ce-
MbW K rMbenm cBoeit «bbiBLLe»
npuHuecchbl. Ho cloxeT B 4aHHOM
cnyyae y ®pupsa - caM no cebe
LLOBOJIbHO-TaKu (popMaribHOCTb, B TO
BPeM#, KaK CyTb — B 0bpase camoi
EnvsaBeTbl, eHOMeHasbHO 130~
6parkeHHOM XeneH MuppeH, Urpaio-
LLle OQHOBPEMEHHO 1 YacTHYI0
cynbby YenoBeKa BHyTpu (04eHb
0co60i1) ceMby, U HOCUTENA OMbITa
1 OTBETCTBEHHOCTW, MacLLTabbl
KOTOpbIX MPOCTMPAIOTCA JareKo 3a
rpeaenbl 06bIYHOMO, YerI0BEYeCKO-
ro. ©pup3, npu Bcelt 06bI4HOM ANA
cebA A3BUTENBHOCTU UHTOHALMA B
«KoponeBe», Ha CBOI0 repouHIo, TeM
He MeHee, B3UPAET C HEMPUKPLITEIM
BOCXMLLieHMEM — a XeneH MuppeH
TaKuWM 06pa3oM CTaHOBMUTCA MepBOM
B 6yayLLeM NnaHTeoHe BEeSIMKMUX
rpaHa-aam KuHeMatorpaga ®pup-
3a — Muwens MNaindep B «LLepm»
(2009), Okyom Oendy B «OunoMeHe»
(2013), Mepun Ctpun B «®nopeHc
®ocTep OreHKuHC» (2016). Yepepna
«HEBEPOATHBIX MEHLLIMH», KoTopble,
rno crioBaM camoro ®pmp3a, «ecnu
Y Tbl U3BONMLLIb BECTU CebA KaK
JypaK — obsA3aTtenbHo coobLuat
Tebe 06 3TOM», — TOHYalLLasA, ec/in
BAYyMaTbCA, YepTa cpeam Npoumnx
TOHKOCTEI Me}K4eI0BeYECKMX OT-
HOLLIEHWN.

Onv2a Apmemoveaa

IMLF= dRELILY maner B «okTAGpe»

KOMMYHA

v
COBPEMEHHBIV MPOEKT (DET MODERNA
PROJEKTET) / PEXK. AHTOH KEJ16POT

yrina u3 NAT1 OTHOCUTENBHO MOJIOABIX Jitofel

opraHusyeT B JepeBEHCKOM OMe KOMMYHY, NepByio

AdYeitky byayLuero obLLecTsa, CBO60AHOrO OT A3BbI
VHOVBMAYaNM3Ma Y MPOYMX NOPOKOB COBPEMEHHOM
6yprKyasHow LMBMAM3aLmMn. B KoMMyHe Bce paBHbl, HO
YyTb paBHee OCTalbHbIX CUMOH, OpraHu3atop 1 Hedop-
MasibHbIN rypy 06LMHbI. BecriokoiiHbiin CMoH NpuayMbl-
BaeT COO6LLIHMKAM HOBbIe UCTbITaHWA, HeyeMHasA 3Heprus
nuaepa TpebyeT BbIX0fa — paspyLLUTL YTO-HWUBYOb [0
OCHOBAHWA, a 3aTeM NoCTPouTb. Ho Ha cTpouTenscTBo
TepneHus He XBaTaeT.
ApXeTUMNNYHBIN repon-UHAMBUEYANUCT U TUPaH-
NpOoBOKaTop B 0AHOM NinLe, CUMOH BHELLHE YeM-To
HanoMuHaeT nepcoHarken rkeka HukoncoHa. A cam «Co-
BPEeMeHHbIN MPOEKT» — MPOHUYHBIN Napadpas, HanpuMep,
«[poneTan Haf THE340M KyKYLLIKW», TOJNIBKO NepeBepHY-
ThIM C HOI Ha rofoBy. BMeCTo NcMxmnaTpuyecKom KNMHUKK
— LUIMKapHbI JOM-KOMMYHa, BMECTO KOJTi0Uew NMPOBOJIOKM
OKPYHEHHBIN [EBCTBEHHBIM LLBEACKUM JIECOM.
CvMoH pa3 3a pa3oM NpobyeT Ha NPOYHOCTL COBON He
YCTaHOBJEHHbIE MPaHULLbI [LO3BOSIEHHOMO, HapyLLaA
TOMBKO YTO MPUAYMaHHbIE U YTBEPHAEHHbIE NMpaBusIa.
lpaHu1LBI nogaaloTeA, rpynna HauMHaeT HepBHUYaTL. B
KOHLIE KOHLL0B, TaKoe NoBefeHNe NPUBOOUT K KOHGMK-
Ty: CMOHY 60J15HO BLIOT M0 JINLLY €10 e YYEHUKY,
OCKOpOBIeHHbI, oH yxoauT. Mot CUMoHY, KOHEYHo,
HeKy[ia, No3ToMy ropAblivi 0AMHOYKA YOanAeTcA B Nec,
BeJA TaM BUAEOAHEBHVK W FOTOBA MNaLLaapM [J1A CBOEro
TpuyMdanbHoro Bo3BpalLieHus. bes cBoero xapusmatuy-
HOro NinZepa rpynna SMLLAeTcA CUHEPTrUK, FPaHANO3HbIA
3KCMEPUMEHT TEPAET CBOI0 MPUB/EKATENBHOCTb.
OTu4anAHHaA nonbiTka CMoHa BEpHYTL BNacTb CUomn
TEPNMT pUacKo — BYEPaLLHEro uaepa 0bLLMHbI 60/1bHO
YHWMKQIOT JS10MaToi o rosiose. Pa3o6LLeHHan, notepnes-
LLIaA NOparKeHUe, Ho CYaCTNIMBaA Ppynna OTLABMEHHbIX
WHOVBMOYaNIMCTOB Pa3be3raeTcA Mo AoMaM.
O6BbEKTOM A3BUTENBHOM caTUpbl AebioTaHTa AHTOHa
Kennbpota cTaHoBUTCA Bpoaadan uaen Bcex cesep-
HbIX HapodoB. PoccuA, cTpaHa caMoro MpaHavo3Horo
«CoBpeMeHHOr0 MpoeKTa» B UCTOPUM, FOTOBA CHOBA
nepexmBaTh MOeU KONNEKTUBHOMO COMUTENLCTBA — XOTA
6bl BUPTYaribHO, 3@ MPOCMOTPOM TefIeBU3MOHHOIO B10K-
6acrepa «[om-2». [latyaHuH BuHtepbepr nccnemyet ux
B «KoMMyHe». 3Ta nen He OCTaBNAET B NOKOE LLUBEAOB,
6yOopaXKUT HOPBEMKLIEB, ABNAETCA B CaMbIX CMeSTbIX
daHTasuAxX GrHHaM. U, HecMOTpA Ha To, YTO NOMbITKY
NpaKTUYECKON peanusaLymm pas 3a pa3oM TepnAT Kpax,
KyNbTypHaA MaTpuLa pas 3a pa3oM BOCNPOM3BOAUT UAEI0
0 BceobLLieM cyacTbe. O ToM, YTo HaZo BceM cobpaThcs,
06HATLCA M 3aXKUTb YiKe, HaKoHeL, BMecTe. U ecniun He
LLOCTUMEeHWA BCeoBLLLero cHacTbs paau, To XoTA Bbl 3Ko-

HOMWK Ha OpoBax J1A.

AHdpeli Wuzones




DOOMED BEAUTY /

ZKAZA KRASOU

DOCUMENTARY COMPETITION
DIR. HELENA TRESTIKOVA,

JAKUB HEJNA

The directors Helena Ttestikova and Jakub Hejna use
archive footage in their film - one of the last interviews that
Lida Baarova gave before her passing in 2000. The time that
has passed since that date, stripped even the most shock-
ing details of Lida's biography off the “page one” sensation
status.

Her early career was tied to the prime of Czechoslovakian
cinema and the legendary Barrandov Studio, and her quickly
gained fame - to her move to Germany, infected with the
Nazi ideology fever. Being natural “femme fatale” with a
slight accent and a piercing glance, it didn't take much

effort for Lida to start driving men insane: first, her co-star
in the film “Barcarole” Gustav Frohlich (and iconic actor of
the silent era of films, known, among other things, for Fritz
Lang’s “Metropolis”), and then — Adolf Hitler. Fuhrer came

to the set to take a look at the grandiose set designs that
promised to be spectacular, since the film told the dramatic
story of love amid the Venice carnival in the years prior to
World War I. But Lida proved more spectacular than the
expensive sets, since, as Fuhrer later told her, the Czech
knock-out reminded him of his first love.

Lida's interview is accompanied by other archive footage, as
well as excerpts from her films. We see the young actress
on the set of “Barcarole” as she boards a gondola, at the
same time playfully making eyes at someone who's out of
the frame. The next shot shows seemingly petrified Hitler,
also piercingly looking at someone we don't see. Thus, cour-
tesy of the art of editing, long gone memories come to life,
providing the audience with a chance to see the moments
that weren't really captured by a camera back in the day.

But the truly “fatale” love story in Lida’s life was her relation-
ship with Joseph Goebbels. Their brief but passionate affair
almost cost the Minister of Propaganda his career, but
affected Lida’s life even worse, when she first turned into a
pariah in Germany, and then in Czechoslovakia. Later, de-
spite a brief period of a moderate success in Italy, where she
starred in one of Federico Fellini's films, she ended up being
irelevant, and in her latest years — utterly alone.

Just like any other model biography this film doesn't add
anything new to the tragic story of the once famous actress.
But Lida's beauty, her words and the old footage still make
a powerful effect. And so does the way Lida depicts the key
moments of her life, with incredible dignity and in excruciat-
ing detail — almost as if she was reciting a role for the most
important film in her career.

CENTRE OF MY
WORLD/ DIE MITTE

DER WELT

COMPETITION
DIR. JAKOB M. ERWA

Nikita Kartsev

A teenager’s endocrine profile is about 1 2 times higher
than that of a grown-up. A teenager is overwhelmed

by endorphins, adrenalin, testosterone and many other
hormones, so their mood changes several times a day. The
style of Jakob M. Erwa’s movie seems to be subject to the
same changes: it starts with pop art pictures, replaces the
yellow-and-red kaleidoscope with a serene melodramatic
pace, on the way sampling the diverse genres of thriller,
mystery, erotica, etc. Incidentally, Phil, a smiling high-school
student from a backwater German town, is rather quiet - at
least he doesn't end up at a police station, like his sister.
Moreover, in some aspects Phil is more infantile than his
friends. He mistakes professional seduction for true love

which supposedly goes back to the childhood exchange

of meaningful glances. Friendly smiles are enough to hide
from him the fact that people he loves have been cynically
betraying him for quite a long time.

Phil is an exemplary achievement and a failed pedagogical
experiment at the same time. Pedagogical experiments
were quite popular in the 70s and 80s. “Centre of My World”
displays a rather informal version carried out by charismatic
single mother Glass and her family. Once a hippy changing
partners like gloves, Glass never paid too much attention to
comon folk’s disapproving glances. But in the 21st century,
the same respectable common folk encourage all kinds of
freedom, and her kids have grown up to be good students.
Now Glass’ experience of what in earlier times would have
been called overindulgence can definitely be considered pro-
gressive. The house is governed by trust and openness, with
the only taboo being the Diane and Phil's father’s real name.
This little world, where every minute someone is enjoying
yet another soup (because revolutions come and go but
German traditions remain sacred), seems so pop-art-
perfect you immediately feel an urge to destroy it. This is
exactly what Erwa does, emptying all the family closets
with all its increasingly more terrifying skeletons on poor
Phil. So one side of the story is about exploring how far
you can go in bestowing freedom on kids. This seems to
be a game, where the role of the older characters is to
remain unperturbed and approving as long as possible.

On the other side there is the situation when the daughter
adds some belladonna infusion to her mother’s food to
stop the breeding of unhappy people. One is not defined by
the other: utter freedom, in a society in general or a family
in particular, can’t automatically make you happy, but (as
conservatives believe) there’s no direct correlation to the
contrary either. These lines are parallel. Glass believed it
would be enough to give her children freedom of action,
and this confidence almost cost her the people she loved.
Jakob M. Erwa's movie is tied to the tradition of stories
about parting with childhood, when a grown-up son comes
to his ancestral house only to discover the former sincerety
in the relationship with his family is gone, the grass was
greener and the water was wetter. But the trick is, despite
all the attacks on his illusions, Phil doesn't really part with
his childhood. Even his love affair fails to drag him out of the
blissful childish state exactly because both the family and
society take the situation for granted: school children spend
all the time in bed? No problem. Surprisingly, the character
doesn't lose his infantilism, demands a happy ending and
leaves the town and the film as a winner, having gained the
right to remain a big child for as long as he wants.

THE DAUGHTER/

DOKHTAR

COMPETITION
DIR. REZA MIRKARIMI

Eight years ago, Reza Mirkarimi was awarded with the
Golden St. George for his film “As Simple As That”, so it's
just inevitable that the loyal audience of the Moscow Film
Festival would try to compare the two features. Especial-
ly since certain parallels lie on the surface: in both cases
the plot revolves around women. The expectations natu-
rally arise that these are the stories of oppressed women
- and this turns out to be right to a certain extent, even
though this theme is more emphasized in “The Daughter”.
We see a group of young Iranian women, one of whom
likes to talk about both theory and practice of submission
to men; in the film she dares to disobey her father's order
- seemingly insignificant misconduct, but the girl ends
up in serious trouble. During their girls night out they
constantly voice their “inappropriate” thoughts, saying
that as Iranian women they are typically being “launched”
from their parents’ home straight into their husbhands'’
home. Operative word here being “Iranian”, as one of the
girls is planning to immigrate, which gives the all-girls
party a hint of nonconformity. But this hint is as subtle

as the authors’ interpretation of the traditional gender
roles in society, where women are ultimately controlled
by men. Here, the subtle twist comes in the form of the
scene where a pair of elderly siblings is looking at their
childhood photos with no head-scarves at sight. But that
moment is brief - just like the one when Setareh freezes
in front of a TV broadcasting the news about dying refu-
gees — it lasts no more than a second.
All social and political aspects are moved to the back-
ground of the main storyline based on something every-
one who survived teenage years, is familiar with. If the
parents are saying “no” to something you really want (to
go to a concert or your friends going-away party, for ex-
ample), you are most likely not to take no for an answer
- no matter which continent you live on, or which religion
you practice. The stricter is the “no”, the more complex
your efforts to go round it are. Some people simply get
out of bed at night to go to a dance party, while oth-
ers have to secretly fly to Teheran in desperate hope to
make it back in time for the sister’s engagement. Those
things are universal - the details, the physiognomics,
the motion of the lips. We see something familiar in the
scene when Setareh is waiting for the right moment to
“casually” ask her father’s permission — we see that she
is almost about to faint, her voice is literally shaking, and
by the look on her face we realize that all is lost, when
the father’s phone starts ringing, he takes it and starts
shouting at people on the other end.
It seems as though Reza Mirkarimi is first and foremost a
physiognomist. And curiously enough, the real protago-
nist of his film raising the topic of women's rights is not
young Setareh, but her father Ahmad (played by Farhad
Aslani). Seemingly a simple, narrow-minded man, he
does everything “right” (everything a strict Muslim father
is “supposed to do”), but it is his face that gives away his
genuine confusion. At first his lack of emotions comes
off as a part of the general tradition, according to which
strong passions are for women. But as it turns out he
only remains true to character when everything goes ac-
cording to plan. When it doesn't, Ahmad is still capable of
automatically yelling at people, but his seemingly numb
face mostly means that he doesn’t know what he should
do - both about his daughter and his sister, whom he all
but excluded from his life after their parents’ death. Hav-
ing arrived in Teheran, Ahmad spends hours sitting in his
car, afraid to get out, or picks up fights with other drivers.
The call for action that he receives (the necessity to be a
father and a brother) is accompanied with long-forgotten
ability to cry. This personal evolution is shown with the
same precision, with which the filmmakers on Discovery
channel try to show a wild animal’s emotion. And isn't it
the biggest accomplishment for a feature film director?
Igor Savelyev

PERICLES THE BLACK /

PERICLE IL NERO

8 12 FILM
DIR. STEFANO MORDINI

- The title character in your film kills people and leads
an ostentatiously immoral way of life. Nevertheless he
can be considered a “good guy”, whatever it means.

Is it a reference to noir films, where “good guys” are
tainted by evil's gloomy charm?

Stefano Mordini: You're absolutely right in using the
term “gloomy”. | did want to create a visually dark film. |
wanted to redefine several traditions in this movie. Yes, it
is a noir in the traditional sense; it is also a French “polar”,
a particular crime story which channeled the atmosphere
of Paris streets of the 70's and 80's to the screen. But the
national tradition was also important: a similar tradition
once existed in ltalian art, for example, in comedy, let
alone political crime story. Italian noirs were, so to speak,
existential. The reason for it was a complicated political
and social situation in the country. Of course, we didn't go
into so many details when we were making “Pericles the



Black'”. It's difficult nowadays to choose a single way of
storytelling: traditions get mixed, cinema genres migrate
to television, and it takes a lot of courage to choose a
particular tradition and follow it. But the genre was more
or less defined by the original book. Moving away from
noir would have meant betraying the spirit of the novel.
Finally, | personally felt comfortable with this tradition. I'm
talking about the evil side of the character — we use it not
to blame or change him but to understand what makes
him tick.

- Watch without judging or changing? Does it mean
there is no evil or good for you in this movie?

- No. We, as well as the character, still have a very
accurate moral compass. Riccardo Samarcio’s character
is driven not by the desire to take revenge but rather by
his urge to restore the order, although his methods might
be quite cruel. What's also important is that we can't be
sure the justice he longs for is universal. Everyone has
their own truth, and Pericles is merely searching for his.

| think it's important, because we learn many truths but
fail to accept the one which is closest to us. There's no
universal truth. They engulf and confuse you, just like
Pericles. This is all because they're not the right sort of
truths — they don't help you return to a state of love and
peace. But you choose not only the truth itself but also a
way to react to it. Pericles tells Don Luigi: “I'm not working
for you anymore”. If we apply this to politics, for example,
it might mean: “I won't vote for you again!”

- Does that mean that if Pericles is surrounded by the
“wrong sort of truths”, he makes the wrong choice?

- I'm optimistic about my character. | like the film's
ending, as a viewer, not because | made it myself.
Pericles’ final conversation with the woman who's come
to mean a lot to him, when he says «Bring me to Calais»,
has a promise of a happy ending for this story. You know,
if there's a fracture in the wall, there's also a hope a ray
of light will illuminate the dark room. | think Pericles is in
this dark room - but he's searching for a ray of light.
Interview by Asya Kolodizhner and Peter Shepotinnik

THE COUNT
IN ORANGES

SPECTRUM
DIR. VLADA SENKOVA

What do we know about contemporary Belarusian
live-action cinema? Probably just about as much as
about North Korean cinema. That is, it certainly exists,
but its achievements are of local significance: in the

last ten years not a single Belarusian feature movie has
made it to any serious festival. The country’s official
cinema is mostly represented by the productions of

the national film studio “Belarusfilm”, which has been
experiencing a deep creative and financial crisis for many
years now. State-financed projects have nothing to do
with intellectual art. They prefer undemanding popular
comedies and plain TV melodramas to the storm of ideas
and the onslaught of thought. This cinema has bound
itself so tightly by complacency that it has lost all its
poignancy. Blue skies, golden fields, wide roads, clean
streets, friendly faces - that’s about all it offers. Until
recently this cinema of total tolerance seemed to exist
almost in isolation within the boundaries of Belarusian
culture — and then a new generation of filmmakers burst
on the scene. For the most part, they are self-taught,
don't depend on the government, and don't belong to
opposition. They have only one dream: shoot movies
about the real life around them.

“The Count in Oranges” is an example of this powerful
creative initiative. Vlada Senkova, a born director,
assembled a crew of young enthusiasts, and together
they made a movie with hardly any budget worth talking
about - yet it has more drive, meaning, inspiration and
vitality than all Belarusian films made since the country
became independent. To make a movie about a week-
end in the country house during which young slackers

get in all sorts of trouble, fall in love, fight, drink, swear,
grow up and learn the value of friendship, Vlada Sentsova
turned to her parents for financial support and became
the first filmmaker in the history of Belarus to collect
the necessary amount of money through crowd funding.
The neophyte’s obsession with cinema could well have
drowned in amateur ecstasy and resulted in a movie for
nothing more that friends and family’s entertainment.
But instead Belarusians got their own Andrea Arnold - a
striking, daring, romantic poet depicting everyday life.
A teenage story, “The Count in Oranges” is a hasty
attempt to celebrate summer idleness, become a
sort of hymn of carefree youth. The author seems to
be squeezing into a two-hour film all the emotional
experiences of youth which have not yet turned into
memories or lost its hectic freshness and so are neither
trivial nor dramatic. Golden haystacks, modern Lolitas’
light clothes, innocent eroticism create the delightful
atmosphere of idyllic countryside. The teenagers swear,
get drunk, smoke weed, but their anti-social behavior
is touching rather than annoying. Such unprecedented
for Belarus candidness is very far removed from Larry
Clark’s radicalism and rather resembles the Gorky Film
Studio hit “The Dog Walked on the Piano”. Nevertheless,
this sincere film defies national censorship and
fascinates the audience with its expression of freedom,
which, like a gust of fresh air, can breathe new life into
the complacent Belarusian reality.

Igor Sukmanov

STEPHEN FREARS

VIP

Stephen Frears started his filmmaking career on British
television, being primarily associated with BBC, where

he often collaborated with his longtime master Lindsay
Anderson. There he developed a certain approach - both
detached and at the same time almost intimate - to depict-
ing the nuances of human interactions, which he maintained
throughout his further career in cinema. Having gained
international acclaim in the mid-80s with the passionate
dramas “My Beautiful Laundrette” (1985) and “Prick Up
Your Ears” (1987), Frears seemed to be the most recent
contribution to the rich tradition of British social film, which
he rushed to disprove by moving to Hollywood to make a
costume drama based on classic Choderlos de Laclos novel,
“Dangerous Liaisons” (1988), entertain the adventures of
young and scammy John Cusack with fashionably greased
hair in “The Grifters” (1990), and tell the story of a “little big
man” (played by Dustin Hoffman) who after accidentally
becoming a hero and granting the honour for it to another
person, suddenly stops being “little” and recognizes himself
as truly “big” (‘Hero”, 1992).

The concept of seeing the story through the eyes of such
a“little person” — up until the point when the said person
actually becomes the center of it — is something Frears
keeps coming back in his later films. In “Mary Reilly” (1995)
it is the titular maid that becomes the key witness to the
“strange case of Dr Jekyll and Mr Hyde". In “High Fidelity”
Frears casts John Cusack as a loyal enthusiast of classic
pop/ rock and vinyl (for that the film was actually dubbed
“Fanatic” for the official Russian release), Rob, whose rather
trivial romantic misfortunes curiously outdo all those great
musicians and their songs that Rob so frantically worships.
Same - in “Dirty Pretty Things”, where an unexpected love
between two illegal immigrants surviving the realities of
the social bottom of London, proves more powerful than
the absurdist world that surrounds them. Like any real
humanitarian, Frears has mastered the skill of pretending
to be cynical; only his irony or critical eye are never a sign

of patronizing or know-it-all indifference to his topics or
characters - Frears definitely cares and is genuinely curious
in the mechanisms that make humanity with all its interac-
tions functioning.

This becomes abundantly clear in “The Queen” (2006),
where the nuances of the etiquette stop being a non-
obligatory detail and becomes the basis for the whole plot,
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as the film starts with freshly elected Tony Blair learning
to address Her Majesty properly, and develops into the
whole of British monarchy being threatened to fall apart
because of the royal family’s formal attitude towards
the tragic death of their “former” princess. The actual
plot here comes off as a formality though, while in the
spotlight is the titular heroine, masterfully played by Helen
Mirren, who structures her part as both a human being
and a woman inside a very special family circle, and the
carrier of an experience and responsibility, much greater
than that of any “regular” human being. Despite his usual
snarky intonation, Frears, himself, regards his heroine
with obvious admiration, while Helen Mirren becomes the
first in the further pantheon of fabulous grand-dames of
Frears’ cinema — Michelle Pfeiffer in “Chéri” (2009), Judi
Dench in “Philomena” (2013), Meryl Streep in “Florence
Foster Jenkins” (2016). All - “very impressive women”, ac-
cording to the director himself, who, “in case you make a
fool of yourself, will let you know” — which, come to think
of it, might be the most nuanced of all nuances of human
interactions.

Olga Artemyeva

THE MODERN PROJECT /
DET MODERNA
PROJEKTET

SPECTRUM
DIR. ANTON KALLRQT

A group of five relatively young people organize a
commune in a country house - a society which will
become the first one to be free from the poison of
liberalism and other diseases of the contemporary
bourgeois civilization. In the commune, everyone’s equal,
but Simon, the commune’s founder and unofficial guru,
is more equal than others. Restless Simon comes up
with new tests for the residents. The leader’s incessant
energy needs an outlet, like razing something and
building something new instead - although the latter
requires patience that he doesn'’t have.
An archetypical trickster, Simon bears a slight resemblance
to Jack Nickolson’s characters. And “The Modern Project”
seems an ironic topsy-turvy paraphrase of “One Flew
Over the Cuckoo'’s Nest”, with a luxurious house instead
of amental hospital and virgin Swedish woods in place of
barbed wire.
Again and again Simon pushes the limits he himself
imposed, breaks the newly adopted and approved
regulations — and as the limits give in, the group gets
nervous. Eventually Simon'’s behavior causes a conflict:
Simon'’s own disciples punch him in the face, and he leaves,
offended.
But the proud ex-leader has nowhere to go, so he moves
to the woods, to keep a video diary and prepare for a
triumphant comeback. Without the charismatic leader,
the energy leaks from the group, and the once grand
experiment loses its appeal.
Simon'’s desperate attempt to take the power back by force
fails, and the former leader is humiliated through a spade
applied to his face. The dissociated and beaten yet happy
group of utter individualists moves to their respective
homes.
Debutant Anton Kallrot focuses his satire on the idea of co-
habitation, which all northern people seem to share. Russia,
the country which carried out the greatest “Modern project”
of all times, once again is ready to relive the experience - if
not in real life, then at least virtually, by watching TV reality
shows. Vinterberg, a Dane, studies it in “The Commune”.
This idea thrills Sweden, Norway and Finland. And although
various attempts to put it in practice fail time after time, the
idea of happiness for all is so deeply ingrained in the cultural
matrix, it is reproduced again and again - the idea that
people should gather together, give each other a proper hug
and start living all together at last - if not to lavish everyone
with happiness then at least to save firewood.

Andrey Shchigolev
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IMLF= dRELILY maner B «okTAGpe»

26 UIOHA / JUNE. 26 23:59 CTO/TKHOBEHVE / ESHTEBAK OKTABPb, 8
’
, 3 - 23:59 CTOATb MPAMO / RESTER VERTICAL OKTABPb, 2
00:30 TEO V1010 B O[OV JIOAKE / THEO ET HUGO DANS LE MEME BATEAU OKTABP, 4 !
12:30 QKM UCTOPUA AXKENMCA ®OYAIN / JIM: THE JAMES FOLEY STORY OKTABPb, 2
1230 MHAHHA IANbMAH, HABEPEYHAR KOMMEPLIAV 23, BPIOCCESTb 1080/ OKTABPb, 11 27 NIOHA / JUNE, 27
: JEANNE DIELMAN, 23, QUAI DU COMMERCE, 1080 BRUXELLES
12:00 BPATbA / BRODRE OKTABP, 2
12:30 LIEHTP MOEFO MUPA / DIE MITTE DER WELT OKTABPb, 1
12:15 MOKLLIME BALIMAKM / PEESHTITE OBUVKI OKTABPb, 1
12:45 LENALOVE / LENALOVE OKTABPb, 5
13:30 [I0H YAKY: OPTPET MO3TA / DONGJU OKTABPb, 6
13:00 MYCTOE MECTO / PUSTOE MESTO 1
14:15 KOHKYPC KOPOTKOMETPAMHBIX OUIbMOB / short film competition OKTABPb, 5
13:00 CYACTbE / SCHASTE 1
14:15 COHWTA / SONITA OKTABPb, 2
13:00 CUBMPCKME 3APVUCOBKY / SKETCHES OF SIBERIA LUK, 1
17:30 3BOHOK/ THE CALL OKTABPb, 5
13:30 HAPO[IHBIE MECHOMEHIA / LANG ZAI DUI MEN CHANG SHAN GE OKTABPb, 4
14:30 KPACHBI FAOTAH / HONG GAOLIANG OKTABP, 4
13:30 KAMMTAH QAHTACTVK / CAPTAIN FANTASTIC OKTABPb, 1
14:30 XYLWAR U3 HEHLLMH / CHOE-AG-UI YEO-JA OKTABPb, 7
14:00 3EMJIA OBETOBAHHAS / ZIEMIA OBIECANA OKTABPb, 10
- 15:00 24 CHETA / 24 SNEGA UK, 1
15:00 rO/10C BELLEW / EL SONIDO DE LAS COSAS LK, 1
15:15 3KCLIEHTPUKM / EXCENTRYCY, CZYLI PO SLONECZNEJ STRONIE ULICY OKTABPb, 1
15:00 TPOH/SADO OKTABPb, 6
15:15 TNA3A BE3 JIMLIA / LES YEUX SANS VISAGE OKTABPb, 8
15:00 OXOTHUKM 3A MPUBUOEHWAMM 2 / GHOSTBUSTERS Il OKTABPb, 5
- - 16:00 KOBAXW[3E / Kobahidze OKTABPb, 9
15:15 MPOKATLE KPACOTHI / ZKAZA KRASOU OKTABPb, 2
16:00 HAZIEPKTA / SO-WON OKTABPb, 6
15:30 KO3HW / LA MACCHINAZIONE OKTABP, 1
16:00 COB1A3H / CORKI DANCINGU OKTABPb, 11
15:30 MMAHETA BYPb / PLANETA BUR 1
16:15 MOHTO/IbCKAR FAHHA [1'APK / JOHANNA D'ARC OF MONGOLIA OKTABPb, 10
16:30 MNAHETA BYPb / PLANETA BUR i
16:30 CEMEVIHOE [IEN0/ A FAMILY AFFAIR OKTABPb, 2
16:00 BENAA [EBYLLIKA / WHITE GIRL OKTABPb, 7
16:45 BOSbLLMHCTBO OBUTAIOLLIX 3AEC [AYLL / AZ ITT ELG LELKEK NAGY RESZE OKTABPb, 4
16:00 ©OMA FOPLEEB / FOMA GORDEEV OKTABPb, 9
16:45 PA3BJIEYEHME / ENTERTAINMENT OKTABPb, 7
16:15 CEKPETbI CEKCA U JIOBBM / KIKI EL AMOR SE HACE OKTABP, 4
, 17:00 ®OMA FOPIEEB / FOMA GORDEEV m1
16:30 OPAHLIY3CKWIN KAHKAH / FRENCH CANCAN OKTABPb, 8
1700 TOCTOMA B. MCTOPYA HEHLLMHBI 13 CEBEPHOM KOPEW / UK, 1
16:45 MIMO3bl/ MIMOSAS OKTABPb, 11 : MADAME B., HISTOIRE D'UNE NORD-COREENNE
17:00 HA NMEPEMYTbE: MAPYHA ABPAMOBUWY 1 BPA3UIA / LUAK, 1 17:30 PAV HA 3EMJTE / JANNAT ALA’ARD OKTABPb, 5
: ESPACO ALEM — MARINA ABRAMOVIC E 0 BRASIL
17:30 XEOW / INHEBEK HEDI OKTABPb, 5
18:00 TEHb LUAMMCCO / CHAMISSOS SCHATTEN OKTABPb, 6
17:30 TUBETCKAA NECHb SI0BBM / KANG DING QING GE OKTABPb, 8
18:00 BE/VKVE CBEPLUEHWA / GREATER THINGS OKTABPb, 5
18:30 LIEHTP MOETO MUPA / DIE MITTE DER WELT OKTABPb, 11
18:00 MATOH W CTOPOM / PITON | STOROZH OKTABPb, 5
18:45 POCCWCKOE KWHO. FO[1 ¥ BEK / Russian cinema. year and century OKTABPb, 9
18:15 [QBALLIATb [IBE / TWENTY TWO OKTABP, 2
19:00 KOHEL, / THE END OKTABPb, 1
18:15 OTEJTb «TPOBJIEMCKM» / PROBLEMSKI HOTEL OKTABPb, 7
19:00 Bbl YAOETE, Al OCTAHYCh! / VI IDITE, JA NECU! OKTABP, 2
18:30 CBA[bBA / QORTSILI OKTABPb, 9
19:00 BPATBA / BRACIA UK, 1
18:30 MY3bIKAHTI / MUSIKOSEBI OKTABPb, 9
19:00 TEHb LIAMICCO / CHAMISSOS SCHATTEN OKTABP, 6
18:30 MTEKOMMTAIOLLEE / MAMMAL OKTABP, 10
19:15 POCCWMCKOE KHO. FO[1 U BEK / Russian cinema. year and century 1
18:30 [04b / DOKHTAR OKTABPb, 1
19:30 OPAHLLY3CKWIN KAHKAH / FRENCH CANCAN MOCKBA, 9
18:30 30HTUK / QOLGA OKTABPb, 9
19:30 HALLIA HATALUA / NASHA NATASHA OKTABPb, 4
18:45 IPA® B AMENBCUHAX / GRAF V APELSINAKH OKTABPb, 11
- 19:45 OTE/b «TPOBJIEMCKM» / PROBLEMSKI HOTEL OKTABPb, 10
19:00 COBPEMEHHbIV MPOEKT / DET MODERNA PROJEKTET OKTABPb, 8
20:45 [IOPOTA K MATEPY / ANAGA APARAR JOL OKTABPb, 8
19:00 3BA HE CMWT / EVA NO DUERME OKTABP, 4
21:00 KO3HM / LA MACCHINAZIONE OKTABPb, 11
19:00 OALIOLWKA-TAHTCTEPbI / LES TONTONS FLINGUEURS MOCKBA, 9
21:00 YIONIOK KOPOTKOTO METPA / SHORT FILM CORNER OKTABPb, 5
19:00 MAAH M3ITU / MAGGI'S PLAN UK, 1
2130 3BA HE CTIUT / EVA NO DUERME MOCKBA, 9
21:00 KPUO / KRYO OKTABPb, 5
245 OXOTHUKM 3A NPYBUOEHNAMM / MVOHEP
21:00 NAHAMA / PANAMA UnK,1 : GHOST BUSTERS (COKOMBHMKM), 1
21:00 KOHKYPC KOPOTKOMETPAXHBIX ®WU/IBMOB / SHORT FILM COMPETITION OKTABPb, 5 11 MUHYT / MVOHEP (NAPK
, P 2145 11 MINUTES FOPBKOIO), 1
21:00 [LIOPWAH I'PEV B 3EPKAIE HETOM MPECCHI / DORIAN GRAY IM SPIEGEL DER BOULEVARDPRESSEOKTABPb, 10
2200 TEHU / GENIUS OKTABPb, 1
21:00 ONAMEHKO, ®TAMEHKO / FLAMENCO, FLAMENCO OKTABPb, 9
- - 2215 3ABTPA / DEMAIN OKTABPb, 2
21:15 YESNOBEK-LUBEVLIAPCKWIN HOX / SWISS ARMY MAN OKTABP, 4
215 MAMA U APYIVIE CYMACLLEALLIVE POLICTBEHHUKM / OKTABPb, 10
21:30 TAIM N TONN/ TELI I TOLI OKTABPb, 1 : ANYAM ES MAS FUTOBOLONDOK A CSALADBOL
21:30 CYN MUCO 15 XAHbI / HANACHAN NO MISOSHIRU MOCKBA, 9 22:30 TUKKYH / TIKKUN OKTABPb, 7
21:30 MEPUKIIE YEPHBIA / PERICLE IL NERO OKTABPb, 7 22:30 MYTELIECTBME C OTLIOM / NEULICH DIE REISE MIT VATER OKTABPb, 4
21:45 VICXO[ B LLIAHXA/ / EXODUS TO SHANGHAI OKTABPb, 8 22:45 CYACTTIMBASA MM3Hb / JEUL-GEO-WOON IN-SAENG OKTABPb, 9
21:45 WEPOHWM BOCX: BOXHOBEHHbIM A6ABONOM / JHERONIMUS BOSCH, GERAAKT DOOR DE DUIVEL OKTABPb, 11 23.00 XENbMYT BEPTEP, AKTEP / HELMUT BERGER, ACTOR OKTHABPb, 6
21:45 COHWTA / SONITA OKTABPb, 2 23:59 B OMHOYECTBE / ASSOLO OKTABPb, 8
22:30 PA3B/EYEHME / ENTERTAINMENT OKTABPb, 6
T - TPETBAKOBCKAA TAIEPEA LYK — LIEHTP [IOKYMEHTAJTbHOIO KMHO
23:30 ©ALY / FADO OKTABPb, 4

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / W/TbA KOMbINOB / HUKWUTA KAPLIEB / AHOPEW LLMIONEB / MAXAWUI KYKMH / METP LWENOTUHHVK
NEPEBOAbI: KMPA TYJTYMOBA / MAPWA TEPAKOMNAH ®OTO: ANEKCEN I0LLIEHKOB BEPCTKA: MAPVA PEBAKVHA MAKET FA3ETbI: AMUTPU METENKMH / OfTbIA JIbHAHAA
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