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M, nioamt MCKycCTBa, Beeraa MOMeT IV YepT CTaTb YenoBeKoM?
Mpe/CTaB/AEM 0nacHoCTb Ayep ero 3Haer.

He AeMOKPaTUYECKOM BAACTU. Yuri Arabov

Ruy Guerra Can a devil turn human?

We, people of art, have always Only the devil knows!

posed a threat to all non-democratic
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Hiopw / Ynbpuke OTTvHrEp

OBEHAOLATb

OMbKO Ha MepBblit B3MMAL KarKeT-
TCH CTPaHHbLIM W HEMOHATHBIM, KaK

3aHecno Ha KamyaTky 1 YyKoTry
permccepa Ynbpuke OTTUHrep — Ap-
Kyl0 MpeAcTaBUTENbHULY N3bICKAHHOMO
eBponercKoro Heobapokrko. Cpeau ee
M0BUMBIX NMepcoHaren — bepnnHcKme
MapruHasbl U MOHIOMIbCKNE KOYeBHM-
KW, KapAMKK 1 TpaHcBeCTUThI, Banecka
lepT 1 OenbduH Celpur — KynbToBbIE
GUrypbl eBponerncKoin apT-CcLeHsbI.
Mopenb BepyLuka doH JleHoopd
C ee aHAPOrMHHLIM TUMOM Urpana
labpuene ' AHHYHLMO B ee crek-
Takne «Knapa LL.» n JopuaHa pen
B dpunbMe «dopuaH peit B 3epKane
HEeNTOM Npecchbl».
lMoMMMO 3KCTpaBaraHTHbIX Nepco-
HarKel, KOTOpbIX OHa Ha3blBaeT He
aKTepamu, a neppopmMaHcncTamu,
OTTUHrep NbUT NepeMeLLiaTbCA BO
BpPeMEeHW 1 NpocTpaHcTee. B geTcte
OHa coBepLLiana MbIC/ieHHble nyTeLle-
CTBWA MO CTPaHaM W 3MoxaM: Knac-
CWKa, 6apoKKo, MoaepHM3M. B KoHLe
1980-x, yre peanbHo, noexana B
MoHronuio 1 Kutaii, TaM MoXHO 6bI1o
OLLLyTUTb CUbHOE BAMAHWe Poccum.
Tak noABUNUCh GunbMbl «H{aHHa
I ApK MoHronum» 1 «Tairax, a Takse
0[HOWMEHHbIe BbICTaBOYHbIE MPOEKTHI.
MoTom npuwen Yeped BoctoyHom
EBponbl. OTTWHrep Havana pabotatb
Hag «[Joporoi Ha l0ro-BocTtok» B
BepnvHe, obbexana Monbluy, Yexuio,
Cnosakwio, BeHrpuio, PyMelHunio, bon-
rapvio, YKpaunHy, goexana o Typuuu.
B BoctouHom EBpone Torga noytu He
6bIf10 TYPUCTOB, U 3TU CTPaHbI, TOSILKO
4YTO 0CBOBOAMBLUMECA OT KOMMYHM3-

ULRIKE OTTINGER

JURY

Ma ¥ 6pOLLIEHHbIE B My4MHY Xa0ca,
OKa3asnucb nosysabpolueHsl. Mexway
TEM ¥U3Hb, KOTOpaA TaM K1Mena,
6bina 6oraye M MHTepecHee Nioboro
XYOOMECTBEHHOM0 KNHO. OTTUHIEp
nobpanack Ao Ogecchl, 3HaKOMOM Mo
MHOMUM GUIbMaM — HauMHas ¢ «bpo-
HeHocLa «[ToTeMKMH».

Tak nosABMNack HeMeLlKan BepcKA
«[]BeHaguaTh cTynbeB» (BNpoYeM, Ha
PYCCKOM fA3bIKe). YNbpMKe paccKasbl-
BaET, YTO ee NMIeHUN OyX NYyTOBCKOro
pomMaHa Mnbda m NeTpoBsa u nopo-
OMBLLIEN ero JIOKaNbHOWM KyJIbTypbl.
[No ee cnoBaM, 04eCcCKUiA PbIHOK — 3TO
noama. OTTMHrep cHANa ¢unbM, pabo-
TaA C UCMOTHUTENAMM COBCEM He Mo
cucteMe CTaHUCNABCKOrO, a Mo CBoei
cobcTBeHHoM. OHa npusesna «[lse-
HaauaTh CTynbeB» B MOCKBY, 1 XOTb ee
BEPCUIO KyNIbTOBOIO poOMaHa He 04eHb
MOHASN, 3TO PEHKMUCCEPA HNUCKOMBKO He
CMyTUIO.

OTTUHrep Bcerga coxpaHaAeT Bep-
HOCTb KOHLLeMLMM MUPa, COCTOALLLEro
13 pasHbIX KySIbTYP U CyBRyNbTYp,
MEH Y KOTOPbIMM BO3HUKAET CUIbHOE
HanpsAeHue. B HoBoi paboTe «TeHb
LLlamumcco» oHa oTTankmeanack oT
KPYrOCBETHOW 3KCNeaMLIMK, onnadeH-
Ho rpadoM HuKkonaem PyMAHLIEBLIM
1 coBepLUEHHOM Ha bpure «PpuK»
HEMELKNM MucaTesIeM-poOMaHTUKOM

1 uccnegosateneM AnensbepTom
¢doH LLamucco. Lienbto 6b110 OTHPbI-
Tve nyTn Yepes bepuHros nponus.
OTTMHrep BMecCTe C 0MepaTopoM,
3BYKOPEMCCEPOM U KOHCY/TbTAaHTOM
MoBTOpWIa YacTb MapLLpyTa 3TOMN U
pAda ApYrnx OaBHUX 3KCNeQuULUiA.

JINYHbIE NUCTOPUN.

OHa npoexana oT AnAckm go Kamuyar-
KW Yepe3 YyKOTKY 1 Ha BCeM Mpo-
TAMEHUN NYTW NoAPO6HO CHUMana
npupoAy, nogen, belT ofeHeBo40B U
pbl6aKoB, 3anmckIBana Ux paccKassbl,

BarkHenLMM haKTopoM npespaLleHus
3Toro GuIbMa U3 YUCTO STHOrpa-
bMYeCKOro 1 JOKYMEHTANBHOI O B
XYLOHECTBEHHBIV Obina ero anuTesb-
HOCTb — LiefblX ABeHaALaTh Yacos.
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representatives of elegant European

neobarocco. Her favourite characters include
Berlin freaks and Mongolian nomads, midgets and
transvestites, European art icons Valeska Gert
and Delphine Seyrig). Androgynous-looking model
Veruschka von Lehndorff played Gabriele D'Annunzio
in her stage performance “Clara S.” and Dorian Gray
in “Dorian Gray in the Mirror of the Yellow Press”.
Knowing all this, it comes as no surprise that at
some point she found herself on the Kamchatka and
Chukotka peninsulas.
Apart from various weirdoes (whom she prefers to
call performance artists instead of “actors”) Ottinger
loves travelling. As a child, she travelled in her mind
through different countries and eras: classic era,
barocco, modernism. In late 80s she - this time
for real — went to Mongolia and China. The Russian
influence was very strong there. This journey resulted
in the films “Joan of Arc of Mongolia” and “Taiga” as
well as the exhibitions by the same name.
Next she turned to Eastern Europe. Ottinger started

l ' lrike Ottinger is one of the most outstanding

working on “Southeast Passage” in Berlin, and

then travelled across Poland, the Czech Republic,
Slovakia, Hungary, Romania, Bulgaria, Ukraine and
Turkey. There were next to no tourists in Eastern
Europe then, the countries that had just liberated
from the communist regime found themselves in
chaos. Real life was much more fascinating than any
fiction. Ottinger reached Odessa, which she knew by
many films, starting with “Battleship Potemkin”.

This is how the German version (although in Russian)
of “The Twelve Chairs” was born. Ulrike says she was
fascinated by the mischievous atmosphere of Ilf and
Petrov’s novel and the culture in which it was created.
She called the market in Odessa “a poem”. Ottinger
adapted the novel in her own unique way, and not
according to Stanislavski's system. She brought

her “The Twelve Chairs” to Moscow, and was totally
unabashed when the audience didn't fully get her
concept.

Ottinger always stays true to the concept of a multi-
cultural world with the tension between some of

the subcultures. She based her new “Chamisso’s

TonbKo NpoBeaA [4OCTaTOYHO BpeMeHU
B KMHO3ase, MOXKHO UCMbITaTb 3dderT
norpy-eHua B Matepuan. Oa, pagnka-
JIM3M 6blT MpUCYLL, YTIbpUKeE C IOHOCTU.
Ho B «TeHu LLIamuncco» noparaet apy-
roe KayecTBo — Ta TEMJ0Ta U yBare-
HWe, C KOTOPbIMM PEHMCCEP OTHOCUTCA
K NI0OAM, HUBYLLIM Ha Nepudepum
LUMBUNM3aLIMK, 63 KOTOPLIX, 0OHAKO,
3Ta umMBUnM3auua beina 6ul begHee.
AHdpeli lMnaxoe
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Shadow” on German’s writer and botanist Adelbert
von Chamisso's research expedition on the Rurik
ship, funded by Count Nikolay Rumyantsev. The
purpose of the trip was discovering the passage
through the Bering Strait. Accompanied by a camera
operator, a sound director and a consultant, Ottinger
reiterated part of this and other expeditions of old.
She went from Alaska to Kamchatka through the
Chukotka peninsula, all the way filming landscapes
and people, recording their stories, registering on
camera their everyday life.
One of the important factors which turned the film
from an ethnographic documentary into fiction is
its length: a full 12 hours. Having spent enough
time in the cinema, you feel really engaged in the
story. Radicalism has been characteristic of Ulrike
Ottinger since the beginning of her career, but what’s
surprising in “Chamisso’s Shadow” is the warmth
and respect the director has for the people who live
on the periphery of civilization — making its culture
infinitely richer.

Andrey Plakhov
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K o MENEHA (HAMOG) / PEXK. PAJICTOH JHOBEP

PAHKM

[xoBepa BCcTaeT Moryyan TpafamumaA, KoTo-

pan, Kasanock 6bl, He JOMMKHA aTb eMy X0Tb
HEMHOI0 CBEPHYTb C HaKaTaHHbIX 3a [iBa CToNeTHA
penkC. K TeMe cre3 cMpoT, OTBEPrHYTLIX IMLEMEPHEIM
B3POC/IbIM MMPOM, 06paLLLANMCh KNAccuKkm oT [uK-
KeHca fo TMoro, v NBOMNBITHO, KCTaTW, YTO CErogHA UX
POMaHbI, HarnMcaHHbIe 4J1A B3POC/IbIX, CTOAT Ha MosKe
B €TCKOM. [M0TOMY YTO B 3TOM CUCTEME KOOPAMHAT
BCe HEM36eKHO-MPOCTO: BOT XOPOLLIVe, BOT NIOXME...
[oBepy yaaeTcA yamBmTb, 0CO6EHHO B KOHLLE.
He packpeiBaa noopobHOCTER, 4TO6kI 3TO He bbINo
CrOMNEPOM, 3amMeuy MWL, 4TO UCTONKOBaTb [eMCTBUA
[HMHKM (TaKk 30BYT AEBOYKY) MOXKHO N0-pasHoMy. To
JI1 3TO 3HAYMT, YTO JMKOMO 3BepA HENb3A NPUPYUMTS,
TO JIN HYYKHO BCMOMHUTb, YTO AWKUI 3Bepb yOuBaeT
[larKe CBOUX [eTeHbILLER, eCNv MOYYET YyHol 3anax.
Han O¥1HKKM 1 ee Opy3bAMK — COBpaTbAMM MO He-
CYaCTbIO (@ MHOMAA KarKeTCA, YTO MO CHaCTbIO) — BUTAET
3BEPMHOE YyBCTBO, YTO YTO-TO 34€Ch, BO B3POC/IOM
MWpe, He TakK.
B3pocnblit M1p, AaHHBIN Kak pa3 B TpaauLmAX
[viKkKeHca 1 MNoro, 0XKMaaeMo HeNpUIMALEH W y4Lle
BCEro BbIPaXKeH B C1I0BaX TOMCTYXM, 3aBUCAIOLLIEN B
NonynpuToHe: «HeT-HeT, oTonau, A He NPUHUMAaI0
[eTel, y MeHA yre ecTb pebeHoK». OTeL| KpUUUT ChiHy
«f ¥aneto 0 AHe, Koraa Tbl POAWNCA»; MaTb KPUUUT
fovepn «Y6upaicA 13 Moero foMaly; BUHOBHUK
aBapuM KNMOAeT AeCATUNETHErO Ha [eHbIW; CaHUTap
Mopra pa3BoAMT ero Ha ieHbrt e. A yallle Bcero
3TOT B3pOC/IbI MU BOODBLLIE NpefcTaBneH Gurypon
OTCYTCTBUA, U AN1A 3TOM0 a3MaTCKUI Meranonumc nog-
XOLWT NyYLLle BCEro: MaLLMHbI, MaLLMHBI, NI0AM yOauHOo
NPUKMOBIBAIOTCA, YTO MX BOODLLIE HET. KaK HUM CTpaHHo,
€VHCTBEHHLIM HOCUTENIEM YEeSTOBEYHOCTM OKa3bl-
BAETCA TaKCWCT, KOTOPLIM 3aHUMAETCA, B OCHOBHOM,
TeM, YT BbeT [HMHKM KyNaKoM B SLI0, CBA3bIBaET
3anACTbA U He AaeT NO3BOHUTE.

3 a CN1HOM GUAMNIMHCKOrO persmnccepa PancToHa

[leBouKe 1 Marnb4MKaM BrojHe XOpOLLIO M TaK — 6e3
BMeLLIaTeNbCTBA KaKMUX-NNO0 «3aLLMTHUKOB». OHM
¥UMBYT B Tpybe, KynaloTcA B 3e/1eHOM peyKe U ThIPAT y
B3POC/IbIX M0 MEJIOHM, MOTOMY YTO BOSTKA HOMM KOPMAT.
[Oe-To B pasrape 3Tol nactopanu PanctoHy [x+osepy
yOaeTcA NPoAenaTh TPIOK, BbIPbIBAIOLLMIA ero 13-nog
OMEKWM KNaCcCMKOB: OH 3aMyCcKaeT ABa napansiesbHbIX
CIOMETa, Nep1OANYECKIN BO3BPALLIAACH K MX «pas3-
BWSIKe», @ CAMWX FepoeB pa3fesAeT 1 OTMpaBAeT B
KaKOW-TO COMHaMOBY/IM4ECKMIA MOMYNOUCK ApYr Apyra.
BHeLLHe 1X NyTb MNOMOH UCMbITaHWIA, @ 3HAYMT, HedeT-
CKOr0 My*KeCTBa; Ha CaMoM fiefe, 3a LaraMu Karma4oro
MpOrMAOBIBAETCA TLLATEIbHO 3aMnpATaHHaA, @ 0TToro
0Cc0beHHo TporaTenbHaA HauBHOCTb. 10-neTHUIA Tucol
CaMOCTOATESIbHO XOPOHUT Apyra-CcupoTy, HO ropeYb
LETCKOM CMePTU MOYTN CHUMAETCA TeM, KaK BarkHO,
6yaTo Urpan, OH NPOLYMbIBAET Heslenble Menoyn Bpo-
[e katadasnka unm MpamopHoi Jocku. Bapyr 3ametvis
npo apyra B rpoby: «KaKoi KpacuBbli!» — OH, KOHEYHo,
TAHETCA 3a TenedoHoM, 4Tobbl choTorpadmpoBaTh.
13-neTHAA HUHKK, 06HAPYHWMB, UTO NPUIOTUBLLEA
(MM NNeHMBLUAA) ee CeMbA eCTb TPOMCTBEHHBIN COI03,
NoTpACeHa ropasfo HonbLLUe, YeM 3TO TOro CTOMT...
BbIHy:OeHo «cBepxB3pocsble» v 3ybacTble, repou B
Camble HeoXMaaHHbIe AA 3pUTeNnA MOMeHTbI 06Ha-
PY*KMBAIOT, YTO OHM [iare He BCeraa NoHUMAaKT, YTo
MPOMUCXOQUT.
3T0 MMPOOLLIyLLIEHVE MOAAEPHMBAETCA 1 CPeAcTBaMu
PerMCCypbl, HaNpUMep — POGKUMK, CTPOTO A03MPOBaH-
HbIMK 3N1emMeHTaMK vyda. OKMWK OT ymepLUero Apyra,
MPO3BY4aBLLMIA OAHAMH OB U HUKaK He 06 BACHEHHBIN;
BCTPeYeHHaA Ha ynuLie CynepaeBoYKa 13 CKasku, Uiu,
BepHee, KoMMKca. M nycTb NOTOM MOXKeT OKa3aTbCA,
YTO 3TO BCEMO /INLLIb KOCTIOMMPOBaHHbIA MEPCOHaM C
YbEro-To «MarKOPCKOr0» AHA POKAEHUA: 3TO He 0C060
MOPTUT 3PDEKT, MOTOMY YTO 3TUM AETAM He MPUBLIKATL
K OT6MECKAM YyHOro NMpasaHMKa HU3HM.

Uz0pe Casenves

MIFF JdHILY  maner B «oktAGpe»

HAZE / HAMOG

€0)/ZSMMEIN DIR. RALSTON JOVER

“Haze” is tied to a grand tradition, which seemingly

should not have allowed him to step outside the
boundaries set by the classic canon. The stories about
orphans who have been rejected by hypocritical society, are
popularized by many classic writers, from Charles Dickens
to Victor Hugo - and ironically enough, their books initially
intended for grown-up, mature audience, now end up on
bookshelves in children’s room. That is probably due to the
fact that everything is both simple and imminent in this
system: these guys are good, and those guys are bad. But
Jover does have some surprises in stock, especially towards
the film's end. Trying to avoid spoilers, we can only say that
there are multiple ways to interpret Jinki's (one of the main
characters) actions in the finale: it is either meant to say that
awild animal is impossible to tame, or to remind us all that
such an animal is capable of killing its own babies if they feel
the smell of a different animal. Throughout the film, Jinki
and her friends are haunted by the animal-like feeling that
something is terribly wrong in the grown-up world.
The said world reminds of Dickens’ and Hugo's novels
largely, it being absolutely (and expectedly) obscene, and is
best characterized by the words of an unattractive regular
in the some sort of a honky-tonk, when she yells that she
doesn't want to deal with kids — she already has one. A
father is shouting at his son: ‘I regret the day you were born”,
amother is shouting at her daughter: “Get out of my house!”,
aman who caused a car accident tricks a 10-year old boy
out of his money, and an attendant in the morgue does
exactly the same to him. But even more so, the “grown-up
world” is characterized by the absence of grown-ups, and a
metropolitan city serves is a perfect background for it: here,
people can successfully pretend that they are not there at all.
And oddly enough, the most human adult in the film is the
taxi-driver, despite the fact that he has a practice of hitting
Jinki in the face, tying down her wrists and restricting her
from making phone calls.
Thus, the girl and her boy friends are feeling much more
comfortable without any adults trying to take care of them.
They live in a drain, swim in unhealthy-looking river and
do some stealing, because, you know - the dog that trots
about, finds a bone. Somewhere in the middle of this “idyllic”
life, the director manages to pull a trick that divorces his film
with the classic stories, as he divides the narration into two
storylines, separating his characters and making them set
out to look for one another. On the surface, their journey is
full of hardships and therefore, bravery — but in reality, their
actions are motivated by a very well-hidden and even sort
of touching hatred for the world. The 10-year old boy single-
handedly buries his fellow orphan friend, but the bitterness
of a child's death is outshadowed by an almost comical
nobility with which the kid is handling this matter, arranging
for a death car or a memorial plate. At the same time, when
he notices how peaceful his deceased friend looks in his
coffin, the boy can't help but want to take a picture with
his phone. A 13-yearl old Jinki is shocked to discover that
the family that sheltered (or arguably, imprisoned) her, is
actually a “household for three” — even though, it's the least
of her problems... The kids, who were forced to grow up too
fast and become thick-skinned, are struck to realize that
they don't really know what’s happening around them.
This disposition is emphasized by delicately introducing the
elements of magic into the storyline: such as an inexplicable
shout-out from a dead friend or a girl from a fairy tale (or
a comic book, to be precise) commonly walking down the
street. Sure enough, it later turns out that the girl is actually
just a part of a fancy costume party — that doesn't contradict
anything, since these kids are already used to living in the
blink of someone else’s “feast of life”.

-I-he topic of a Philippine director Raston Jover's film

Igor Savelyev



HOCTVHATbCFI 00 HEBEC

MOHAX 1 BEC / PEXX. HVKOTAV [JOCTAJTb

€pOoATHO, HWKTO He byaeT

0TpYLaTh paycTraHcKoe

Ha4ano B UCTopWU, pac-
cKasaHHol HuKonaeM [doctanemM u
{OpreM ApaboBbIM; HUKTO, KpoMe,
MOMET bblITb, permccepa, KoTopblit
KaTeropu4yecku oTKpeLLmBanca oT
NiobbIX ynoMuHaHuii MaycTa Ha de-
CTUBaNbHOM Npecc-KoHpepeHLMM.
MoKeT, NoToMy, YTO 3TO pa3MblBa-
110 6bl ero Co6CTBEHHYIO TPAAULMIO:
QaycT 3aaaeT Apyrve akLUeHTbl B
TeMe noeauHKa YenoBeKa U AbABO-
na. MaBHbIM OpyXKMeM YenoBeKa
ABNAETCA UHTENNEKT, 3HaHUe, aM-
61uUMK, O3, KaK U3BeCTHO, daycTu-
QHCHKYI0 TPAAMLIMIO BOOGLLLE MOMHO
CBECTU K UCTMHE «MHorme 3HaHuA
— MHorue nevanu». ictopua e
60pbbbl MOHACTBLIPCKOMO HacesIbHU-
Ka MeaHa CeMeHoBMYA C HHUBYLLUM
B HEM KHA3EM TbMbl B KAKOM-TO
cMbiciie obpatHa. MBaH noytu
6narKeHHbIN — U B 3TOM NPUMBIKaET
K ranepee [OCTaNIeBCKUX FEPOEB.
K MeTe, KoToporo Mbl Habnloganu
«no gopore B Llapcteue HebecHoe»
B MOC/IEBOEHHOI OKOJI0MyNaroB-
cKkom paspyxe. K Konbke, MecTHOMY
LLYTY, KOTOPbIN MbITaeTCA Nepeco-
YMHUTD YHbINYIO0 PaNLIEHTPOBCKYIO
peankHocTb B Weespe «06naxo-
pa17|».
MBaH BBaNMBaeTCA B MOHACTbIPb,
YKPbITBIV CPeAM NEecoB, C TeM,
YTO6bI CMYTUTL €0 0bUTaTENEN
yygecamu, foBectu fo 6enoro
KarieHWs HacToATeNA W, B NepcreK-
TUBe, pacLlaTaTb OCHOBLI BEPbI,
YTo6bI UMEHHO OTCIoAa HaYan

cBOe BocxoaeHue Jlernox: Tak
30BYT BCENMBLLEr0CA B Hero beca.
[onroe BpeMs HUYero B MOHa-
CTbIPCKOM *M3HM He BblOAeT Bpems
DEeNCTBUA — TaK 3TO MECTo U 3TU
noay Mornu BeimnAanetb B XI, B
XXI Beke. [[ne-To no xony OencTanA
BbIACHAETCA, YTO 6e3bIMAHHbIE
MOHaxM (KaKeTca, B 3TOM dusibMe
novMeHoBaHbl 6yKBasnbHO ABa-Tpy
nepcoHara) ABNAITCA coBpe-
MeHHWKamu [yLiknHa m ForonA.
Bonee Toro, B UCTOpuM HEKOTOPbLIM
06pasoM HauMHaEeT NPUCYTCTBOBATh
nyLK1HCKMA «bopuc lNogyHoB», a
Ha nopore MOHacTbIpA MNOABNATCA
Monogon Hukonan | 1 ero 3am no
noeonoruu rpad bexkengopg. 310
Mor710 6bl OCTaTbCA BrOJIHE BTOPO-
CTeNeHHOW NINHMEN, He UMeloLLLeN
NpAMOro OTHoLLEeHNA K 6opkbe
YesioBeKa 1 ObABONa, ecnn bbl He
T06ONbITHLIA KOHTEKCT, KOTOPLIN
[LocTanb 1 ApaboB clofa BKto-
YaloT. BneyatneHHbIN BCTpeyer ¢
yyaecamu, rocynapb-uMmnepatop
BOpPYr 06BMHAET CBOEro NpUbu-
YKEHHOr0 B TOM, YTO OH ABNAETCA
TalHbIM COBMafesbLEM COMHU-
TeNbHOro aKkLMoHepHoro obLuecTsa
Mo npofare «BOVHbIX NMapoXo-
noB». Ha MecTo atoro MyapeHoro
NOHATUA MOXKET bbITb BrincaHa
MOJI0BUHA MbITbHBIX My3bIpen, C
MOMOLLIbIO KOTOPbIX JOAT BI0AMET B
COBPEMEHHOM POCCUMCKOM HM3HW,
a HaLLenTbIBAaHWA MOHAX0B, KaK

6bl MOBbIFOAHEEe NPOAaTh J1eC Ha
3anag, oKoH4aTeNbHO paccTaBnaeT
BCE aKLLeHTbI.

B uenom e «MoHax 1 6ec» cTpaH-
HbIM 06pa30oM co4eTaeT ry6oKui
durnocodpcKmi NockI ¢ NPOCTOTOM
CKa304HOM KOJIM3UK, Korfda no-
6ena Hap BparoM pofa Yenose-
YECKOro JOCTUraeTCA He CIIOMHOM
MCUXOJIOrMYECKOW U UHTENNEKTY-
anbHoM urpoi (a Kctatu, nobeaun
nun ®aycT?), Ho NPOCTbIM BTaNIKU-
BaHWeM ObABosia B XpaM lpoba lo-
croaHA. [a, ¢ Kakoro-To MoMeHTa
6ec NokMaaeT TeNlecHylo 060104Ky
MBaHa, n noeguHOK NpodosiKaeTca
y¥Ke no bonbLuel Yactu ¢pusmye-
cku. [lo aToro, B NepBo NosoBuHe
¢unbma, aHTaroHucToM MeaHa/
JlervoHa 6b11 UryMeH MoHacTbIps,
1 370 coobLLano gencTeuio bonee
WHTepecHylo Konnunsuio. OHa Morna
HanoMHWTbL «CoMHeHWe» ¢ Mepun
Crpwn, Korga nog ceBofamu bnaro-
YMHHOIO MOHACTLIPA POATCA CaMble
TeMHble nofo3pexus. rymeH
YYBCTBYET, KaK U3 ero pyK yTeKkaeT
BJ1aCTb, HO HAYETO HE MOMKET C
3TUM CAenatb, ¥ 0CO3HaHWe Toro,
YTO BNACTb HEMUHYEMO OKaXKeTCA
B pyKax ObABONa, yrHeTaeT ero.
3Ta To4HO NoKasaHHaA Ncuxoso-
ruyecKan Konmn3usa MOXKeT BbiTb
3KCTpanosiMpoBaHa Ha MHoOroe,
HarnpuMep, Ha oTaesbHble 3NKU30abl
uctopum Poccun. MoxHO 661510 6bl
pasrnaaeTs B TBOpeHun Joctans
1 ApaboBa 1 MHoroe Apyroe, — Ho
TYT Ha 3KpaHe MosBnAeTcA caM bec,
BO3BPALLLaA 3penuLLe B paMKu TO
JIN KNacCcUYECKOro *UTUA, To
CKasKu.

Uzo0pe Casenveas

- OTKyAa BoobLLe B3fAnacb 3Ta UCTOPUA, KaK OHa
BO3HWUKNa?
Hukonai Jocmarne: 3Ta UCTOPUA B3ANACh, MOMHO
CKa3aTb, U3 OBYX MUTUN, KOTOPbIE A paccKasarl
tOpwito Apabosy. MepBoe HuTHe — 310 VBaH CeMeHo-
BMY LLIanoLLIHWKOB, KN TakoM HacenbHWK B OguH-
LIOBCKOM NyCTbIHK B MepBoi nososuHe XIX Beka.
Y60rui, XpoMeHbKUIA, KaKOM-TO CTPAHHbIM, HO 04eHb
TaKoW NpaBefHbIiA, B 06LLeM, 6k MOHax. A BTopoe
rutne — 310 XI-XlI BeK, MBaH HoBropoackumit, Koto-
pbiiA, 6yy4m eLLie MPOCTO MOHAxXoM, noMan beca B
pyKoMorHuKe. ToT B3Monunca: «0tnyctuls — «OT-
MyLLly, ecrn cBoAuLLIb MeHs K [poby MocnogHio». ToT
ero 3a ofuH AeHb CBo3MA Tyda u obpatHo. U ctan
€My MCTUTb 3a 3T0, N0AOPACkIBaTb Pa3HbIN «KOM-
MPOMaT» B KeJlblo: KaK1e-To NanuibOTKK, BParkKy
1 npoyee-npoyee. M Torga 6patna cxeaTtuna aToro
MBaHa, Ha nnoT npueA3ana v B Bonxos onycTtuna:
«[nbIBY Tbl MOAanbLLE OT HAac, 0T MOHACTbIPA». A
OH MoMbIN NPoTMB TedeHmA! OHW ero TyAa, a oH
o6patHo. OHM Bce Ha KoneHu: «Yynol». OHu npu-
BESIN ero 06paTHO B MOHACTbIPb, Y CO BPEMEHEM OH
CTan apxMMaHOpUTOM, HAaCTOATENIEM U TaKUM, TaK
CKa3aTb, MPOC/aBeHHbIM, NOYTU CBATLIM. BOT Takue
[Ba 6bINM HUTUA, KoTopble A pacckasan pe. OH 3To
KaK-TO TaK 300POBO BCe NepepaboTan, XoTA [0 3Toro
npefsiaran MHe roToBbl CLieHapuii: «Yero nucatb,
KoMb ecTb Yy MeHA «OpneaH»? MNountainx. A oTBeYan:
«YuTtan poMaH — He Moex. TaK Mbl CrOBOPUAINCE Ha
«MoHax 1 6ec.
- MHe KarKeTcA, fame o6pasbl TaKUX Frepoes —
OHM TaKue Kak 6bl cKa3o4Hble. OHU HaNOMUHaIOT 0
PYCCKUX HapoAHbIX CKa3Kax.
— Bblna gare NonbITKa Kak-To NO3ULIMOHMPOBATL
KapTUHY C *aHPOBOW TOYKM 3pEHUA, U Bbinn CNopbI.
DaHTacT4YecKan KoMeaua, CKa3oyHaA KoMeaumA,
GUNbM-CKasKa, — pasHble BapuaHTbl. A He 3Hato, UTo
Yy Hac Noay4nnock, TyT He MHe CyauTb O ¥aHpe. MHe
HPaBWUTCA, KOIAa eCTb KaKoe-TO CMELLIeHWE HaHPOoB.
A npeanbHbI1 *aHp — 310 BoobLLe TparnkoMeaus,
HO 3TO BbICLLWI NUoTax. HaBepHoe, Ha TparnmKome-
VIO 3TO He TAHeT.
- Bbino nu y Bac owyuieHue, 4YTo Bbl BCe-Taku
3aencTBOBaNU HeBUAUMbIE CUJIbI, 3aLenuiu, u
OHU KaK-To BSIUAIOT Ha NPOLLEeCC CbeMOK, per uc-
cupyIoT, ynpaBnfio BaMu?
— Becbl noBnmAnM passe 4To B TOM, YTO YeThipe roga
He [jaBa/in MHe CHUMaTb KapTuHy. KpyTunu, BepTenu,
HO BCe-Taku A 1X ogonen, No KpanHen Mepe, CHAN
KapTWHy. YK He 3Halo, KaK TaM fdanbLue bynet. Ho
GUBM, K CHacTbIo, BbILLINA Ha SKpaHsl MOCKOBCKOro
KUHodecTBanA, B CEeHTAGPe BhIMAET B MPOKaT U,
HaOelCh, 3arKMBET CBOE HU3HbIO.

Unmepasoio senu Aca KonodusxcHep

u Memp LlenomuHHUK



VIP/ Ceprew ConoBbeB

OOJITAA CHACTJZIMBAA HKU3Hb

— ®unbM, oTKpbIBaBLUKI 38-1
MocKoBcKuI KnHodecTuBanb, Ha-
YMHaeTcA € Ballero NocBALLEHMUA
«OTLLaM-0CHOBaTeIIM eBPOMNenCcKon
HoBow BosiHbl: H{aH-Jlioky MNoga-

py u ®paHcya Tpioddox. Nouemy
NoABUCA 3TOT TUTP, U YTO ANA Bac
3HayaT 3TU uMeHa?

Cepzeli Conoabeas: Cuntaetcs, 4To
«Korga Mbl 6bInm MonogbIMK — BCe Bbl10
XOPOLLO» — 3TO TUMMYHAA UITIO3UA.
HeT, 310 He Tak. HoBas BonHa, 60-e ona
MeHA OeNCTBUTENIbHO MHOMO 3HaYar,
XOTA KaKUX-To bnar, Y4ero-To «cobbl-
TUIAHOIO» Y MEHA B TO BPEMSA He BbIno.
Ho Bo3ayx 6bin HACkILLIEH KaKNUM-TO
JyLIEBHLIM 030HOM. W 3T1 pebsTa, Ko-
TOPbIM NOCTaBWIM NaMATHUK Y BIMNKa -
['eHa LLnanvkos, AHapen TapKoBCKMM,
BacA LLlyKLnH — 6binn He dunbMocHN-
Matenu. GunbMocHUMaTenen 6uin ne-
FMOH, 1 BCE OHW OTMPaBUIUCE B apX1B B
Benble cTon6bl. A 311 pebATta — aBTopSI
TorgaluHero Bo3gyxa. A 6e3 Bosayxa
HeT Hu4ero. Korga BoHAeT oT KAMA-
3a, Tbl caM cebA He yrosopuLLb: «Her,

B 3TOM eCTb YyBCTBO TEXHUYECKOMO
nporpecca, Tak YTo A ObIXHy eLlle napy
pas». HeT, onsA MeHA 310 BarHenLLMe
MMeHa ofgHoro paga: Mfogap, LLinanvkos,
Tpioddo, LLyKLIMH, TapKOBCKUIA.

— A KaK Bbl pasrpaHu4uBaeTe
NUYHoe BrneyvaTneHue (3To e Balun
TOBapULLM) U cerogHsALIHee, «Xy[0-
¥ecTBeHHoe» BocnpuATue?

— A HegaBHo nocMoTpen «Jonryto
CYACTNIMBYIO *M3HbY, 1 MHE CTasno

WHTEpPEeCHO, MoYeMy A ee He MoHMMan
Toraa. LLinanuKoB e Mo npuATens,
OH MHe MoKa3bIBaJsl, a A eMy FroBOpUII:
«A 3a4eM Tbl B3A/ J1aBpoBa Ha mas-
Hyl0 ponb?» — «OH e, MoHMMaelLLlb,
ycpeaHeHHbIN, HMKaKom». Tak eHa
oTBeYas, onpaBAblBaACh, YTO TaKow
TMN eMy U BbIN HyHKeH. A He NoHAn,

a OH Bce fenan npaeuibHo. Tam
6€e3ynpeyHblin COCTaB Xy40HEeCTBEH-
Horo Bo3ayxa. Henb3sa 6bin10 B3ATb

He J1aBpoBa, Henb3s 66110 He CHATL
niobumyto 1 yracHyio MHHy Tynas. To,
41O A Aymato o 60-x cerogHA — 3TO He
NIMYHOE BOCMOMUHaHWe, A NPOCTo pa-
[YI0Cb, YTO A TaM bbIs, HO HE MOKJIOHA-
locb cebe MonofoMy. Ha 3To-To geno
HauxaTb. KoHeuYHo, XOpoLLIo, YTO fl
6b11 MOMIOAOM, YTO A C HAMKU CO BCEMU
6onTanca, Ho rmaBHasA LleHHOCTb — TO,
4TO A MOMHIO TOT BO34yX. MoA MaMa
WHOrAa roBopuia npo Kakue-Hubyab
3anoBefHble MecTa: «[aKol BO34yX,
UTO XOTb HOXKOM €ro perb». BoT 1 A
TaK CKay Npo BpeMA HalLlen HOBOW
BOJTHbI: HUYEr0 TaKOro 0BLLeCTBEHHO
rosie3Horo B TOM Bo3AyXxe He 6bifo,
HO ero XOTb HOMOM Perb — TaKoW OH
TYCTOM U YUCTBIN.

— A vrpana nu B 3ToM posib Tor-
AALLHAA YCTAHOBKA, YTO KUHO — 3TO
MaccoBoe ucKkyccTBo? Celtvac Beb
NPUHATO CYMTaTb, YTO HacTosALLee
KUHO, OKa3blBaeTCA, HY}KHO TOJIbKO
Y3KOW Npoc/ioNKe, U 3TOT HaneT
«3NIMTapHOCTU» pacnpocTpaHfaeTca
M Ha MHoOrue TorgaiwuHue ¢punbMbl?

— 370 oLlyLeHWe 6bino 1 Torga. A noM-
HIO, KaK 3T0 bbI10 HEMOAHO, eCrM TBOI
KapTWHY CMOTPENO MHOIO 3pUTeneit.
IMeHHO HeMoHO, NoHKMaeTe? MNoMHIo,
kak Jlapuca LLlenntbKo nokaseiBana
¢dunbmM no cueHaputo Mexsl LUnanvkoBa
— «Tbl U A». B 3an1e 6bI10 Yenosek 8 nnn
10. Ho yTo 370 66171 32 8 YenoseK!.. Mbi
TOrfa He o4eHb yMasn 0 TOM, YTO KTO-
TO 3TO HaM obecneymsan. Ha caMoMm
[ene, cBeTNaA NaMATb TOMy e J1eoHn-
ny Mangaio, KOTopbIM CBOMMK KoMeaMA-

MIFF JdHILY  maner B «okTAGpe»
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MM reponyecki 3apabaTbiBan Ha BCex,
He 6yay4n nryHoM. OH fenan BefivKoe
neno! MNoToMy YTo 3apaboTaHHble UM
[OeHbrn Wwnv Ha Otapa Mocenuann,
Ha KoToporo B [1oM KMHO npuxoamno
HEeCKO/bKO YeloBeK, Ha «3epKano»
TapKOBCKOI0, KOTOPOE — A YK He 3Hato,
KTO Ha NpeMbepe JOCMOTpes1 40 KoHLA.
Bce 370 6bIM10 He «3[ech 1 ceryacy»: 3To
6bin 3a0en Ha byayLuee.

Unmepaeoio senu Acs KonoduxcHep

u Memp LienomuHHUK

NOOHUMU KPACHbIN ®OHAPb

KOHKYPC LIOKYMEHTAJTbHOI0 KMHO
)/ PEX.K3TO

OBALLATb [1BE (TWENTY TWO

lepovHAM dunbMa 3a [eBAHOCTO, HEKOTO-
PbIM U3 HUX GU3NYECKU TPYLAHO FOBOPUTD.

Ho pexuccep B NpuHLMME He CTPEMMUTCA
BblyAWUTb U3 HUX BCIO NPaBAY O MWU3HU B «J0-
Max AnA yTeleHuaAx. Moapo6HOCT BOHHbIX
neT pa3bpocaHbl 30eCb KOPOTKUMM YNOMU-
HaHWAMM, MTHOBEHHBIMU 3apMCOBKaMu. A

omfort women», Uin «KeHLLIMHbI
(( Cnnﬂ yTeLleHUA» — TaK BO BpeMA

BTopo# MMpoBoWt BOMHBI Ha3biBanu
YKEHLUMH, paboTaBLumX B 6opaenax, OTKPbITbIX
AMNOHCKMMW BOEHHBIMU Ha OKKYMUPOBaHHbIX
Tepputopusax. HeHLWH B nogobHble foMa
3aBO3UNM B 0CHOBHOM U3 Kutas u l0xHom Ko-
peu. TaknM 06pa3oM ANOHCKoe KoOMaH4oBa-
HWe XOTesN0 YMeHbLUUTb KOSIMYECTBO Clly4aeB
HacWUIMA CONAaT Hafl MECTHLIMU HUTENAMMU,
a TaK*Ke NOHW3UTb YPOBEHb BEHEPUYECKUX
3abonesanui. [lonroe BpeMa ANoHWA Ha-
CTavBana Ha 4o6poBo/IbHOM XapaKTepe
OKa3blBaeMbIX B ro/bl BOMHbI CEKCYasbHbIX
yenyr. OgHako B 2015 rogy nog AaBneHnem
MMPOBOI1 06LLECTBEHHOCTH, B NepBYI0 o4e-
peab CLUA, AnoHnA npusHanack B MaccoBbIX
HapyLLEeHWsX NpaB U CBO60A, «HeHLLMH ans
yTeLleHus».
Peruccep Ka o noctaBun nepeq coboi uenb
HaWTW U CHATb BCEX yLeNeBLUNX B K1Tae eH-
LLIMH, KOTOpble Korda-To 66N YrHaHbI B CeK-
cyarnbHoe pabctBo. Ha MoMeHT Havana paboTbl
Hag ¢punbMoM ux 6bino Beero aBanuath ase. K
KOHLLYy CbEMOK WX CTasio Ha CEMb MEHbLLE.

Brnepeau KpynHbIM NiaHoM Bceraa — TULMHA.
B pe3synbTate nogasnAoLee 60bWLMHCTBO
KafpoB 3aHWUMAIOT HEMbIE MEN3am 1 Takne
e 6e3MosBHble NopTpeTsl. KaMepa cHoBa
1 CHOBa Bble3¥aeT M3-3a 04epeHoro yrna,
CTeHbI, TO 3aMHYBLUWCb B NepensieTeHHbIX
nposodax Haf JoMaMu B ryXOM KUTANCKON
NPOBUHLMU, TO 3a61yAMBLUMCH B MOPLLIMHAX
cTapyeckoro nuua. Ho ogHoBpeMeHHo — ocTa-
BaACb HA MOYTEHHOM PAcCTOAHUMN OT FePOUHU.
ABTOp He JaBuT Ha 60/1bHOe, OH Boo6LLLe
MoYTK He 3aaeT BONpPOCOB, [OBOJIbCTBYACH
CTOPOHHWM HabntogeHveM. B ero gencreumax
MOHO 3anoJ03pUTb U3MNULLIHIOK OennKaT-
HoCTb, fame pobocTb. Ho ero KnoyeBan
MWCCUA KaK JOKYMEHTanMcTa 34ech He B TOM,
YT06bI 06ECKYPAXKUTL 3PUTENA LLIOKMPYIOLLM-
MU $paKTaMu, a B TOM, YTO6bI 0TAATb OOSTHKHOE
CBOUM repouHAM. [1ocTaBUTb UX B LLEHTP BHU-
MaHusa. OcTaBUTb 3TV iMua B uctopum. Mpo-
BOOWTb B NocneaHui nyTs. BepHys uM nepen
3TUM rnaeHoe. To, YTo Korga-To nocraBuna
nog yrposy BoiHa: JOCTOMHCTBO, HEBUHHOCTb
W YUCTOTY.

Hukuma Kapyeas



NMAMATb

3ABBEHUA

[OJUIAHONA TJTH0C
MH17: HALINA CKOPBAT

(MH17: HET VERDRIET VAN NEDERLAND) /
PEH. MUXTT BAH 3PT1

OMHUTb Tpareguio 6opta MH-17 B pa3HbIx

CTpaHax bynyT no-pasHomy. [me-To oHa

Bpe3anachk B NaMATb IMOLMOHANbHbIMU Ka-
Apamu Euronews, KOMy-To 3aMOMHUTCA MO JINMIKOMY
CTpaxy B OMAAHUN HEMUHYEMOr0 HaKa3aHuA.
Hutenu cena paboso, HanpumMep, 6yayT NOMHUTL
MasniasMmncKuii «6oMHr» No NagalwLmM cBepxy 06-
pbIBKaM Tesl, YeMoaHaM, KyCKaM pBaHOIO ¥e-
nesa v OeTCKUM UrpyLukaMm. Takoro He 3abbiTb. B
Hupgepnangax MH-17 3anoMHAT No HeCKoOHYaeMbIM
BepeHULLaM BeSIM4eCTBEHHbIX KaTadankoB, CHoBa
M CHOBa, MecAL, 3a MecALeM, NepeBO3ALLMX TeNna
YKepTB KaTacTpodbl. MepTBbIe Bo3BpaLLanuch 4o-
MO [ONro, CAIULLKOM OONro.
Kanpbl ¢ npunbbiBLUMMKU pparMeHTaMu Tes nepe-
MealoTCA MHTEPBbLIO C POACTBEHHUKAMM MNOrMBLLINX
1 KagpaMu rparaaHcKon naHuxugpl. Bece nepe-
YKMBAIOT Tparegmio No-pasHoMy, Karabl B KOHLEe
KOHLLO0B HaXxo4WT CBOI0 MHTOHALMIO, YTOBbI Bbl-
pasuTb 607b YTpaThl M HAaUTK BbIXoA. [nAa ogHUX
3TO BOCMOMUWHAHWA, ONA OPYruX YepHbIA IoMop,
6eCKOHEeYHbI TpaypHbIt LiepeMoHWan ans TpeTbux.
Ho 3T1 HecKoH4YaeMble caMoneThl, MpU3eMA-
Lmeca B asponopT IMHOXOBEHA, 3TU MepTBELLbI,
BO3BpaLLlaloLLIMeca OMON He cpa3y, a Mo YacTaAM,
no nasnbLaM, 3ybaM, KoCcTAM — A1 POACTBEHHUKOB
KaKk obHaeHHanA paHa, KOTOpYIo KOBLIPAIOT CHOBA U
CHOBa, eZ1Ba yTUxaeT 60/b.
B KapTuHe ecTb ABe NopasuTeNibHble FEPOMHU, ABE
B3pOC/ible CECTPbI, A4/1A KOTOPbIX NOTEPA CEMbMU
- MaTepu, 0TLa W 6paTa — He cTana Tparefuen.

CNAOKAA -KU3Hb

IR TSIz CBETCKAA H{V3Hb (CAFE SOCIETY) /

PEH. BY[I AJIJ1IEH

Peruccep pa3 3a pa3oM, ByATo HMKaK He MoMeT
MOHATb 3TO CKopbHoe 6ecyyBCTBME, MbITAET CBOMX
repouvHb, paccripallmBas ux o YyBcTBax. MHTepec-
Ho. CTpaHHo. HenpuATHo. HUKak.

3TU CTpaHHble AeBYLLKM 0TKa3bIBalOTCA BMMUChI-
BaTbCA B KOHLLEMNLMIO TPAarnyeckoro peKBMeMa, Ho
MMEHHO MO3TOMY OHW TaK UHTepecyloT BaH 3pna,
KOTOpbIN B KOHLLE KOHLLOB feflaeT UX 3MOLMOHaTTb-
HbIM LLEeHTPOM CBO€ei KapTuHbl. OTYEro-To UMeHHO

3Ta CTPaHHaA UCTOPUA 3arajo4Horo becyyBcTBUA
Unn 6ecnamATCTBa BbIXOOWUT CaMOW MPOH3UTESIBHOM
W NpoYyBCTBEHHON. HaumaA cKOpbUT 1 0 HUX ToMKe.
B KoHLie KOHLL0B, MMeHHO Bnarofapa UM peKBueM
no MH-17 craHoButcA ¢punsMoM. MepTBbie BO3-
BPALLLAlOTCA K TeM, KTo ux waeT. OTeL, 3TUX AeByLUeK
0CTaeTCcA OJHUM U3 ABYX MOrU6LLIKX, YbW OCTaHKM
TaK U He 6bININ OMO3HaHbI.

AHdpel Wuzoneas

orpa Tebe 80, 3a cninHol y TebA

NoNCOTHW GUSIBMOB U 30BYT TebsA

Byaoun AnneH, — B npuHumne,
MOKHO M03B0SIUTL Cebe YTo yrogHo. U
B KWHO, ¥ 3a ero npegeniamu (npembe-
py «CBeTCKOM u3HU» B KaHHaX YyTb
OMpaYni MUKpO-CKaHaan ¢ 06BMHe-
HUAMW B aipeC peruccepa, Y4To-To n3
JIMYHOM HM3HU, HO NMOLLYMENU U TYT He
yCnoKowunuce). 3axoueT — BApYr caenaet
Lwenesp, Bpoae «HacMuH». A He 3a-
X0YeT — 060MOETCA MUASBIM MYCTAKOM.
3Ta KapTuHa — TOT CaMbIi CllyyaM,
MMeHHo 6e3aenuua, KoTopas Nno3BosifeT
MCNbITaTb TUXYI0 PAAOCTb 33 aBTOPa U
rox<enatb cebe TaKo e BnareHHo
CTapoCTU: BCMIOMUHAELLIb Ty OHOCTb,
KOTOpOW y TebA HUKoraa He 6bI1o, Noa
[I¥a3, JlydLLe KOTOporo He BbIBaeT, 1
npofosiKaellb BfageTb npodeccueit,
KoTopas npuHecna Tebe cna.y.
«CBeTCKas HU13Hb» — NOBECTb 0 BYX
ropopax, Tex MMaBHbIX, U3 KOTOPbIX
ONA BCEro Munpa n coctout AMepuKa:
Noc-Anmwenece u Holo-Mopke. Bpy-
KIMHCKUI WiuMasn bo66m JopdmMaH
(Orkeccn Ansenbepr — HangeT nu
AnneH B bnnKaiLLIVe rofpl NyYlliee
anbTep 3ro?) nNpuesiKaeT B N3 K
Zenosutomy aage Ouny (0TMYHaA posib
CrtvBa Kappenna, a Morma 6bl focTaTtbes

Bpiocy Yunnucy), YenoBery 3aHATOMY

1 pecreKTabenbHOMY, B Hagemde no-
CTPOUTbL FONIUBYACKYIO Kapbepy: AALA
— 3HaMEHUTbIN aKTepCKMM areHT. Ho
BMECTO TOr0, YTObbI OTbICKaTh Npodec-
CMOHanbHOe cYacTbe, pasbuBaeT cBoe
HeonbITHoe cepAaue. [aavHa cexpe-
Tapwa BoHHu (KpucTeH CTioapT Hvyno
KaK XOpOLLIa, 1 XBATUT y¥Ke NOMUHATb
«CyMepKm») — YMHUL,@-KpacaBmLa, Ho
3aHATa B3POC/IbIM EHATbIM My¥HUMHOMN,
KOTOPOro NPeanoyTET HeoMepMBLLEMYCA
HaWBHOMY tOHLLY. 3HaKOMas UCTOpUA.
BaHanbHoCTb, C KOTOpbIMM TaK JIo6UT
pabotatb AnneH.

370, BNpoYeM, TONbKO NepBast NMosIoBMHA
¢unbMa. Bynet v BTopas, Hblo-MOpKCKas.
KuHouHaycTpua cMeHuTCA Mado3HbI-
MU [xKa3-KybaMm MaHxaTTeHa, bynet
oTHpbITo Kade «Society» (oHo 1 gano
Ha3BaHue KapTuHe), 50661 Bo3MyaeT 1
CHoBa BCTPETUT BoHHW. JTerkuin apomar
Heo6A3aTeNbHOM UHTPUMKKI 1 cobas-
HUTENBHOM HOCTabI M, YCUITEHHOM
[I*Ka30BbIMM CHKOMNaMW, 6yaeT oTTeHeH
KpUMUHarbHO-GUIocodcKol MHKEN: Mo-
¥anyw, CaMbli1 HEOPAWMHAPHBIN NEPCOHAM
KapTWHbI — CTapLumiA 6paT Bob6u, npo-
cTofyLuHbIM raHrctep Be (Kopu Cronn),
KOTOPbIN 1 YCTPaMBAET CHACTLE MaBHOMY
repoto. AnnieH He CMor ycTosATb Nepeg,



"OJ/IOBOKPYHEHUE

CEKC, ELIA, KYJIbTYPA, CMEPTE
CTOATb MPAMO (RESTER VERTICAL) /

PEM. AJIEH TPON

neH [Mpoau nNporpeMen HeCKOJBKO NIET Ha3af,
B KaHHcKoM «Oco6oM B3rmisage» ¢ ApaMoit «He-
HaKoMeLl y 03epa». To Bbia UCTOpUS HenaHua

YyTb SN He B Ayxe «McTopum masa» batad, MpoHWYHBIV 1
OfiHOBPEMEHHO NPAMON B3ITIAA Ha CMeLLIeHne 3poTU3Ma
1 abcypa, HEBUHHOCTU U CMEPTESTBHOMO OMbITa, BOMM K
MoJIHOW cBO60AEe U HEBO3MOMHOCTY ee 06pecTy.
«Cror npAMOo» — annyecKoe passuTue Tembl. [epoi —
MOJI0[10 KMHeMaTorpauCT U HaBEPHAKa anbTep 3ro pe-
¥uccepa. OH HUKaK He MOMET HanmcaTb 3aKa3aHHbIA eMy
CLieHapui, He MeeT AieHer, oMa U CeMbM, He MPUCMoco-
61EH K HU3HW U CKUTAETCA MO OMKOM CENTbCKOM MecT-
HOCTW, 0HaAbl HAXOAA NPUIOT B CEMbe 300POBEHHOMO
HeoTecaHHoro depMepa 1 ero fovepu. C 3Toi NacTyLLKoM

UCKyLLIEHNEM BBEPHYTb CapKacTUYECKYIO
aTenCTUYECKYI0 MPUTHY — KaK bbl BTOpo-
CTeneHHYI0 M0 OTHOLLIEHWIO K POMaHTU-
YECKOW JIMHWW, HO, BO3MOXKHO, bonee
BaXKHYI0 /1A MOHMMAaHWA CyTU KapTUHBI.
A Boo6LLie aBHoe Yyao B TOM, KaK
Byaou AnneHy ynaeTca Bcerga octaBaTh-
€A cob0M, He YTOMAA NOKMOHHWKOB — a
WX YUCII0 C KawdbIM AeCATUNETUEM pac-
TeT, — U NOCTeneHHo BBOAA B popmyny
ycrnexa Bce HoBble 351eMeHThI. B «CeT-
CKOW ¥un3HW» 3T0 CTi0apT, chirpaBLuan
OJHY U3 JTy4LLNX CBOMX PONEN, U, KOHEY-
Ho, utanbAHeL, Buttopuo Cropapo, oguH
13 BeJIMYalLLIMX OnepaTopoB B MUpE,
M3BECTHbIN Mo paboTe ¢ Op3HCUCOM
®opaom Konnonow n bepHapao bep-
Tofly4ymn. Koraa Mbl CMOTPUM Ha v
KpucteH CTioapT npu cBeTe cBeun Yepes
06EKTMB €ro Kamepsl, KaxeTcs, byaTo
BM06/1EHHOCTb NPUXOOMT CaMa, HeMpo-
LLIEHHOIA, Ha NMpaBax B/lacTHOro Heo6o-
pUMoro HaBamaeHusA. Ho ctout oTBecTn
B3M1A4 — M 04apoBaHWe pa3BenBaeTcA
MOMeHTasbHO. CHATb rMy6oKuUi GUsbM
0 No6BU AnneH, BEPOATHO, He MOXKET
[larKe C NMOMOLLIbIO TaKOro BOJILLIEOHUKA-
ornepartopa. Mnu ye He xo4eT. A no-
BEPXHOCTHbIN GUSIEM O Marn MOMeH-
TanbHOro yBNeYeHWA — BNOJHe.

AnmoHn [onux

Yy HEro HEOMUAAHHO CITyYaeTcA Ilo6OBb, OHA [arKe POHKa-
€T eMy pe6eHKa, a MOTOM TaK e HEOHMAaHHO NOKUAAeT
060MX, yMaTbIBaA Kyda-To Nob e K LMBUIU3ALMN.
MnageHeL, ocTaeTcA HaefyHe CO CBOWMM OTLLOM — TOUHee,
«HOBOPOMOEHHbIM OTLIOM», KOTOPbIN B eLLe BosbLLeN cTe-
neHu 6e33aluuTeH nepeq HeBOOBPa3UMBIMU FpUMacamm
HU3HM, CMepTU U N06BY, KOTOPbIe Pa3pacTaloTcA Ha 3Kpa-
He B reOMETPUYECKON Nporpeccuu. B Kakoi-To MOMeHT
3TOT 6e3yMHbIN, 6€3yMHbIN MUP HAUMHAET banaHCMpoBaTL
Ha rpaHu dona, Ho [Mpoau, KaK u ero repoto, yoaeTcs
YCTOATH, He MOTEPAB OMOPA, ANCTaHLIMM 1, [TIaBHOE,
npenesisHON UCKPEHHOCTH, KOTopas, KaK HUYTO Apyroe,
rOparKaeT B ero YC/I0BHOM (puiibMe U MPUMUPAET C HUM.
Bo3MorKHO, OH eiBa N1 He eANHCTBEHHbIV CEroaHA
CIOPPEATIUCT B KNACCUYECKOM (PpaHLIy3CKOM) cMbIcTe
CnoBa, 6e3 [ypaKoB OKNMKaIOLLMI He TosbKo baras, Ho u,
cKareM, Anbdpena Happu ¢ ero natadpmsuKoii, Kotopas
NapoavmpyeT, BbIBOPaYMBAET HaM3HaHKy, NpeBpaLLaeT B
OMWIKM KOPYC KNaccUYeckux Maein Metadmsmkm — 1 Tem
CambIM [apyeT UM HOBYIO HW3Hb. TaK e U 3Aeck. YKac
nepez APYrvM 1 BNieYeH e K HeMy, MOJHOe HeroHWMaH e
cebA 1 cBoe Nprpoabl, 3abpoLLIEHHOCTb B ObITUE, OHO
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YK€ — HUYTO, TOTaslbHOEe 0OMHOYECTBO, HefaHWe BbIMTY 3a
C06CTBEHHbIE MPaHMLIbI UM UCHE3HYTb B VKO NpUpoae,
TOCKa M0 [JOMy, KOTOPOro 60sIbLLEe HET, U CTpaX CTaTb ero
3a/10MHMKOM — BCE 3TO OMUBAET U YAMBUTENbHLIM 06-
Pa30M LLIEBESIUTCA Ha SKpaHe 6n1aroaaps ToMy, YTo npeq-
CTaeT B COBEpPLLEHHO 3KCTPaBaraHTHOM, KaK bbl NpuaypHo-
BaTOM CBeTe, CBOMCTBEHHOM 6anaraHy Unm rmHLosIo.
«CT0ATbL NPAMO» — GKNbM HeonmcyeMbli. Ho oTHIOAb He
B MPWKIaAHOM CMbIC/e CN0Ba, 03HaYaBLUEM Obl, YTO OH
YBUIMBAET OT ONpeaeNneHnii 1 He NofaaeTcA onncaHuio,
a B M03TUYECKOM WM [are NO3TUYECKN-POMaHTUYECKOM.
HeonucyeMbiit — B cMbICne OWBHBIN, YOMBAAOLLINMA,
YyOHbIN, YyOakoBaTbIn. inu — COBUHYTBIN, CMELLIAIoLLIWIA
MUP 1 NaHAWadT, NpuyeM BHELUHWIA 1 BHYTPEHHUIA, C
NPVBbLIYHOM OCK KOOPAMHAT. TouHee — 06HaPYHUBAIOLLIINA
€€ NoABUHKHOCTb, MOCTOAHHYIO CKNOHHOCTb K LLIATaHMIO
W LUTOPMY, KOTOpbIE BbI3bIBAIOT TOLLHOTY U YKa4MBatOT
BMS0Tb 40 MOJSIHOM NOTEPY OPUEHTUPOB. YCTOATL B TaKMX
«MOTOAHbIX» YCIOBUAX M CTb CMbICS, @ TaKHE BbI30B
¥M3HU, KOTOpbIN [MPOAY NPUHUMAET OTKPLITO U farKe C
No60BbI0.

EazeHuli lycamuHcKuli




THE MONK
AND THE DEMON

PETITION
DIR. NIKOLAY DOSTAL

It's hard to deny the Faustian origin in Nikolay
Dostal’ and Yury Arabov's story; yet the director ve-
hemently resented any mention of Faust at the fes-
tival press-conference - perhaps because it would
interfere with his concept, as Faust brings in certain
nuances to the motive of a man fighting the Devil.
The main weapons here are knowledge, intelligence
and ambitions. The Faustian tradition ultimately
boils down to the Biblical truth “in much wisdom

is much grief, and he who increases knowledge
increases sorrow”. But the story of monk Ivan’s fight
against the Lord of Darkness, who possesses him,
is a different case. Ivan is almost a God's fool, like
many other Dostal’s characters: Pete in post-war
havoc “on the Way to Heaven”, or Kolya, the local
fool who's trying to re-define dull province-town
reality in “Cloud-Paradise”.

Ivan stumbles in a monastery hidden in the heart of
the woods - to embarrass the monks with wonders,
drive the hegumen into a frenzy and in the long
term undermine the faith, so that Legion (this is the
name of the demon he's possessed by) could start
his ascent from here. For a long time, nothing in the
movie reveals the time setting: by the look of these
people and the location one can say it's the 11th as
well as the 21st century. Very few characters are
called by their names. As the story unfolds, it turns
out the nameless monks are Pushkin and Gogol's
contemporaries. Moreover, Pushkin’s poem “Boris
GodunoV” starts featuring in the story, and young
Nicholas | and his censor von Benckerdorff appear
at the monastery'’s threshold. This plot line would
have remained secondary had it not been for curious
political context. Impressed by the miracles, the Em-
peror suddenly announces his confidant is a secret
co-owner of a dubious company that sells “double
steam boats”. This could easily be replaced by any
phantom firm through which modern Russian of-
ficials saw the budget in our time. Monks's whispers
about the most profitable way to sell wood to the
West dot all the I's.

On the whole, “The Monk and the Demon” intricately
combines a deep philosophical message with a
rather simple fairytale conflict, as the enemy of the
mankind is defeated not by difficult psychological or
intellectual methods but simply after being pushed
in the Church of the Holy Sepulchre. At some

point the demon leaves lvan’s body, and the battle
becomes wholly physical. Before that, Ivan/ Legion's
antagonist was the hegumen, which made the col-
lision somewhat more thrilling and reminiscent of
“Doubt” with Meryl Streep, where all sorts of suspi-
cions thrived under the roof of a seemingly orderly
monastery. The hegumen can feel he's losing power,

and the realization that the Devil will take over op-
presses him. This accurately depicted psychological
collision can be extrapolated to many episodes in
Russian history. Dostal and Arabov’s movie offers so
much more to be discovered - but the devil himself
appears on the screen and once again turns the
film into something between a hagiography and a
fairytale.

Igor Savelyev

- How did you come up with this story?
Nikolay Dostal: It was based on two hagiographies |
retold to Yury Arabov. The first one was hagiography
of Ivan Shaposhnikov, a monk who lived in Odintsova
Monastery in the early 19th century. He was crippled,
lame, very weird, but very pious. The second
hagiography is of lvan Novgorodsky, and dates back
to 11th-12th century. Once, when he was still a monk
he caught a demon in the hand basin. The demon
begged: “Let me go!” - “ will if you deliver me to
the tomb of Jesus”. The demon took him there and
back in one day — and then started playing mean
tricks on him, planting some discrediting stuff in his
cell. When his brethren saw it, they tied him up to a
raft and let it flow down the Volkhov river, so that he
drifted as far away from them as possible. But the
raft went upstream! They fell on their knees: they saw
a miracle. So they took him back to the monastery,
and with time he became an archimandrite, a
senior priest, almost a saint. So these were the two
biographies | told to Yury. And he started working of
them, although before he had offered me a finished
script. “Why write anything else if | have ‘Orlean?
Here, read it". | said, “I've read the novel, can't say
| liked it". So we agreed upon “The Monk and the
Demon’.
- The characters seem to come straight from
Russian fairy-tales.
- When people tried to define the genre of this movie,
the attempts ended in heated discussions. What is it?
A fantastic comedy, a fairytale? | don't know what we
eventually got. It's not for me to talk about genres. |
like mixing them. A perfect genre, | believe, is tragic
comedy, but it requires top skills. | don't think this
film can be called a tragic comedy.
- Did you have a feeling that you'd stirred some
supernatural forces? Did they guide you or affect
the shooting process in any way?
- | think basically they had prevented me for four
years from actually shooting it! They came up with
various obstacles, but eventually | won. Well, at least
| was able to finish the film. | have no idea what will
happen to it next. But thank God it's screened at the
MIFF now, and it'll run in cinemas and live a life of its
own.

Interview by Asia Kolodizhner

and Peter Shepotinnik

TWENTY TWO

DOCUMENTARY COMPETITION
DIR. GUO KE

“Comfort women” was the nickname for women
from the brothels that Japanese military set up on
occupied territories during World War Two. They
were mostly brought in from China and South
Korea. The Japanese commanders hoped this will
help reduce both the level of sexually transmitted
infections and curb rape over local residents. For a
long time Japan insisted sexual services during the
war were provided on a voluntary basis. However, in
2015 Japan gave in to the pressure of the world (and
above all, the USA) and admitted massive violations
of the comfort women’s rights and freedoms.
Director Ke Guo's goal was to find and film all the

surviving Chinese women that had been turned into
sexual slaves. When the film was in pre-production,
there were 22 of them. By the end of the shooting
only 15 remained.

The characters are well in their forties, for some of
them, it's physically hard to talk. But the director’s
goal is not to get all the possible juicy details about
their life in “comforting homes”. They come up as
occasional passing comments; it's the silence that is
always in the foreground. As a result, most frames
are of silent landscapes and portraits. The camera
moves from behind the corner or the wall again and
again, gets entangled in the net of cables above the
houses or lost in the wrinkles of an old woman'’s
face. However, it always keeps at a respectful
distance from the character. The director isn't trying
to poke at a sore spot; he asks next to no ques-

tions, perfectly happy with the role of a bystander.
His attitude might be seen as overly-polite or even
shy. But his aim as a documentary director is not
overwhelming the audience with shocking facts
but rather doing justice to his characters, thrust-
ing them in the spotlight. Preserving these faces in
history, paying the last tribute to the women - after
returning to them what the war had once stolen:
their dignity, purity and innocence.

Nikita Kartsev

MH17:

A NATION’S GRIEF /
MH17:

HET VERDRIET

VAN NEDERLAND

HOLLAND PLUS
DIR. MICHIEL VAN ERP

The tragedy of the flight MH17 will be remembered
differently in different countries. In some places the
memory of it will be tied to the emotional reports by
Euronews. Others will remember it by a clingy fear of
inevitable punishment. The residents of the Ukrainian
village Grabovo, for one, will never be able to forget
the Malaysian Boing because of dead bodies’ parts,
suitcases, pieces of crumpled metal, and children'’s
toys falling from the sky — that's just not something
you can forget. And the Netherlands won't ever forget
the seemingly endless array of catafalques, carrying
the bodies’ remains — month by month, over and over
again. It took a long time for the deceased to come
back home - too long.

The footage of the arriving bodies’ parts is interlaced
with the footage of the funeral service and the
interviews with the people who lost their loved

ones. Everyone has their own way of going through
the tragic experience, and every person needs to



find their own tone to express the grief and find the
way out of it. Some of them find salvation in their
memories. Some - in the form of dark humour.
Others actually start feeling better after the massive
mourning and funeral procedures. But all those
endless planes, landing in Eindhoven airport, all
those dead people, coming back home in literal
parts — their fingers, teeth and bones - this still feels
like an open wound for the relatives and friends,
a wound that gets split open again and again the
moment the pain seems to reduce a little bit.
There are also two astonishing characters in the
film, two grown-up sisters, for whom the loss of
their whole family — their mother, father and brother
—didn't appear tragic at all. The director, Michel van
Erp seems unable to understand this “mournful
unconcern’, and so he keeps badgering these
women, asking them again and again about their
feelings.
These peculiar sisters don't fit in the concept of a
tragic “requiem”, which is exactly the reason why
van Erp is so fascinated with them — so much that he
makes them the emotional center of his film. Thus,
for some reason, their unorthodox story of weird
indifference or, possibly, deliriousness, comes off as
the most heartfelt one. It seems as if the nation is
grieving for them as well.
Moreover, it is their story that turns the mass for
the dead into a film. The dead come back home if
someone’s waiting for them. The two sisters’ father
is one of the two people, whose remains are still
unclaimed.

Andrey Shchigolev

STAYING VERTICAL /

RESTER VERTICAL

EX, FOOD, CULTURE, DEATH
DIR. ALAIN GUIRAUDIE

Alain Guiraudie shook the Cannes’ program “Un
Certain Regard" several years ago with his drama
“Stranger by the Lake". This tale of passion and
desire was very close to Georges Bataille's “Story
of the Eye”, an ironic and at the same time direct
perspective on the mixture of eroticism, absurd,
innocence and death, yearning for freedom and the
inability to reach it.

“Staying Vertical” is an epic development of

the same topic. The main character is a young
filmmaker and probably the director’s alter ego.

He has troubles finishing a script that's been
commissioned to him, he has neither money nor a
house, is unfit for life and roams around countryside
- until one day a big simple-minded farmer and his
daughter give him shelter. He starts an affair with
the girl, and they even have a child - and then one
day she suddenly walks out on them, leaving for

somewhere closer to the civilized world.

The baby remains with his “new father”, who is even
more vulnerable to the hardships and twists of life
and love that grow exponentially on the screen. At
some point this sick and sad world starts balancing
on the edge, but Guiraudie and his protagonist are
able to remain on their feet without losing their
sense of humour or utter, shocking sincerity.
Guiraudie might be the only surrealist of today in
the true meaning of this word; he is on a par with
not only Georges Bataille but even Alfred Jarry with
his “pataphysics”, a trope that parodies and turns
inside out the traditional ideas of metaphysics, thus
breathing a new life into them. This is also the case
here. The characters are fearful of the others yet
attracted to them; fail to understand themselves and
their nature; feel lost and lonely and wish to push
the limits they've set for themselves — or dissolve

in wild nature. They miss home which doesn't exist
anymore and at the same time don’'t want to become
its hostage. And their feelings look very natural and
moving on the screen - because they are presented
in an extravagant, a bit goofy way appropriate for
circus or Guignol.

“Staying Vertical” is indescribable, but not in the
traditional sense of the word; it doesn’t mean the
film is hard to define, rather that it's charming and
charmed, curious and odd, and makes you re-
evaluate both your outer and inner world. It also
highlights how fluid and susceptible to storms they
are - storms that cause nausea and toss and turn
you until you completely lose your bearings. Staying
vertical in this dangerous weather is life's meaning
and greatest challenge - which Giraudie accepts
eagerly and with love.

Evgeny Gusyatinskiy

CAFE SOCIETY

ING FILM
DIR. WOODY ALLEN

When you are 80, you are the creator of more than
fity films, and you name also happens to be Woody
Allen, you can pretty much allow you yourself to do
anything you want. Both in your films, and outside
of them - thus, Cannes premiere of “Café Society”
was slightly tainted by a scandal with allegations
against the famous director. He can make a mas-
terpiece like “Blue Jasmine” any time he pleases. At
the same time he can always allow himself to do a
charming little thing with not much substance in it.
“Café Society” is precisely the case of the latter; it's a
cute trifling feature, which leaves you feeling happy
for the author and wishing yourself similarly blissful
senior years — when you recall the youth you never
had, lived to jazz melodies that never existed, and
can still do the job that made you world-famous.

MIFF dAILLY manege in «octyabry

“Café Society” is “a tale of two cities”, those two great
cities which represent whole America in the eyes of
the world - Los Angeles and New York. Brooklyn
schlimazel Bobby Dorfman (played by Allen’s newest
alter ego Jesse Eisenberg), comes to LA to visit his
uncle Phil (masterfully played by Steve Carell, who
replaced Bruce Willis in this role after the shoot-

ing had already began). The uncle is a busy and
famous agent, and Bobby is hoping he can help him
to launch his Hollywood career. Instead, he gets his
heart broken by his uncle’s assistant Vonnie (Kristen
Stewart is great in this role, disproving her notorious
reputation after the “Twilight” series”), an attractive
and smart young woman, who, however, is already in
a relationship with an older married man, whom she
chooses over young and naive Bobby. Surely, that's
the story we've seen before — one of those common
places, which Allen likes to deal with so much. é
This is, however, only the first half of the film, while
the second half takes part in New York. Hollywood
gets replaced by Manhattan jazz clubs, a café named
“Society” is opened (granting Allen’s film its title too),
Bobby matures and once again encounters Vonnie.
Light undertones of romance and a pleasant hint of
nostalgia, emphasized by a variety of jazz melodies,
get intercrossed with a criminal (and at the same
time, philosophical) storyline, which concerns Bob-
by's older brother Ben (Corey Stoll) — a simple guy,
gangster and probably the most unique character in
the film, who ends up helping Bobby to get his happy
ending at last. Allen couldn't resist the temptation to
insert a sarcastic atheistic parable here — seemingly
secondary in the context of the romance storyline,
but possibly more important for understanding the
essence of the film.

The most curious thing though, is that Woody Allen
manages to stay true to himself, without boring

this fans with his consistency (on the contrary, his
fan base is expanding every decade), and gradually
introducing new elements to his golden formula. In
“Café Society” such an “element” comes in the form
of Kristen Stewart in one of the best roles in her
career, as well as in from of Vittorio Storaro — one

of the greatest cameramen in the world, who had
previously worked with Francis Ford Coppola and
Bernardo Bertolucci. While watching Kristen's face
lit by candlelight and seen through the lenses of
Storaro’s camera, you can't help but almost start fall-
ing in love yourself. But once the camera turns away
— the enchantment is gone with the wind. Probably
Allen isn't capable of making a profound film about
love even with the help of such an amazing director
of photography - or, even more so, isn't willing to do
s0. But making a frivolous movie about the magic

of instant attraction — that's definitely a part of the
golden formula.

Anton Dolin
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29 UIOHA / JUNE, 29 19:30 MAPK / LE PARC OKTABPb, 5
’
19:45 CYM MICO [I1 XAHbI / HANACHAN NO MISOSHIRU OKTABPb, 6
2015 HEBHVIK MALIHUCTA / DNEVNIK MASINOVODE OKTABPb 11
11:15 BETEMOT / BEI XI MO SHOU OKTABPb, 2
2045 YBOMHBI OFOHEK / MI GRAN NOCHE OKTABPb, 8
1315 NIMMB/DANS LES LIMBES OKTABPb, 2
2115 KYIA Bbl ELLLE BTOPMHYTHCA / WHERE TO INVADE NEXT OKTABPb, 2
1330 TUBETCKAA MECHb MIOBBU/ KANG DING QING GE OKTABPb, 6
2130 TUKKYH / TIKKUN LK, 1
14:30 KOPOJEBA / THE QUEEN OKTABPb, 4
2130 TUKKYH / TIKKUN MOCKBA, 9
14:30 MYXAMMAL] - [IOC/IAHHUK BCEBBILUIHETO / MUHAMMAD: THE MESSENGER OF GOD OKTABPb, 8
. TAHTO / MVOHEP
14:45 XOPOLLIAS Y{EHA / DOBRA ZENA OKTABPb, 5 21:45 TANGO (COKOMBHVI, 1
15:00 BAM W HE CHWIOCb... / VAM | NE SNILOS... 1 KAMUTAH OAHTACTUK / MOHEP (MAPK
2145 CAPTAIN FANTASTIC FOPLKONO), 1
15:30 MOZ CHETOM / UNTER SCHNEE OKTABPb, 11
-~ 21:45 £, [10H }KYAH / 10, DON GIOVANNI OKTABPb, 9
15:30 MEPVIKIIE YEPHBI / PERICLE IL NERO OKTABPb, 2
21:45 HALUA HATALLIA / NASHA NATASHA OKTABPb, 7
1600 TEHb LWAMMCCO / CHAMISSOS SCHATTEN OKTABPb, 6
22:00 CbEPAHEBAZA / SIERANEVADA OKTABPb, 5
16:15 MAIAHETA BYPb / PLANETA BUR OKTABPb, 9
5 22:00 HEM3BECTHAR / LA FILLE INCONNUE OKTABPb, 1
16:15 COBJIA3H / CORKI DANCINGU OKTABPb, 7
2200 JIIOEOBb U IPYHKBA / LOVE & FRIENDSHIP OKTABPb, 4
1630 3ABTPA/DEMAIN LUK, 1
22:30 MPOPOYECTBO / NHA TIEN TRI OKTABPb, 11
16:30 MENEHA / HAMOG OKTABPb, 1
— - 22:45 ©ALY/FADO OKTHABPb, 6
16:45 BOMbLUMHCTBO OBMTAIOLLAX 3[ECH [IVLLI/ AZ ITT ELG LELKEK NAGY RESZE OKTABP, 10
2330 3ATAP/SUNTAN OKTABPb, 8
17:00 MPEOBPAMEHME / PREOBRAZHENIE OKTABPb, 4
- 2359 TEOMIOTO B OFHOV NOMIKE / THEO ET HUGO DANS LE MEME BATEAU OKTABPb, 2
17:00 MAMSTb 3ABBEHIAA / QUASE MEMORIA OKTABPb, 5
17:30 YEMVILIA MPOMKMBAET B [IOME 21 / L'ASSASSIN HABITE AU 21 MOCKBA, 9
1800 WMCXOM B LAHXAW / EXODUS TO SHANGHAI OKTABPb, 11 30 UIOHA / JUNE, 30
18:15 BMHEP / WEINER OKTABPb, 2
1830 O4MHEPHBIE/ OCI CIORNIE OKTABPL, 9 00:30  CTOATH MPAMO/ RESTER VERTICAL OKTABPb, 7
18:45 CMBMPCKVE 3APVICOBKM / SKETCHES OF SIBERIA OKTABPb, 8 1500 MATHYC/MAGNUS WK, 1
19:00 MH17: HALIMS CKOPBIT / MH17: HET VERDRIET VAN NEDERLAND OKTABPb, 7 1700 BUHEP/WEINER WK 1
, PKAHHA [MTEMAH, HABEPEKHAA KOMMEPLM 23, PIOCCESTb 1080 / OKTABP, 10 ~
1900 JEANNE DIELMAN, 23, QUAI DU COMMERCE, 1080 BRUXELLES 19:00  Bbl VARETE, A OCTAHYCb!/ VI IDITE, JANECU! LK, 1
19:00 MOHAX 1 BEC / MONAKH | BES OKTABPb, 1 2130 BECKOHEYHAA N033MA / POESIA SIN FIN LK, 1
19:00 OXOTHIKY 3A PUBMIEHWAMM 2/ GHOSTBUSTERS I LUK, 1
I - TPETBAKOBCKAA FATEPEA
19:30 BBICOKMI B/IOHH B YEPHOM BOTVHKE / LE GRAND BLOND AVEC UNE CHAUSSURE NOIRE MOCKBA, 9 LLAK ~ LEHTP JOKYMEHTANBHOMO KMHO
CUMNATUIA* / AUDIE
OHEBHUK MALLUMHUCTA, Cepbusa, Xopeatua TRAIN DRIVER'S DIARY, Serbia, Croatia
[004b, NpaH THE DAUGHTER, Iran
LIEHTP MOE0 MPA, Aectpus, MepmaHuns CENTER OF MY WORLD, Austria, Germany :
3KCUEHTPUKWU, Nonblua ON THE SUNNY SIDE OF THE STREET, Poland 4,35
MAPU U HEYOAYHUKW, OpaHuma MARIE AND THE MISFITS, France 4,19
MOKWLNE BALUMAKW, Bonrapus THE SINGING SHOES, Bulgaria 4,19
KO3HW, OpaHums, Utanua THE PLOY, France, Italy 4,13
XYOLWAA N3 HEHLLWH, t0kHas Kopes WORST WOMAN, South Korea 3,95
37, CLLA 37, USA 3,88
rOS10C BELLIEA, KocTta-Puka THE SOUND OF THINGS, Costa Rica 3,67
MNAMATL 3ABEBEHUA, Bpasunusa OBLIVIOUS MEMORY, Brazil 3,41

* Ha MOMeHT nognucanus HOMepa B ne4vaTb UTO'U 3pUTENTIbCKOIro roJ1oCoBaHUA Nno d)VIHbMaM «[eneHa» n «MoHax 1 6ec» He 6binn noaeeneHbl

* At the time of this issue going into the print, the results of the audience vote for films «Haze» and «The Monk and the Demon» have not yet been announced

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / W/TbA KOMbINOB / HUKWUTA KAPLIEB / AHOPEW LLMIONEB / MAXAWUI KYKMH / METP LWENOTUHHVK

NEPEBOLbI: KMPA TY/TYNOBA / MAPUA TEPAKOMAH ®OTO: ANTEKCEW IOLLIEHKOB BEPCTKA: MAPVA PEBAKMHA MAKET FA3ETbI: AMUTPUA METENKWH / ONbIA NEHAHAA



38 MOCKOBCKWIA MEXYHAPOLIHbIN KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
38 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION

CMOHCOPbBI 38 MMK® / 38 MIFF SPONSORS
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