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VIP/ KatpuH [leHes
NNBA

apbepa KatpuH [leHes

YHWKanbHa BO MHOTMX OTHO-

WEHWAX, HO YeM Aanblue, Tem
6osblLe NOPAXKAET ee ANIUTENbHOCTb.
BrnepBble OHa NosABMNach Ha aKkpaHe
6onee nonyseka Hasaf, a B OfHOW 13
nocneaHux CBOMX KapTuH — «OT-
uafAHHOM fomoxo3arke» OpaHcya
O30Ha — UrpaeT KpacasuLly 6e3 Bo3-
pacTa, KOTOpaA NPOLOIIKAET KPYTUTb
POMaHb! 1, YTO CaMoe YAMBUTENbHOE,
yCrnelwHo febioTUpyeT Ha NonnTYe-
CKOW CLeHe.

BeccTpawve v NoboBb K PUCKO-
BaHHOBbBIM SKCNEPUMEHTAM — ObITb
MOXET, Camasn rnaBHasa yepTa Nny-
HocTu [leHeB. OHa Cbirpana cBou
nepBble 3HameHuTble ponn B «LLlep-
BYPCKIMX 30HTVKax», «OTBpaLLEHNIY,
«[IHEeBHOW Kpacasumue», < [puctaHes.
HasHaueHHaa Nprpoaor Ha aMmniya
XpyMKow fobpoaeTenn, ObICTPo 1
peLnTenbHO CIoMana poMaHT1ye-
CKU UMUK HEXHOW ONOHANHKN,
npeanoYTa BOMIOWATLCA B CNENbIX,
HeMbIX, 6e3HOTMX Kanek, HO Npexae
BCEro — B TallHbIX HEBPOTUYEK U
aHrenbCKoW BHELHOCTW yoniil, OHa
OTKPbI/1a CaA0Ma30XUCTCKYIO N3HAHKY
CKPOMHOTO 0basHus 6ypxya3un. OHa
CO3/ana HOBbIW, OCOBPEMEHEHHbI
Tn femme fatale — pokoBoW xeHun-
Hbl 3MOXM CEKCYanbHOM peBonoUMN 1
demmnHmama. Ei nosoannocs Urpatb m
feTekT1Ba B t0OKe, BNaaetoLlero npw-
emamu kapaTa (dvnbm «Tlocnywai-
Ka»), N KPOBOMXALHYI0 BaMNVPLLY B
«fonope». A B pacugeTe kapbepsbl [e-
HeB npefcTana B unbmax «locnea-
Hee MeTpo» 1 «HOOKMTa» B 0bpase
6naropoHON rpaHa-Aambl, yMeto-
LW CKpbIBaTb BypHbIe UyBCTBa 3a
XONTOJHOW 3MeraHTHOCTbI0. HakoHel,
B TOM BO3pacTe, KOrAa 38e3/bl racHyT
WK NEPEXOAAT Ha PEAKME SMU30[bl-

«Kameo», KatpuH [leHes npofgonxaet
NrpaThb reponHb — TPArmyeckmx, pa-
MATUYECKNX MW KOMeAMIHBIX. OHa
NO-MPEeXHeMy BbICTyrnaeT B GuibMax
PEXMCCEPOB, AeNAIOLLMX MOTrOAY U
NAOyWWX B aBaHrapae MUPOBOIO KMHO
— Tpuepa, O30Ha, denneleHa.

KaTpuH [leHes bbina cBsizaHa co
MHOTVMU BbIAIOLLMMUMCA MyKUMHAMM
— Poxe Bagrmom, Mapuenno Ma-
CTpoAHHYM, OpaHcya Tproddo, Jyrncom
ByHioanem, Kakom emu, Cepxem [eH-
cbypom, ViBom CeH-JlopaHom. Beex mix
yXe HeT B xuBbIx. Ee netn Kpnctrax
Bagnm 1 Keapa MacTposaHHm ctanm 13-
BECTHbIMK akTepamn. COBCEM HELaBHO
KaTpwH 1 KbApa cbirpanv MaTb 1 A04Yb
B dunbme «BosnobneHHblie» Kpuctoda
OHope: B Hem NpeaMeToM HOCTaNbrmm
CTaHOBATCA BPEMEHa, HEKOTOPbIe
YUYACTHUKM U CBUAETENM KOTOPbIX eLLle
XKMBbI. [lencTBmne KapTuHbl 3aBA3bI-
BaeTcA B 1964 roay, Korga B KaHHe
nobennnu «lLlepbypckie 30HTVKI»
1 B30WNa 3Be3aa KatpwH [eHes.
BmecTo npoaaBLUmMLUbl 30HTUKOB 113
Wepbypa — npopasLuma 0bysn 13
Peimca (ee nrpaet Jlioansmn CaHbe
— Kak Obl [leHeB B OHOCTW). YKpaB 13
MarasvHa napy Tydesb, NerkomblCiieH-
HadA AeBuLa CTynaeT Ha CKOMb3KNI
nyTb, HO Aaxe C penyTaumen Wnoxm
el ynaetcs BnobuTs B cebs NapHs
13 YexocnoBaknm, POAWTL OT HEro
[0Yb W BEINTY 3aMy> 33 PpaHLly3a-
*aHgapma. KynbmyHaumio n dvHan
b1NbMa, HANONHEHHOTO My3blKanbHbI-
MU apramMu, NepebpachiBaloLlero Hac
113 OQHOrO AECATUNETVA B APYrOe, 13
Penmca B Mpary, JloHgoH 1 MoHpeans,
C HaCTOALYMM UyBCTBOM [JOUIPbIBAIOT
KatpuH enes 1 Munow ®opmaH —
[BE XMBble KNHemaTorpaduyeckme
nerexfpl.

AHopeti lnaxos

CATHERINE DENEUVE

VIP

atherine Deneuve’s career is unique in many

ways, but what really amazes is its span. She first

appeared on-screen more than half a century
ago and in one of her latest movies - Francois Ozon’s
«Potiche» - she plays an ageless beauty, who is still
pitching the woo, and — most incredibly — makes a
successful start in politics.

Fearlessness and love for risky ventures are prob-
ably the main peculiarities of Deneuve’s character. She
played her first parts in «The Umbrellas of Cherbourgy,
«Repulsiony, «Beauty of the Day», «Tristana». Nature
destined her to be a frail do-gooder, but she promptly
shattered the image of the tender-hearted blonde,
preferring to impersonate blind, dumb, limbless crip-
ples, but first of all secret neurotics and angelic-look-
ing murderers. She uncovered the sado-maso seamy
side of the Discreet Charm of the Bourgeoisie. She
elaborated a new modern type of femme fatale of the

time of sexual revolution and feminism. On occasion
she played a female detective, familiar with karate
(«See Here My Love») and a blood-thirsty vampire in
«The Hunger». At the height of her career Deneuve
appeared in «The Last Metro» and «Indo-China» as

a noble grand-dame who knows how to conceal
tempestuous feelings behind a cold elegance. At the
age when stars dim out or switch over to cameos,
Catherine Deneuve went on playing tragic, dramatic
or comic characters. She still appears in the movies by
directors who define the look of modern cinema like
Trier, Ozon, Desplechine.

Catherine Deneuve was linked to many outstanding
men - Roger Vadim, Marcello Mastroianni, Frangois
Truffaut, Luis Bufiuel, Serge Gainsbourg, Yves Saint Lau-
rent. They are no longer with us. Her children Christian
Vadim and Chiara Mastroianni became well-known
performers. Recently Catherine and Chiara played

mother and daughter in «Beloved» by Christophe
Honore, where he nostalgically reconstructs the events,
some of the participants and witnesses of which are
still alive. The film begins in 1964, when «The Umbrel-
las of Cherbourg» won the main prize in Cannes and
Catherine Deneuve's star ascended on the horizon.
Instead of the umbrella seller from Cherbourg there is
a boot seller from Reims (played by Ludivine Sagnier,
who plays young Deneuve). Having stolen a pair of
shoes from the shop the carefree girl steps on the slip-
pery road, but even as a call-girl she manages to woo a
Czech guy, give birth to his daughter and get married
to a French policeman. The climax and finale of the film,
filled with music arias, switching from one epoch to
another, from Reims to London and Montreal, is played
out with real feeling by Catherine Deneuve and Milos
Forman, two living film legends.

Andrei Plakhov



BCE NMECHU
TOJIbKO O J1IObBU

O EIYEINGIE BosniobnerHble (Les bien-aimés)/

Pex. Kpnctod OHope

aTpviH [leHeB yxe Crny4yanoch
KmrpaTb B COBPEMEHHOM

bunbme C anemeHTaMn
Mio3nkna 50-x — B «TaHUytoWen B
TEMHOTe», HO B HEM OHa OTXOAMNa
B TeHb, YCTyMNas rnasHble napTun
bbopk. Bnpoyem — cosHaTenbHO
OTXOAWT B TeHb OHa U BO «Bo3-
NobAEeHHbIX», MO3BONAA Kamepe
noboBaTbCA KPACOTOM APYron
TaNaHTAMBOM akTpUChl, KbApebl
MacTtpoartu. Jouepwn. [1a 1 cBOO
POSb — NNerkombicneHHon MaaneH
— OHa JenuT C ApYron akTpmucowm,
KaXKeTCA, HUUYTb He XKanes, uTo
duUNbM He NpeBpaLLaeTca B ee
6eHedunc. 3ab6aBHO, Kora B 0HOM
13 My3blKasibHbIX CLIEH YeTblipe
BO3pacTa, YeTbipe 6IOHANHKM
BCTPeYaloTCA Ha MOCTY, UToObI
nponeTb ApYr ApYyry O Camom
rmaBHoOM. Ho cepbesHbin pas-
roBOp C «ansTep aro» MaaneH
npvbeperaeT AnA GUHaNbLHON
CLieHbI, Koraa, Ha3BaB cebs uy»KoM
Ha 3TOM MPa3AHVIKeE KMU3HW U
NPUNOMHMB BCEX YLLIEAWWX, OHa
nerko, He 060pPaUNBaACh, yXOAUT
Npoub OT CBOei 6e33ab0THOM
IOHOCTM.

Matb 1 foub. MagneH v Bepa.
Ha nepsbit B3rNAA KaxkeTca, 4To
OHU MOXOXM. [MaBHbIM 06Pa30oM,
COKPYLUNTENBbHOW NErkoCTbio
6bITWA, C KaKoW OHM WaratoT oT
OAHOTO MYXXUMHbI — K APYTOMY,
yepes xenesHbl 3aHaBec 1
obpaTHo, No ropofam, cTpa-

HaM 1 KOHTUHEHTaM. My>KUnHbI
Kaneyarcs, TOMatoTCA, HaBcer-
[a NpUBA3bIBaIOT cebA K 3TUM
0Y4apOBaTENbHbBIM, HO KECTOKUM
HeOOXKMTENBbHMLIAM, — KaK OT-

YasaBLIMICA KnemeHT, oHola C

HY oueHb GpPaHLly3CKOW BHELIHO-
cTbto (Jlyn lappens), caenaswmm
cebe TaTyMpPOBKY Ha Wiee B 3HaK
BEYHOWN BEPHOCTU — 1 TYT e 6po-
LeHHbIN. MeHatoTca gecatuneTns,
JeKopaLmm, «kapTUHKa» 3a OKHOM
1 Ha TeNeBM3NOHHOM 3KpaHe. B
dbunbm Kpnctoda OHope paxe
KakMM-TO 06pa3oM 3aexanu 13
BOCTOYHOEBPOMENCKOTO KMHO
COBETCKME TaHKM, yTioxKalune Ye-
XOC/IOBaKMio, — NpaBaa, MaaneH,
CBUAETENbHML@ 3TOr0 HOYHOrO
BTOPXKEHWS, 3abbIBaET NMPO HYKX

B ClleflyloLlyio MUHYTY, OOHapy-
XWB, UTO My ee 0OMaHy... Bepa
pasrynusaet no Hoto-Mopky 11
ceHTAbpA 2001 roaa, HO Mbl 3ps
BCMaTpMBaAEMCA B CUY3Tbl Hebo-
CKpebOoB 3a ee CMVHOW, NbITaACh
0BHaPYKWTb YEePHBIA AbIM He
TOMBKO B BbIMyCKax HOBOCTEW,
KOTOpble NeprofnyecKkm CMOTPAT
repou. M 3ps BCMaTp1Baemca B ee
JIMLO, NbITAaACb O6HAPYKNUTb Cie-
Abl NaHUKKU NN PacTepPAHHOCTH
OT npoucxogaulero. Y Bepol cBoe
«11 ceHTAbPA», COOCTBEHHOE
KpyLuieHue.

CX0ofCTBO MaTepU 1 aovuepu
HeyamnsuTenbHo. MaaneH nerko
nopxana no »M3HW: YKpacTb
Tydnu? — noxanyictal Moasapa-
60TaTb NPOCTUTYUMEN? — CKOMBKO
yrofiHo! BbICKOUMTb 3aMyX B
YCCP? - nerko! Yero »xe »paatb oT
Bepbl, kKoTOpasa yxxe 1 BO B3pOC-
NOM BO3pacTe TO M [1eN0 3acTaeT
MaTb B MOCTeNN — XoTs Obl C ee,
Bepbl, 0TLOM (B Uem He 6bino bbl
HMYEro KPUMUHANbHOTO, eCin Obl
poamnTenu He CO34anu yxke HoOBble

cembn). ITOT xe oTel, (Munouw
DOpPMaH) NPON3IHOCUT OHAX-
[bl, B OTBET Ha COMHeHMA Bepbl:
«Tbl — 6e3paccynHan?! He-eT! 310
TBOA MaTb H6e3paccynHas. A Tbl..»
34ecChb Ha pyCcCKuin nepeseeHo
Kak «xpabpas», HO BO dpaHLly3-
CKOM OpUrMHane ABHO CAbILLNTCA
KOpeHb «kypax». OTel Kak B
BOAY rNAAEN: 3TY Pa3HULY MeXay
MaTepblo 1 JOYePbIo, MOHavYany
HeyNOoBMMYIO, CO BPEMEHEM Ha-
YMHaAET OCO3HaBaTb 1 3pUTENb.

Bce ntoan caenaHbl 13 pasHoro
TecTa. [InAa HeKOTOPbIX NerkocTb
6bITUA 1 BNPAMb OKa3biBaeTCA
HeBbIHOCMMON. MaaneH ysepeH-
HO MpoLWAa MO TOHKMM KaHaTam
No6BW HaJl NPONACTbiO, HA Pa3y He
ocTynueWwuCh. Bepa, KaxeTca, Ha
3TO He CNocobHa. B Kakon-T1o Mo-
MEHT BCe ee AeCTBUA HaunHatoT
HaNOMMHaTb ABWKEHNA MOTbINbKA,
pByLeroca B nnama. Jleus B no-
cTenb K apyry, 6onsHomy CMiALom,
L1 Hee aKT Co3HaTeNbHbIN, elle
OAMH LWar OTYaAHA.

Ecnu B dunbme 1 ecTb neyans,
TO KakadA-To O4eHb CBeT/as,
KpacuBble oan KpaciBeo NoioT
1 NOAT Apyr apyra. Beicokumi
dpaHLy3CKNiA CTUAb, 3aaHHbIN
KMHOKNaccnkamm XX Beka, 3aBo-
PAXKMBAET, K 3TO CAMOE TNaBHOE.

Nzopb Casenves

MIFF dHILY manex s «oktabpe»

_ BELOVED/
LES BIEN-AIMES

[@CSINEEMY Dir. Christophe Honore

appeared in a contemporary movie with the ele-

ments of a musical of the 50s. In «Dancing in the
Dark» she consciously stepped back into the shad-
ow leaving the limelight to Bjork. She consciously
steps back again in «<Beloved» and lets the camera
relish the beauty of another talented actress Chiara
Mastroianni. Her daughter. Moreover, she shares
her own part - that of carefree Madeleine - with
another actress without any visible regrets that the
movie is not her own vehicle. It is funny when in
one of the musical episodes four ages, four blonds
meet each other on the bridge to sing about the
essential things. But Madeleine leaves a serious
talk with her alter ego till the last episode, when
she calls herself a stranger at this holiday of life
and, remembering all the dead, walks away from
her youth lightly and without looking back.

Mother and daughter. Madeleine and Vera. They
might seem alike. First of all in the smashing light-
ness of being, passing from one man to another,
through the Iron curtain and back, from town to
town, across countries and continents. Men get
hurt, broken, forever attached to these charming
but cruel celestial beings, like a very French-look-
ing Clément (Louis Garrel) who made a tattoo as a
sign of eternal faithfulness and was immediately
discarded. Decades, settings, the view outside
the window and the picture on the TV screen
change. Christophe Honore's film somehow man-
aged to embrace even the Soviet tanks pounding
Czechoslovakia, although Madeleine, a witness
to this night intervention, forgets it the very next
moment, when she finds out that her husband has
deceived her... Vera walks along the streets of New
York on the 11th of September, but we peer in vain
at the outlines of skyscrapers behind her, trying to
discern the black smoke there and mot merely in
news coverages which the characters watch occa-
sionally. We peer in vain at her face trying to notice
signs of panic or confusion about the develop-
ments. Vera has her own «11th of September», her
own downfall.

There is nothing surprising in the resemblance
of the mother and the daughter. Madeleine
danced through her life, enjoying it. No problem
stealing shoes, no problem earning some addition-
al money as a call-girl. No problem getting married
to a Czech. Can Vera be different when she finds
her middle-aged mother in bed, be it even with
her own, Vera’s, father (which would have been
perfectly all right, had the parents no created their
own new families). The same father (Milos Forman)
once reassures Vera: «Are you reckless?! Not at all.
Your mother is the one who is reckless. But you...».
The father proved right: this difference between
the mother and the daughter, barely perceptible in
the beginning, gradually becomes noticeable for
the viewer.

All humans are not made of the same flesh and
blood. For some lightness of being proves truly
unbearable. Madeleine confidently walked the
thin ropes of love over the abyss without mak-
ing a single false step. Vera seems incapable of it.
At a certain point her behavior starts resembling
that of the fly attracted by fire. Going to bed with
a friend suffering from AIDS is a conscious act,
another manifestation of despair.

If there is sadness in the movie, it is very light;
beautiful people sing and love each other beauti-
fully. Lofty French style, outlined by the classics
of the 20th century, is enchanting, and that is the
most important thing.

I tis not the first time that Catherine Deneuve

Igor Savelyev



MATb U CblH

ENSREEYEEE A, Anma (I, Anna)/ Pex. bapHabu Cayckomb

AHMAD TEA MPEOCTAE

- Tom Xynep, npuHumas «Ockapa» 3a «<Koposb 2c06opum»,
6s1a200apus1 c80I0 MAMb 3a MO, YMO OHA NOOCKA3a/1a emy
memy ¢punema. Tym 6bis10 He mak?

BapHa6u Cayckomb. TyT BCe kak pa3 HaobopoT. MHe ganu
KHUTY, A ee NpoymnTan. MHe MOKa3anoch, YTO UCTOPUIO STON
XKEHLWMHBl HeoOXOAMMO paccKasaTb. bbina )eHLmnHa, Kotopas
NOAXOAWNA AN TOro, UTobbl BOMNOTUTL 3TOT 06pa3 Ha 3KkpaHe. B
MOEM CO3HaHWW Obina TONbKO OAHa eAMHCTBEHHAS XKEHLLMHA. TaK
UTO MHEe OCTaBasoCh TOMbKO MOWTU K Hel 1 CKa3aTb: BOT KHUTA,
NOXanymncra, coirpan 3Ty POsb.

KcTaTu, A coBcem 3abbis, UTO CHavana OHa OTKa3anach. TofbKo
MOTOM OHa HaMOMHMAA MHe, UTO CHayana OTKasanach, a A COBCEM
00 3TOM 3a6bi1. [TOTOM A rof Ncan cueHapui.

- Kak bl nepexodusu c 00H020 ypo8Hs peasibHOCMU HA
dopyezoli?

BapHa6u Cayckomb6. 31eCb MHOTO YPOBHER peanbHOCTU 1
unmo3uii. Mimeet 60nblWoe 3HaueHne, YTo BbIOPaHHOE HaMu MeCTo
ONA CbeMKM ObiNo OJHOBPEMEHHO ¥ 3HAKOMbIM, U HE COBCEM. f
peLnn CHUMaTb B Tex MecTax JIOHA0Ha, KoTopble peaKko NoABMA-
l0TCA B KMHO. M y>Ke 0fiHO 3TO CO3/ano HEMHOTO HeobbIUYHOE OlLy-
LeHre, Kak-To coMBano C TONKy NepCcoHaKen, KoTopble Nepexu-
BaNM OYEHb XPYNKNIA, LENMKATHBIA MOMEHT B CBOEM KM3HW, 3Tan
60nbWOro oMHOYecTBa. [103TOMy BO3HMKIA MbIC/Tb MOMECTUTH
NX BHYTPb OFPOMHOMO MPOCTPAHCTBA C XONOAHOM apXUTEKTYPO.
3TO 0YeHb HEOOBIUHBIN MUP.

— Bol yuunuce y ceoeli Mamol Ha noujaoke?

BapHabu Cayckomb6. Yenosek Bcerga yumntca. Co3aaetca uc-
KYCCTBEHHOE OKpPY>KEHME, BHYTPW KOTOPOTO HY»KHO MOMyUYWTb YTO-TO
HacTosLlee, uncroe. BoT B 3TOM 1 6bin ypoK. Korda ynaetcs HanTu Ta-
KO MOMEHT, NOCMOTPETb, Kak TaKie BeMKMe akTepbl, Kak PaMnunHr,
BupH, NepeaatoT amoLmK, — BOT TOrAa MPOMCXOANT 0byYeHwe.

- 3mo ¢punem omeemoe unu eonpocos?

BapHa6u Cayckom6. [lymato, B 5ToM dunbme 6onblie BONPO-
COB, UeM OTBETOB. [Touemy CTONIbKO BCEro He 06bACHeHO? [lymato,
oAy HarayT cBou cobCTBeHHble 0TBeThl. OUnbMbl JOMXKHbI ObITh
cmenbimu. B 3Tom HeT Huero nnoxoro. MoXxHO NpocTo npeana-
raTb YTO-TO ANA Pa3MblWIEHWA 1 He AenaTb BbIBOAOB, BeAb *M3Hb
He JaeT peweHunin. He Bcerga npocTo MOXHO MOHATb, MoYyemy
UTO-TO MPOUCXOANT.

UHmepesoio senu Aca KonoouxHep
u llemp lLlenomuHHUK

- Bol 0asHo 8 npopeccuu. VizmeHunoce u
sawe omHouwleHue K Hell, c(masu Jiu 8bl no-
Opyzomy 8ocnpuHumMame cebs Kkak akmpucy?

LlWapnoTtTta PamnaunHr. OTHoOLEHNe MeHAeTCA
€ Bo3pacTom. CTaHOBACh B3pOCNee, MyApee, Mbl,
cnaga bory. meHaemca. [poLecc Xm3Hn — 31o n
€CTb NPOLECC M3MEHEHNA.

— Bbl yacmo uepaeme xeHwuHy, y komo-
poli ecme matiHa. Cdumaeme /iU 8ol cebs
JKeHWUuHou-madiHoU? BaxxHo siu 0715 8ac 6b6imb
mauHcmeeHHou?

LWlapnotTta PamnaunHr. 370 He TO YTOObI
Ba»KHO, CKOpee, 3TO YaCTb MeHs. f cama no cebe
[IOCTATOYHO 3araflouHbI YeNoBEK, U MHE He BCeraa
YAAeTCA CaMOol PacKPbITh 3araaky B cebe, MoxeT
ObITb, MOTOMY V1 3PUTENTIO KAXKETCA, UTO A 3arafoy-
Ha... A oueHb 1106110 ObiTh B Kafpe, NO3TOMY MHe
YAAETCA He UrpaTb, a »KUTb BHYTPW HEro.

- Bbl yacmo uzpaeme npo8oKayuUoHHbIe ponu.
Kak bl omHocumecs K 3mum nposokayuam?

LlWapnoTTta PamnauHr. B xapaktepe nep-
COHaXeM, KOTOPbIX A UrPato, AOMKHO ObITb UTO-TO
MHTEPECHOE, 3aBOPAXKMBAIOLLIEE, MHAYe A He CO-
rNaLych Ha porb. HeBaXKHO, MPOBOKALMA 3TO UMk
HeT, BaKHO, YTOObI BbINO UHTEPECHO.

- CKaxxume HeCKoJIbKo /108 0 eduleli pabome
Hao unemom «HoyHoli nopmee» pexuccepa
Jlunuarel Kaeanu?

WapnotTta PamnnuHr. O6bACHUTL 3TO Hefb-
34. YTO-TO MUCTMYECKOE, CUNbHOE, BaXHOE NMPOU30-
LU0 BO BPEMA CHEMOK MEXIY MHOW, JTnnnaHowm 1
[vpkom borapaom. 310 BCe, YTo A MOry CKa3aTb 06
3ToW paborTe.

- Qunom «f, AHHa» — Mo pexuccepcKuli
0ebiom gawe2o cbiHa. C/I0XKHO Ju 6bimb Mamoli
pexuccepa?

LlWapnoTtTta PaMmnauHr. HeT, A cymtato, uto
LETN BOMKHbBI YXOANUTb M3 CEMbY, UTO-TO B HUX
MEHAETCA, 1 HaLlem OTHOLLEHW K HM YTO-TO
MeHAeTCcA. Henb3a uennAaTbed 3a aetel. Bolpocwme
[ETN BOMKHbBI OTOPBATLCA OT CEMbM, TOTAA OHM
CMOTYT BEPHYTLCA BHOBb YK€ MOB3POC/IEBLLIMMM.
OH CTan XOpOLLUMM PEXMCCEPOM, V1 A NOyUMNa OT
Hero xopoluee NnpeanoxeHue no pabore.

— Ho 8b1 He xomenu, 4mo6bi oH nowen pa6o-
mame 6 KUHO?

WapnotTa PamnauHr. fl He 6bina NpoTue.
OH xoTen CTaTb akKTepOM, OH NOMYUMA XopoLlee
06pa30BaHMe B GPUTAHCKOW TeaTpanbHON LUKOTe.
Ho A cka3ana emy, 4to oaHO Aeno urpats Wekcnu-
pa Ha CLieHe, ipyroe Aeno — paboTaTb akTepom Ha
CbEMOYHOM NAoLaaKe. A npeanoxmna emy no-
PabOoTaTb aCCHICTEHTOM MO aKTEPaM Ha HECKOIbKIIX
CbEMOYHBIX MoLLagKax. [locne 3Toro OH NOMeHAN
CBOE OTHOLLEHWME K aKTEPCKOMY MacTepPCTBY.

-B ¢punvme «f, AHHa» 8awia 2epouHs Nbi-
maemcs cogepwiume camoy6uticmeo. Kak el
uepasnu smy cyeHy? Bcmaeanu siu Ha KapHU3
camocmosamesibHo?

WapnotTa PamnauHr. Jlyywwee, yto moxer
NPOM30ITM C aKTEPOM Ha 3KPaHe — 3TO NepexyiBa-
HIA, KOTOPbIE OH WCMbITan Ha COOCTBEHHOM OrbITe,
A 1CNoNb30Bana 1 OMbIT TaKKX NEPEXMNBAHNN.

I KaK aKTpKCca A YMelo 3TOT OMbIT NepeHecT Ha
3KpaH, UTobbl 3pUTENb MHE MOBEPWII.

- Koz0a ebl npuwinu 8 npogpeccuro — kakue y
8ac 611U 0xxudaHus? Onpasdasucs U OHU, uu
paboma okasanace sy4quie, 4em 8ol dymanu?

LLapnoTTta PaMnAKHY. f HYKOrda Ha CamoMm
Jlene He aymana O CBOMX OxKMaaHWAX. Mbl HUKoraa
He 3HaeM, Ha YTO Mbl Ha CaMOM [iefnie ClIOCOOHBI.
[o3TOMy A OTKa3anacb OT TaKOro MOHATUA, Kak
OXWaaH1sa oT paboTbl. fl BCera 3Hana, uto HUKora
He CMOTY CTaTb GOMbLIO FONNMBYACKON 3BE3A0MA,
He NOTOMY YTO MHe He XBaTaeT TaflaHTa, C HUM BCe
XOPOLLO, — MIPOCTO BO MHE YEro-To He XBaTaeT AnA
fonnuBya, A eMy He MOAXOXKY.

UHmepeoto senu Enuzasema Cumbupckan
u Acs KonoduxHep
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3EMJ'IFI OPOXUT

VAREEIRS Xummasy (Himizu)/ Pex. CnoH CoHo

00bITUA «Xmmmnazy» («KpoT») pa3so-

PaYMBaOTCA Yepes Napy MecALies

nochne y>KacatoLero 3emneTps-
ceHnAa 11 mapTa 2011 roga. «AnoHLbl
He COafyTCA U BOCNPAHYT 13 Nennay,
— y6eXAEeHHO, C SHTY31a3MOM BOCKIIN-
LAET LWKOMbHbIA yunTenb. «Tak Befb He
BCE BOCCTaHYT», — JIOTMYHO BO3PaKaeT
rMaBHbIN repoi, 14-netHuin Cymmnaa. Ho
€ro CO0bPaKeHMs HAaCTONbKO NMPOTUBO-
peuat oOLIENPUHATOM TOUKE 3peHWA, UTo
OCTaloTCA HEe TONbKO HE NOHATLIMM, HO 1
MOMHOCTBIO MPOUTHOPUPOBaHHbBIMA. OH,
OKa3blBaETCA, KPaNHNA MHAMBULYaNNUCT
1 OCTOWH »KanoCTH, MOTOMY UTO XOYeT
BCEro NNLLb ObITb CAMbIM OObIUHBIM MOPS-
[IOYHbIM YeIOBEKOM, He PBaTbCA B repou,
He »epTBOBaTb COOOM, @ CMOKOWMHO BCIO
XI3Hb PaboTaTb Ha NOAOUYHOM CTaHLMN.

Cymnpaa He BO3MyLLAeTCA, He arpec-

CMBEH, OH NPOCTO MbITAETCA HANTL CBOE
MeCTO B Pe3KO M3MeHMBLLIencA nocne
Tpareamn Xxwm3Hu. BoT TonbKo Oykeanb-
HO BCE OT HEro YEero-To XOTAT: YTOObI

meuTan, utobbl He caaBancs (Tpebyet

Mo YW BMioONeHHasA B HEro AeByLLIKa),
uTObbI NePEKPaCcHN NOAKM B APYrON LBET
(xOTAT NocenvBLIMeCA PAAOM OexeHLbl),
yTObbI BEINAATWM OFPOMHbI AOAT OTLA
(NoxenaHwe OT AKyA3a), uTobbl ymMep,
HakoHeLl| (NoxenaHve OT POAHOrO BEYHO
MbAHOTO OTUA). A Aabbl NOACTErHYTb
NPOUECC NPUHATNA PELLEHWI, ero elle

1 NepUOAMYIECKM N361BaIOT. B Kakoi-To
MOMEHT HEePBbI HE BbIAEDKMBAIOT (HY
CKOJbKO e Pa3 MOXXHO BbIC/TyLWNBATbL
OT OTUa, Kak OH coxkaneeT, uto Cymmaa
He YTOHYN TOrfa B peyKe, He roBOpA YK
O TOM, YTO BOODLLE MOABWICA Ha CBET?),
1 BOT OH Yxke oTueybuiiLa. A ganblue
npamo no [JocToeBckoMy — NpecTynie-
HY1e, packasHue, UCKymneHne, aaxe CBOS
CoHeuka Mapwmenagosa. Ho Huyero

He MOsYYaeTCs, Kak Hazno, 6osblue Hu
OfiHOrO NOAOHKa (BO UCKYTIIEHNE rpexa
1 Ha 6naro obuecTsa) youTb He yaaetca
(6ynTO BbICLIME CUMBI BMELLIMBAIOTCA).
OcTaeTcs ToNbKO CaMOoMy OTMPaBUTHCH

Ha TOT CBeT — HOuUb, pekKa, MUCToNeT y
BMCKa, a fa/blue BbICTPENbI 33 KaAPOM.
Ho Tyt CoHo pelwaeT, uto cnegyet
00OpUCOBaTL BO3MOXHOCTb BbIXOAA 13
NCYXONOMMYECKOro TymmKa. B xon naet
XPUCTVAHCTBO B TpakToBke CroHa COHO:
HWYEro CNOKHOrO, Hao NPOCTo cberaTb
(B NPAMOM CMbIC/IE) MCMOBEJOBATHCA B
NOAMLMIO, TPUHATD ENUTVMBIO (OTCUAETD
CPOK), 1 NOMy4MLLb OTMYLLEHVIE FPEXOB,
CTaHelUb OMNATb YECTHBIM YETOBEKOM.
Boobuie y pexuccepa C XpUcThaH-
CTBOM OTHOLLEHWA AaBHME 1 HeMNpo-
cTble. COHO paccKasbiBar, Y4To MoHavany
BOCMPUHMMAN €ro Kak HeKui paH-Knyo
Muncyca Xpucta, v He 6onee. Emy Hpasu-
nack atpubyTuka (uero ctout nogobuie
LEPKBY, YKPALLIEHHOM NamnoyKamim
CHapY»W, CBEYaMM 1 CTaTy3TKaMK [eBbl
Mapwin BHyTPW, Fae NPOUCXOAMT pacune-
HEHVe TPYMOB B «XONOAHOW pblbex 1
CTpemneHue rMaBHOro repos rpeLunTL
Kak MOXHO 6orblue, UTOObI MOXHO ObINIO
noyatle NPUXOAWTb K OTLY-CBALLEHHUKY

1 CBOMMM VCMOBEAAMM [OCTaBNATL eMy
PafoCTb B «[pr3HaHNAX B N06BI»). B
3ToM dUNbME, MOMUMO BHELLHEN CTOPOHbI
(Beyep Npu cBevax, AeByLLKa, KOTOPad
cobupaeT, a NOTOM Pa3bpachiBaeT KamHM),
CoHo, noxoxe, NonbiTanca rnytxe
BHWKHYTb B CyTb yueHud. Ero repoit mocte-
MEHHO MPUXOANT K OCO3HAHWMIO 3anoBeau
«He yOui», HO MPW STOM Cam peskccep
OYATO CTECHAETCH CBOMX PA3MbILLNEHII 1
CTapaTenbHO 1X CKPbIBAET. I MOHONOT O
TOM, UTO ANOHMM HY>HO OAHO BCEBbILLHEE
60eCTBO, KOTOPOE Obl CYAWNO NIOAEH, NO
COOCTBEHHOMY »KEMaHMIO MPU3HABLLUMIX €ro
BNACTb, 3BYYNT C SKpaHa TeneBm3opa rae-
TO Ha 3aiHEM M/1aHe B TO Bpems, Kak Ha
nepenHemM PasbirPbIBAETCA HAMPAKEHHAA
CXBaTKa He Ha »W3Hb, a Ha CMepPTb, U —
CKOpee BCEero — OCTaHETCA He3aMeUYEHHbIM
6OMbLUIMHCTBOM 3pUTENEN.

lepon ¢punbmos COHO BCeraa ViLLyT CBoe
MECTO B XKM3HW 1 YaLLle BCEro HeAOBOSb-
Hbl COBPEMEHHbIM OOLLECTBOM, KOTOPOE
KaXKETCA M TO CIMLUKOM JIVLIEMEPHBIM,
Kak B «Kpyre camoyouiiLy, To CIMLLKOM
COHHbIM, KaK B «OMacHOCT», TO CAILLIKOM
LeneycTpemMieHHbIM, Kak B 3TOM Guribme.
BepoATHo, 1 cam CroH CoHo BmecCTe C
HUMM MPOJOMKAET MOMCKM CBOErO MeCTa
11 B XKW3HW, V1 B KHeMaTorpade.

Mapus TepakonsaH



XPABPAA CEPOLIEM

S ONBVIGLE MapriHa Abpamosmy. B mpucyTcTemm xygoxH1Ka (Marina Abramovic.
The Artist is Present)/ Pex. M3aTblo Jiikepc

epdopMaHC 383/l COBPEMEHHOTO MCKYCCTBa «B

NPUCYTCTBUM XyAOKHIKa», NPeACTaBAAOLLMIA COBON

BCTpeuy-CuaeHvie Apyr NpoTYIB Apyra Ha CTymbAX
MapuHbl AGpamMoBIY 1 Noaew 13 NyORNKK, NIMICH B Hbto-
nopkckom Mysee MoMA tpr mecaua B 2010 rogy. Takoe
BOT MCMbITaHVIe B3MALOB, SMOLMIA, KenaHwi, GpycTpaLmii.
OpnvH 13 Camblx BNeYaTAILLMX KagpoB Akepca — Bpbi-
BaIOLLAACA B My3€M1 33 CBOMMY CEKYHAAMV C/1aBbl TONMA,
3aHsBLLAA ouepesb HOYbLO, YTOObI MOBLITH B 6GE3MONBHOM
HanpseHHOM fly3Te ¢ AOpamoBuY. (BreHbiil KNOH 3Toro
npennpuATHA — 6e3 yuacTusa XyAOKHULIbI 11, TOBOPAT,

BOJIOHTEPOB, BMECTO KOTOPbIX BbICTYMaIN HAEMHble
APTUCTBI-MIOOUTENN «OOLLECTBA CMIEKTaKNY, MPOXOAU B
MOCKOBCKOM «fapae» 8 2011 rogy.)

[eHepanbHaa NMHUA Gunbma — COBCTBEHHO dparmeHTbI
nepdOpPMaHCa, 3PUTENBCKII aXMOTaX, OCTPOTa PeaKLMi
CEKbIOPUTY My3es, KOTAa, Hanpumep, OfHa 13 NoceTn-
TeNbHML 6pOCKnacs K ABpamoBWY, CKUHYNa NiaTbe, U ee,
OBHaeHHY!0, MIaMEHEIOLLYIO B SKCMPECCHBHOM MOPbIBE,
YBENW CO «CLIEHbI». Tak NepdopmMaHc, He3annaH1poBaHHO
1 HenpeacKasyemo, CINNAETCA C XENEHNHIOM. A flanblue
— GaHarnbHbI Habop 113 GUIBMOB O 3BE3aaX LWOY-OM3HECa.

Brpouem, neppopmaHc AGPamoBIWY 1 eCTb JOAroMrpato-
Liee LIOY, B KOTOPOM artist BTATVIBAET 3pUTeNs B NepexmBa-
Hue Ny6AMUYHOrO HeNPUBbLIYHOTO OMbiTa. MpryemM MMEHHO B
My3€e, V3MEeHVIBLUEM CBOVM OOblUaAM 1 MpuBblykam. Koraa-
TO, TaK M1cana 30HTar, XeneHNHIV BblpaXKasu «MpoTecT
NPOTUB My3eHOro NOAXOa K MCKYCCTBY C ero NpeacTas-
NeHnem o Tpyae XyOOXHMKa Kak O CO3[aH11 NpeamMeTos
ANA XpaHeHwA 1 MioboBaHNs». Tenepb MMEHHO B My3ee
HapYLLAETCA BEKOBaA NaCCKBHOCTL NYONMKM, BOBEUEH-
HOW B «TEaTP XKeCTOKOCTWY, TeaTp XyAOXKHIKa, TeaTp rypy,
KOTOPbIN, KaK pexumccep, BEAET TPEHUHIM C BONIOHTEPaMi-
apTvcTamn. B drnbme Akepca ecTb 1 Takme CUeHbl B Mo-
MeCTbe AGpamMOoBIY, FOTOBALLIEN 0bef 1A TEX, KTO Npuiexan
Ha workshop nMonpakTKoBaTbCA B MeauTaLmum etc, 1
OTOMPAIOLLEN B KOP3MHY 1X MOOUIBHbIE TeNedOoHbl.

Bce npouee — MHTEPBbIO KyPATOPOB, ranepycToB, no-
MOLLHVKOB AGPaMOBIY, OLIEBAIOLLIVIX €€ Mepef BbIXOLOM
Ha apT-CLieHY/CbeMOUHYIO MOLLAAKY, COMPOBOMKAAOLLMX
ee B (rpviM)ybopHYI0 C LIBETaMM 1 NofapKamu, pacckas
XYAOMHMLBI O MOXO[E K MCUXOAHANUTLKY, O KOMMYHICTKE-
maTepu 1 BepyioLLeln 6abke, ornalleHvie MaH1decTa Ha
6ueHHane 8o OrnopeHUMm («xynoMHUK He AOMKEH BPaTb
cebe 1 ApyrvivM» 1 TA,), parmeHTbl CTapbix NepdopMaHCoB
— TPUBMANbHbIV FAPHUP 418 NPOMOYLLIEHa 3HAMEHITOrO
woy. [lokyMeHTanbHy'o NMKaHTHOCTb JOOABNAET GUnbmy
MHTEPBbIO C ObIBLIMM OOMGPEHAOM MapuHbl, MOCTapes-
WM NENO0eM C HEMOMEPKLLIEN CUHEBOW a3 Ynaem,
YUaCTHUKOM He MeHee V3BeCTHOro nepdopMaHca, Koraa
OH LWen ¢ AbpamMoBIY TPy MecALa No K1Tanckonm cTeHe,
uTO6bI B MHaNe paccTaTbcA. Tenepb, CNyCTA rofbl, OH
OfMH W3 NepBbIX CAANUTCA BM3aBM apTUCTKN B MOMA, OHa
NOAHVIMAET rNa3a, B3rMAf YBNAKHAETCA, OHU NPOTATMBAIOT
APYT APYTY PYKW. STa CbIMNPOBM3MPOBaHHaA M13aHCLEeHa
nobexaaeT Kak byaTo Bpems, OTMEHSET tobble Xanmni-
SHIbI, YAOCTOBEPAET MeCTO ABPaMOBMY B MENHCTPUME
aKTyanbHOro 1cKyccTaa. B dunbme Akepca oHa, npexae
BCEro, NePCOHAX PEaNUTI-LLIOY, MHaue roBOPA, 3ePKasno
Hac, MOOOMbITHBIX, arPECCUBHBIX, HACMELLNMBBIX, OTKPbITHIX,
13MyYeHHbIX, CNPOBOLIMPOBAHHDBIX Ha aKTUBHOE MPOXIBa-
HUe, a He co3epliaHiie. MNepexmBaHiie. Ho — B NpUCyTCTBUM
XYOOMHMKA.

3apa A6oynnaesa

KOPOJ1b TOBOPUT

MEANA OOPYMIRIAGAIIEY

akpobitve Xl Meamna Qopyma 34

MMKQ®. Monogple y4acTHUKM NpeseH-

TYIOT UHTEPAKTUBHbIE MUHV-OUTBMbI,
CO3AaHHble Mo PYKOBOACTBOM aHMMYa-
HuHa Kpuca Xernca. OHW CHANY MCTopuK,
3a Pa3BUTME KOTOPbIX HAaNPAMYIO OTBeYaeT
3puTeNb: B 3aBUCMMOCTY OT CUMbI KPWKa
13 3ana «HeT» nyna unm NpobbeT AeByLLKe
rono.y, nnu Het. Bcem Beceno. Ho rmasHoe
coObiTE Beuepa, KOTOPOTo XayT npulles-
LuMe — MacTep-Knacc Apyroro aHmmnYaHuHa,
pexuccepa lNutepa prHyA. HegasHo
8 CaHkT-lNeTepbypre, B uepee BCTpeuY
1 MEPOMPUATUI, PEXICCEP BOCXUTUCA
KpaCOTOW ropofa 1 pelnn CHATb B HEM
HECKOMbKO CLIEH CBOEro HOBOrO duibMa
«[ywa ana mobBK» — SKpaHM3aLMK poMaHa
Tomaca MaHHa «CvepTb B BeHeLmmn». A B
nenoBolt Mockee OH npe3eHToBan Guibm
1 NoyYnn OT «[MaBKMHO» cepTUdMKaT Ha
YCIYr KUHOKOMMEKCa CyMmow 30 ThiC.
eBpo. Tenepb xe, B Kiybe, CToA Nepen
MOMHbBIM 3310M C MONOABIMY KUHEMa-
TOrpadUCTamit 1 COUyBCTBYIOLLMMM, KaK
Bnagummp Mnbiy JleHnH Ha 6poHeBuke
(M C TakoW e 3Heprvei, ecimn cyanTb no
XPOHMKE), OH FOBOPWA, UTO KMHO AaBHO
YMeprIo, BCe CUAALLVE 3AeChb — MHTEPECYio-
LMEeCA KNHO W KenatoLLme ero CHMMaTL —
JOMKHbI BBIATY, OCOBEHHO 3TO OTHOCUTCA K
CLeHapK1CTam, eC/IM TaKOBbIE MPUCYTCTBYIOT.
Pexmccep 0B6bACHWA, UTO eCTb YeTbipe
Y>KaCHbIE TUPAHMM B KMHO: TUPAHMA TEKCTa,

KOTOPbIN 3a4em-TO HaZlo UAMIOCTPMPOBATL
burnbMamm, TPaHKA akTepoB, KOTopbIe
334eM-TO MrPAIOT PONK, TUPAHWA Kamepbl,
KOTOPasA BUAWT TOMbKO TO, UTO NO3BONAET
el BUAETb OOBEKTMB, 1 TUPaHUA 3KPaHa,
KOTOPbI OrpaHNUMBAET BOCMPUATIE CBO-
el NpAmMoyronbHo GOpMON, 3acTaBnAeT
noae cpeTb B TeMHOM 3are, OyaTo OH
HOYHbIe XMBOTHbIE. [10 NnUam CyLwalowmx
TO W Aeno Npoberanyt BOMHbI HEMOHWMa-
HWA, HEroOBaAHMA, HO M YNbIBancb MHOTO,
CTPEMUINCH AaXKE KPUKamK C MecTa [o-
Ka3aTb, YTO [PUHY31 He NpaB. ToT oTBeYan
[OBOMbHO OAHO3HAYHO: «3aMoNuuTe, A elle
He 3aKOHUMI». ACCOUMATVBHO B rONOBY
nesna Hosenna XapMoHw KopwHa 13 dune-
Ma «HeTBepTOe V3MepeHne», NpeaCTaBeH-
Horo Takxe Ha MMK®, rae repoii Bana Knn-
mepa 0ObACHAET COBPABLUMMCS, UTO MKN3HD
— 370 CaxapHas BaTa. 3aKOHUMB FPOMUTb
becTnBanb Kak HeHyKHbIi, 1 HaPPATUBHOE
MOBECTBOBaHVE B KMHO Kak yCTapesLuee,
PEXMCCep Ha NPAMOYTOSIbHOM 3KpaHe B
TeMHOTe NPeACTaBMUI CBOIO MPe3eHTaLuIio
Ana brieHHane coBpemMeHHOro UTanbAHCKO-
IO NCKYCCTBa. [locne 310 HeogHO3HAYHOM
NEKLMM NONYYMNOCh YCNeTb Ha GUIbM
ellle 0fIHOrO aHMMYaHMHa — KeHa Jloyya.
B TeMHOM 3are Ha TbicAdy 1 6omee MecT,
rae He b0 CBOOOAHDBIX Kpecen, 3puTenm
BOCTOPranvcb NOCef0BaTENBHO 1 MPOCTO
pacCKazaHHoOW ncTopuei.

Enuzasema Cumbupckas
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3EMJIA

QO ORI @I a 3apaBcTBytoT AHTUNOALI! (jVivan Las Antipodas!)/
Pex. B|/||<Top KocakoBcKum

- Ymo 019 mebs 2nasHee — mo, Ymo mesl CHU-
maeuws, unu meoli 8321407

BakHO, KOHEYHO, YTObbI COBbITUE BbINO HEeMno-
BTOPMMO. HO 1 CHMMATb Tbl CamM JOIKEH Hemno-
BTOpMMO. To eCTb BaxHee He TO, KaK Tbl ABUraellb
Kamepy 1 UTO CHMMaelllb, a TO, YTOObI BCe 3TO ObINO
B KAKOW-TO HEOObACHMMOW, TalNHOWM B3aUMOCBA3N
1 B3aUMOBNNAHWUN. W, KOHEUHO, Ha0 YMeTb »KAaTb
1 ObITb HACTOMYMBBIM. 3A€CH KOMMPOMUCCOB BbITb
HE MOXET. B XM3HW Beb MHOTO HEOObIKHOBEHHbIX,
NCKMOUYNTENBHO APAMaTUYHBIX 1 OYeHb 3HAUMMbIX
Bellen. Ho Tonbko nuwb 3Toro ana ¢punbma Hefo-
CTaTOYHO. [JOMKHO ObITb UTO-TO Honbluee. MoxeT
OblTb, MOHWUMaHKe TOro, YTO BCE, YTO Thl BUAMLIb,
BCe, UTO HaxoauTCA nepep TBOe KaMepoW, — 3TO
eXeCeKkyHAHO ncyesarolwaa nctopmsa. Kak coH. Tbl
3Haellb, YTO OH OblN NoTpAcaloWmt. Ho oH NpAMo
Ha TBOMX rNa3ax pacCcenmBaeTca: Befib TONbKO UTO
6bi1, U HeT ero yxe. O yem 6bin COH? Hukorga He
y3Haelb. ..

Bort, Hanpumep, Toro panoHa LaHxana, KoTopbln
A CHUMan, bonblie He CyllecTByeT. fl ero cHan, a
uepes Ba MecALa ero yxe He cTano. [lostomy A
COXPaHW 3TOT 3MN30A TaKUM ASTMHHBIM, C TAKUMM
NPOAONIKUTENBHBIMU KYCKaMM — MOTOMY YTO 3TO
yxe ncropus. B niobon cTpaHe Tbl MOXeELb CHATb
pamaTtnueckme annsofbl. 1 8 Abpurke MOXKHO:

6eaHble, HecyacTHble... Ho BOT 4TO nopa3uTenb-
HO: Y HUX HET ieHEr, OHWN eAT PyKamMu, HO OHW
CYacTnuMBbl. Bbl Beflb BUAENV: OHU YNbIBAIOTCA, OHW
TaHUYOT. be3 moero KacaHua, noHmaeTe? bes
MOero BMellaTenbCcTea. 1 BoobLle CToAN C KaMepow
nofanblie, He Tporan ux. A oHu — cyactnmesble. Mo
KaXk[OW CTpaHe y MeHsA eCTb CTONbKO MaTepuana,
YTO ero xBaTuo Obl Ha OTAENbHbIM MONHOMETPaX-
HbI QUIbM.

- Koz0a me6e npuwna e 2ono8y udesa «<AHmu-
noooe»?

— Mbl Beflb BCE 3TV UAEN 3HAEM C AETCTRA.
[leTCcKkme ngen — OHK Xe reHranbHbl! [ToTom mbl
B3pOC/eem, B3pOCeeMm, 1 OHN PacTBOPAIOTCA,
Kya-TO MCYe3atoT U NepecTatoT Hac BOHOBATb. A
Mo6oM ManbilW 3aAyMbiBaeTCA: «Kak 3TO OHM Tam, Ha
NPOTMBOMONOKHOM CTOPOHE 3eMNn, XOOAT BBEPX
HOramu 1 He NagaloT?» [1eno B TOM, 4TO KaxkAayto
cekyHay mup Tebe nofckasbiBaeT 4To-To. [TpocTo
HAZ0 YMETb 3TO BMAETb. VI NOHMMaTL, YTO KaKAbIn
3BYK He cyydaeH. Bce BaxHo! Bce — yacTb uenoro.
HeT HMyero NuwHero, 1 Kaxgoe Menkoe TOUHO Tak
e LeHHO, Kak camoe 6onblioe. Henb3A cKasaTb,
YTO NIOAN BAXKHEE, UEM TYCEHWLBI, @ KUT BaXKHee,
yem KaMmeHb. Bce BMecCTe BaxHO, NO-MOeMy.

- Koz0da xopoHunu kuma, mel 8CNOMUHAJ1 NO-
xopoHel Jlocesa?

— Becb 310T dWnbm A BCNommHan Jlocesa. Tyt
BCE O eflIMHCTBE. HO B KaxAoM GunbMe A MblTaloCb
n36exaTb MOMEHTa CMepTu. fl BCe NoHuMmato... U
3TY aHTUYHYIO UAELD, YTO NCKYCCTBO AOMKHO Npu-
roTOBUTb NMOJEN K CMePTH, MOHMMat0... Ho Kak-To
MHe 3TO Taxeno. [1a 1 He TOT A yenosek, YTobbl 06
3TOM BC/yX FOBOPUTb. He TOT, KTO MOXET B TaKOM
pa3roBope uTo-To 06aBNTb. MHe BCeraa KaxeTcs,
YTO A HE MMelo MpaBa Ha 3Ty Temy... Tem bonee uTo
Y€ HECKOMbKO a3 ee Kacanca, XoTa XoTenoch ool
rOBOPUTL O Hel pexe. Ho NonyyaeTca Tak Kaxkabln
pa3... TOYHO TaK Xe, KakK C MOTepPsAHHOM CODAKON. ..
Al HMKOra He Xouy 3TOro CHUMATb, HMKorga. Ho 8
MOWX KapTWHax BCerfa TepseTca cobaka. MNovyemy
OHa BAPYr TEPAETCA, NOYEeMy A OCTaBAAD 3TO B
KapTuHe — NOHATMA He umeto. [paBaa, «“AHTMNOAbI»
OTNIMYaATCA OT BCEro, YTO A feNnan paHblle.

- Omo o4yeHb onmumMucmuYecKul ¢punom.

— KoHeuHo. 1 6onblue He Xouy CHMMaTb Neccu-
MUCTUYECKOE KMHO. A HEe TOT YeNoBeK, KOTOPbIN
CnaceT MMUP, 3TO YK TOYHO, HO A HE XOUYy eMy Ha-
BpeauTb. VI, NOTOM, eCiv Mbl eLe »KMBEM, 3HAYUNT,
BCe B nopAagke. Ecnun 3emna elle KpyTUTCA, 3HaUUT,
BCE He TaK y»K NN1ox0. Hafo ToNbKO HUYero He nop-
TUTb, He BpeanTb. BOT 1 BCE. TOUHO TaK Xe, Kak He
Ha[lo CHVYMaTb MI0X0e KMHO. M BoObLle CMWKOM
MHOrO KMHO. Ecnn 6bl Mbl MOCTOAHHO Aymanu: «<He
Hapeau!» — Mbl CHUManu Gbl TONBKO B TOM Ciyyae,
€CJIM COBCEM Y>Ke He MOrIv Obl He CHUMATb. A Tak —
MYCOPUM Ha KaKQoM yrfily CBOVMK NpPOn3BefeHmA-
MU BECKOHEUHbBIMY. ..

UHmepeoio senu Aca KonoouxHep
u lMemp LLlenomuHHUK
BeHeyus-2011



I, ANNA

Dir. Barnaby Southcombe

- You have been in business for a long time. Has
your attitude to your profession changed over the
years? Do you perceive yourself differently as an
actress?

Charlotte Rampling. Over the years the attitude
changes. We grow older, wiser and, thank God, we
change. The process of life is the process of change.

- You often play women who have a secret. Do you
consider yourself a mysterious woman? Is it impor-
tant for you to be mysterious?

Charlotte Rampling. | would not use the word im-
portant. Rather it is a part of me. | am a mysterious
person and | do not always arrive at solving my own
secret. Perhaps that is the reason why the viewer
thinks | am mysterious... | love to be in the frame,
that is why | am not playing, but living there.

- You often play provocative roles. What is your
attitude to these provocations?

Charlotte Rampling. There must be something
interesting, riveting in the characters | play, other-
wise | won't accept the role. It does not matter if it
is provocative or not, the important thing is that it
must be interesting.

- Would you please say a few words about your
work at «The Night Porter» by Liliana Cavani?

Charlotte Rampling. It can't be explained. During
the shooting something mystic, powerful, important
happened between me, Liliana and Dirk Bogarde.
That is all | can say about out work.

— The film «l, Anna» is the directorial debut of your
son. Is it hard to be a director’s mother?

Charlotte Rampling. No. | think children must
leave their family, they change and our attitude to
them changes. You should not hold on to children.
Grown-up children should break with their families
to come back when they are older. He has become
a good director and | got a good business proposal
from him.

- But you did not want him to work in movies.

Charlotte Rampling. | was not against it. He
wanted to be an actor, he got a good education at
the British Drama school. | explained to him that it
was one thing to play Shakespeare on the stage and
quite another to be an actor on the set. | suggested
that he should work as an assistant on several sets.
After that he changed his attitude to acting.

— In the film «I, Anna» your character tries to com-
mit suicide. How did you go about it? Did you climb
onto the edge by yourself?

Charlotte Rampling. The best thing that can hap-
pen to an actor on screen is the emotions that he ex-
perienced personally. | drew on my own experience
of similar emotions. And as an actress | can translate
this experience to the screen and the viewers will
believe me.

— When you started your career you must have
had certain expectations. Did they come true or was
the work even better than you supposed?

Charlotte Rampling. | never really thought about
my expectations. We never know our limit. That is
why | gave up the idea of expecting anything from
my work. | have always known that | would never
become a big Hollywood star. Not because I lack
talent, everything is all right with it. | just lack some-
thing necessary for Hollywood, | do not fit in.

Interviewed by Elisaveta Simbirskaya
and Asya Kolodizhner

**%

— When Tom Hooper was receiving an Oscar for
«King’s Speech», he thanked his mother for suggest-
ing the topic of the movie to him. Was it the same
this time?

Barnaby Southcombe. It's the reverse. | was given
a book and | read this book. | felt that the story of
this woman needed to be told. There was a woman
who could play her on the screen. In mind there was
only one woman. So | just had to turn to her and
say this is the book, please play this part. Inciden-
tally, she turned me down at first. Only recently
she reminded me that she had said no. and | have
completely forgotten about it. | then spent a year
writing the script.

- How did you go from one level of reality to
another?

Barnaby Southcombe. The movie plays on many
levels of reality and illusion. It was very important
that the location that was chosen, was at once
familiar and yet also alien. | decided to use parts
of London that are not necessarily represented in
cinema that much. And that alone created a slightly
atypical feeling, an off-kilter feeling for these char-
acters who are at a very difficult and fragile time in
their lives, who are going through great solitude. So
there appeared the idea of putting them in some
space which is very overwhelming in its scale and
size and there is this coldness of the architecture. It
is a very unusual world.

- Did you learn from your mother on the set?

Barnaby Southcombe. You always learn. It is
about an incredibly artificial environment within
which you have to access something real and pure.
That's the lesson. When you can find a moment
when such great actors as Rampling and Birn dem-
onstrate how they access these emotions and put
them across, that’s the education.

- Is it a movie of questions or answers?

Barnaby Southcombe. | think it is possibly more
a film of questions than answers Why are there so
many things unexplained? | hope that people will
find their own answers. Films need to be daring.
There is nothing wrong with being daring. And just
proposing things and not necessarily providing
solutions, because life does not provide solutions. It
is not always easy to understand why something is
happening.

Interview by Asya Kolodizhner and Peter Shepotinnik

HIMIZU

Dir. Shion Sono

The events take place two months after the
horrible earthquake of the 11th of March 2011.
«The Japanese won't give up and will rise from the
dust» — enthusiastically urges the school teacher.
«Not everyone will rise» objects the 14-year-old
protagonist Sumida. But his reasoning is so much
in conflict with the prevailing point of view, that it
is not merely misunderstood, but even not noticed.
He is considered a pitiable individualist because he
merely wants to be a common respectable adult, he
does not dream of becoming a hero or sacrificing his
life. He would like to quietly work at the boat house
for the rest of his life.

Sumida is neither indignant, nor aggressive, he
is searching for his place in life which has drasti-
cally changed after the tragedy. But everybody
wants something from him. They want him to
have a dream and not give up (the girl who has a
serious crush on him), to paint his boats a different
color (the refugees who settled in his backyard), to

pay his father’s enormous debt (a demand of the
yakuza) and to finally kick the bucket (a demand

of his own perpetually drunk father). To speed up
the process he is periodically beaten up. At some
point he breaks down (how many times can one
listen to the same story that his father is very sorry
that Sumida did not drown that day and that he
should not have been born at all?) so that now he is
a patricide. And then Sono follows in the Dostoevsky
tradition - crime, repentance, atonement, even his
own Sonechka Marmeladova. But nothing works
out, hard as he tries Sumida does not arrive to kill
one more single scoundrel (for the benefit of society
and to redeem his sins). Is it the hand of Providence?
There is nothing he can do but take his own life -
night, the river, the gun pointed at his temple and
the sound of shots off-screen.

At this point Sono decides that it is time to indi-
cate some way out of the psychological impasse.
Christianity according to Shion Sono comes in
handy: there is nothing difficult, just run (literally) to
make a confession to the police, accept the punish-
ment (serve the prison sentence) and you'll get
absolution and become an honest person again.

On the whole Sono's relationship with Christianity
has a long a troubled history. The director revealed
that at first he took it as a sort of fan-club of Jesus
Christ. He liked the entourage (remember the
semblance of a church decorated with lights on the
outside and candles and statues of the Virgin Mary
inside, which provides the setting for the dismem-
berment of bodies in «Cold Fish» or the desire of
the protagonist to sin as much as possible so that
he could come to his father the priest more often
and make him happy with his confessions in «Love
Exposure»). In this movie the entourage is present
as well (the evening by candlelight, the girl who col-
lects and then casts away stones) but Sono seems to
be delving deeper into the essence of the teachings.
His character gradually comes to accept the maxim
«thou shalt not kill», but the director himself seems
embarrassed to disclose his own thoughts and takes
pains to conceal them. The monologue that Japan
needs one supreme God who would pass judgment
on those who chose to believe in him of their own
free will, is heard on TV in the background, while
in the foreground a violent life-and-death struggle
is taking place. Most probably this monologue will
remain unnoticed by most viewers.

The characters in Shion Sono’s films are always
searching for their place in life and usually are
dissatisfied with the contemporary society which
seems either too hypocritical like in «Suicide Circle»,
too sleepy like in «Hazard» or too purposeful like
in this movie. Probably Shion Sono himself is still
searching for his place in life and cinema along with
his characters.

Maria Terakopian

MARINA
ABRAMOVIC:
THE ARTIST
IS PRESENT

AR Dir. Matthew Akers

The title of llia Kabakov’s installation gives a very
precise definition to what Matthew Akers did in
his documentary «Marina Abramovic: the Artist is
Present». The performance by the star of modern
art «The Artist Is Present» lasted for three months at
the New York Museum of Modern Art. Abramovic



and the visitors sat on chairs facing each other. It
was the test of views, emotions, desires, frustra-
tions. One of the most impressive shots in Akers's
film depicts a crowed rushing into the museum to
get their moments of glory. They queued up for the
whole night to experience this silent tension in the
presence of Abramovic. (A pale replica of this event
without the artist and volunteers, whose place (it is
rumored) was taken by hired amateur actors) was
held in Moscow in «Garage» in 2011).

The main part of the documentary is compiled of
excerpts of the performance, shots of the excited
audience, the prompt actions of the security, when,
for instance, one of the visitors tore off her dress
and threw herself at Abramovic and was taken away
naked, glowing with emotional ecstasy. Thus unex-
pectedly and unpredictably a performance blends
with happening. What follows is a usual mix from
films about show business stars. On the other hand,
Abramovic’s performance is also a prolonged show
in which the artist makes the viewer live through
an unusual public experience. It happens at the
museum which has changed its ways and habits. As
Sontag wrote, once happenings expressed «protest
against museum approach to arts and against treat-
ment of the artist’s work as that of creating objects
for storage and admiration». But nowadays it is
at the museums that this age-old passivity of the
audience is disturbed and the public is drawn into
the «theatre of cruelty», theatre of the artist, theatre
of the guru, who offers trainings to volunteer actors
the way a director does. (Akers’s film includes similar
episodes in Abramovic’s estate, when she is prepar-
ing dinner for those who arrived to take part in her
trainings, practice meditation etc. and when she
collects their cell-phones into a wicker basket.)

Everything else — interviews with curators, galler-
ists, Abramovic’s assistants, who dress her up before
she goes on the stage/set and accompany her to the
dressing room with bouquets and presents; her stories
about her visit to a psychoanalyst, about her commu-
nist mother and religious grand-mother; the reading-
out of the Manifesto at the Biennale in Florence (“the
artist must not lie to himself and others» etc.) and
excerpts from other performances - is no more than a
trivial dressing for the promotion of the famous show.
The documentary is spiced with an interview with
Marina’s former boyfriend Ulay, a withered playboy
with the still shining blue eyes, who participated in
the no less famous performance and for three months
walked with Abramovic along the Chinese wall only
to part at the end. Years later he is one of the first to sit
opposite the artist at the MoMA, she raises her eyes,
her gaze becomes cloudy, they stretch hands towards
each other. This improvised episode seems to conquer
time, deny any happy endings, and reaffirms the
place of M.A. in the mainstream of actual art. In Akers's
movie she is primarily a participant in the reality show,
in other words a «mirror for us», curious, aggressive,
derisive, open, tortured, provoked into active contem-
plation and emotional experience. An experience. But
when the artist is present.

Zara Abdullayeva

PETER

GREENAWAY

Wednesday. In the «Art Play» club the 13th
Media Forum of the 34th MIFF is closed. Young
participants present interactive mini-films, made
under the guidance of Chris Hales. They filmed sto-

ries in which plot developments were determined
by the audience: depending on how energetically
the public shouted «no» the bullet either went
through the girl’s head or spared her. Everybody
is having fun. But the main event of the evening,
anticipated by everyone, was the master-class
by another English director Peter Greenaway.
Some time ago in St. Petersburg, going from one
event to the other and from one meeting to the
next, the director admired the beauty of the city
and decided that it was a suitable place to shoot
several episodes of his new movie «Food for Love»,
a screen adaptation of Thomas Mann’s «<Death
in Venice». He presented his film to the business
circles of Moscow and was granted a certificate for
30 thousand Euros for the services of the movie
complex «Glavkino». But now, in this club facing
the hall packed with young filmmakers and enthu-
siasts, he prophesied, like Lenin on the armored
car and - judging by the chronicle footage - with
the same vigor, that cinema is dead and that all
those present, who are interested in cinema, who
whish to make it, must leave the hall, especially
the scriptwriters, should there be any. The director
elaborated further that there are four tyrannies in
cinema: the tyranny of text which for some reason
must be illustrated with visuals; the tyranny of
actors which for some reason act out their parts;
the tyranny of the camera, which sees no more
that the lens permits it to see; and the tyranny of
the screen which limits the field of vision with its
rectangular form and forces people to sit in the
dark as though they were creatures of the night.
The faces of the listeners expressed bafflement
and indignation, some were smiling and shouted
to prove that Greenaway was wrong. He cut them
short with «Keep silent. | have not finished yet». By
association Harmony Korine’s novella from «The
Fourth Dimension» (also screened at the MIFF)
came to mind: Val Kilmer’s character explained to
the spectators that life was cotton-candy. When he
was through with denouncing the festival as un-
necessary and narration in cinema as obsolete, the
director showed his presentation for the biennale
of modern Italian art on the rectangular screen in
darkness. After this controversial lecture | man-
aged to make it to the screening of the movie by
still another Englishman Ken Loach. In the packed
hall housing over a thousand spectators the audi-
ence admired the linear simple story.

Elisaveta Simbirskaya

LONG LIVE
ANTIPODES/

iVIVAN LAS

ANTIPODAS!
FREETHOUGHT

Dir. Victor Kossakovsky

- What is more important for you - what you film,
or your vision?

- The important thing, of course, is that the
event is unique. But if you film something you
should adopt a unique approach. That is it's not
more important how you move the camera and
what you film, but that everything is in some
kind of inexplicable, secret mutual connection
and mutual influence. And of course, you have
to be able to wait and be persistent. You can't
allow any compromises here. For in life there are

MIFF dAILY manege in «octyabr

a lot of unusual, exceptionally dramatic and very
meaningful things. But this alone is insufficient for
a film — there has to be something more. Maybe
an understanding that everything that you see,
everything which is in front of your cameraiis a
story which disappears every single moment. Like
a dream. You know that it was amazing. But right
in front of your eyes it disperses: because a second
ago it existed, but now it doesn't. What was the
dream about? You'll never find out...

For example, that district of Shanghai which |
filmed no longer exists. | filmed it, and two months
later it was no longer there. For this reason | pre-
served this episode with such a long, with such sus-
tained segments... — Because it’s already history. In
any country you can film dramatic episodes. You can
do it in Africa: poor, unfortunate people... But this is
what astounds you: they have no money, they eat
with their hands, but they’re happy. You'll have seen
it: they smile, and they dance. Without my contact,
you know? Without my intervention. | just stood
there with my camera at a distance, | didn’t touch
them. And they're happy. From each country | have
so much material, enough to make a full-length
feature on each of them.

— When did you get the idea of Antipodes?

— Well, we know all these ideas from childhood.
Children’s ideas are ingenious! Later we grow up, we
mature, and they dissolve into nothing, disappear
somewhere and stop affecting us. But any little
boy can get to thinking: <How can people on the
other side of the Earth walk upside down and not
fall off?» The fact is that every moment the world
can suggest something to you. It’s just that you
have to know how to see it. And understand that
no sound is just random. Everything is important!
Everything is part of the whole. Nothing is superflu-
ous, and every LITTLE THING is worth just as much
as the BIGGEST. You must never say that people are
more important than caterpillars, or that a whale is
more important than a stone. Everything together is
important, in my opinion.

- When they buried the whale, were you remem-
bering Losev’s funeral?

—Throughout this film | was thinking of Losev. It's
all about oneness. But in every film | try to avoid the
moment of death. | remember it all... and this an-
cient idea, that art should prepare people for death
- lunderstand that... But all the same it’s hard for
me. Also I'm not the kind of man to talk about this
openly. Not the man who could add anything to
such a conversation. It always seems to me that |
don't have the right for this theme... Even more so
because I've touched on it several times already,
although | would really like to talk about it less
often. But it turns out that every time I... it’s just like
with a lost dog... | don’t ever want to film this, ever.
But in my pictures there’s always a dog which gets
lost. Why it suddenly gets lost, why | leave it in the
picture, | have no idea. True enough, Antipodes is
different from everything that I've done previously.

—It’s a very optimistic film.

- Of course. | don't want to shoot pessimistic
films any more. I'm not the kind of man who can
save the world, that’s for certain, but | don’t want
to harm it. And then if we're still living, that means
that everything’s all right. If the Earth is still turning,
then things can’t be that bad. We just mustn't spoil
anything, not harm it. That's all there is to it. Just the
same as you shouldn’t shoot a bad film. And really
there are far too many films. If we were to think all
the time: «Do no harm!» — we would only shoot
when it is absolutely impossible for us not to. But
the way things are, we're littering every corner with
our endless offerings...

Interview by Asya Kolodizhner and Peter Shepotinnik
Venice-2011



1. FOpun ArAsOB
2. AnpuaHA Kbeza av MAnbMA

3. Butanuin MaHcknn v Omuteuin ACTPAXAH

4. Cepreit JIosAH

5. HAnEX A MUXANKoBA v PE30 TVMMHEMILBMAN
6. Cepren CenbaHoB

7. Po3A XAnPYnimMHA

8. Kacnen Hoa Auuep, MAPACKEBA []>KYKENOBA 1
AHA TuToBA

9. InHAPA [1PYKAPOBA

10. Poxans Cex v Tanc morep

11. Jarbs EkAmMACOBA 1 AHLPEN CTEMMKOBCKMIA
12. TATbAHA [pyBUy

13. Muxainn LLsbiakown
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