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[Llon Marannmcrep Kanayecyt Kymarkupn

B mMupe 90% koHdopmmcToB B cBoem durnbme

TonbKo 10% Tex, KTo xoueT Bce A CUMNaTU3VPOBAN HE MEpPTBaM,
PaspyLLMTb. A 0UH W3 HUX. a MPeCTyMHIKaM.

Sean Mcallister Kazuyoshi Kumakiri

90% of the world's populationare My sympathies in the mavie were
conformists. There are only 10% not with the victims, but with the
of people who want to demolish criminals.

everything, and | am one of them.
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Hiopu / JIEBAH KOT'YALLIBMA

NMPUMEP MHTOHAL WU

BaH Koz2yaweunu — He HOBUYOK
’ ;HG MockoacKoM KuHogecmuaarie.
E20 nepaas kapmuHa «[poayse-
WUKU», CHUCKABUIAsA 02POMHbIL ycnex Ha
PommepdamcKom KuHopecmuasarie, bbina
NOKa3aHa 8 npogpamme «Bocems ¢ noso-
8uHoU» 6 2010 200y. @akmop «BmMopo20
urteMa», KomopslU AGAEMCA Nped-
MEemOoM PexcuccepcKUX Cmpaxos , K c4a-
cmeblo, He cpabomayt u Noc/ie Mozo, KaK OH
CH#A/1 CBOI0 BMOpYI0 KapmuHyY — «Criensie
CBUOAHUA»: 3MQA KAPMUHA KONEeCuUs1a no
ca8emy nocrie ycnewHol npemsepsi 6 To-
[POHMO, BOWI/IA 8 NPO2PamMy bepuHcKo-
20 Qopyma u BoM menepbs BHOBb BOUITA
8 YUC/T0 «BOCLMU C NOSI0BUHOU (UIEMOB»
MocroacKoz0 KuHogecmugana. Hecmo-
mpA Ha Mo, Ymo Koayawisusiu celiqac
3AHAM CbeMKaMU HOBOU KaPMUHeI, OH
CO2/1aCU/ICA NPUHAMb y4acmue @ pabome
bonbuiozo xcropu 36-20 MocKoadcKo20
KUHOgecmusariA.
lepou nocnenHero dpunbMa JSlesaHa
Koryawwsunn, CaHgpo v MBea, LWKosnb-
HbIiA yYUTENb U TPeHEP LUKOSIBHOM e
GyTOONLHOM KOMaHAk!, COpOKaneTH1e
NPUATENY — OpYy3bA OeTCTBA, CTOAT U
HOYT Ha «crernoe cBuaaHue» OByX He-
3HAKOMBbIX HeHLLMH. [prUXoauT ToMbKO
ofHa — Ta, yto An1A CaHapo, 1 OH HexoTA
Be3eT ee B KaKoin-To MoTesb. 06omM
HENOBKO, 1 BOOGLLIE HE 04EHb MOHATHO,
paav 4ero OHO BCe 3aTeBanochk, — HO
OHW JoroBapu1BaloTcA Yepes Hefesio
BCTPeTUTLCA elLle pa3. Ho 3a Heento
CaHppo yMyapAeTcA nocuaeTb nog
NPONMBHLIM OOMAEM Ha bepery Mops
C KpPac1BOM MaMom CBOEN yYeHULIbI
N BNIOBUTLCA — B3aUMHO. Ho y Mambl
— My}, NpaBaa, B TopbMe. [Npasaa,
BOT-BOT JOCPOYHO BblaeT. CaHapo no-
KOPHO 0TBO3UT BO3/1061EHHYIO, YTOBbI
Ta Morfa BCTPETUTL b1aroBepHoOro 13
3aCTEHKOB, — a BCKOpe, B CUNY Heyaay-
HOro CTeYeHWA 06CTOATENLCTB, @ CKopee
[are — XpOHNYECKON HeCNoCoBHOCTM
CaH[po nocTynatb TaK, YTobbl ApyrnM

66110 HeyLo6HO, — repolt yre BO3UT
HOBOIO 3HAKOMOI0 MO ropofy, NMoKa
TOT peLlaeT HaKOMMBLLUMECA 33 BPeEMA
OTCYTCTBUA HACYLLHble BOMPOCHI.
3[ecb 0oMHKHa bbina ObiTh LLYTKa,

4T0 aBTOp «[porynbLmMKoB» JleBaH
Koryalsunm no-cny4aiHocTy B3An 1
CHAN aBTOPCKYI0 BEPCUIO KMHODUTBEMA
«[paiB», HO 1 6e3 3TON LLYTKM TyT
MHoro Becesnoro. [1o cpaBHeHuto ¢
«[porynbLLMKamMm» 1 6e3 Toro nerko-
BecHanA MHToHaumA «Cnenbix cBuaa-
HUM» KarKeTcA 1 BOBCE HEBECOMOM,
COTKaHHOM 13 NMPUOPEIKHOMO TyMaHa u
HecnyumBLUMXCA NioboBel. «[porynb-

LEVAN KOGUASHVILI

JURY

LLIMKM» TPArMYeCcKUM Kybapem KaTuim
nepcoHaren NPAMUKOM B a [OPOrow,
BbINIOMEHHOM [06PLIMU HaMepeHUA-

MU M MNOXMMK peLLieHmaMu; «Crenble
CBWIAHWA» HAKPYYMBAIOT OTIONOCKM
HECKOSBKMX JIMHWM Ha CIOHKETHYIO M-
parsib, Urpaloym, U HeM3BeHOCTb 3[1ech
— COBCEM He KapMUYecKui1 Moa3aTbiib-
HUWK CBbILLIE, @ IMPUYECcKan BceneHcKan
[JaHHoCTb. EAMHCTBEHHOE HanoMUHaHWe
0 BCE/IeHHOM NpeablayLero ¢unb-

Ma Koryalusumnm — clor<eT 06 yLLIoM
CYNPYHKHUKE rePOUHM, MblTaloLLIEMCH
BbITAHYTb JeHbMM 13 CeMbW COKaMepHU-
Ka HemocpeaCTBEHHO BO BPeMA YbMX-TO

MOXOPOH, — BAPOYEM, U TYT MHTOHALMA
BCe BPeMA HOPOBWT B3MbITb Kyaa-To
BBepX, HaL 3eMHOM CyeTom.
[Noranyi, 13 HeManeHbKoro pasHoo-
6pasunA GUIbMOB, KOTOpbIe MOTTIY Obl
npeTeHaoBaTh Ha CIMAHKWE C Tpaamumen
«30/10TOr0 GOHAA» MPY3UHCKOMO KMHO,
HMKaKOMY He yaaBasnoch NofobpaThb-
CA TaK B/IM3KO K 3aBETHOM LIeNK, KaK
«CnenbiM cBuaaHnAM». Koryawsmnum He
MNPUXOANTCA UMUTUPOBATDL «TYy CaMylo»
WMHTOHaLMIO — OHa POXAAETCA MUMO-
X0[0M, KpUCTaNIM3mpyeTCcA CKBO3b
reHuanbHbIM BTOPOW MaH, rae BeYHO
TOMYYTCA HEeYMOSIKaloLLme poauTenm
CaHApo, CKBO3b HENOBKMeE Nay3bl U1
elLie bonee He/TOBKME ONaNoru, CKBo3b
necHu B TenedoHe 1 BOAKY Nof Mpo-
IMBHbIM JoMaeM. Takol BOT gpaiB.
Onvza Apmemoesa

is quite funny in itself. In comparison with director’s
previous work “Street Days”, the light-weight tone
of “Blind Dates” comes out as truly “gravity-free”. In
“Street Days” the characters were doomed for the
descent into the abyss of wrongdoings and ques-
tionable moral choices; “Blind Dates” mixes several
different storylines with grace and humor, and even
though the imminence of things is also one of the

Festival. His first film ‘Street Days’, which had

become a huge success at the Rotterdam Film
Festival, was shown in the programme ‘8 1/2 Films'
in 2010. Fortunately, the ‘Second Film Factor’, dread-
ed by every director, didn't work this time. So after
the successful premiere in Toronto his second movie
‘Blind Dates’ travelled all over the world, made it to
the Berlin Forum programme and is now among the
‘8 1/2 films' of the Moscow Film Festival. Although
Koguashvili is now busy with his new picture, he
agreed to become a member of the 36 Moscow Film
Festival Grand Jury.
Two men, Sandro and lva, a school teacher and a
school soccer team coach, both around forty, and
friends since childhood years, await two women
they have never met before - their “blind dates”.
Yet only one shows up, and Sandro reluctantly

Levan Koguashvili isn’t new to the Moscow Film

takes her to a local hotel. Although both clearly

feel uneasy and lack any sort of chemistry, they
agree to meet again in a week. In the following
week though Sandaro manages to fall in love with
one of his students’ mother - the lady surprisingly
reciprocates. There is just one tiny problem - she’s
married, although the husband’s in jail. Although -
he is just about to be released. Sandro volunteers to
drive his girlfriend so she could meet her husband,
Tengo, on the day of the release, and a bit later, due
to Sandro’s chronic inability to prioritize his own
needs over other people’s, he agrees to drive Tengo
around the city for a day, while the latter is dealing
with a few unfinished businesses.

The joke that Levan Koguashvili accidentally made
his own version of the movie “Drive” could be very fit-
ting here — yet it might also be a bit excessive, since
even without the said joke, Koguashvili's latest movie

major topics here, it is seen not so much as karmic
slap on the face, but rather as a universal and not at
all tragic law. The only reminiscence of Koguashvili's
last film is the storyline involving Tengo’s efforts to
cheat some money off the family of his inmate right
in the middle of someone’s funeral - but even in that
case the intonation remains exclusively light.
It would probably be legitimate to say that among the
variety of films striving to catch the classic intonation
of the “golden era” of Georgian film, “Blind Dates”
hits closest to home. Koguashvili's movie doesn't
even have to imitate the said tone — it appears casu-
ally, crystallizing through the funniest interludes
with Sandro’s constantly nagging parents, through
awkward silence and even more awkward dialogues,
though singing on the phone and drinking vodka in
the pouring rain. All in all - quite the drive.

Olga Artemyeva
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PARIS FOLLIES /
LA RITOURNELLE

007 Z=e\ DIR. MARC FITOUSSI

OrHM BOJIBLLIOIO OPOOA

5()l¥EE KPYTOBEPTb (LA RITOURNELLE) / PEXK. MAPK OUTYCCH

MUTCA OT CKYKM BOMLLEOHAA HeHLLMHA BpuuT,

roKa ee NI6UMBII, HO HECKOJBKO MPU3eMIIEH-
HbI 1 CepbEe3HBIN, KaK KOPOHapHaA aMbonuA, cynpyr
BEYHO 3aHAT KOPOBaMU. B TLLLETHBIX MOMCKaXx XOTb
KaKoM-HWMBYOb BCMbILLIKMN MUTENCKON Marnm bpuHunt
MpWCTanbHO BCMATPUBAETCA B OKPYHAIOLLYI0 peanb-
HOCTb — B MOTEPTYIO GU3MOHOMUIO MY}Ka, B NpeyBenn-
YEHHO BEX/MBbIE YNBIGKU cocellei, B KOPOB, — BCITy-
LLMBAETCA B MECHW B CyNepMapKeTe, MOKyNaeT KoTeTbl
13 Tody... Ho Bce He To, 1 Bce He TaK. Ho oaHam sl no
CoceICTBY MOCENATCA FOPOACKME AEBYOHKM B pas-
HOLBETHBIX 06KaX W, KOHEYHO, YCTPOAT TYCOBKY, — @
BpuHMT, MOTBINBKOM NETALLAA Ha BCe CBATALLLeecA
1 CBEPKaloLLIee, MOTaHLYeT C KaKUM-TO CTONUYHBIM
bpaHTOM 1 noitmeT, YTo Nponana. Hago exatb Tyaa,
roe bonbLuve orHK, — 1 BpUMKT, HecknagHo HaBpaB
MY}y MpO BU3UT K 1epMaTonory, NakyeT YeMoAaH 1
oTnpaensAeTcA B [Napui.
MorHO 6bIn0 6bl CKa3aTb, UTo dunbM Mapka Outyccn
OTCbINAeT K 30/10TOMy CTaHAapTy GpaHLy3CKMX Tparm-
KOMUYECKIX IOMOPECOK, LLiedpo NPon3BoANMbIX B 60
— 70-x rofax npoLuepLLero BeKa, Ho 3To, B 06LLEM, He
COBCeM crnpaBe/IMBo. «KpyroBepTb» OeNCTBUTENBHO
POLOM OTKyAa-TO He U3 HbIHELLHEero BpeMeHU — Hi
Mo CBOeMy TEMMOPUTMY, HW M0 TOMY, KaK [AeMKaTHO,
MOYTU HEMKHO rapLLyioT aBTOPbI BOKPYI HEMYAPEHbIX
NepEerKMBaHNI CBOMX NEPCOHArKEN, HO 3TO, B 06LLIEM,
He CIIMLLKOM dpaHLly3CcKanA TpaauLmaA: Ta B LLeSIoM
XNEeCTYe, UMHWUYHee. 30eck e vynecHas M3abens tOn-
rnep, BECHYLLIKM KOTOPOW Ha MPOTAMEHUM MoCIe[HNX
HECKOMNbKMX OeCATUNETUIN B OCHOBHOM CTaBWM 3TOM
nnaHeTe HeBYCMbIC/IEHHbIN HOMb, XOOUT B COBEP-
LLIEHHO HEBEPOATHOM MEXOBOW LLIAMKe M B3MPAET Ha
KUCAbI [apuK ¢ TakM BOCTOProM NepBOOTHPbLIBaTe-
NA, YTO NIOBOMN LIMHM3M YaxHET.
Mo KynonoM reHepanbHoM aBTOPCKOM MAEeM — fio-
60Bb — 3TO BaM He KOpPOB [J0UTb, — POATCA MUpUaab
M3ALLHbIX NoaTeKcToB. BoT l0nnep npmxoaumT «mnoKy-
natb 6epMypl» B American Apparel, 4tobbl «cnyyai-

| | a ¥MBOTHOBOAYECKOW Gpepme B HopmaHamm To-

HO» CTOJIKHYTbCA CO CBOMM HEOHNOAHHBIM YXarepoMm,
— aTOT NpV AHEBHOM CBETE OKa3blBAETCA KaKMM-TO
XMBIPEM, 1 BOOGLLIe 04eBMAHAsA CBMHLA. BoT — lOnnep
¥ OBa ALMKa aBOKaado. Bot - I'IOJ'Iy—TpaFVI‘-IeCHI/IVI
obe[] c He3aMyHel cecTpoit. BoT — poMaHTMyecKoe
CBUAOaHWe, rpo3sLLiee B NMoGYI0 CEKYHOY OKOHYUTLCA
pBOTON. BOT — CypOBbIN BPUHKUTUH My, NMOHAB, YTO ero
Jypauar, npuesraeT B Mapu, 1 TaM, yBUIEB Cyrnpyry
C NOTEHUMArbHBIM COMEPHUKOM, He MPbIraeT Ha Hero
C BUNaMu, a rpyCtHoO XoauT rno My3eAMm. MosBnaeTcA
Muxaanb HioKBUCT (6onblLie M3BECTHBIN Kak Opyroi
Muxaanb — BryMKBUCT 13 LUBEACKOM «[1eByLLKM C Ta-
TYMPOBKOM ApPaKOHa») U 04eHb MPOH3UTENBHO CMOTPUT
B Kamepy. Bce 370 yrHe MHOro pas 6bi10 U eLLle 6onbLue
pa3 byaeT, HO N1adHO CKPOEHHaA KOMBWMHALWA Tpora-
TeSbHbIX HaHaIbHOCTEM MOMKET B KAKON-TO MOMEHT
NpOM3BECTM Ha CBET Ty CaMylo Maruio, KOTOPYIO TaK
TLMNack 06HapyHUTb BpurKT. 1 KopoBbl B AaHHOM
cryyae — BriosiHe cebe CMbICTI006pa3syioLLMi IMeMEHT.
Onvaa Apmemovesa

mandy, while her husband, rather mundane and

serious as a heart attack, spends all his time
looking after cows. Desperately trying to find at least a
spark of simple everyday magic, Brigitte gazes at the
world around her, her husband’s worn-out face, the
neighbours’ over-polite smiles, even the cows, as she
listens to the songs played in a supermarket and buys
tofu burgers. But nothing feels right. Until one day a
group of city girls in colorful skirts move in nearby. Of
course, they throw a party, and Brigitte, who, like a
moth, always flies towards light, shares a dance with
a snobby Parisian guy, and realizes what exactly she's
been missing this whole time. She feels she needs to go
to the city of the blinding lights, so she lies awkwardly to
her husbhand about some non-existent dermatologist’s
appointment, packs her suitcase and heads for Paris.
It would be easy to say that Marc Fitoussi's film refers to
the golden standard of French tragicomic humoresques,
which were quite widespread during the 60s-70s of the
20th century, but it wouldn't be entirely true. Indeed,
‘Paris Follies', its tempo and rhythm, and the authors’
delicate, almost tender dancing around their characters’
feelings, take roots somewhere out of the present time.
But actually this is not exactly the French tradition, as
the latter is generally more cynical and caustic. How-
ever, here Isabel Huppert, whose characters in the last
several decades mostly didn’t give this world the highest
mark, walks the dismal streets of Paris in an absolutely
unbelievable fur hat, watching the city with “eyes wide
open’, next to which all cynicism is bound to fade.
The author’s general idea that loving isn't as simple as
milking a cow gives birth to myriads of curious subtexts.
One episode shows Huppert coming to American Ap-
parel “to buy Bermuda shorts” and bumping ‘acciden-
tally’ into her unexpected admirer - but in the broad
daylight he turns out to be somewhat of a jerk and
an obvious pig. Another one depicts her with a box of
avocados. Next we see a tragicomical supper with her
ultimately single sister. Then — a romantic date, which
might at any moment take an unexpected turn involv-
ing vomiting. Then Brigitte’s severe husband realizes
he's been cheated and rushes to Paris, but, seeing her
with another guy, he doesn't try to beat the shit out of
a potential rival, but wanders around the museums
instead. Then appears Michael Nyqvist (more widely
known as another Mikael, Blomkvist, from the Swedish
version of ‘The Girl with the Dragon Tattoo'), and stares
into the camera. We've seen it all before, and we will
probably see it again - but a well-tailored combination
of the known truths produces here that very magic
Brigitte was desperately struggling to find. Also, in this
particular case, cows turn out to be quite a meaningful
element.

Brigitte pines away on a livestock farm in Nor-

Olga Artemyeva




MOPE,

KOTOPOE BHYTPU

KOHKYPC [IOKYMEHTAJILHOI O KMHO
[TIYBEOKAA JOBO0Bb (DEEP LOVE) /

PEXK. AH 1. MATYLLIMIHCKIIA

HyLL — 60-1eTHWi1 JaiBep ¢ 60/bLIMM OMbITOM.

HeckonbKo neT Ha3ag OH Nepexwun cepbes-

HbIM UHCYNBT, KOTOPbI OCTaBUIT €ro YacTUYHO
rnapasnv3oBaHHbIM. EMy npuLuiiock 6yKBanbHO 3aHOBO
yunTbCA X0aUTh. C TEX MOP OH AOCTUI BHYLLUUTENBHBIX
yCrexoB, HO eMy TaK U He YAanocb BOCCTaHOBUTL peyb
1 MOTOPUKY 0ZHOM 13 pyK. Bce aTo BpemsA ero HK Ha
MUHYTY He NMOKWOAET HeHa. AHyL anA Hee — HAaCcToA-
LwanA rny6okas nioboBb. Ho cKonbKo JaliBepa He Kop-
MM, OH BCE PaBHO CMOTPUT B Mope. AHYLLI NpoXoauT
Me[0CMOTp, MOCJIe Yero BMecTe CO CTapbiMU ApY3bA-
MM MO OalBUHI-KIy6y cCOBEpLUAET OCTOPOKHbIE Mo-
rPY*eHUA, HauMHanA c ABaALLATU METPOB U NpubaenAn
Karkablii pa3 no MeTpy, He bonbLue. Bckope y Hero
NosBNAETCA HACTOALLAA Lieflb — MOKopUTb [onybyto
Obipy, rnyboKoBoaHOe yLenbe Henoganeky ot [a-
xaba B Erune. 100 MeTpoB, KoTopble HaMeTwn cebe
AHyL, nerko MoryT ero youTb — C €ro-To AaB/ieHNEM
1 HafopBaHHOW HepBHOW cucTeMor. OgHuM (BRloYan
Bpaye U UHCTPYKTOPOB MO NMoABOAHOMY MNJ1aBaHuio)
BCTPEYaIlOT 3Ty UAOEI0 CO CKEMNMCUCOM, MPaHUYaLLMM C
Tpesorow. [ipyrve nofHOCTLI0 NOAAEPHMBAIOT ero B
HEeBbINOJTHMOW MUCCUW.
B 3TOT MOMEHT ¢unbM K3 UcTopun peabunuraumm
WHBanuMaa nNpeBpaLLaeTca B MPUTYY O HU3HU U CMEPTU.
MorpyeHne AHyLLIA COMPAMEHO C Cepbe3HbIM PUCKOM
[NA ero xpynKoro 3goposbs. Ho ogHoBpemMeHHo Mope
— CaMblI CUJTbHBIN U OEeNCTBEHHbIN CTUMYI NPUBECTU
cebA B NopAJOK, CHOBA OLLYTUTbL CUIY U KPEerKo BCTaTb
Ha Horun. HecMoTpA Ha HasBaHue, «Inybokan nto6oBb» —
He MefiofjpaMa, a BriosiHe cebe repoicKoe K1Ho. Tosb-
KO repoii 30ecb TUXWK, @ NOABMI ero TaK 6bl U ocTasncA
He 3aMeYeH, ecnin bbl He AeNMKaTHasA 1 noapobHas
KaMepa peruccepa MatyLumHcKoro. Perkuccep nog-
61paeTcA K CBOEMY NepcoHay [0CTaTouHo 6511M3Ko,
4TO6bI NepecTaTb 3aMeyaThb ero Hemollb. Haobopor,
YBUOETb 3a HeW NMOJTHOTY HU3HU.
KaMepa 3aMeHsAeT AHyLLY 1 KeHy, 1 BepHOro Opyra,
He OCTaBMAif ero HY Ha MUHYTY Ha CcyLLe U beccTpallHo
MOrpy*anch 3a HUM Ha MybuHy. 3[ech, B LLUECTUAECATM
MeTpax nof NoBep3XHOCTbI0 MOPA, CPeay KopasnoBbIX
pudoB, paspe3aloLLmX TOJILLY BoAbl, Pa3BeMBalOTCA No-
crlelHMe COMHEHWS HacYeT LiesiecoobpasHOCTM BCEro
MeponpuATUA. KoHeYHo — OHO Toro cTouno.

Hukuma Kapyes

OCHOBHOWU UHCTUHKT

REERVE® / PEXK. KALBYECK KYMAKMPY

oraa KyMarupu npoyntan po-
MaH Kansyku Cakypaba, oH cpa-
Y e CKa3ar, uTo NyulLie Hero

HWKTO HE CMOKET 3KPaHM3MPOBaTb 3Ty
KHUY. A poMaH /1A nepeHeceHns Ha
3KpaH 6bIn JaneKo He npocToi. Bo-
MepBblX, TeMa VHLECTa, BO-BTOpbLIX,
OTHIOb He NIMHEeHOe NOCTpoeHMe
noBecTBOBaHWA. Ho permccepom
PYKOBOAWMIO BOBCE HE I0HOLLIECKOE
6axsanbcTBo (a KyMakupu peiicten-
TeNbHO eLLie COBCEM MOS0 Yeso-
BEK), a BrofiHe 060CHOBaHHaA OLieHKa
CBOMX BO3MOMHOCTeN. OH JecTBn-
TeNbHO KaK HUKTO ApYroi 3HaeT CBOM
poOHOM XOKKaao, rae pa3BopaqmBa-
eTcA felicTBIe poMaHa U dunbMa, Aa
1 90-e rofpl, BpeMA 3KOHOMUYECKNX
MOTPACEHN Ha OCTPOBE M BOCCTa-
HOBMEHWA NOCe 3eMETPACEHUA U
LiyHaMK, BbI3bIBAIOT Y HEr0 0COBbIN MH-
Tepec, MOCKObKY CaM OH B 3TO Bpems
YUUIICA PEHKMCCEPCKOMY MacTepCTBY B
Ocake. OcTpble, MOHO Jare CKasaTb,
CKaHOanbHble TeMbl /1A HEro He B
HOBWHKY, Be[lb NepBan e ero pabota
B KWHO «KUTKKY: CoBpaHue MOHCTPOB»
B36yOoparmia KPUTUKOB W CBOEN
NONUTUYECKOI 3a0CTPEHHOCTHIO
(peyb B Hell Lina 06 3KCTPEMICTCKOM
OpraHM3aLMW, HANMOMUHAIOLLIEN
panuKanbHyto «KpacHyio apmuio»), 1
HaCTOMbKO OTKPOBEHHbIM MOKa30M Ha-
CWMWA, FECTOKOCTM, MBITOK W 3BEPCTB,
YTO CMOTPETb KapTUHY BpEMeHaMu
CTaHOBWIOCh €[Ba BO3MOKHO.
Mesxay 6enbiM1 MpUbperkHbIMA
NbOMHaMM UL Koe-rae npo-
CMaTpu1BaeTcA CUHAA Bofda. YMmpo-
TBOPEHHYIO KapTVHy HapyLLIaeT
3110BeLLee NMOCKpUNbIBaHWe Hamnos-
3aloLUmX pyr Ha apyra mblb nbaa.

Bopyr Mexay H1MM MPOCOBLIBAETCA
PYKa, Y 13 MOpA MOABMAETCA rof1oBa
[OEBYLLIKL. TYT e credyeT CKa4oK
Ha3af BO BPeMEHMU, Koraa 13 Bodbl
TOYHO TaK e Bblne3ara ManeHbKan
[EBOYKA, CMbITaA CTPALLHBLIM LiyHaMW.
HerT, 310 He CaHpan, He 2011 rog,.

370 ocTpos Okycmpu, rog 1993. U
rnorub1o Bo BpEMs TOro 3eM/eTps-
CEHWA «BCEro» napa COTeH Ye/0BeK.
W cpeu HWX BCA CeMbA AEBOYKM

no UMeHn XaHa. [puioTa ee TaKkom
e OANHOKWIM OanbHUA POOCTBEH-
HWK [I3toHro. bonbLue permccep

0 KatacTpode He BCMNOMHUT: OHa
BbINOSHWIA CBOIO POJTb, BPOCKB 3TUX
[OBOWX B 06BATWA Apyr Apyry. To n
rocrne NeperHMTon Tpareamn, To in
OT MPUPOABI, HO MarblLLIKa AePHITCA
YyTb CTPaHHO, He MPOABIAET MOYTU
HMKaKNX 3MOLIMIA, MOYTM BCE BpeMs
MONYAT. JTULLIb OOHaMH bl OHA COBCEM
Mo-AETCKM pPa3pblanach, BCNIOMHUB
poauTeneit. KaK Hi CTpaLLHO 3T0 3BY-
YMT, HO Ha 3TOM 3aKOHYMITNCE CaMble
6e33ab0THbIE AHM B MM3HWU BHOBb
POAMBLLIEICA CEMBM.

[NoapocLuaA XaHa ncnbiTbiBaeT

K [13t0Hro oTHIoAb He Jo4epHue
YyBCTBa, M BCA ApeMaBLLaA B ee
[yLLie CTPacTb BbIPLIBAETCA HAPYHY
HeyaepHUMbIM hoHTaHoM. Ecnv 1o
KOr0-TO W3 3pUTENEN eLLe He AOLLISO,
YTO peYb MOET 0 HeJoMyCTUMBIX
OTHOLLIEHWAX MEM Y BUONOrNYecKn-
MW POACTBEHHMKAMM, @ He MPOCTO
NMPUEMHbBIMU [OHEPbIO M OTLIOM, TO

B CTPaCTHOM MOCTeSIbHOM cLieHe
(cHATOW, BNpo4eM, KpaliHe Lieno-
MyOPEHHO Mo COBPEMEHHBIM MepHaM)
Ha NMto6OBHUKOB 0BUNBHO U3NMBaETCA
KPOBaBbI JOMOb.

Kymakupu BoobLLe oTnnyaeTca
[0BOSbHO MECCUMUCTUYECKMM, €C
He MM3aHTPOMMYECKMM, B3ITIAA0M
Ha cBomx repoes. BoT 1 XaHa, byaro
MNbiTanAck y6eauTh cebs, HECKOMBKO
pa3 NoBTOPSET, YTO OHW Bedb He
CAenanu HA4ero nnoxoro. A «nno-
X0€» — 3T0 He TOSIbKO WX CBA3b, HO U
napa-Tpoika youincTs. Tak o6a oHM
3alUMLLIANM CBOE MPaBO Ha cYacTbe
6bITb BMecTe. [1310Hro, B UCMos-
HeHuW bnmcTaTtensHoro TagaHoby
AcaHo, Moxore, C caMoro Ha4ana
0CO3HaBas UJI030PHOCTL HAOEeH-
[bl Ha cYacTbe, MOHMMAJT, YTO ero
[04b-Bo3/1i061eHHan HeM36eHHO
BbIpacTeT, YOeT OT Hero, Tep3arncA
YrpbI3eHUAMM COBECTU U C Frodamu
OMYCKarCA BCE HUMHKE U HUMKE, MOYTU
MOJSHOCTLIO TEPAA YeN0BEYECKNI
067K, A BOT ieBYyLLIKe, Hanpo-
TUB, BCE HMMOYEM, OHa HW O YeM He
COManeeT, MeHAET MOKMOHHMKOB,
FOTOBWUTCA BBIATU 3aMyHK, HO U C
[310Hr0 paccTaBathcA He cobu-
paeTcs, U KpacHopeUMBoe CB1ae-
TebCTBO TOMY — U3ALLHAA HOMKA,
WrpUBO NackaloLLian CTymHio [13t0Hro
BO BPEMA YHMHA BTPOEM C HEHNXOM
HaKaHyHe cBafb0bl.
Cnor<HO CHa3aTb, KakuM Mo Obl
MOSTyYUTBCA ITOT GUBLM B pyKax
PYroro pexuccepa, Kymakupm re
€O3/an yBreKaTesbHbIi NCUXonori-
YECKW NMOPTPET ABYX 0BpeyeHHbIX
Ha 0MHOYECTBO JI0AeN, OTYaAHHO
CTPEMALLIMXCA 06PECTU Ty CaMyio
CeMblo, KOTopYIo BOMBLLMHCTBO U3 Hac
CUYUTAET TaKOW e JaHHOCTBIO, KaK
BOCXO[ COSHLIA UMM MOXOA, B 300MapK
C Marnow 1 Mamown.

Mapusa TepaxonaH




PABOYUU KJTACC
WOET B PAU

CBOBOAHAA MbICIbfeY= I AZA S0k AN0)

[TIABOITEP

(WORKINGMAN'S DEATH) / PEX. MXA3JTb

Muxasnb [MaBorrep Bcerga 6bi1 HenaHHbIM rocTeM B
Mockge: B GpecT1BaibHbIX MporpaMMax HeOJHOKPATHO
Y4aCTBOBaN €0 KApTWHbI, BXOAWI OH U B COCTaB HIOpU.
23 anpena Mvixaanb MMagorrep norvb Ha CbeMKax B
Jnbepun. Mbl ny6nKyem UHTEPBBIO, B3ATOE HECKOMBKO
NeT Ha3af Ha pecTuBane B BeHeLwm.

- Y 3putens cosgaeTcs oLuyLLUeHUe, 4YTO BO BCeX
NATU 3NM304aX Bbl AEMOHCTPUpPYETE pasHYIo per uc-
CepCKylo MaHepy, pa3Hble NpueMbl. Bbl gobueanucb
3TOro cneuuansHo?

Muxasne Masozaep: Tak Bcerna bbiBaeT. Beerna
MbITaeLLIbCA MOHATL: YTO [T1IaBHOE B 3TUX JIOAAX, UMEHHO
B 3TOM MecTe? Ecnint Bbl NOCMOTpUTE NEepBYI0 YacTb, T
YBUAWTE, YTO 3TO CBOEr0 PoAa 3aCThbiBLUMIA Nei3ar. B
LLIaXTe OH 04eHb YETHMIM. Bbl MoYTY BbIHYMAEHDB! AenaTb
Ka[pbl MOXOHMMM Ha KapTWHbL. ECIM B3rmMAHYTL Ha anu-
300 Mpo VMHOoHe3MIo, To TaM BCe B ABMHKEHWM: BCE YTO-
TO HecyT, Kyda-To ayT... BoobLLe-To 601bLLI0ro Buibopa
B MOWCKe MaHepbl CbeMOK HeT. Ecn Bil crycKaeTeck B
HeneranbHyto LLIaXTy BbICOTOM COPOK CAHTUMETPOB, TO
Bbl B Hee NMpocTo Brion3aeTe, v Bee. [lare Ha To, YTobb
nepecTaBUTb OAMH OCBETUTENBHBLIN MpUbOp, yXoamT
Lienblin Yac. Mbl 3anonsanu Tyaa, NoMHUIncs, Nposoam-
JI1 TaM MOYTM MO AEeCATb YaCcoB B TeYeHWe Tpex OHEen 1
MbITANMUCh HEMOABMMHO CAENaThb BCE, YTO TOSMBKO MOMTIM.
- Kakylo 3aaauy Bbl Npu 3ToM nepeg, coboii cTaBunn?
— MHe xoTenoch, 4tobbl 3puTeslb MOT MoYyBCTBOBATL

TO, YTO BUAWT Ha 3KpaHe. XoTeNock, YTobbl BO BpeMs
MPOCMOTpa Bbl YyBCTBOBa/IM KOP3UWHY Yy cebA Ha crivHe,
YTOObI Bbl CaMM GbInW B 3TOM LLIAXTE 1 OTOMBAM Yrofb.
Takyto 3afady A nepef cobolt cTaBun. A cam 3Han,

KaK [enaeTca To, YTo A CHWMar. Mbl caMu MpoboBsarnit:
OTOMBaN YroJib, HOCUI KOP3WHbI. Y Hac HUYero He rno-
JIy4arnock, MOTOMY YTO YaLLle BCEro OHW Bbliv CIMLLIKOM
TAMKENbIMI U BCe 3TO BbIN0 CAMLLIKOM TPYOHO, HO Aarke
KaKue-To ciiabble MOMbITKM Aany HaM BO3MOMHOCTb
MO4yBCTBOBATb, KAKOBO 3TO HA CaMoM Jefe.

- HaBepHoe, TakuM 06pa3oM Bbl JO6MAUCH He
TONbKO «3¢deKTa NpUCYTCTBUA» AJIA 3pUTeNd, HO

MIFF JdHILY  maner B «okTAGpe»

M NMOMEeHANN CBOM B3MNAA Ha TAMeNbIN ¢pusmnye-
CHKUI TPYA...
— [a, KoHeuHo, 3TOT dMNBbM M3MeHUN MeHA. Ha YkpanHe A
MO3HaKOMWICA C 04eHb HEOPAMHAPHBIMM 0 ABMM, KOTO-
pble Nepermnv CTosb BypHbIe UCTOpUYECKME COBLITUA 3a
KOPOTKMIM MPOMEHYTOK BPEMEHM W MPOABUAN BOMbLLIoE
MY*KECTBO B CBOEW MOBCEAHEBHOM HM3HM. TaK YTO Y HUX
A TOXKE NoYepnHyn cuny. 3To NOTpACAIOLLME SIOaM.
- A cTpaHbl U3 gpyrux anusogos «CMepTu paboye-
ro» NPOM3Be/IN Ha Bac TaKoe e CUJIbHoe Brieyar-
nexue?
— A BCTPETUN MHOMECTBO CHacTIMBLIX Nitoaei. OcobeH-
HO 3TO 3aMETHO B HUMEPUINCKOM (parMeHTe: CO CTOPOHDI
BCE 3TO 04YeHb HANOMUWHAET af, HO JI0AM CHaCTMBLI. Mbl
CMpaLLMBaeM, KaK Bbl MOYKETE 3TO NMePEHOCUTb, @ OHM
FOBOPAT: 3TO BEJIMKOSEMHO. 3TO 04eHb CTPaHHBIM YooK
Ha 3emnie... Vinun Bo3bMUTe NepBoe MHTEPBLIO Ha Ykpan-
He, rae ceMeitHanA napa roBOpwT, YTO A3, AeNCTBUTE b-
HO, Celt4ac BCe MOraHo, HO MM3Hb Y HaC 3aMeYaTesbHan,
1 B KGKOM-TO CMbIC/Ie 3TO 3aMedaTesisHoe MecTo. [a,
MNorKanyi, BCe TaK, 3a UCKIMIOYeHMEM NaKmcTaHLEeB. Bo
BCEM UIbME OHM eMHCTBEHHBIE, KTO AeNCTBUTENIBHO
cTpapnaet ot pabotsl. Ha YkpavHe e npodeccroHans-
Hble LLIaXTepbl My4atoTcA He OT paboTl, a 0T TOro, YTO
3TO Y¥Ke He TOT MOYETHBIN TPYL, KakM OH BbiN Mpexae.
OHwW CTpaZaltoT, NOTOMY HTO paHbLLIE OHW BbINV INLIOM
CoBeTcroro Coio3a, a Tenepb OHW HUKTO. OaMH 13 HUX
CKa3an MHe, 4To, Mo-MoeMy, B 80-e rofpl rogy OH C Kof-
fleramu fieHbramm NofaepH1Ban 3a6acToBKy B AHITIM.
[eHbramu. TonbKo NofymaliTe, HACKOMBKO BCe B/IM3KO!
A coBceM HejaBHo...
A xoTen caenatb aKkLEHT He Ha MOSIUTMKE, He Ha JKC-
TPpVMe, a Ha BM3YarbHOM UCKYCCTBE, KaK B MMUBOMMUCU.
[nA MeHA, HaNpuMep, Beck Men3ar Ha YkpanHe, nnn
1306parKeHme cMepTU B HUrepun, fare wentan cepa
B MIHOOHE3MM — BLIMALAT NO3TUHECKUMM U NMPpeKpac-
HbIMU. A ULLLY He TOMBKO YTO-TO SKCTPEMASILHOE, HO 1
KpacoTy. A xouy caenatb GubM 0 KpacoTe iofel.
Hnmepasoio cenu Aca Konoduxcrep
u lMemp LLlenomuHHUK

WHTUM

OIIEYIEE [OBPO NMOMKATIOBATD B HbIO-OPK
(WELCOME TO NEW YORK) / PEX. ABEJ1Ib OEPPAPA

- Yem Bac npuBnekna ponb rocnoguHa
[Oesepo?

Mepap enapdve: Bcerna MHTepecHo
6paTbCA 3a TeMbI BACTUW, AEHET U CeKca:
A 6bl CKa3as, ecTb B 3TOM YTO-TO LLIEKCMU-
poBcKoe. BnacTb Bceraa conposomaa-
eTCA U3PAQHOM [ofen TeaTpanbHOCTy. .
ELLle nHTepecHee durypa Yenoseka, Ko-
TOpbI 6yATO 6bI HE OTBEYAET 3a CebA: OH
HEMHOr0 60/1eH. 3TO CIIOHHO 0O BACHWT.
MHe *anb Takux noaen. 3aeck Obin Becb
Matepuar, HeobxoauMbIi AnA Tpareauu,
[UNA NbeCbl, CIOCOBHOM NEPEHUTL BeKa.
- Bo BpeMsA cbeMoK Bbl fyManu o
Crpocc-KaHe unu cMornm oTcTpaHUTb-
CA OT 3ToW uctopmmn?

— Hert, He ayman. Ho, KoHeuHo, nctopma
MpWCyTCTBOBaNa rae-To B MOACO3HAHWM.
CueHapwi Hanmcan Kpuc 3ya, oH ncu-
XMaTP U NCUX0aHaNMTUK. Abens nposen
60nbLLYI0 MCCIeA0BATENBCKY0 PaboTy.
Mbl Be[ib HAXOAMMCH B TO CaMOMN KOM-
HaTe, 0 KOTOPOM FOBOPUNOCH B CPEACTBAX
MaccoBOW MHGOPMALMM...

MHe KareTcA, B [leBepo ecTb YT0-TO
3arafiouHoe. BoT 3T10-To U MHTepecHo: He
CTOJBKO MOHSAT, CKOJBKO BbITb MOXO-
WM Ha 3TOr0 NepcoHarka. B kakom-To
CMbIC/1e OH MOHMMAET, 4To bosieH. [oToM

OKa3blBaETCA B CUTYaLIMM, KOraa emy yre
Ha Bce HannesaTb. Al He XOTen 3aAaBaTb-
CA CIIMLLIKOM MHOTMMM BOMPOCaMm Mo
MoBOfy CBOEro NepcoHara. Koraa A no-
cMoTpes GpUbM, TO MOHA, YTO OH 0YeHb
1 04eHb HeCToKWI. A darke nogyMaTb

He MOr, YTO CMOry KOorfa-H1by b Takoe
1306pasunTb. ITO YNCTO UMTYTILCUBHBIE
LeVCTBUA: NOOYMHAACE MM, HYeNoBEK
rnocTeneHHo TepsaeT paccydoK. OH bbin
OYeHb TaNaHTIMB, OH Mor 6bl CTaTk Mpe-
3uaeHToM. Ho A He xoTer 3ayMblBaThCA
06 3TOM B MOMEHT CbeMOK. O4eHb TpYAHO
MeperuTb BCe TO, YTO BbINASO Ha A0S0

3TOMy YesloBeKy. Koraa Mbl Haxoamnucs
B TOM CaMOM [10Me, B TO CMOM KOMHaTe,
Y Hac BO3HWKasM Te e BOMpOChI, YTo Y
BCEX, KTO YMTan raseTbl: 0 YeM 3TU JIloan
MOTTM 6bl pasroBapuBaTts? HUKTO 3Toro
He 3Han. lNo3ToMy To, UTo Mbl Aenanu, A
Ha3blBal0 MMMNPOBU3aLMEN.

— HeKoTopble KpUTUKKU YNpeKHYN1
GUNbM B U3NULLHEN OTKPOBEHHOCTU U
[[axKe cpaBHWUU € NOpHoO. Bbl, pasyme-
eTcA, C 3TUM He CornacHbI?

- lNopHo®UIBM — FpyCTHOE 3pesuLLe.
TaM YenoBeKy OOCTYMHO NULLL OGHO
nemnctame. CueHa OencTBUTeNbHO
Noy4Mnacb O4eHb HEeCTOKOM, HO B
KaKOM-TO CMbIC/1E BCE CeKCyaslbHble
CLeHbI }KeCTOKM, MOTOMY YTO Mbl, aKTepbl,
MX NO-HACTOALLEMY HE MPOXHKMBAEM,

Mbl TONBbKO NpuUTBOpPAEMCA. Hu 0auH
HOPMaJbHbIN aKTEP HE CMOMKET CbirpaTh

TaKylo cueHy. Kak-To, Korga MHe 6blio
34, Mbl nonpoboBanu Bce caenatb MNo-
HacToALemy. [onbITanuce NonyymTL
3PEKLMI0, HO KaK TONbKO Aeno AoLLo
[0... HeT, Mbl ke HopMasbHble. 3T0 UMK-
TauuA, a BreYaTieHne y 3puTensa Takoe,
YTO BCE O4EHb HECTOKO M OTKPOBEHHO.
Ballie BoobparkeHue 0opncoBbIBaeT
3a Bac peasibHOCTb. TakoBa Hm3Hb. [1a,
KPUTUKM He FOBOPAT «*HECTOKasA», OHM
Cpa3y roBopAT «MopHO». Ho 3T0 BoBCe
He nopHo. Ecniv 6l BbIM10 MopHO, Hago
6bIn10 6bl MOKa3aTh 6OBLLION YeH, 1
Bce. A 310 nognuHHas uctopmA. Cam A
HEHaBWHY Hacune. A HeHaBWHY CBOEMO
repos, Korfa OH YeCToKo BefeT cebs ¢
HKEHLLMHOWN.
- Yro, Ha Baw B3MNAA, NoAAepH1BaeT
oTHowleHuA Mexay [esepo n Cumo-
Hoi? Beib HUKaKWX NPU3HAKOB Nio6BU
B ¢punibMe HerT.
— O4yeHb 60/1bHO CO3HaBaTh, YTO KOrAa-To
Bbl ObIIM NAPOI, HO BOsIbLLIE €10 HE AB-
NAETECh, — M TEM HE MeHee NPOJoITHKaeTe
MCMbITBIBATL OPYr K APYrY Kakue-To
4yBCTBA. B TaKo MOMEHT Bbl YyBCTBYeTE
YKYTKOE 0MHOYECTBO. [lyMato, Mbl MOXKEM
OLLTUTb M oT4HaAHKWe Cumonbl. da n [e-
BEPO TOXKe B NOAABNEHHOM HAaCTPOEHWM.
MHe 04eHb MoHpaBWNack NocegHAA
cLieHa. B aTol cLieHe He CTOMBKO MPOHUA,
CKOMbKO UCKPEHHOCTb: MO Mrepoit, Morka-
NYI, eOMHCTBEHHBIN pa3 06Hapyr1BaeT
YerioBeYecKme YepTbl.

Cobropp «MaHexca»



TABY

OWJIEMBI, KOTOPLIX 3[ECH HE BbIJ10
[EPOHTOOWIVIA (GERONTOPHILIA) /
PEH. BPIOC JTABPIOC

— Ha gHax a yuTan cTatblo o BalleM nocnegHeM ¢puib-
Me. «HoBbI ckaHgan us KaHagpi!» YTo Bl No aToMy
noeody AyMaeTe? 3To npaBAa CKaHAANbHbIA GUNbM?
Bpioc Jlabpioc: HeT, Kak pa3 HaobopoT. [pyrve raseTsl
3aABNAIOT, YTO OH KaK pa3 HeOCTaTOYHO CKaHAaneH. Taxk
YTO HUKOAA HeMb3A NMPeACKa3aTh, KaK J1ioax BOCMPUMYT
TBOE KMHO. TOMBKO YTO OAMH HYPHAMNUCT CKa3an MHe, YTo
€ro Apy3bA Ha3BanM 3T0T GUbM «OMep3nTENbHBIMY. B TO
e BpeMA apyrue rosopAT: «O, 4ns Bpioca Jabpioca 370
BMOJHE HEBUHHBIN GUIbM, KAHKeTCs, OH TepAeT XBaTKy!» A
33ancA Lienbio CHATb GKIbM COBEPLLIEHHO NO-HOBOMY, B

HEOBbIYHOM anAd cebr CTune, 3Takoe MePIHCTpMMOBOG KMHO,

6onee NMOHATHOE MOMOAEHM, C OTCHUTKAMM K MPUBLIYHBIM
POMaHTUYECKMM KoMeamAM. [ A ero cHAN, Ho eCTb Ntoau,
KOTOpble 3aABMAIOT, YTO 3TO CAIMLLKOM PadnKasnbHbI
GUnbM, 4TO A 3aLLIEeN CIMLLKOM [aneKo, YTo NofobHble
TeMbl Mof 3anpeToM... Bce 3aBUCUT OT KOHTEKCTa, OT TOro,
KO0 Bbl CMPOCUTE U KaK Jlioy BOCTPUHUMAIOT 3TOT GUITBM.
- A ona Bac cywwecTByioT Taby? Yto-To, Yepes yTo BbI
He MOXKeTe nepecTynuTb?

— KoHeuro. A oymato, oW ecTb y Kargoro. Ho BoobLue
Taby — 3T0 04eHb UHTEPECHAA TeMa, NOTOMY YTO 3TO Bellb
3anpeTHaA TeppuTopuA. KaK OaneKo Thl OCMeNMLLILCA
3aTn? HeKoTopble MOCTYMKM OCYHOAIOTCA C TOYKM 3peHmA
MOpanu, ApYrue — C TOUKM 3peHNA STUKM, KaKWe-To BeLLW
MOFYT 6biTb HE3aKOHHbI M MPK 3TOM JOMYCTUMbI B COOTBET-
CTBMM C BaLLMMM MOPaSTbHBIMA MPUHLMIaMK. A HeKoTopble
3aKPbITLI AN1A BCEX, 3TO Ta TePPUTOPUA, Kyaa CTyMNUTb He
MOCMEET HUKTO.

MHe KareTcA, 3anpeTbl 471 TOro U CyLLIeCTBYIOT, YTOGb

MX HapyLLaTb. MeHA KaK peruccepa Beeraa MHTepecyioT
TEMBI, 0 KOTOPbIX He MPUHATO FOBOPUTL. Bripoyem, onATe
YK€, MHOrO€ 3aBWCUT OT TOF0, KaK UX PackpbiITb. MorHO
rOBOPUTH 0 Taby HENTPabHLIM TOHOM, Kak GyATo 3T0 Co-
BepLLEHHO HOPMarbHO, @ MOMKHO pa3ayTb CKaHaan. A cam
npvberan K 3ToMy B MPOLLIIOM, LLIOKMPOBaJ U MPoBOLMPO-

JITIRERD

Bas 3puTeneit. TaK YTo CyLLIECTBYET MHOMECTBO CrocoboB
rOBOPWTL O 3aMPETHbIX TEMaX W1 HapyLLIEHW Taby.

- A Korpa Bbl FoBOpUAM 06 3TMX Taby ¢ MonoAbIM aK-
TepoM, 370 6bIno AnA Hero TAXeno? OH cpasy cormna-
CUIICA, UMW NPULLINOCH Y6eKAATb ero CHATLCA B BaLLEM
dunbme?

— MoHnMaeTe, 3T0T HWNBbM BbiN 3aayMaH KaK MeHCTPU-
MOBbI. Mbl 04eHb TLLATeNIbHO OTHECIUCH K NpoLieccy
KaCTWHra, A OTCMOTPES MHOMECTBO MOSIOAbIX aKTEPOB
1N HaMepeHHO BbIbpasn CPaBHUTENbHO HEOMBITHOIO
loHOLLY. MOYKeT BbiTb, OH farKe He 6bin fIy4YLLMM MMEHHO
C TOYKM 3PEHNA UPbl, HO MEHA MPUBMEKN €10 He-
BWHHOCTb, OTKPLITOCTb, FOTOBHOCTbL UCCNEe0BaTh TO,

C YeM OH HUKOra Nperae He CTankmeanca. Tak 4to
eMy MpULLIOCh MHOMOMY y4uTeCA. OH HaTyparl, a ero
nepcoHar — ret. OH OYeHb I0H U HUKOrAa paHbLUe He
Cnbilan o repoHTodunmMmM. Ho oH bbin coBepLLIEHHO
OTKPBLIT A471A HOBOMO OMbITa. 1470 A0 ero napTHepa, A
Bbibpan YenoBeKa C 60/bLLINM aKTEPCKUM U HU3HEH-
HbIM OMbLITOM. EMy y¥Ke 3a BOCEMbIECAT, 1Y Hero ¢ 3TuM
MasbYMKOM CIOMMUINCH 0COBbIE OTHOLLIEHWA, KaK Ha
CLieHe, TaK W B Hm3HW. OH 6bIn ANA Hero Yem-To Bpode
HaCTaBHWMKA, 0O BACHAA 3a/10MEeHHbIE B CLIEHapUN Uaew.
OH CTanu XopoLLMMK OPY3bAMU. B HU3HW Meray HUMU

- Bbl HecKonbKo pas ynoMAHynM MeMHCTpuM. CKamkure,
a Bbl He 60ANUCD, 4TO BaLL 0CO6bIN CTU/Ib pacTBOPUTCA,
TaK CKa3aTb, B 3TOM NOTOKe?

- [a, TakaA onacHoCTb ecTb BCeraa, HO MHOMAa MOMKHO
LLIOKVPOBATb KaK pa3 TeM, YTO Tbl He LLIOKMpyeLLb. HeT
HVIKaK1X NpaBu. HUKTO He MOYKET MHe CKa3aTb, YT A He-
MPeMEHHO [OMHKEH CHMATb MOPHOrPaPUHECKUIA UK 3po-
TUYECKWA GUIBM, HUKTO HE MOMET 3aMnpeTUTb MHe CHATbL
POMAHTUYECKYIO KOMEAMIO UMW MOMbITaTbCA 06PATUTECA K
6onee LUMPOKOW ayanTOpUM, MONOA0M ayautopumi. KoHeu-
HO, A MOHMMAI0, YTO 3a 3TM NOCNeAyeT 04eHb HeraTBHanA
peaKuuA. B KakoM-To pofe A NMPMBLIK K 3TOMY, MOCKOMbKY
A CHMMaI0 04eHb CIIOMHBIE GUIBMBI, KOTOPBIE B HEKOTOPbIX
CTpaHax BoobLLie 3anpeLLiaioT. MHe 3T0 He B HOBWHKY. U
MO3TOMY A PeLLIWJ1, 4TO MPOBOKALWIE MOMKET OKa3aTb-

CA MOeA CHATb YTO-TO Ha bonee JOCTYMHOM A3bIKe, TaK
CKa3aTb. B KaKoM-To cMbICrie 3T0 AarKe crorHee. A 3Halo
M0 CBOEMy OrbITY, MOTOMY YTO CaM He pas3 3T0 MpoAesbIBal:
JyYLLMI cnocob nprBneYyb K cebe BHYMaHWe — 3T0 CHATb
YTO-TO MPOBOKALIMOHHOE, LLIOKMpYIoLLiee. V1 B 3TOM HeT
Hudero nnoxoro. W, onATb e, ecriv TBoe UMA MPUBLIKN
accoLMMpOBaTh C 3MaTarkeM, BbI30BOM MOMYT MOCHUTATH
paboTy B boree MeMHCTPMMOBOM Kliode. [1A MeHA 3T0
CBOEr0 poAa 3KCMepyMeHT.

yCTaHOBMNaCb NPOYHaA CBA3b, N, MHE KaXeTCAH, ee

MOXHO No4YyBCTBOBATb 1 B d)VIJ'IbMe.

TOJ'IbI-(O B TAHLLEBAJIbHOM 3AJ1E

SIETEESRORIAETE SANT IKAMMIA (JIMMI'S HALL) / PEXK. KEH J10Y4

- MoyeMy Bbl 3ax0TeNM paccKkasatb
uctopuio [:kummu MpantoHa?

KeH Jloyu: B ero nctopum cnnenocb
MHoro Bcero. Hanpuvmep, oHa onpo-
BepraeT CTepeoTumbl, MpeacTaBneHwe,
OYLTO NIEBaKM — YHbINbIE aCKeThl,
KOTOpble NMOPTAT BCEM HACTPOEHME U
He BbIHOCAT BeCesTbA, MPa3gHUKOB U
YOOBOMBCTBUNA. A eLLie 3Ta UCTopKA
CBUAETENBLCTBYET, YTO OPraHn30BaH-
HaA PenMrvA MOMET OelACTBOBaTb
330[HO C TEMW, KTO KOHTPONWPYET
3KOHOMUYECKME pecypcbl. Tak 6bino

B cfiydae [rKmMmMm MpanToHa, Tak
npoposKaeTca Ao cux nop. Liepkosb
1 rocyapCTBO CTAHOBATCA UHCTPY-
MeHTaMu rHeTa. B ciyyae ¢ [panToHoM,
— NpaBga, B dunibMe 06 3TOM HioaHce
MOYTW He YNOMUHAETCA, TaKOB YK

ObIn lyX BpEMEHM, — Te, KTO Ka3arcA
Nob0opHUKaMM Mporpecca, BNanu B pe-
rpecc. Hanpumep, Le Banepa, nnaep
60pLIOB 3a HE3aBUCUMOCTb U MPEMBEP-
MVHUCTP: NI0AV [lyManu, YTo oH bynet
MOOLLPATb HEMPEeAB3ATOE MblLLIEHWE

1 TONEPaHTHOCTb, a B peasbHOCTU OH
MepBbIM AeoM MoCTaparcA CHUCKaTb
671aroCKIOHHOCT LIEPKBY M MPMBEeYb
LIePKOBHMKOB Ha CBOIO CTOPOHY. [pUH-
UMMl BN PACXOQHEIM MaTEPUASIOM,
“MUY nocTynanucs paam «realpolitiks .
- 3apyMbiBanca N1 «3an JKumMmMu»
KaK cBoeobpa3Hoe NpofosiKeHue
BalLeW KapTuHbI «BeTep, KOTOpbI
KauvaeT Bepeck»? U ecnu aa, 1o B
YyeM 370 BbipamaeTcaA?

— [emictaue «3ana OxmMmm» npomc-
XOZWT BCEro Ha [IeCATL NET NO3AHee.
B «BeTpe, KOTOpbIN Ka4aeT BepecK»
3BY4MT PEnsvKa 3eMneBnagenbLia-
aHrmovpnaHaua: «CtpaHa npespa-
TUTCA B CTOAYee 60M0TO, KuLLaLLee
ronamu, KaK 3apasoi». 1 — BoT nogm
¥ Tl — TaK 1 BbILL10. C Tex cambIX Nnop
He yTvxaeT 6opkba. CerogHa noeepuie
K KaToMIM4eCKOM LIePKBI CUABHO MO~
LLIATHYNOCh 13-3a BCEX MPECIOBYTHIX
CKaHZanos. Ho B Te BpeMeHa nioan B
MOSHOM Mepe CO3HaBasIM MOryLLIECTBO
LIePKBY 1 MOTYLLIECTBO CBALLIEHHN-
KOB: MMEHHO LiepKOBb U CBALLIEHHK
npegonpenenany CBoel Bosien, KTo B
1X NpUXOe NPeyCcreeT, a KTo — HeT.

- KakoBo cooTHoLLeHue uctopuye-
CKMX (aKTOB U BbIMbIC/1a B BaLLeM
dunbme?

Humepaoio senu Aca KonoduscHep
u lMemp LienomuHHuK

— QunbM, TaK CKa3aTb, «BAOXHOBJIEH»
HM3HBIO 1 3MoXoM [KuMmm [panToHa.
0 petansx ero bvorpadum 1 ny-
HOCTM M3BECTHO HeMHoro. OT4acTu 3To
061OHO, TaK KaK, 04eBUOHO, OH bbin
6recTALLer GUrypolt, 3aTo Mbl MO
[aTb BOSO GpaHTa3MM — COMMHUTL ero
YaCTHYIO WM3Hb M MPOaHaNM31PoBaTh
BbI6OP, KOTOPLIV OH GbIN BbIHYHAEH
caenatb. Mbl XoTenu, YTobbl nepeq
3puTeNieM NpeacTasn APKU xapaxTep,
YesoBeK M3 MSI0TU 1 KPOBW, @ He Mpo-
CTO KAPTOHHbIM aKTUBICT. HalllynaTts
BEPHOE COOTHOLLIEHME O4eHb TPYAHO,
BCe peLLaloT AeTasnit: Mor /v HaLl
repoV 3aBeCT C KeM-To poMaH? V1
470 CO60M MOV MPEACTaBNATL 3TN
OTHOLLIEHMA?

Mbl MOMEM [ENUTLCA CEKpETaMm

1 BOObparaTh cexpeTbl. HaM He
XOTeN0Ch, YTOObI CBALLIEHHWKM Bbl-
MMALENM KapyKaTypHO, a 3TOT PUCK
6bls1 BO3MOKEH, eC/ Bbl Mbl MPOCTO
0BNEKNM UCTOPUYECKWIA MaTepuan B
dopMy Opambl. Fopa3fo MHTepecHee
66110 BOOOPA3UTL CBALLIEHHWKA, KOTO-
PbIiA, KOHEYHO, OTIIMYAsICA CBUPETION
BPaOeOHOCTBIO, HO C 3TUM YHMBa-
JICb Bbl Apyrve YepThbl — YBarKeHne K
MPOTUBHMKY 33 MPUHLMNNAIBHOCTb.
Y OMMMM 661 NOLJINHHBIE [OCTO-



— OueHb 4acTo Mbi C/IbILLMM OT PEHUCCEPOB, KOTOpble
Nosny4Mnu nbecy, cLeHapuii UK pacckas (a 3gecb
rnosiHoLieHHasA Npo3a), YTo UM NpuUxoAUTcA 6opoTbesA C
nucateneM, OHU JOJIKHbI 0TBOEBaTb 1A cebA MecTo,
KaK OnA peXuccepos, BbITECHUTb NIUTEpaTypy U 3a-
nesTb TyAa ¢ KuHeMatorpadoM. Mucatens, ApamaTypr
u perkuccep Ceran — oHu 6oponuck apyr ¢ apyrom?
Muxaun Ceaan: Her, perxuccep Ceran v gpamarypr
Ceran HopMarbHo Apyr ¢ APYroM NagdT, UM rMaBHoe oT
MOCTOPOHHUX OTOUTLCA. Koraa perkmccep cam nuet

[nA cebn, OH MULLIET Y¥Ke KnHeMaTorpaduyHo, 1 Tam

HET 3TaroB «Mepexofa» MTepaTypbl B KMHO, Korda Hafo
MyYMTENBHO [yMaTb, KaKk 13 3TOro cienatb GubM. A
3[0€Ch, KOrAa Thl MULLIELLIb CLIEHAPUIA, TO MPAKTUHECKN YiKe
CHUMaeLLIb CLIeHy, Thl 3HaeLLIb, KaK 3To byaeT BuimAQeTb. Y
Te6A HET TaKoro: «BOT, KaK Bkl COXPaHUTbL 3TO, COXPaHUTL
To». ECnvt Thl XOpoLLMii persmccep, Tol AyMaelllb, YTo 30echb
MPaBWLHO, @ YTO HEMPaBUIBHO, M HYKAKOr0 PEBHOCTHOMO
OTHOLLIEHWA K CBOEMY TEKCTY HeT.

— OueHb 4acTo peruccepbl UCMONb3YT MUbooruio.
Hanpumep, cHuMaeTca ToT e [enapabe, U pexuccep
MCMosb3YeT TO, YTO IO 3HAIOT, KAKWUM 3TOT YesloBeK
6bin B MONI0A0CTH, OHU €ro BUAENH, — U TaKk aanee. To
ecTb MUdonorus aKTepa BNUAET Ha o6pas. B gaHHOM
cnyyae y Bac 6611 36pyeB. A gyMana, Bbl nMcanu nog
Hero. 3To, KCTaTW, TOXe Bonpoc: Bbl NUCany Nog Hero
unu Het? Kak Bbl AnA ceba ucnonbsosanu Mudonoruio
36pyeBa B 3101 KapTUHe?

— 370 04eHb BarKHO, MOTOMY YTO OH ABMIAETCA OAHUM U3
CaMbIX U3BECTHbIX aKTEPOB COBETCKOMO K1HO, M MUGOsIo-
A, KaK Bbl FoBOpUTE, 36pyeBa 3aK/oHaeTcA B TOM, YTO OH
ONULETBOPAET COBOM HI3HEPAOOCTHOCTH U ONTUMUCTUAY-
HoCTb. OH YenoBeK, KOTOPOMY HU3Hb MHTEPECHa, OH 3Hep-
MUYHBIA W MIOGUT HU3Hb. W MIMEHHO 3HaA PO MOMOZ0ro
36pyeBa, yBUAETL 3TOrO NMEPCOHaMa B ponv abconioTHo
MOTYXLLIEro rprba, KOTOPbIM HAXOAMUTCA B KOHLLE HU3HM,
KOTOPOIO Y*Ke HAYEr0 He MHTEPECYET, — 3TO BbIN0 O4eHb
BaXHO MOKa3aTb. M B 3TOM cMbicre onpefeneHHoe CUMBO-
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JI4ecKoe BbiCKasbiBaHWe Mo NMoBoAdy Cyasbbl MOKONeHWA,
Mo MoBOAY HaAEeMd, 3MOLMIA, 1 MO MOBOAY TOro, BO HTO BCe
3T0 NPeBPaTUNOCh, — KCTaTW, He MO WX BUHE... Bo MHOroM,
TaKUMU WX COeNany MRafLmne NOKoNeHUA, — 1 370 BbIo
BaMHO.

IMeHHO No3TOMy A MCKan MOI0A0ro aKkTepa, MHe Bbino
BAXKHO W MOPTPETHOE CXOACTBO, U TeMMEepaMeHT, MOTOMy

MHCTBA, KOTOPbIX CBALLIEHHVK HEe MO
He 3ameyaTthb. MTaK, Mbl nornbiTanmcs
MpVaaTh NepcoHaram BbIMyKIoCTb,
0HOBPEMEHHO XpaHA BEPHOCTb
UCTOPUYECKUM GaKTaM.

- Kakue napannenu mexpy Up-
nanguen [JXUMMU U cerogHALLHeN
Wpnangueit Bbl HaxoguTe?

— Hy, Bo3MorKHo, bopbba Ta e ca-
Mas, OHa npogonaetca. B 1929 rogy
661 GUHAHCOBbIN KpaX, C KOTOPOro
HaYanmcb AecATb NIeT 3KOHOMUYECKO
[enpeccum 1 MaccoBoit bepaboTu-
Ul [oxorKe, Tenepb TO e camoe:
JIEBBIM MPUXOOUTCA MPUKIaObIBATL
HeYenoBeYecKMe YCUinA, YTobbI
3aBOEBaTb XOTb KaKkMe-To Mo3uLMm B
MOSUTUYECKIX CIOPaX; MOYTU HAYero
He BbIXOAMT. MOINTUYECKYIO HI3Hb
M306par-aloT Kak MeHOyCoO0MUMK,
JVCKYCCHIO MEHIY PasNNYHBIMU
MapTUAMM MPaBOro TOSKa, HO TeM
BpEMeHEM JlloA1 TEPMAT CUbHEN-
LLME JINLLIEHMA, CaMbIM HEUMYLLIMM
BbIMa[aeT caMas TArenas oA,
Macca MOJofbIX MOSTHOCTHIO SILLIEHA
6yayLuero, a u3 VipnaHgum nioau
MaCcCOBO 3MUMPUPYIOT B MOMCKaX X0Tb
KaKOoW-TO rapaHTVv TPYLOYCTPOMCTBA.
B 3T0M cMbicrie Bce 04eHb MOXOMKe:
GMHAHCOBBIN KpaXx, 3@ KOTOPLIM Crie-

[yeT 3KOHOMUYECKaA Aenpeccus.
- Cnoco6Ho nu KUHO YTO-TO U3Me-
HWUTb WU NOBNUATb Ha 06LLECTBEH-
Hble gebatbi?
— HeT, comHeBaloch, 4To KHO Cro-
COBHO BCEpbES YTO-TO U3MEHUTB, @
€C/I1 1 CMOCOBHO, TO Camylo MasocTb.
B 06LLIEM U LIESIOM KMHO Yrpo4MBaeT
CTaTyC-KBO: CHMAIOTCA 6r1o0KBacTepbl,
Ha HWX BbIAENAIT KpyrHble bio-
YKEThI, X aKTVUBHEE PEKNaMUPYIOT.
JIM60 GUNBMBI CryHKaT BCero fniLLb
KnanaHoM anA crycka napa. Ho, no-
MOEMy, TaK 1 paHbLLe 6bI10, TaK 660
npaKT1ieckn Bcerda. MoteHumarn
KuHeMaTorpada HamMHoro 60sbLLe, HO
KOMMEPYECKOe K1HO W ero 3anpasu-
bl 63pasnnyYHbI K 3TOMY MOTeH-
umany. B To re camoe BpeMs KHO
CrocobHo NPOBOANTL Naparneny,
33[1aBaTb BOMPOCHI, 0CMapWBaTh TOYKM
3PEHUA, 3aMMCTBOBaHHbIE NI0AbMM
HeKpUTUYeCKW. Kak MYHMMYM, KUHO
CrocobHO NMPUAATL 3HAYMMOCTb OTbITY
MpOCTbIX Ntofel. ViMeHHo B Apama-
TW3Me MOBCeQHEBHOM HU3HW, B ee
KOH(MKTaX, bopbbe 1 PaJOCTAX Ml
MOMEM OTKPbITb N1A cebA LaHChl Ha
bynyLuiee.

Humepaeoio senu Acsa KonodusicHep

u lMemp LLlenomuHHuK

MIFF JdHILY  maner B «okTAGpe»

4TO KOra Mbl MOKa3blBaeM Halllero nepcoHarka B 60
— 70-e rogbl, To BaXKHO Nepeaathb Ty COMHEYHY0, Myrb-
CYPYIOLLLYIO 3HEpruio, KOTOPYIO Mbl 3HanM B 36pyeBe, U
KoTOpas ecTb B HeM. 3aauyeit bbino NoKasaTb, Kak Bce
LSO, KaK BCe MOTyXarno 1 BO YTo NpeBpaTunock. Ecnm
Bbl 06paTuTe BHUMaHWe, B 60-e rofbl 3TOT MePCOHaM y
MEeHA — TaKOW OLlyBaHUMK, OH PaLOCTHbIN, COJTHEYHBIN,
a B 70-e rogpl 370 COBEPLUEHHO APYron YenoseK. Tam
MEHANN W LIBETOBOE peLleHme. Y Hac 60-e npo3payHble,
COMHeYHbIE, 1 repol Taro e. K 70-M Bce cTaHOBUTCA
6onee caepHaHHbIM, NaKOHWMYHBIM. [103TOMy 04YeHb
BaMHO, YTO CO 36pyeBbIM CBA3aH pAL dare He acco-
umaumii, a pedneKcoB y pyccroro 3putend. KoHeuHo,
370 6bIN1 OANH U3 MHCTPYMEHTOB, KOTOPble HAo BbINO
MNCMONb30BaThb.
- Bbl ckasanu o MonoioM akTepe - Anekcee Kanuto-
HoBe. BaM npuwnocb eMy 06bACHATb, YTO Bbl 3HaeTe
npo 60 - 70-e roppl, 4To6bl B HEM OXMIa FeHeTUYe-
CKanA namATb?
— KoHeuHo, KaK-To Mbl 0bcyrKaanm 3Ty 3Mnoxy, NoToMy YTo
O[Ha 13 CaMbIX CIIOMHBIX 33434 B KMHO — COENaTh TaK,
YTO6bI Mbl BEPWIN B TO, YTO 3TO HE NepeoaeThIin COBPEMEH-
HbI YenoBeK. MNpryeM biIMHKHIE 3MOXM UrPaTh CIIOHKHee.
CbirpaTb MyLLIKETEPa B NepbAxX — paam 60ra, a cuirpaTb
yenoera 50-neTHe 4aBHOCTH, HTOBbI Mbl OBEPUIIN, YTO
3T0 He cepuarnbHO NepeoaeThilt FparaaHMH, — KOHEYHO,
3TO0 CJIOMKHO... Ho He 6bl1o TaKoro, UTo A eMy roBOpWIT:
«[lepecmoTpu Bce coBeTCKME GUNBMBI, CX0OM B NilaHe-
Tapui, BCTYM B KOMCOMOST». Ho B LieNoM B peneTuumax
Ha n/oLLaaKe A NPOCTO CTaparcaA YXOAWTL OT CyeThl, OT
BLICTPLIX PePNERTOPHBIX PEAKLMM, CTApasnCA TEMI HIU3HM,
TeMM 3aMoLMIA caenaTh CriokoiHee. py6o rosopsa, ecrin
Kar bl M3 HaC MPOBEAEH HECKOMBKO AHeR 6e3 Moburb-
Horo TenedoHa U MHTEPHETA, Aare Mbl NMoYyBCTBYEM
N3MEHEHMA W YrKe CMOMEM UIPaTh NII0AeN TOro BPEMEHM.
AkTep — TeM Goree.
— Ay Bac NpuUcyTCTBYeT B KapTUHE 3/1eMEHT HOCTallb-
rvm no TeM e 60-M unu 70-m?
— A crapancs, YTobbl 3TOro He BbINo, MOTOMY YTO A MPO-
TUBHWK 1aeanu3aumm noboit anoxu. Mo Yemy HocTanbrm-
poBaTb? YT0 TaKoro 6bINIo, YToBLI HOCTaNLMMPOBaTL? Bee
6bI10 TOYHO TaK e, KaK cerogHs.

Unmepasoio senu Aca KonoduxcHep

u lMemp LLlenomuHHUK



BLOCHER
EXPERIENCE /
L’EXPERIENCE

BLOCHER

DOCUMENTARY COMPETITION
DIR. JEAN-STEPHANE BRON

Christoph Blocher came from a big poor family (he grew
up on a small farm with ten brothers and sisters) and
was able to make first a fortune in chemical industry,
and then equally impressive political capital. At the 1992
referendum, his eloquence encouraged the Swiss to vote
against entering the European Economic Area. It was he
who turned the ‘People’s Party’ from a discreet fighting
unit into the country’s key political force. In 2007 it had 62
of the 200 seats in the parliament, which was more than
any other party had had before. Just like in 1992, it was
skillful playing on voters’ deep fears that allowed Blocher
to win. The key element of his program was strengthen-
ing border security to reduce the number of immigrants,
including from the neighbouring European countries.
Jean-Stéphane Bron, the director, accompanies Blocher
in his travels around Switzerland from the autumn of
2011 until the winter of 2012 during his new election
campaign. The director installs the camera under the
roof of the politicians car and occupies the front seat.
Bron avoids asking questions; his main task is watching,
trying to capture every facial expression of his composed
and confident character. Save for short swims in the

pool and a cozy house with a magnificent view on the
mountain range and a lake, Blocher’s whole life consists
of such trips. He travels across the country in all direc-
tions, finding proper words and meeting his supporters
everywhere. The camera films the back seat, occasionally
taking in the frame Blocher’s wife. Taciturn and focused,
she resembles more a piece of furniture than a living
person.

Bron demonstrates all Blocher’s questionable political
decisions, but doesn't ask him a single awkward ques-
tion. There's not a shade of political journalism, although
the narration doesn't stop during the film. However,

the narrator addresses the character, not the audience.
‘Blocher Experience’ is an intimate portrait of the key
political figure of Switzerland, and therefore all Europe.
So intimate it at times resembles a love letter. Despite its
high-flown style, the film not only doesn’t dispel the myth
about Blocher, it boosts it. But at the same time, it's able
to stay honest and sincere as it stands in awe of its pro-
tagonist without being able to actually explain this awe.

DEEP LOVE

DOCUMENTARY COMPETITION
DIR. AN P. MATUSZYNSKI

Janusz is a very experienced 60-year-old diver. Sev-

eral years ago he suffered a stroke, which has left part

of his body paralyzed. He literally had to learn how to
walk again. Since then, his condition has significantly
improved, although he wasn't able to recover speech

and one of his arm’s motor skills. All this time his wife
has always been at his side. Janusz is her true love. But
a diver’s heart only belongs to the sea. Janusz passes

a medical checkup and with his old fellow divers begins
going underwater again, starting with the depth of 20
metres and going no more than a metre deeper every
time. Soon he sets a goal: reach the Blue Hole, a 100-
metre-deep crevice near Dahab, Egypt. For Janusz, with
his blood pressure and nervous disorders, this adventure
might prove fatal. Some people, including his doctors
and diving instructors, are skeptical and anxious about
this idea, while others offer total support in his ambitious
plan.

Then, the film about a rehabilitation period of a disabled
person turns into a parable of life and death. For Janusz,
diving poses a serious threat for his fragile system. At the

same time, the sea is the most powerful reason to gather
himself, regain strength and get on his feet again. Despite
its title, ‘Deep Love' is not a melodrama but rather an epic
movie. It's just that the hero is silent, and his deed would
have gone unnoticed had it not been for Matuszynski's
delicate and attentive camera. The director follows the
character close enough to stop paying attention to his
weakness and see the life lived to the full instead.

The camera is Janusz's wife and faithful friend. It follows
him day and night on land and in the sea, accompanying
him in his dives. Here, sixty metres below the sea level,
among coral reefs, there’s no place left for any doubts. Of
course the attempt was worth it.

MY MAN /

WATASHI-NO

OTOKO

COMPETITION
DIR. KAZUYOSHI KUMAKIRI

Nikita Kartsev

Having read the novel by Kazuki Sakuraba, Kumakiri

at once said that no one could adapt it for the screen
better than himself. This is a kind of novel that does
not easily adapt for the screen. First of all, there is the
theme of incest, another obstacle is the non-linear nar-
ration. But Kumakiri was not demonstrating youthful
self-confidence (though he is really still a young man),
it was a well-judged evaluation of his abilities. He does
know his native Hokkdaiod, where the action of the
novel and the movie takes place, better than anyone
else, besides he is especially interested in the 90s,

the time of economic turmoil on the island, of heal-

ing the wounds after the devastating tsunami. At that
time Kumakiri happened to be away from Hokkaido
studying directing in Osaka. He is used to sensitive,
one might even say scandalous subjects. His very first
work “Kichiku daienkai” caused a stir among the critics
with its politically unequivocal topic (it dealt with an
extremist organisation very much like the radical Red
Army) and the graphic depiction of violence, cruelty,
and torture, sometimes to the point of making it almost
impossible to watch the film.

Blue water is glimpsed between ice cakes. The serene
picture is disturbed by the ominous screeching of slabs
of ice piling on top of each other. Suddenly an arm
shoots up from a crack between them and a head of a
girl appears from the sea. A flashback follows to the
moment when a little girl emerged from the water in

the same way after being swept away by the tsunami.
No, it is not Sendai and the year is not 2011. It is the
island of Okushiri and the year is 1993. That earthquake
claimed “merely” a couple of hundreds lives. Including
the entire family of the little girl Hana. She was taken in
by a distant relative Jungo. The director never goes back
to the catastrophe: it has played its part, throwing these
two people into each other’s arms. Perhaps it is the
aftermath of the tragedy, perhaps, it's just her nature, but
the girl behaves somewhat unnaturally, shows no emo-
tions, keeps silent most of the time and bursts into tears
just once when she remembers her parents. Horrible

as it may sound, but this was the end of the newly born
family’s happiest days.

What teenage Hana feels for Jungo does not fit into the
description of filial love, all the passions lying dormant in
her soul syddenly burst out in an uncontrollable fountain.
In case someone still did not get it, we are dealing with
impermissible relations between not merely foster, but
biological father and daughter, in the passionate sex
scene (shot in a very chaste by modern standards way)
the lovers are soaked in a blood-red rain.

A very pessimistic, not to say misanthropic look at his
characters is typical of Kumakiri's works in general. As
though trying to persuade herself, Hana repeats several
times that they never did anything wrong. This time
“wrong” does not mean merely their relations but a cou-
ple of murders as well. In this way they defended their
right to be happy together. It seems Jungo, as played by
the brilliant Tadanobu Asano, realized from the start the
futility of his hope for happiness, understanding that his

daughter-mistress will inevitably grow up and leave him.
He is tortured by remorse and gradually sinks lower and
lower to the point where he doesn’'t resemble a human
being anymore. The girl, on the other hand, is able to put
it all behind her. She does not regret anything, changes
her suitors, to get married, but she does not intend to
give up her Jungo either. A very telling piece of evidence
is her shapely leg playfully stroking Jungo's foot under
the table in the course of their supper with her bride-
groom on the eve of their wedding.
It is hard to say what this film would have looked like if
shot by a different director. Kumakiri created a thrilling
psychological portrait of two people doomed to loneli-
ness who are desperately trying to find that very family
which most of us take for granted, like sunrise or going
to the zoo with dad and mom.

Maria Terakopyan

WORKINGMAN'S

DEATH

FREE THOUGHT,
DOCUMENTARY CINEMA PROGRAM
DIR. MICHAEL GLAWOGGER

Michael Glawogger was always a welcome guest at the
Moscow Film Festival, his films frequently participated in
festival programmes, in 2008 he was a jury member at
the 30th MIFF. On April 23rd, Michael Glawogger perished
while shooting in Liberia. Here is his interview dated
September 2005.

— It seems like your directional style and aesthetics
are different in all five beats of the movie. Was it done
intentionally?

Michael Glawogger: It is always this way. You are always
trying to understand what is most important in people
and in places. If you look at the first part, you'll notice
that in a way it is a still-life, a landscape. You are almost
forced to make your shots look like pictures. If you take
the episode in Indonesia, everything there is in motion,
everybody is carrying something, going somewhere...
Actually there are not many options in terms of choosing
the manner of shooting. If you want to shoot an illegal
mine that is 40 centimetres high, you have no choice but
to crawl into it. It takes a whole hour to merely move one
floodlight. We crawled in there, laid down — and then we
were spending ten hours a day, in the course of three
days, trying to do whatever we could without moving.

- What was your ultimate goal?

— | wanted the audience to sort of experience what they
were seeing on the screen. | wanted them to feel like they
are present in this mine, like they're also breaking coal.
That was my goal. I've tried all those things myself, so |
knew what | was trying to convey in the film. We tried to
break coal, to carry baskets. We failed miserably because
most of the time because it was way too hard and the
baskets were too heavy, but even our rather pathetic
attempts gave us a chance to feel what it was like.

- So, not only have you achieved the “participation
effect” for the audience, but you must now have a
different prospective on manual labour?

— Certainly, this film changed me. | met very unusual
people in the Ukraine. They experienced their share of
turbulent historical events in a very short period of time,
and they demonstrated great courage in their everyday
life. They are fantastic people, whose strength inspired
me.

— And what about other countries presented in
different episodes of “Workingman'’s Death”? Did they
impress you equally?

—I've met a lot of happy people. You can see it most
clearly in the Nigerian episode. On the outside it looks
pretty much like hell, but the people are happy. We asked
them “How could you stand it?”, and they were saying
their life was wonderful. It is the most peculiar place. Or
take, for instance, the first interview in the Ukraine, where
this married couple say, yes, now everything is shitty, but
our life is remarkable. And it is this way with everyone
except for the Pakistanis. In the entire film they are the
only ones who are clearly discontent with their jobs. In
Ukraine professional miners are also discontent — not



because of the work itself, but since their job is no longer
considered honourable. They suffer because once they
were the pride of the Soviet Union and now they are
nobody. One of them told me that in the 80s he and his
colleagues sent money to the British workers on strike.
And to think that happened not so long time ago!
| didn't want to focus on politics, | was more interested in
the visual aesthetics. | find the landscapes of the Ukraine,
the depiction of death in Nigeria, even the yellow sulphur
in Indonesia, poetic. | wasn't looking for the extremes, but
striving to see the beauty of things. | wanted to make a
film about the beauty of people.

Interviewed by Asia Kolodizhner and Peter Shepotinnik

WELCOME

TO NEW YORK

RIS
DIR. ABEL FERRARA

- What attracted you in the part of Mr. Deveraux?
Gerard Depardieu: Topics like power, money and

sex are always interesting. I'd say there's something
Shakespearean in them. Power goes hand in hand

with a certain drama. But what's even more interesting

is this character, a person who seems unable to take
responsibility for his actions. He's slightly ill. It's hard to
explain. | pity such people. This story had a potential of
becoming a true tragedy, a play worthy of remaining in
history.

- Did you think about Strauss-Kahn during the
shooting, or were you able to distance yourself from
him?

- No, I wasn't thinking about him. But yes, the story was
certainly always at the back of my mind. The script was
written by Chris Zois, a psychiatrist and psychoanalyst. Abel
did a lot of research. You see, we were in that very room the
media talked about....

| think there’s something mysterious about Mr. Devereaux.
That's what makes this role interesting: it's not so much
about understanding but about being like this character. In a
sense, he realizes that he's ill. And then the moment comes
when he doesn't care anymore. | wanted to avoid too many
speculations. When | watched the film, | realized how
incredibly violent it was. | never thought | was capable of
playing something like that at all! We're talking about pure
instincts here, and if a person follows them, he gradually
becomes more and more insane. He was very talented, he
could have become a president. But | didn't want to think
about it during the shooting. Going through all he had to

go through is extremely hard. When we were in that very
house, in that very room, we had the same questions that
everyone who read newspapers had asked: what could
they have talked about in there? Nobody knows. So I'd say
that what we did there was ‘improvisation’.

- Some critics noted that the film was too explicit and
even compared it with porn. You don’t share this view,
do you?

- A porn movie is a sorry sight. It's only focused on one
primitive activity. This scene is really violent, but there's a
certain element of violence to all sex scenes, because for
us, actors, they are not real, we merely pretend. No actor
can play such a scene. We tried to do it for real once, when |
was 34 years old. We tried to get erection, but the moment
we.... You see, we are normal people. We merely play, and
the viewer should see a violent and explicit scene. Your
imagination creates the rest for you. That's life. Critics don't
say “violent”, they say “porn”. But it's not porn at all. If it
was porn, all we had to do would have been showing a big
penis. And this is a true story. Personally | hate violence.
And | hate my character when he’s cruel to the woman.

- We don't see any signs of love in the movie. What in
your opinion fuels the relationship between Simone and
Deveraux?

- It's painful to realize that you used to be a couple but
you're not anymore, and yet you still have feelings for each
other. At this point you feel terribly lonely. | think you can
feel Simone's despair. And Devereaux is at a low ebb as
well. | liked the final scene very much. It's more sincere
than ironic: it's probably the only time when my character
proves that he's human too.

Interviewed by Asia Kolodizhner and Peter Shepotinnik

GERONTOPHILIA

NG PICTURES
DIR. BRUCE LABRUCE

- I've recently read an article about your new film.
‘New scandal from Canada!’, it said. What do you
think about it? Do you think this film is really scandal-
ous?
Bruce Labruce: Not at all. According to other newspa-
pers, it's not scandalous enough. You can never predict
how people are going to react to your movie. | had a
journalist earlier telling me that his friends called this
movie ‘disgusting’, while other people said, ‘Oh, for Bruce
LaBruce it's very tame, he’s lost his edge’. | wanted to
make a movie that was completely different, mainstream,
more accessible for younger people and referencing the
conventions of romantic comedy. So | did it, but within the
mainstream certain people are saying it's ‘too extreme’,
that I've gone too far and it's a taboo subject. So it de-
pends on the context, it's who you turn to and how people
respond to this film.
- Do you have your own taboos? Barriers you can’t
overcome?
- Of course, | think everyone does. But taboos are
interesting because it's forbidden territory. How far can
you transgress the taboo? There are some taboos that
are morally unjustified, others are ethically unjustified,
some are against the law, but they might still be within
the boundaries of your own morality. And some are just
completely unavailable to anyone.
| think taboos are meant to be transgressed. As a film-
maker I'm always attracted to territories you're not
supposed to talk about. But then again, it's all about how
you represent it. It can be represented in a neutral way,
making a taboo subject seem normal, or you can sensa-
tionalize it, which I've done in the past, making something
extremely shocking, confronting people. So there are
different ways of representing taboos and transgressing
them.
— And when you suggested this subject to the young
actor, was it a challenge for him? Was he eager from
the beginning or did you have to convince him to be in
your film?
- This film was done as a mainstream movie. We paid
a lot of attention to the casting, | looked at many young
actors and specifically chose an actor who was less
experienced. Perhaps he wasn't even the best actor, but |
liked his innocence, openness and willingness to explore
a territory outside of his experience. And it was a learning
process for him. He's straight, and he's playing a gay
character, he's extremely young and has never heard of
gerontophilia. But he took it on with complete openness.
As for the older actor, | purposefully casted someone who
is more experienced, both as an actor and in life. He's
in his eighties, and both on and off screen he had a very
special relationship with the boy in terms of mentoring
him and explaining what the ideas behind the script were.
They had a strong friendship. They developed a strong
bond offscreen that, | think, translated on screen as well.
- You mentioned ‘mainstream’ several time. Weren't
you afraid that your unique style would be dispersed
in this mainstream?
- That's always a concern but sometimes you can be
shocking by not being shocking. There's no rules. There's
no one telling me that | always have to make a porno-
graphic or erotic film, there’s no one telling me that | can't
try to make a romantic comedy, there's no one telling
me that | can't try to reach a wider audience, a younger
audience. Of course | know I'm going to be pilloried for it,
I'm going to get a lot of negative reaction, but I'm used to
negative reaction from making extremely difficult films
that are banned in entire countries. I've been there, I've
done that. So | thought it would be a nice radical gesture
to make something in a more accessible idiom, and in
some way it's even a bigger challenge. | know it from my
past: the quickest way to draw attention to yourself is to
do something extremely provocative and shocking, and
there’s absolutely nothing wrong with it. Then, there's a
certain provocation in working within more mainstream
conventions when you are associated with this kind of
radical gestures. This is an experiment as well.
Interviewed by Asia Kolodizhner and Peter Shepotinnik

MIFF dAILLY manege in «octyabry

JIMMY’S

HALL

AL SCREENINGS
DIR. KEN LOACH

- Why did you decide to tell Jimmy Gralton’s story?
Ken Loach: This a story that brings many things together:
for example, it challenges the widespread opinion that
the left are grim, spoil the fun, and can't stand merriment
and parties. It also shows how organised religion makes
common cause with those in control of economic power.
This is what happened to Jimmy Gralton, and this is what
is still going on now. Church and state have become
agents of oppression. In Gralton's case — though it's
barely mentioned in the film — those who seem progres-
sive in fact regress, like Prime Minister de Valera. People
thought he would encourage free thinking and tolerance.
Instead, the first thing he did was ensuring the approval
of the church and getting the clergy on his side. Principles
didn't matter. ‘Realpolitik’ was his true priority.

— Was this film intended as a companion piece to ‘The
Wind that Shakes the Barley'?

—"Jimmy’s Hall' is set mere ten years later. In ‘The Wind
that Shakes the Barley' an Anglo-Irish landowner says,
“This country will become a priest-infested backwater,”
and lo and behold, it came to pass. It's been a struggle
ever since. The church has now lost a lot of credibility due
to all the scandals. But at those times, people understood
how powerful the Church was; it was up to the priests to
determine who would be successful in their parish and
who would not.

- Is there more facts or fiction in your film?

- The film was inspired by Jimmy Gralton's story and

the time when he lived. We don't know much about his
personal life. On the one hand, this is a shame, because
he certainly was a quite an outstanding person, while

on the other hand it gave us an opportunity to write his
story anew and analyze the choices he had had to make.
We wanted the audience to see not a two-dimensional,
but a bright and very life-like character. It wasn't easy to
find the balance; a lot depends on the details: would it

be possible for the character to have a relationship with
someone? And if so, what would it be like?

We might share secrets, and we might also imagine there
are secrets. We didn't want priests to look like carica-
tures, and that's what would have happened if we had
simply turned a historical fact into a dramatic narrative.

It was much more interesting to create a ferocious and
hostile priest who would at the same time be able to re-
spect his enemies’ fidelity to their principles. Jimmy had
true virtues the priest couldn't ignore. What we tried to

do was making the characters plausible and at the same
time stick to the historical facts.

- How is Jimmy’s Ireland similar to modern Ireland?
- Well, | guess the fighting's still going on. There was a
financial crash in 1929 followed by a decade of depression
and mass unemployment. It seems something similar

is happening today: the left are struggling for the right

to have a say in the political argument; they're barely
coping. Politics is shown as a private discussion between
several right-wing parties, while the poor go through the
hard times, many young people have no future, and the
Irish go abroad in search of jobs and stability. So in this
respect, it's pretty much the same: we're witnessing a
financial crash followed by an economic crisis.

- Can films really make a difference or affect public
opinion?

- No, I doubt it can really change anything, not much
anyway. All in all films helps to maintain the status

quo. A lot of money is allocated to make and advertise
blockbusters. So they serve either to maintain the status
quo or to let off steam. But | think it was like this before, it
has always been like this. Cinema can do much more, but
mainstream filmmakers simply can't be bothered. On the
other hand, films can make analogies, ask questions, and
defy views people accept without ever stopping to think

if they are true or not. If nothing else, films can prove
ordinary people’s experience matters too. It's the drama
of everyday life, with its conflicts, hardships and joys, that
enables us to find new opportunities.

Interviewed by Asia Kolodizhner and Peter Shepotinnik
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MIFF JdHILY  maner B «okTAGpe»

21 UIOHA / JUNE, 21 1430 [TYBOKAA /I0B0Bb/ DEEP LOVE OKTABPb, 2
1230 KA3YCB/IOXEPA / UEXPERIENCE BLOCHER OKTABPb, 2 130 MAPCETIb/MARSEILLE OKTREP®. 8
1300 OEMEPMKO - YTO 3A CTPAHHOE UMA / CHE STRANO CHIAMARMI FEDERICO LK 15115 MACKMO KOPOIO /BREVTIL KONGEN OKTAEPL, 7
1430 3 DKAMMM/ JIMMY'S HALL OKTABPb, 1 1530 HATMMA/NAGIMA OKTABPb, 4
1430 AHEBH LAXEPESAb!/ YAVMIVAT SCHEHERAZADE OKTAEPb, 2 1530 BPATLA. NOCTEOHAS UCTIOBELb/ BRATY. OSTANNYA SPOVID OKTABPb, 6
1500 BAHIAN VANDAL m 1615 CTPYKTYPAKPUCTATA/ STRUKTURA KRYSZTALU OKTABPb, 9
1500 VEUA/YELLA OKTAEPD. 8 1630 KPACHAS APMIS/ RED ARMY OKTABPb, 5
1530 ARTORLS/ ATORLS Sy— 1630 OTHPBIBAA SPMUTAM / HERMITAGE REVEALED OKTABPb, 2
1630 MPECIOBYTHIN MUCTEP BYT / THE NOTORIOUS MR. BOUT OKTABPb, 7 1630 VBMLbINIEAV/ THE LADYKILLERS WITIOSVOH, 1
1630 MACTIOPT B NMIMKO / PASSPORT TO PIMLICO WAMIO3MOH, 1 1630 MATb/MOTHER OKTHEP®, 8
1700 [PY3bfl U3 OPAHLMM / FRIENDS FROM FRANCE OKTABPb, 8 1700 BETMKARWIINIOSA /LA GRANDE ILLUSION OKTAEPL, 7
1700 [IOMALIHFIA HM3Hb / LA VIE DOMESTIQUE OKTABPb, 4 1700 A B O voLkes OKTABPE, 10
17:00  OOHAM[ILIB LUAHXAE/E ZHAN LA 17:00  KA3YCBJIOXEPA/L'EXPERIENCE BLOCHER LK
1700 KPYFOBEPTb /LA RITOURNELLE OKTABPb, 1 1700 AMTPUEB/ DMITRIEV OKTABPb, 10
17:30  THE MODERN RUSSIAN DESIGN / THE MODERN RUSSIAN DESIGN OKTABPb, 11 1700 CAMbIV! OACHBIV YETIOBEK / A MOST WANTED MAN OKTHBPb, 1
17:30  ATIOBUN TEBA TAK CUIbHO / BYLE SEVDIM KI SENI OKTABPb, 5 1730 [10MHA GYPMAHHOM/ A HOUSE ON FURMANNY OKTHEPb, 11
17:45  MUCTEP VIKC/MR.X OKTABPb, 6 1730 MOVIKIACC/LAMAACLASSE OKTABPb, 4
1800  PEHMAMALIUA/ESTERDAD OKTABPb, 10 1800 OCTPOB [HKOBAHHM / GIOVANNI NO SHIMA OKTABPb, 6
18:30  NOC-AHIPHENEC/LOS ANGELES OKTABPb, 10 1800 TOMET BE3 KPLUTBEB / FLYING WITHOUT WINGS OKTABP, 9
1830 MAPCENlb/ MARSEILLE WIMIO3MOH, 1 1830 EYHIANIO/ BUNGALOW WATIO3VOH, 1
1900  [JIYBOKAA NI0BOBb / DEEP LOVE OKTABPb, 2 1830 BUHOBATBI3BE3IbI/ THE FAULT IN OUR STARS OKTABPb, 5
1900 MEMEHBIA/ STARRED UP LAk 19:00  CMEPTb PABOYETO / WORKINGMAN'S DEATH LK
19:00  HATUMA/NAGIMA OKTABPb, 4 19:00  CETEBOV TOPYOK / WEB JUNKIE OKTABPb, 2
19:15  AMEPVKAHCKARA MEUTA B KUTAE / AMERICAN DREAMS IN CHINA OKTABPb, 7 a30 AMETKUHATIOTRX OWTeM 1. IOLUT MHE BECHY OKTAGPb, 11
1930 EBTEHUVKOHTIPATLEB. FIPOTPAMMA KOPOTKOTO METPA. UACTB Il / OKTABPb, 11 MARGINAL NOTES. FILM I: SEND ME SPRING

EVGENY KONDRATYEV. SHORT FILMS PROGRAMME. PART I 1930 KA CHIBNM / CLUB SANDWICH OKTAGPb, 4
1930 MOVMYHKHUHA/ WATASHI-NO OTOKO OKTABPb, 1 19:30  JIOBMT, MATb U METb / AIMER, BOIRE ET CHANTER OKTABPb, 7
19:30  CNYTHYK M3-MIOS 3EMTI/ MANG-WON-DONG INGONG-WI-SEONG OKTABPb, 6 1945 XAPOKOP [IVCKO / HARDKOR DISCO OKTABPb, 1
19:45  ECTECTBEHHBIE HAVHIA/CIENCIAS NATURALES OKTABPb, 8 2000 TAKCBETEN BULL/ ATAT DE STRALUCITOARE E VEDEREA OKTABP, 10
2015 IMCTAHUMA/LA DISTANCIA OKTABPb, 10 2030 OBLIKHOBEHHbI/ GALLM3M / ORDINARY FASCIZM OKTABPb, 8
2100 VBMItLbI NEAV/ THE LADYKILLERS WAMIO3MOH, 1 2030 TAHLIYY, TOPA, TAHLLYY1/ TORETANZT OKTABPb, 6
2100 TICHMO KOPOTTIO/ BREV TIL KONGEN OKTABPb, 9 2100 BECH/ BESY OKTABPb, 2
2100 MOBEAEHME/CONDUCTA LA 2100 BMCKY B U30BMIAM/ WHISKY GALORE! WIIO3MOH, 1
2130 CIIOBHO COMHLIE / LIKE THE SUN OKTABPb, 11 2100 BELI AL/ SOUDUK OKTAGPb, 9
21:30  52BTOPHUKA/ 52 TUESDAYS OKTABPb, 8 2100 OTKPbIBAA 3PMUTAMK / HERMITAGE REVEALED OKTABPb, 1
2130 TOPOJBE3 3ACTEH(EK / PATCHTOWN OKTABPb, 4 2130 HABECTUYAHAMATB/ POINT AND SHOOT OKTABPb, 5
2130 XPAMbIHVJIbTYPbI / CATHEDRALS OF CULTURE OKTABPb, 2 2200 CTIEMBIE CBUADAHMA / SHEMTKHVEVITI PAEMNEBI OKTABPb, 1
2200 NYHHBIANEPO / PIERROT LUNAIRE OKTABPb, 10 2200 COBCTBEHHMIA / THE OWNERS OKTHEPb, 4
2200 HOYHOM KOLUMAP / QING YAN OKTABPb, 5 200 QATBHOBOMLMKN/ TR OKTABP, 7
2200 TEPOHTOOUW/IAS / GERONTOPHILIA OKTABPb, 10 2215 QVTATOCOGHE/ CHILD OF GOD OKTABPb, 10
2200 [WMTAFOCMOGHE / CHILD OF GOD OKTABPb, 6 2230 MEYEHBI/ STARRED UP n
2230 MAPCETIb/MARSEILLE an 2300 MOCTEOHMI KUHOCEAHC / THE LAST PICTURE SHOW OKTABPb, 8
2230 [10BPO MOMATIOBATb B HBIO-JIOPK / WELCOME TO NEW YORK OKTABPb, 1 2300 3AXO4Y M COCKOYY / SMETTO QUANDO VOGLIO OKTAGPb, 6
2230 KOHKYPC HOPOTHOMETPAYKHOIO KVHO / SHORT FILMS COMPETITION OKTABPb 7
2300 RI0O/RI00 OKTABPb, 9

22 UKIOHA / JUNE, 22
1200 MPUKITIOYEHVA MANEHBKX UTATIBAHLLEB / AMORI ELEMENTARI OKTABPb, 2
1430 COMb 3EMIM/ THE SALT OF THE EARTH OKTABPb, 1 TK — TOCY[APCTBEHHbIV TEATP KVHOAKTEPA

JIN - NETHAM NMUOHEP  LLAK - LIEHTP JOKYMEHTAMIBHOIO KMHO

PEOKOJIEMUA: UTOPb CABEJIbEB /ACA KOJTOOMHHEP / ONTbIA APTEMBEBA / EBA KPAYC / MUXAWIT KYKMH / UIbA KOMbBINOB / ENTM3ABETA CUMBUPCKAA / HUKMUTA KAPLIEB / AHTOH YYMAYEHKO /
NETP LLUENOTUHHMK NEPEBOAbI: MAPWSA TEPAKOMAH / KMPA TY/TYNOBA ®OTO: AJTEKCEM IOLLIEHKOB BEPCTKA: MAPVA PEBAKMHA MAKET FA3ETbI: AMUTPUA METESTKH / OfTbIA TbHAHAA
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