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Hiopu / lWox Makannmctep

KUHOIPABOA

LLloHe Makannucrepe roBopAT Kak 06 yH1KansHOM
OHB)‘IeHVII/I B [JOKyMEHTa/IbHOM KuHO. OH He MpocTo

Permccep CBOMX GUIBMOB, HO M MOMHOLEHHBIN KX
repoit. C atux cnos bopwca Kapagresa — Apyra 1 Konne-
ri LLloHa, HayancA MacTep-Knacc npeaceaaTesis Hiopu
[OKYMEHTanbHOro KoHKypca 36-ro MMKO.
MepBbit dprnbM LLioHa bbin 0 3aBofde Mo nepepaboTke
rOpOLLIKa Ha ceBepe AHMWW, rae oH cam paboTan. «MHe
Ka3as10Ch, YTO Xy*e MeCTa Ha 3eMJle He cyLLiecTByeT. A
peLLUMn CHATL 06 3ToM dumnbM. Mpuiuen 6paTb MHTEPBLIO
Y 0QHOr0 MapHs, C KOTOPBIM Mbl Pa3rpyHasni 3aMopo-
YKEHHBII FOPOX, @ OH MHE Ha4an paccKasbiBaTb, KaK emy
HPaBMWTCA HaLL 3aBO M YTO OH TOMBKO 30€eCh U MOMKET
CKPBITLCA OT CBOEM HeHbl. HaBepHoe, yrke Toraa A noHaA,
YTO MIaHMPOBATL CbEMKU, CeoBaTh YETKOMY MaHy,
BEpPWTb, YTO BCe 3adyMaHHoe cbyaeTcs, becronesHo. A K
3TOMy roToB 6onbLLe, YeM npogiocepsl. VM crorkHee».
LLloH pa6oTaeT ¢ BBC 1 Channel 4 B BennrobputaHmm.
[nA HWX OH cenan cBou camble U3BECTHble GUIbMBI
«Jlnbepade u3 barganar, «PeBornioLoHep NoHeBosey,
«ANoHWA: nctopuA NiobBK 1 HeHaBmcTWy. LLIoH paccka-
3a/1, 4TO OH BbIBEST 0AHO MPaBWo paboTsl € Npoio-
cepamu: «<Ha caMoM [iefe OHW He 3HaIoT, Yero XOTAT.
Mo3ToMy MoA 3aaada ybeauTb KX, UTO OHW XOTAT TO, 4TO
Ha camoM fiene xo4y A». 3a 3TUM Nocne4oBan yauBu-
TeflbHbIM pacckas o co3gaHumn duneMa «PeBonioumoHep
MOHEBO/E», MEPECKa3bIBaTh KOTOPLIM BbIN0 6bl HeMeno.
Makannucrep HeBepoATHO apTUcTUYeH. OH MOCTOAHHO
[BUraeTcs, M306paraeT CBOUX repoes, MPOAI0CepoB,
napoavpyeT ronoca. Kak oH 3aBnageBaeT BHUMaHU-
eM MpU NIYHOM Becele — TaK e 3aBOParKUBAIOT ero
dunbmel. Ha MacTep-knacce LLIoH nokasan Tpeinep
1 OTPBIBKM HOBOW KapTUHBI Mo paboymM Ha3BaHWeEM
«Cupuiickan uctopus nio6emy». Ha MMK® oH BripBancs
13 MOHTaMHOM, rae NpoBoauT BCe cBoe BpemA. OunbM

peanbHbIx 60eBbIX AeMCTBUIA. 3[0ech B eLlle 60bLLew
cTeneHn, Yem B NpeablayLLmx pabotax, NposBMIOCH
yMeHue v cTpemrieHme LLIoHa BbITb Y4aCTHUKOM HU3HM
CBOMX repoeB. «B vx [JoMe y MeHs eCTb 0TaebHaA Kpo-
BaTb. OHW MHe 3BOHAT W CNPALLMBAIOT, Koraa A npyesy.
Ho A He Mory, A paboTato, MOHTUPYIO GUITBM O HUX HKe».
Bnvskue, qoBepuTesbHbIE OTHOLLIEHWA C reposAMM
Makunnuctep ana ceba 06bACHAET MparMaTUyHo:
«3TOT NyTb BO MHOrOM Pa3BA3bIBAET BaM pyku. Ecnm

Bbl POAHOM Ye0BeK /1A CBOMX MepoeB, TO MOMETe

MHoroe cebe No3BoNTL B paboTe ¢ HUMU. OgHaM bl

A MNO3BOHWST CBOEW repoVHe W CMPOCWAST, MOMHO /U A
npueay K Hel, MoCHMMalo HeMHoro. OHa CKasana — HeT:
OHa CCopumnach co CBOMM napHeM. EcTecTBeHHo, A
MOMEHTasIbHO BbI3Baj1 TaKCK U Moexan K Hel ¢ Kame-
poit. MocTyyan B ABepb, OHa OTKPLINA, BMYCTUIA MEHA,
MOTOMY YTO 3Hana, 4To OTAENaTLECA BCe PaBHO HEBO3-
MOMHO. f 3aLUen B KOMHaTy. B KoMHaTe 6biiin OH, OHa,
A. Bce Monyar. A ctan pa3bvpats KaMepy, HacTpanBaTb
ee. MoTOM CNpOCK Y MOEW repouHU, YTO CIYHMIOCh.
OHa cTana nepeckasblaTb Crop, OH CTan OrNpoBepraTh
e Cr10Ba, Hy Bbl MOHMMaETe, 4To Hadasnock. OTnyHaA
KOHLIOBKa Yy drnbMa nosyymnnacky. MnaHMpoBaTh CLeHb!
npu TakoM MeTofe paboTbl HeBo3MOoXKHO, LLIoH rosopuT,
YTO ropasfo BarHee MraHa Ui CLEHApUA — MHCTUHKT,
KOTOPbI MOACKa3bIBAET, KOraa BRIOYATL KaMepy.

TaK e UHTYUTUBHO MaKannuctep ULLET U HaxoauT
MepcoHarel unu Temel 4f1A paboTsl. Mopoit 310 3a-
HUMAET rofbl, HO pe3ynbTaT MPEeBOCXOAMUT BCE OKMaa-
HUA. «HOrga AnA Toro, YTobbl Ha4aTb CHUMaTb, MHe
MPUXOLAMUTCA B3ATLCA 3a YTO-TO becnepcreKTueHoe. A
Tpauy Ha 3T0 BpeMms, HO He AyMalo 0 CBOEM duibMe.
3JTa 0TCpOYKa NoMoraeT NOHATb, 0 YeM e ByaeT Moe
HacToALLee K1HO. A He 3Halo 3apaHee, YeM 3aKOHYUTCA
dunbM. [lpaMaTypria poraaeTca Ha MOHTaXHOM CTofe.
Mot MoHTarep — NpenoaaBaTesb BOCTOYHbBIX e4UHO-
60pCTB, OH HEHABMOMT MOHTUPOBATL, YACTO HAaXoAMTCA
B [IENPECCUN, HO NIMYHO ANA MeHs AeNaeT UCKIIoYeHVe,
CKNagblBaeT U3 BCEro OFPOMHOI0 KOIMYECTBa MaTe-
puana 4To-To BHATHOE. MHe HpaBUTCA OTAaBaTL eMy
MaTtepuari, y3HaBaTb ero MHeHue o dunbme. Kctath, oH
4acTo MHe FOBOPWT, YTO A BCErAa CHUMAI0 OAWH U TOT
e UM, HO € pasHbIMK NI0BMM M B Pa3HbIX MecTax. A
CYMTAI0 — 3TO KOMTIIUMEHT».

KuHo LLloHa He pa3 oKasbiBano TepaneBTUYeckuin 3d-
GeKT Ha repoes ¢unbMOB. Te, KTO [0 CheMOK UCTbIThI-
Basn HeyBepeHHOCTb, bbi1 B ienpeccui, CTpaaan, nocne
NpeMbepbl Ha4MHanNM No-HOBOMY CMOTPETb Ha cebs.
3aKoH4mn Mactep-knacc LLloH dunocodckmm, Ho o4eHb
TOYHO XapPaKTEPU3YIOLLIMM permMccepa 3aMedaHmeM:
«ECnm 6bl KOMy-TO U3 MOMX repoeB He MoHpaBWCcA

0 CeMbe, MPUHABLLIEN yYacTUe B CUPUICKOW PeBOio-
LMW, MocTpagasLUen oT Hee, cberxabluelt Bo OpaHumio
1 HaYaBLLIe CBOIO NIMYHYI0 BOMHY 3a Niob0Bb BAANM OT

SEAN MCALLISTER

JURY

a unique phenomenon of documen-

tary film. At the master class lead
by the Jury chairman of the documentary
competition of the 36th MIFF, Sean's friend
and colleague Boris Karadzhev was saying
that Sean is not merely the director of his
movies in a way he can be considered a
rightful protagonist in each of them.
Mcallister’s debut film was about a peas
processing plant in the North of England
where he used to work. «l believed it was
the worst place on Earth. When | decided
to make a film about it, | approached a
guy we used to unload frozen peas with
for an interview, and he started telling me
how much he liked our plant, because it
was the only place where he could escape
from his wife. At that point | realized that it
was useless to draw up any sort of a beat
sheet, and it was silly to believe | could fol-
low any kind of plan. Producers, of course,
are less eager to accept this fact».
In Britain, Sean often collaborates with
the BBC and Channel 4, his most famous
documentaries, such as «The Liberace of
Baghdad», «The Reluctant Revolutionary»,
«Japan: A Story of Love and Hate», were
made for the said networks. As men-

Sean McAllister is often referred to as

tioned by the director at the master-class,
he came up with the golden principle of
working with producers. «In reality they
don't know what they want, so my job as
adirector is to persuade them they want
the same things | do». At the master-class
Mcallister also shared the fascinating
experience of making «The Reluctant
Revolutionary». Unfortunately the story
rather pales without the enthusiasm of
Sean's truly emphatic manner of speech.
Sean is always astir — impersonating

his characters and producers, imitating
voices; and Sean's movies are as dazzling
and captivating as Sean himself. At the
master-class, the director screened the
trailer and several beats of his new film
«Syrian Love Story», the project he's been
working for four years and only left the
editing room, where he spends all of his
time, to come to the Moscow Film Festi-
val. The movie tells the story of a Syrian
family that, having endured a lot during
the revolution, escaped to France, where,
afar from the actual battles, their personal
struggle continued. Even brief pieces of
the upcoming film demonstrate clearly
the director’s eternal dedication to his
characters, as well as his active participa-

tion in their lives: «| have my own bed in
their house. They often call me, asking

me when I'll come next. Ironically | usually
can't come, because I'm busy editing the
film about them».

McAllister has a pragmatic look on his
close relations with his protagonists:
«This approach sets you free in certain
aspects. When you're basically like a
family member, you can get away with a
lot of things while making a movie. Once |
called the heroine of my film and asked if |
could come and film for a bit. She said no,
she was having a row with her boyfriend.
Naturally | got a cab immediately and
rushed to her place with my camera.
When | knocked, she let me in, because
she knew there was no way she could get
rid of me. So | entered the room. Everyone
kept silent. | started setting up my camera,
and asked the girl what had happened.
She started telling me about their dispute;
naturally he started to disprove every-
thing she was saying. You can imagine
what happened next. My film now had the
perfect ending». It is impossible to preplan
something like this, that's why Sean in-
sists that instinct is much more important
than any script or plan - it always tells you
when it's time to turn the camera on.

It is also the instinct that prompts
McAllister to choose his characters and
themes. It may take years, but the result
surpasses all expectations. «<Sometimes |
need to take on some «dead-end» project

d)l/IJ'IbM, A 6bl M03Bas 3TOro Yen0BeKa BbIMUTL U npen-
NOMMA bbl eLLe pas nogymatb O CBOEW HU3HN.

Enusasema CumbupcKas

to start making the film | really want to
make. Such pauses give me a chance to
think and see what my real movie is about.
I never know beforehand how my film is
going to end. The conflict only sharpens
during editing process. My editor is also
an instructor of martial arts, he often feels
depressed and he in fact hates editing, but
he makes an exception for me —and he’s
the one to make the coherent story out of
hours of footage. | always want to know
his opinion about the movie. And he often
tells me that actually | always make the
same movie, they just happen to feature
different people and locations. | take it as a
compliment».

It has already happened before that Sean’s
movies ended up having therapeutic ef-
fect on his characters - people, who felt
unhappy, depressed or insecure before

or even in the process of making the
movie, regained a different perspective

on themselves after the premiere. And

at the same time, Mcallister's works are
known not only for channeling personal
stories, but also covering important uni-
versal topics. No wonder, the director has
chosen to wrap up this master class with
a philosophical statement which strikes
as a great addition to his portrait: «Should
any of my protagonists dislike the film, I'd
invite him or her for a drink, and would
advise them to take a good look at their
lives».

Elizaveta Simbirskaya



OYU HEPHbIE

KOHKYPC

CBET MOWX OYEM (GOZUMUN NURU) / PEMS. MEJTMK CAPAYOIY, XAKKI KYPTYYLL

orfa MenuK 6bin ManeHbKUM, OH
H6bm YBEPEH, YTO MI0X0 CUaALLme

Ha HOCY OYKM C TONCTBIMM, BpOe
6bl He Mo BO3pacTy, CTeKNaMmu — ca-
MafA CTpallHaA 6ea, KoTopan MOeT
CIY4YUTBCA B €10 HM3HK. MoToM Mennk
BMIOBUICA B KMHO U, yAa4YHO coobpasme,
YTO NyuLLIEN Npodeccum AnA Hemnpo-
NOPLIMOHABHO GOMBLLIMX OYKOB, YeM
permccepcKan, He HalTK, — nepeexarn
Bo OpaHumio, ClyLLan HyaHble NeKkumn
Mo TeOpUM BCETO, YTO MosaraeTcaA B
TaKUX CIy4anX, BIOBWIICA — Ha 3TOT pas
B [IEBYLLIKY, COBMPANCA CHATb KUHO —
KOHEYHO e, reHunasnbHoe... Y BoT TyT-To
Ha MenvKa 06pyLLIMIOCk 0CO3HaHMe
OLLMOKM, JOMYLLIEHHOM UM B AETCKMX

pacyeTax: He TaK CTpaLLHa HeaCTeTUYHaA
0MnpaBa, KaK OTC/I0eHWe CeTHaTKM 0bomx
r1a3, yrporaloLLiee He TONbKO Henocpea-
CTBEHHO 3peHuio MenKa, HO M NMOTEHLM-
anbHO reHuansHoMy GunbMy, NMoboBK ¢
NpeKpacHo AeBYyLLIKOM 1 BoobLLie BCelt
TaKOW NMPUBLIYHOM YHKe HU3HW.

@unbM, NOCTaBAeHHbIN permccepamm
Menukom Capadorny 1 Xakkm KypTyny-
LLIEM 0 HaYMHaloLLieM persurccepe Menvke
1 ero Apyre XakKu, B ponAx KOTOPbIX 3a-
HATLI COOTBETCTBEHHO (6b1110 ObI COBCEM
Nto60oMbITHO, KOHEYHO, ecrin 6 HaobopoT)
BCamaenuiLHee permccepsl Menmk Ca-
padorny 1 Xakku RypTynyLu, — BeLLb, Y4To
Ha3biBaeTcA, B cebe. CoBMECTHOE Npu-
KIloYeHMe B Hefpax CO3HaHNA YenoBeKa,

BbIHY*KOEHHOO COPOK Hel MpoBecTu B
MOSIHOM TEMHOTE, OTKPBIBAET LLIMPOKOE
nose BO3MOMHOCTEN AN1A MO HblHELLHMM
BPeMeHaM YyKe HeCKOMbKO 3aHadTanu-
HEHHOI 0, U OTTOr0 10 HEBO3MOKHOCTU
TporaTtenbHoro noctModepHmama. O6LLe-
YesioBeYeCKUi OMbIT TyT MpornycKaeTcA
4epes OMbIT YaCTHbIM, @ YaCTHbIN — Yepes
OBLLMPHBIN OMbIT KUHEMaTorpadUyecKom
pednexcmmn.

OrpaHW4mB CBOET0 IMPUYECKOro repost
B NepefBUHEHMAX, 3aMepeB B YeTbIpex
CTeHax, CKoBaB [BYCMbIC/IEHHOM MO30M
1 BOODLLIE MNOCTABWB B YAUBUTENBHO
YA3BKUMOE MosoreHre, Capadorny (no
MOTMBaM YbMX NepcoHasbHbIX 3/10-
KITIOYEHMI, KaK HECTTOMHO AoraaaThb-

MIFF dAILY mane B «okTAbpe»

€A, 1 noctasneH dunbm) 1 KyptynyL
BO3MeLLIAIoT MOpasbHbIl yLLLepb, faBaA
BCMacTb MOPe3BUTLCA ero Boobparke-
Huio. Mpm 3ToM AManasoH cyMmbypHo
nepermBaeMbix MennkoM amoumit
NPOCTUPAETCA MeMAY KNacCU4ecKom
ncTopmen 0 BbIHYX{OEeHHOM, 1 OTTOrO0
OTHaAHHO HENOBKOM MOMbBITKe BO3BPa-
LLIeHWA B OTYMIA [OM NOCne JONrnX feT
OTCYTCTBMA B HEM, 10 CKOBbIBAIOLLIEr0

W, B 06LLIeM, Heb6e30CHOBATESIBHOMO
yrKaca nepef BO3MOXKHOCTbIO TOr0, YTO
HWM3Hb YHKe HUKOrAa He bydeT nperHen.
lNpenecTeH B 3TOM OTHOLLIEHWW 3MM304,
B KOTOPOM K MenwKy Bo cHe nocnefdo-
BaTe/IbHO NPUXOAAT Npogiocep, aKkTpuca
Y KUHOKPUTUK, — U NP 3TOM Karabli
PafOCTHO COOBLLIAET eMy, YTO OH He3-
[apHOCTb. 3aKpyrNAeTCA KapTuHa npu
3TOM MaKCUMarbHO U3ALLHO U He 6e3
MOXBasbHOM CaMOVMPOHUM: HIN3HB MPeK-
Hel He BBIBAET HU Y KOO 1 HWMKOrAa, Aa
1 Npo 6e34apHOCTb, BHE 3aBMCUMOCTU
0T [apoBaHuA, BcerAa HanayTcA He-
naloLLime CcKasaTb.

Onv2a Apmemosesa

EYE AM / GOZUMUN NURU

OO [ZSIEN DIR. MELIK SARACOGLU, HAKKI KURTULUS

walls and having limited his activities to spending
his days lying face down on a couch, Kurtulus and
Saracoglu (the script is based on his own life story)

hen Malik was a kid he had absolutely

no doubt that the huge glasses that were

recently prescribed to him were the biggest
misfortune he could ever experience. As years went
by, Melik fell in love with cinema and came to realize
that if there is a profession in this world that fits the
burden of big glasses perfectly it's the one of a direc-
tor. So Melik moved to France, entered a film school,
fell in love again - this time with the most beautiful
girl in the world, and was just about to make a movie
that was absolutely bound to end up being a mas-
terpiece, when a new tribulation stroke. When two
consecutive retinal detachments threaten not only
Melik’s vision, but also the potential masterpiece,

perfect relationship with the perfect girl — and his life
the way Melik used to know it.

«Eye Am» is a movie made by the duo of directors
Melik Saracoglu and Hakki Kurtulus about the duo of
wannabe directors, Melik and Hakki, played respec-
tively by directors Melik Saracoglu and Hakki Kurtu-
lus — would be infinitely curious though if they played
each other. In its core this film is a journey inside the
conscience of a person forced to spend forty days in
uncertainty and very literal darkness. The situation
gives its authors plenty of possibilities for postmod-
ernist techniques, which by this point come across as
a bit old fashioned, but nonetheless imaginative.
Having locked their poor protagonist up in four

present themselves with myriads of opportunities to
externalize Melik’s state of mind and non-stop work
of imagination. On the one hand, Melik has to deal
with the slight awkwardness of being back at his
home, which he left several years ago. On the other
hand, he’s terrified by a very real possibility of losing
his sight for ever and never regaining the life he's
used to back. An artist's mind is ever vulnerable, and
so there is an incredibly funny dream sequence in the
film where Melik is visited by a producer, actress and
film critic, who take turns to eagerly ensure him he
lacks talent and is pretty much a waste of oxygen.
And in the end the movie is wrapped up in the most
elegant way and a perfect sense of self-irony sending
all young and terrified people of the world the mes-
sage saying that life is never the same as it was — but
that's not necessarily a bad thing.

Olga Artemyeva



(DOTOVBEJ'IMHEHME

RCIEEYE® PEMOPTEP (REPORTER) / PEXK. TAWC IT10TEP

PUTC O4eHb IOBUT MOXKapHble Ma-

LLIMHBI 1 KapeTbl CKOPOV MOMOLLIM.

DpuTCy HPABUTCA BU3I CEPEH U
HerpoMKoe LioKoTaHWe pauwmin. Oputca
33BOParKMBAET OLLIyLLIEHWE OMacHOCTU U
611M30CTb BHE3AMHO HArpAHYBLLIEN befbl,
— BOT TO/IbKO caM DpuTC Karkabii pas
OCTaeTCA B CTOPOHE OT BCEro 3Toro Benu-
KOmenusa, B caMoM GYKBaNbHOM CMbICTe
— MO APYryIio CTOPOHY HeTom Nnonumuen-

336UTbIX GOTOKAPTOUKAMM BPAHACTIONTOB,
W HeYCTaHHbIX 6eHW Hag pauuelt, —
BOT-BOT BbIPBETCA YTO-TO MO-HACTOALLIEMY
CTpaLuHoe.

Kak v 3anomMuHatoLLanca febioTHaA
KapTuHa Tawnca [norepa «lonnangma,
«PenopTep» Take PUKCHpyeT norpa-
HUYHOE COCTOAHME YENOBEKa, KOTOPbI
0CO3HaET OTYMNAIOLLYIO, HOKaYTUPYIOLLLYIO
BOJII0 6ECCMBIC/IEHHOCTL COBCTBEHHOTO

CYLLIeCTBOBaHWA, HO HE B CU/axX KaK-To
MOSIOMMTb ITOMY KOHeLl. KaK 1 He-
cyacTHaA Onbra, NoTepABLUAaA 3aBeT-
HbIM CMBIC/ FOe-TO MeXay BbIMUBKOW,
KaKMMM-TO HEMPUATHBIMA TUNaMK,
KOTOPbIX OHa CTaliKaMW BOAWT K cebe

[IOMOM, 1 06A3aTeNbHOM KapTOLLIKK dpw,

DpUTC TaK e He B CUnax CaBUHYTLCA
KYZa-To 13 M1pa CBOWX GpaHTasmii — Ho
1 0CTaBaTbCA B HEM C KarabiM AHEM
BCe npefcKasyeMo TpyaHee. Jlio6oe
CTONKHOBEHWE C pearnbHOCTbIo — Bydb
TO MPOHULATESbHBIN B3MTIAL 6apMeHLLIN
B 6ape, croKoHoe 6e3pasfnuune K ero
MepcoHe YCTaBLUMX MOCTe CMeHbI Mo-

HapHbIX, TParMKkoMMn4eCcKanA BCTpeda C

TOYHO TaKMUM e TPYHHEHMKOM «KIHOHa,
— MOYKET HaHECTW HeCHACTHOMY YyaUKY
GbatanbHbI yaap nog Abix, v Tak B UTOre,
KOHEYHO, U CIy4aeTcA.

Mwp BoBCe He HecToK K DpuTcy, — HO
®pUTC Yy[oBULLHO beCroLLaeH K Mupy,
B KOTOPOM eMy He J0CTaioCh HelaeMoro
1M CaM1M MecTa. YBuaeHHbI ero ma-
3aMV MUP B KapTWHe BbIMAQWT 6ones-
HEHHBIM, ByATO NIMLLIEHHEIM MOMOBUHBI
LIBETOBOW Na/UTPbI, HO 3aTO LLeapo
OKpaLLIeHHbIM B LIBET MPOKMCLLIErO Kuce-
nA. KaK caMblil HaCTOALLMR «MTioMOyM»,
repoit «PenopTepa» 6paBupyeT cunomn

— HO, BOT He3aa4a, B AaHHOM Cryyae
BbldyMaHHOW; BNpoyeMm, KaK 1 Onbra,

CKoW neHTbl. OH Bceraa TaMm, C BEpHbIM
«K3HOHOM» HanepeBec, B KPACHOM HueTe
C rop4ov HaanMcklo «pernopTep».
KoHeuHo e, OpUTC — rPy3HbIN, HEMOO-
[0V yYKe MyH4MHa C 0one3HeHHbIM B3MA-
[I0M W3-10[ HaCyrnmneHHbIX 6poBewt, — Hu-
KaKoW He penopTep. Byayun nuLLEHHBIM
XOTA 6bl NOJOOUA UHTEPECHOM HU3HM,

OH MOANUTLIBAETCA YyHUM FEPOCTBOM U
YyHKUM e ropeM — Jio6bIMU IMOLIMAMM,
KoTopble cam OPUTC MPOXKMBAET TOMBKO B
cBouX daHTasmAx. Jlyuimin apyr Opurca
— [EBATUNETHWM MloXaH, C KOTOPBIM OHM
MrpaloT B MoapHbIx. B MecTHOM bape Bce
[1aBHO MPUBLIKIW K XBacTTIMBOMY 6pio3iKa-
Huio PpuTCa, C4MUTaA ero HeMpUATHBIM, HO
6e3061aHBLIM YyOMKOM, He 3aMeyas, YTo
HapyMy 13-Nnogd «peanbHOCTU UITI03MIA»

— HEMOBKO COUTOM 3TUM YyaMKOM U3
UrpyLLIEYHBIX MALLIMHOK, $oToansb0MoB,

®puTC He 3axBayeH B M1eH Uio3un
MOTHOCTBIO: HENENo BblAeNbIBAACH Nepen
COBCTBEHHLIM 06PIO3TILIM OTPAXKEHEM
B BaHHOM 1 Harmyxo 6appykaampya
FOCTVHYIO OT MarefLLIEero MPOHMKHOBEHNA
CBETa, OH, KOHEYHO, BCE MPo CcebA 3HaeT.
PedpeHom npoxoasALLan Yepes KapTuHy
apyrba Pputca ¢ coceACKMM pebeHKoM
OKa3bIBAETCA eAMHCTBEHHbEIM CBETOBBIM
MATHOM B KWUCENBHOM LIapCTBe, HO, KaK
4acTo BbIBaET B TaKMX CIyHanX — OHa He
1 anodeos 3atAHyBLLUerocA Hepyra. [e-
BATUNETHMI OXaH UrpaeTcA B repoiicTBo
1 OMacHOCTb, NATUAECATUNETHUI OpuTc
— MbITAETCA MX MPOHKMUTB, XOTb HTO-TO
OLLYTWTb Kak peanbHocTb. Ho, K corkane-
HWIO, CO BpemeH «[1nioMbyMax» Mano YTo
M3MEHWNOCh: 3a 3ab/yrKOEHNA OfHMX
CYET BCe TaK e BbICTaBNAeTCA APYrUM.
Onv2a Apmemoveaa

AHATOMWA J1IOBBU

MPOrPAMMA POCCUMCKOr0 KHO
ELLIE OOWMH 0[] / PEXK. OKCAHA BbIHKOBA

- Kak pogunacb 31a amMbuumosHas naes — nepeHecTu
B CEroAHALLHWIA AeHb AeNCTBUE KITACCUYECKOW Nbechbl
AnekcaHgpa BonoguHa?

OkcaHa berukosa: 310 Bbina MaeA NPOACEPOB — CHATH
KWHO MMeHHO Mo nbece BonoguHa. CooTBeTCTBEHHO, YyrKe
3aKnafbiBanack 31a MenoapaMaTMieckan UCTopuA, 3a-
[1aBa/Chb PaMK aHpa. Ho 6bino oLLyLLIeHWe KaKoe-To
CBOE: He 6bl0 CTPeMIEHWA MeXaHUYECKV MepeHecTV TeKCT
B COBPEMEHHOCTb, Mbl AeNarnk, Kak YyBCTBOBasM CaMM.
HataLua MeLuarrHoBa v JTioba MynbMeHKo Hanucanu
CLieHapwi1 COBCEM PYrvM A3BIKOM, O4eHb TOYHBIM: 1eBOY-
KW OeNCTBUTENBLHO NOYYBCTBOBaNM BpeMA. Koraa axTepsl

YMTanm, To cnpalumeanyt: «KTo aBTop? Xo4eTcA noarb
pyKy». [0BOPUIK, YTO TaKOro HedanbLLMBOIO CLieHapuA
[3aBHO He YMTanu.

KpoMe Toro, y Hac nony4mnca 06patHbIi npoLecc: He ot
CLieHapuA K akTepaM, a HaobopoT. CLeHapuii nucanm no
XOfly NMOArOTOBKM K GuribMy, a NMpobbl A yre Hauana, v 31o
ToMe BbINO MHTEPECHO: Pa3 TEKCTa He BbINo, TO aKTepsl
Wrpan MPOCTO CLiEHbI U3 CyMNPYHECKOM Hum3HW. Kakve-To
BELLM HacTOsbKO TOUHO BbIv CAenaHsl Bo Bpems npob, Yto
[Jarke nonanu B cLieHapuin. M eLLie: A BNepBble HeKoTopble
CLieHbI CHMMara MMMAPOBM3aLMOHHO. To ecTb — BOT CLieHa-
PUIA, Mbl CHAMAeM Mo Hemy HECKOJTBKO ay6ei, a MoToM
aKTepbl MpeyiaraloT cBoW BapuaHTsl. O4eHb MHOMoe 13
3TVX UMMPOBM3aLMIA BOLLINIO B KUHO.

- Ho Kak yganocb fo6utbca opraHM4YHOW 3aMeHbl
coBeTcKo MocKBbI Ha TO NPOCTPaHCTBO, KOTOpoe pas-
JenAeT coumanbHble cpefbl, HA Meranosine, HaceneH-
HbIW NloAbMU camMoro pasHoro ctatyca? Kak atot ropog,
HaLLeNcA U Kak oH paboTan B ¢punbMe?

— MpuLLnock npuayMaTs, HTo Moo Bkl CTaTh NoYBOM ANnA
MOCTENEHHOO PACXOXKOEHNA rePOEB, KOTOPOE B UTOre
MPWBESIO K MONHOMY pPa3Basty ceMbit. B UTOre Ml COUUHMAM
3Ty coumanbHyto pasHuLy. [leBouka HeaBHo pabotaeT
B MOAHOM peaaKLmm, Mys4YmnHa «6oMOUT». Mbl MoaToMy
MCKanu crieLparnbHo MecTa, rae 6bl OHWM MOITIN CHUMaTb
KBapTUPY, U HaLnocs CeBepHoe YepTaHoBO, COBEpPLLEHHO
3aMevaTtesibHoe. A HOBaA KBapTVPa rePOVHN — HedaneKo
oT IMyLUKMHCKOM noLaaw, rae AeMCTBUATENBHO HUBYT
TaKMe PyMMENTbI, 04eHb UHTEpeCHbIe pebATa. Ml cHManm
Y HWX B OOHOW 13 KOMHAT, fia W 3TV pebATa caMu CHUMa-
JIUCb B 3TOM CLIEHE B CBOEN KBapTVpe. XOTenoch MpMBHECTU
OLLLyLLIeHWe JOKYMEHTaIbHOCTU.
MHorve 13 Halen rpynmbl, U3 Tex, KTo MpuayMbIBan
GUNbM, YrKe Neperunv pasBog, NepBablil 6paK, 1 04eHb
MHOIO JIMYHOrO MOMao B 3Ty UCTOpMIO. A aBTop CLieHapwnA
Jlioba MynbmeHKo fonro pabotana B peAaKLmm M3BECTHO-
O HOBOCTHOIO MOPTasa, U BIIOHMIA B UCTOPUII0 FrePOUHIA
COBCTBEHHBIM OMbIT.
- A ronnaHgupbl, KoTopble YBUAENUN npeMbepy ¢punbma
Ha ¢ecTuBane B PoTtepaame, NoHANM 3Ty cneumduKy:
repoii «60M6UT», U TaK panee?
— MHe 370 Toe 6blNIo MHTEPECHO, A CMpaLUMBana, no-
HUMAIOT JIX OHM, YTO 3HAUUT «6OMOUTLY. Y HUX Beb 3TOrO B
npuHUMne HeT. Hy aa, gypsy cab — HaCKOMbKO 3TO TOYHBIN
nepesoa? OKka3anock, YTo OHW AoradbiBaloTcA. Kak co-
LManbHOe ABNEHME UM 3TO (M He TOMBKO 3T0), MOMKET BbiTh,
MasIOMOHATHO, HO, B KOHLIE KOHLIOB, MHOMO€ OHM BN
B pa3HblX CTpaHax, byayum TyprcTamu, 1 TaK aanee. A
UCTOPUM MPO Pa3Bo/dbl, PACCTaBaHWA — 3TO yHKe BoobLLEe
MHTEpHAaLMOHaNbHOE.
KoHe4Ho, OHM He MOHMMAIOT, YeM 3aHMMAIOTCA Fepou, Kor-
[a BblbuBatoT nof HosbI rog Kosep. nu eLLie Kakune-To
«BeLLW 1A CBOMX», Bpofe EdpemoBa B KocTiome BbiKoBa.
Ho ronnaHaubsl noHsAnm ropasno bonee BarHble, TyboKMe
BeLLM, a BCe 6oree y3HaBaeMble Y HaC AeTan OKa3anmuchb
[ONA HAX HECYLLIECTBEHHBIMM.

Hnmepaoio senu Aca Konoduxcrep

u lMemp LLlenomuHHUK



OTE

SVAOYINEYE)E MEYEHBIA (STARRED UP) / PEM. 3B MAKKEH3N

- HoBas KapTuHa He noxoa Ha
BaluM npoLusible paboTbl. B otaens-
HbIX 3MN304aX KarkeTca, 4to «Me-
YeHbl» NPUBNMKAETCA K 3CTeTUKe
JOKYMeHTasIbHOro KMHo. Bbl Uckanu
KaKylo-TO HOBYIO 3CTETUKY, MaHepy
pabotbi?

[36ud Makken3u: [1a, neictBuTeNb-
HO, TAKOTO He B0 HW B OOHOM MOEM
npeablayLemM dunoMe. Mil pabotanu
CoBepLUEeHHO He TaK, KaK Bceraa, He
TPaOMUMOHHO: HAaNPUMeEp, CHMAIA
BCe CLIeHbI CTPOro Apyr 3a ApYroMm, B
MpAMoM ropsdKe... Koraa A npo-
YWTan CLiEHapWIA, TO MOPasWmCcA ero
MPaBAMBOCTU, MOYTU «JOKYMEHTa b~
HOCTW», KaK Bbl FOBOPUTE, 1 peLLIns,
YTO U1 perKIMccepcKan paboTa AonH+Ha
6bITb TAKOW e YecTHo. BoobLLie,
0CTaroCh OLLyLLIEHME, YTO MpoLIecc
NOArOTOBKM K ChbEMKaM, CaMu ChEMKM,
MOHTaM, — BCe 3T0 BbISI0 He «pa306-
LLIEHO», KaK 3T0 06bI4HO bLIBaET, a Bce
6b110 TeCHO CBA3aHO. [nA MeHd KaK
LA persimccepa Takom CTuib paboTbl
6bis1 OTKpOBEHMEM. MHe KarkeTcs,

YTO pe3ynbTaT HanpAMyIo OTParKaeT
rpoLiecc.

- Ecnu Bbl CHUManu B TaKoM »KecT-
KOM TeMrie, To, BEPOATHO, KaKoe-
To BpeMs BoobLLe He Nokuaanu
TIopbMbI? — BeAb CbEMKU BeJCb

B HacTosLelt TiopbMe? Bbl He uc-
nbITbIBaNM auckoMdopTta?

— Her, 51 He owlywlan knayctpodobum.
XoTA Mbl, AEMCTBATENBHO, BbIXOOUM
Ha YNnLLY TOMbKO Ha GM33apAaKY U
MOKYpUTL: 06paTUTE BHUMaHWe, y Hac
B $uribMe [are HeT MnyaHa TiopbMbl
CHapyu. KoHeuHo, 13-3a 3Toro bbin
KaKoW-TO AMCKOMAOPT, HO MPK 3TOM
He BO3HWKasO OLLYLLIEHWS, YTO MHe
CTarno CKy4Ho 13-3a Toro, YTO A BCe
Bpem#A B OHOI KOMHATe, Ui YTo BCe
MOBTOPAETCA, WU/ YTO A B IOBYLLIKE...
ATMocdepa MeHsAnack BMecTe ¢ clo-
YKETOM. MeHsncA v BU3yarbHbIi pAf.
B 370¥ TiopbMe HaLLINOCh MHOMECTBO
BO3MOMHOCTEN [/1A ChEMOK: [/IMHHbIe
KOPUZOPbI, Y3KWE LLIeNK, PELLIETHM...
Koraa Mbl 3aKkaHumBany, y MeHs
[Jlare He BbIN0 OLLIYLLIEHMA, YTO Mbl

N CblH

vcyepnanu Bu3yanbHbIA Matepuarn.
Hu noBecTBOBaHWE, HK 06CTAHOBKA He
UCTOLLMAMCH 0HO paHblLie Apyroro. B
3TOM CMbICTE HaM MOBE310.
Bo3HuKkan u gpyro yaveurens-

Hbl 3ddeKT. Beab 0bbI4HO cpasy
CHMMAIOTCA BCe CLiEHbI C OOHMMM
aKTepaMu B OZIHOM UHTEpbEpE, a
MOTOM «Pa3HOCATCA» MO QUMY
MyTem MOHTaMa. 34eCk Mbl CHUMan
NOCNeoBaTeNbHO: Meray pasHsIMU
CLieHaMM B OAHOM M TOM e UHTepbe-
pe Npoxoanno gHew no nATb. Korda
Mbl BO3BPALLIANINCh Ha TO e MecTo,
aKTepbl yCneBanu eLLie HeMHOro Mo-
paboTaTh Haf POSBIO U UMPanu ye
no-apyromy. B 31oM 6bina ocoban
OVHaMuKa.

— AKTepbl OKa3annch roToBbI K Ta-
KOMY Heo6bIYHOMY 3KCrepUMeHTy?
- Mol 6yAT0 BCe BMecTe oTnpa-
BUIIWCb B MyTelLecTBKe. 3ameva-
TeNbHO, YTO Mbl CTIOBHO BMeCTe
Habnioganu, Kak pa3BopaynBaeTcA
ucTopmA. K npumepy, 0THOLLIEHWA
Mer[y OTLIOM U CbiHoM. [13, Ha
6yMare BCe HanwcaHo, HO Koraa Thl
CMOTPWLLb, KaK 3TO CK1aAbIBaeTcA
B peasnbHOM HU3HW... Buauib, yto
B KaKMX-TO CLieHax OTHOLLIEHNA

He CK/1a[bIBAIOTCA, 1 MOHMMAELLIb,
no4YeMy 3T0 MPOUCXOAMT... AKTe-
Pbl, ApYyrie YneHbl rpynnbsl — Bce

MeperkvBany 04HO 1 TO Xe. Y Hac
BO3HWKNO OLLyLLieHWe eAnHCTBa. Mbl
MOM CBOHOAHO MCCNedoBaThb 3TOT
3aMeyaTesbHbI TEKCT, HanVcaHHbIN
[r+oHaTaHoM 3ccepoM, nepepaba-

TbIBaTb €10, MHOTAA OTKMOHATLCA,
a nHoraa HeT. Cam [JxoHaTtaH npwm
3TOM MPUCYTCTBOBAS B KOMHaTe, HO
He HepBHWYan M13-3a TOro, YTo Mbl
BOSIbHO 0BPALLIAETCA C ero TEKCTOM.
MMony4mnocs, 4to atMochepa BHyTpu
TIopbMbI Bbl1a 04eHb cBoboAHOM. B
3TOM UPOHUA PUIIbMA.
BeH MeHgencoH, ceirpaBLLMiA Porb
0TLa, CKa3as MHe, 4TO YrKe CaMm
YyBCTBYET: KTO 34€Ch, B TIOPEME,
«HaCToALLIME NIoaM, @ C KeM NyuLLe
He CBA3bIBaTLCA. KaKue-To MOMeHTHI,
TAMESble AN1A ero nepcoHarka, bex
Ha4an neperKmnBaThb 1 CaM: YyBCTBO-
BaJ1, YTO €My CTPALLHO MATU Kyda-To,
YTO 3[€Ch, B TIOPbME, C YesloBeKa
CHUMAIOT MacKy v 06HaMaloT Bce
YA3BMMbIE MeCTa.
- Baw ¢unbM — 310 Noptpet Bpu-
TaHUn?
- W ga, v HeT. CH1uManu Mbl B Mpnak-
ZWN, XOTA MO CIOMETY 3TO JIOHAOHCKaA
TiopbMa, U A fobrBearncs, YTobsl Bce
B Ka[pe roBOPUIM C JTOHAOHCKNM
aKueHToM. Ho A flymaio, 4To durrbM
YHMBepcaneH. He TonbKo B JloHgoHe,
1 He TONbKO B BpuTaHnm GbIBaeT TakK,
YTO CKIMOHHOCTb K MPECTynieHnAM
CTaHOBUTCA XapaKTepHOM YepTom
Lienov ceMbi. He 3Hato, TUMMYHO Nkt
TO, YTO OTLLY U CblHY MOIYT MO3BOMNTH
BCTPETUTLCA B OQHOM TIopbMe, a He
OTMPaBAT B pa3Hble, — HO BEPOATHOCTb
TOro, UTO OTeL, U CbiH B NMpUHLMNE 06a
OKarKyTCA B TIOPbME, 04eHb BeWKa.
Uumepaoio senu Aca KonodusxcHep
u lMemp LLlenomuHHUK

MIFF dAILY mane B «okTAbpe»

UTAJTbAHCKUA

0714 HAHUHAKOLLUX

EBPOIA + EBPOMA
MOV KJTACC (LA MIA CLASSE) /
PEM. DAHVANE TAJTBAHOHE

MyOpeHHbIA MHOTOJIETHUM OMbITOM U efBa

3aMeTHOM Npoceblo B BOJIOCaX y4uTeslb

NpoBOAMT B BeYepHel LLIKOJIe 3aHATUA C
SMUrPaHTaMK, KOTOPLIM «baKTUUecKan ByMarkKa»,
yOocToBepsioLLLan UX 3HaHWe UTaNbAHCKOro,
KpUTUYECKU HeobxoauMa AN Nosy4YeHrs NpoUmx
HKU3HEHHO BaKHbIX ByMareK. Yuutenb onbiTeH
1 yMeH. CTyaeHTbl, BoIxoAupl U3 MpaHa, ErvnTa,
Poccun, BaHrnagelu v ewe npyMepHO MUIMOHA
pasHbIX MeCT, Myapbl ToV 0060 Pa3HOBUOHOCTHIO
YKU3HEHHOO 3HaHWA, YTOo NpUobpeTaeTcA Ha aTOMHO-
MOJEKYNIAPHOM YPOBHE MO COBOKYMHOCTU CyMMbl
YenoBeYECKNX HecyacTuin. TpaaMUMOHHasA, B 06LLEM,
MCTOPMA O TOM, YTO 3HaHWE HMKOrOa He poaaeTca
13 MeNoBbIX KapaKkynb Ha rpudensHoi gocke. Bot
TONBKO CTYLEHTbI-3MUIPaHTLl OKa3bIBaAOTCA BMOJSIHE
cebe BcaMOENULLHUMU, «DAKTUUECKUMU», XOPOLLIETO
YUUTENA UrpaeT 3aclyXeHHbIN akTep Banepuo
MacTangpea, a B Kaap, YeM fanblue, YeM 6osbLue
HacTOM4MBO NIe3eT CbeMOYHasA Fpynna Bo rfaBe
C perkuccepoM, NpocALLMM Koro-Hubyab 6oee
BbIpa3nTesIbHO MPOMTM MO KOpUAOoPY Uiu: «A BOT
celyac Bce To e caMoe, Ho BbiI6pOCH K YepTAM BecCb
TEKCT».

1

C MoMeHTa, Kora Ha aKpaHe BAPYr HauYMHaeT
CyeTUTLCA 3ByKooneparop, B unbme OaHuane
[anbAHOHe Nerko 3anofo3puTe 04HY U3 TeX
[EKOHCTPYKTUBUCTCKMX 3a6aB, KOTOpLIMU B CUNY
06LLeit HanpaBeHHOCTM MUPOBOIO KMHOMpoLLecca
rpeLUnnv MHorMe peruccepbl — 3aBcergaram
KuHodecTuBanen, — roe-To NATUMETKY Ha3ag.
WcKyccTBO, 3HaeTe 1, UMUTUPYET MU3Hb, @ HU3Hb
COBCEM He NPOTMB CbIMUTUPOBATb UCKYCCTBO, M Np.,
unp., U T.4., U T.0. TyT, BNpoYeM, Apyroe: persuccep
[anbAHOHe He MblTaeTcA MPMAATe U3BECTHOW UCTOPUN
MWJIMOH MNOATEKCTOB NOCTMOAEPHUCTCKUMMU
KaBbl4Kamu (cnpaBeANVMBOCTY paau, yCTapeBLUMMM
eLLe Ha N1Ke CBOeN NonynApHOCTM), NN UPOHUYHBIM
NepeMUrMBaHNEM CO 3puTesieM — B CTapoM-406poM
ctune «these aren't the droids we're looking for».
«MoW Knacc» — 3To MHOM YPOBEHb PEKUCCEPCKOM
cB060fbl, NO3BONAOLLMI aBTOPaM BafbCMpPOBaTh
Mer Oy NpUCTanbHOM [OKYMEHTaNIbHOM
co3epLaTenbHOCTLI0 1 BO3BeAEHHOM B MPeBOCXOAHYIO
CTeneHb K/1aCcCUYeCKoM «MrpoBoi» 3CTeTMKOM. CaM
lanbAHoHe No 3ToMy NoBoAy CKasar, YTo, CHUMas
GunbM, MoONpocTy BOOPYHKMIICA 3aBeTOM XapMca 0
TOM, YTO CTUXM HaJl0 NMCaThb TaK, YTo ecnim bpocuTb
CTUXOTBOPEHWE B OKHO, CTEKJ10 bbl pasbunock. B
3TOM cJlyyae Npu NOMbITKe Ky/NbTypHOM pedneKkcun
Ha TeMy TaKoro KMHo byaeT, BUAVMO, MPaBOMEPHBIM
06paTuTbCA K HeMy He: «Ecnu 6bl oKkasanach BeLlb
M3y4YeHHas [0 KOHLLa, TO oHa nepecTtana 6bl 6bITb
COoBepLLEeHHO, MB0 COBEPLLEHHO TOSIbKO TO, YTO
KOHLLa He NMeeT».

Onvza Apmemeesa



B T
[1IBOMHOU AI'EHT
KOHKYPC JOKYMEHTAJTbHOIO KMHQ
3EJIEHBIV MPUHLL (THE GREEN PRINCE) /
PEM. HAOAB LLUNPMAH

ocab XaccaH H0ced - cbiH 0gHOro 13 nMpepos

1 ocHoBaTeslel XaMaca, 3a cBoe br1aropogHoe

NPOUCXOXAEHUE 3aCITyHMBLUMUIA NOYETHOE MPO-
3BULLe 3eMeHbIN NPUHLL. M OH e — areHT nspannsckomn
crieucny6bl LUABAK, 6onbLue AecATun NieT BTaiHe oT
POACTBEHHWKOB MHPOPMUPOBaBLUMIA MepycanuM o
roToBALLWmXcA B [ManectuHe TepakTax. ABTop dubMa,
permccep Hapas LLnpMaH, caM nMeeT boeBoe npo-
LLNI0€: CbIH AUMNIOMATa, OH CNYHU 0pULLEPOM CBA3M
B Borickax OOH B Cupwu v JlueaHe. Otcioga, BUAMMO,
€ro WHTepec K Teme paboT creLcny6 — 1 JocTyn K
TakuM reposM. NMoMuMo caMoro Mocaba, 3To eLLe 1 ero
ObIBLUMIA XEHZNEp U3 U3panITbCKOW Cy6bl 6e3onacHo-
CTW — YeNI0BEK, KOTopbIi Bo BpeMA paboTsl l0ceda nof
MPUKPLITUEM BbINOMHAN GYHKLMM €ro HacTaBHMKa. A
rocsie ero pasobnadeHns 1 BbIHYHAEHHON MUMpaLmy B
CLLIA - TaK 1 BoBCe 0TUa, 6paTa 1 eQMHCTBEHHOMO Apyra.
EQuHCTBEHHOIO, MOTOMY YTO BMECTE C NEPBbIM UHTEPBLIO
Ha aMepVKaHCKOM TeneKaHase CTano U3BECTHO, YTO
popHble 1 6nm3Kkune Mocaba oT Hero oTpeKmUCh.
«3eneHbliA MPUHLL» TOXE HaNOMWUHAET HE CTOJTBKO
GuIbM, CKONIBKO pa3BepHYTOE TeIeNHTEPBLIO, CIOMKET
Ha LieHTpasibHOM KaHare, B KOTOPOM [iBa OeMCTBYIOLLIMX
NMLA Mo o4epeay PaccKasbIBaloT OfHY U Ty He UCTOpUIO.
Cra3blBaeTcA ABHaA HeXBaTKa MaTepuana. Hu otey,
l0cyda, H1 KTO-NM60 U3 MHOTOYMCIIEHHBIX ero 6paTheB 1
cecTep, HU BbIBLLIME COPATHUKU MO OPYXKMI0 — B Kafpe He
npucyTcTByIoT. KaK HeT 34ech BULEOCBUAETENBCTB MHO-
roneTHel cnewionepauunm Mocaba. bonee Toro, 3gecb
HeT ApaMbl, — TOYHee, OHa OcTasach JarneKo no3aau.
B penK1x peTpoCcneKTUBHBIX Kadpax Mbl BUauM Mocaba
B pasHble nepyofbl. BnaroyecTBbIM NMOAPOCTKOM Noane
€BOEro oTLa. 3abU1TbIM, pacTepAHHbLIM IOHOLLIEV C 06pK-
TOM FO/10BOM — B TOT MOMEHT, KOrZla OH TOJIbKO YTO cbe-
wan B LLTtatbl. HakoHew, B NpAMOM 3dupe B TOT MOMEHT,
KOrja OH Y3HaeT, YTO Y Hero GakTU4ecku 6onblue HeT
ceMby. B MoMeHT cbeMku punbMa Mocab - yre BriosiHe
pecneKTabesnbHbIA MOSIOL0M Ye0BEeK, KOTOPbIN OTAIMYHO
[epHuUTCA nepen Kamepon (He cuMTad 0HOrO 313043,
B KOTOPOM OH BCE-TaKM MyCTUT cie3y) 1 0TBEYAET Ha BO-
MpPOChkI 0 CBOEM MpOLLSIOM TaK, 6YATO NPOM3HOCUT TEKCT
XOpoLLO 3ay4eHHoM ponun. BoT v ragain nocne 3toro: To
11 Mocab nepebopon Bcex NpU3paKkoB MPOLLIIOro, TO NN
OH JeMCTBUTENIBHO HE UCTbITLIBAET HUKAKMX Yrpbl3eHUi
coBecTu. BnpoyeM, Henb3A UCKNIYaTb BO3MOMHOCTH,
YTO ero HerpuHyMAeHHoe NoBefeHWe nepen Kamepown
— eLLle 0Ha NI0BKaA MaHunynAuwmA. MpumeHeHve Ha
MpaKTWKe TeX HaBbIKOB, YTO OH YCBOWS 3@ 40JITUE rodpl
paboTbl Mog MPUKPLITUEM. ..

Hukuma Kapyeas

BMK + ®J10 BUOAM MEOBELA (VIC + FLO ONT VU UN OURS) / PEX. IEH/ KOTE

- Mup Bawuero ¢punbMa HacToNbKO
HeobblYeH U UHTEPEeCEH, YTO Jae
TpyAHoO 6bIBaeT NOHATL, 0TKYAa
Bbl YepnaeTe o6pasbl. OTKyaa

BCe 3T0? — 3T0 NepBbIi BOMNpoc,
KoTopbIit 3afaeLlb cebe nocne
npocmoTpa.

[eHu Kome: A1 cam cebsa 06 3ToM
cnpalumBaio. He 3Halo, 0TKyfa Bce
310 bepeTca B Moel ronose. A

Bedb He 6epy 3a OCHOBY KaKue-To
YHM3HEHHbIE CUTYaLIMK, pearbHble
WCTOPUM... A He MHTEPECYIOCh TEMaMM
1 He niobriio NmcaTb cLeHapuu, He
[BUrato NepcoHarel, KaK Laxmar-
Hble durypel. Ho BOT YTO MHTEpPECHO:
paHbLLe A HMKorAa He nm1can ponm
HEHLLWH, [arKe KaKk-To nobamsancsa
3TOM 33a4M — CO3[aHMA HEHCKMX
riepcoHarel. B obuem-To, Koraa

A Nvcan auanoru repovHs AnA
«BuK+®no», To NoKasbiBan Ux Nofa-
pyram, 1 oHu rosopunu: «<HopMarb-
HO, FOMTCA, MEHLLMHbI AeMCTBU-
TesbHO TaK FOBOPAT MeH Oy CO60M».
I nocTeneHHo A cTan YyBCTBOBATb
cebA yBepeHHo. MeHA yaMBnAET, YTo
IOV Ha3bIBAIOT 3TOT GMIIbM CTPaH-
HbIM, pa3gaioTcA Bo3rack! «Kakas
HenpenacKasyeMocTbl», «<Kakoe
6e3ymuels... [lo-MoeMy, 310 MpocTo
UCTOPUA 0 Nt06BN.

PomaHa BopuHxce: A Korga A npo-
YMTana cLieHapui, To cpasy npusHa-
nacb [leHw, 4to He yBepeHa, Bce nn
npaBusbHO NMoHaANa. Ho A Bceraa Uiy
Yero-To HeobbI4HOMO, MHe BCeraa
X04eTCA, YTOObI GUIEM MEHA YOMBATI.
CueHapuin «BuK + Ono» yBneK MeHs
KaK pa3 CBOe TaMHCTBEHHOCTLIO,
aTMocdepoit, B HEM eCTb TaiHa n
noaTeKcT. To, Yero A Bceraa way ot
cLeHapuA.

— CnoHo nun urpatb posb, Korga

0 MepCcoHae MoYTH HUYEro He
U3BecTHo?

Pomaxa bopuHxce: Mbl HAYero He
3HaeM 0 repomHe: YTo oHa cena-

na, noyeMy beina B TIOpbMe, Kak
BcTpetuna Ono... Ho HeT, 310 6biso He
CNOMHO. Mbl ¢ [leHn nbitanmcs npea-
CTaBWTb NA cebA, «3a KadpoMy, UTo
CBA3LIBAET repovHb, IOOAT I OHM
Zpyr Opyra, Wim 31o NpocTo 3aboTa.
Ho 370 He TaK YK 1 BarHO: Mbl MPOCTO
BMOMM ABYX HKEHLLWH, HW MPOLLSIOro,
HW ByayLLero, Bce B HacTosALLeM. He
HYKHO H4ero BonbLLe 3HaTb, He
Hy*{Hbl 061BACHEHWA. B KHo [eHu
BCerAa TaK: 3amnaxu, YyBcTaa... A npo-
HWKanack HacTpoenweM [eHn, [bep-
peTtT PobuTaii Tore npoYyBCTBOBana
3Ty UCTOPUIO: Ha CbeMKax [beppeTT
6bla NoYT! MOUM ABOMHUKOM. Have
1 BbITb He MOrT10, Befb Y Hac Bbiro
MHOIO CLieH BABOeM, J0CTaTo4HO UH-
TUMHBIX, CO CBOMM PUTMOM, U HY{HO
6b10 HAMTV MPABUITBHYIO «My3bIKY»,
MeXaHM3M BCero NpoucxoaaLLEero.
BoT yto A oTKpbINa B KMHO [eHn.
Heru Kome: A xo4y 0o6aBUTL: Mol
GunbM He 0 roMoceKcyansHocTU. [a,
[Be HeHLLMHbI MI0bAT Opyr apyra,

HO TyT Apyras uctopuA. A obLuarnca ¢
COTPYAHMKaMM TIOPEM, OHM pac-
CHa3anM MHe 0 NMoBeAEHMN HeHLLIMH
33 peLUeTKoM. OHM 3aK/TI04aIoT KaK
6bl anbAHCHI, MOCKOMBKY TaK MpoLLe
BbIMWTb, HO 3TO JIOXKHbIE Napbl, HeHa-
crosLLye. [oToM, Korda 3TV HeHLLIW-
Hbl BbIXOOAT Ha BOSIO, TaKMe COlo3bl
pacnagatoTca. MHe o4eHb HpaBuTCA
TaKoe MPOYTEHME CIOHKETa.

- Baluu repouHu B KAKOM-TO CMbC-
Nle 0CTaloTCA B HeBone.

Heru Kome: [1a, oHu KaK 6bl peLuaioT

OnA ceba: 06LLEeCTBO Miodei — 310 He
[NA Hac, NaBalt 0CTaHeMCA 30€Ch,
B 3TOM [lypaLKoM XMMHMHE B fiecy,
6ynem camm cebe o6LLIMHOM. Tema
pacrnpocTpaHeHHan: yiTK B 06LLEeCTBO
WIK OCTaTLCA B CBOEM COBCTBEHHOM
MU1pKe? Mbl BCe 3a4aeMcA 3TUM BO-
MPOCOM, W'Y MeHs, KCTaTW, TaKol e
MOAX0[, KaK Y MOMX repomHb: A X4y
CHMMaTb Moe KWHO, BCe OCTarbHOe
MHe no bapabaHy. BoamorHo, 3Ta
naen ectb B MOEM QuribMe, XOTA OHa
HE 0YeHb-TO BbIMAYMBAETCH.
— Mup, B KoTOpOM oOCTaloTCA repou-
HU, 04eHb KpacuBbINA U onacHbIn. B
BaLLeM npoLwioM ¢punbMe — «bec-
TUapUii» — TOXe MOoKasaH ou4eHb
KpacuBbIi U oNacHbIN MUp. 3aech
€CTb KaKas-To CBA3YIOLaA HUTb?
Hexu Kome: [1a. A npocto 310
nio6s1io. YeM 6onblLLe A CHUMaK KWHO,
TeM MeHbLLIe MHTEPECYIOCh UCTOpUEN,
1 60rbLLE — BOCMPUATUEM 3pUTENA.
MHe Xxo4eTcA KaK-To MoMrpaTh C ero
OMMOAHMAMM, 06bIrPaTh LLTaMMb
MaccoBOro KuHo. B HalLle BpemA
KuHeMaTorpad — no 6osbLLe YacTu
Pa3BreKyxa, U A Xouy NOTPACTM
YesIoBeKa, KOTopbIt CMAPHO CUAMT
B Kpec/e KMHOTeaTpa 1 oxuaaeT
MPUBLIYHBIX YA0BOMECTBUM. 3HaeTe,
KaKOW MOBOPOT CIOXKeTa MHe ceyac
WHTEPECEH, UTOBbI BCTPAXHYTb TaKOr0
3putenaA? Tbl HEHULLIBCA, MOKyNaeLLlb
[loM, cobaky, y TebA Bce 0TNMYHO,
YKM3Hb YOanach, v 6aLl — Teba comBaeT
MalLmHa. Ho npy aToM — He Tpareaus,
a UCTopusA O No6BI... MOMKET BbiTb, A
YepCTBbIM 1 M34eBatock Haf 3puTe-
leM, Ho MHe Bcerga 6bin MHTepecHee
KuHeMarorpad, a He UCTOpUK.
Unmepaoio senu Aca KonoduxcHep
u lMemp LLienomuHHUK

-

i




MEJIAHXOJINA

SNAOTINENIOE NYTELLECTBWE HA 3AMAL (XI YOU) / PEXK. LAY MAHTTAH
BEPOAYME MChI (JIAQ YOU) / PEXK. LAV MUHNAH

MBAHBCKIA FeHUIA, Yl GUBMbI

BbI3bIBAIOT KIOKOTaHWeE CTpacTel

I OTOPOMb, MPM3HANCA MPOLLION
0CeHbl0 B BeHeLwmn, 4To «ycTan ot KMHO» 1
CHUMaTb BonbLLIE He cTaHeT. Ho He yMupaeT
HaZeaa, YTo 06eLLLaHNE OH He COEPHKUT.
[Ba ¢punbma Liaa MuHnAHa — cobbiTue 3Kc-
TpaopauHapHoe.
MenaHxonvK 1 co3epuarens, Llai vyecTay-
T U QUKCUPYET HenpepbIBHOE BPEMA TaK,
YTO CMyLLI@EeT NybnmKy, 3aBOparkMBan ee
CBOWM HEOTCTYMHbLIM B3MIALOM Ha LA U
npocTpaHcTea. Ero gnAmiica B3maAg Bo3-
[EeNCTBYET CKPLITON Y BHATHOWM 3Heprven,
n3n1y4aeMolt J1n KaHLL3HOM, aKTepoM,
Hev3MeHHbIM NMPOTaroHNCTOM perkuccepa.
B «[NyTeLuectBum Ha 3anag» oH coBnan ¢
06pa3oM byamiiCKOro MoHaxa, NMOTUXOHb-
Ky Br/IbIBAIOLLIIM B MapCesbCKMM Memn3ark
1 06BABNAIOLLIMM COBCTBEHHOM 6e3yrnpeuy-
HOCTbIO — HEBECOMOW MOCTYMblo 60COHOrOro
W3ALLIHOMO Yeri0BeKa B 0feAHWM MameHe-
loLLIero LiBETA — MHOM BEKTOP NpebbiBaHuA B
MUpe He TOMbKO KNHO.
PearnHoe BpeMsA Mefy1eHHO (Ha 0BbIYHbI
B3r71A4) CTyNaloLLLIEero MOHaxa, KOToporo
M0 maearnbHoM NiacTUHeCcKom 1 MeTa-
PU3MUECKOI YETKOCTM NIErko yropobuts
KaHaToxofLy Ui 6aneTHoMy apTUCTy, Bbl-
LLMGAET BOCMIPUATUIE U3 PACXOHKMX, TO ECTb
PUTyanbHO CKOPOCTHLIX MPeACTaBNeHMI O
[BUHKEHNM, OCTaBNAA NYBAMKY C OTKPbITHIM
PTOM U1 33[iepaHHbIM ObIXaHWUEM.
Ha pblHO4HOM NnoLLaam MoHaxa Bapyr
3aMevaeT [eHHn JlaBaH. [uBnTca «TaHLe-
Ba/lbHOW» MOX0AKe. [biTaeTcA nofparaTthb
He3HaKoMLy. [NogHUMaET Hory, 3aepHn-
BaeT B BO3/yXe, OMycKaeT. OpuriHan u
KOMWA COCTaBNAIOT LMPKOBYIO Napy. dyaT-
napoauio. CB1aeTensCTBO He nepeceKato-
LLMXCA B 6eCKOHEeYHOCTV Napannenei. Ho
BOpyr Lial npraymbiBaeT HeOMMOAHHbIN
[nA cebs, MUHUMATCTA, CbEMOYHBIN TPIOK:
3epKalbHYI0 MOBEPXHOCTb, YKPEreHHyio
B 9KPaHHOM MPOCTPaHCTBE MMy He60M
1 3emreit. Ha 3Tol noBepXHOCTV I0am €

JVKOBWHHOM eCTeCTBEHHOCTbIO CIIOHAITCA
TyOa-clofia BBepX Horamu Hafl roioBovt
MOyLLEro MoHaxa. A oH, «nepeBepHyBLLMIN»
MPMBbIYHBIN B3R 4 Ha MUP Be3 BCAKKX
TPIOKOB, BCEMO NKILLIL MOKa3an cebs, oT-
JebHOM0 YesIoBeKa, 1, 3aBOPOHKMB, COM
C TOfKY. Kak cb1BaeT ropoficKoro 3eBaky
Myallleeca aBTo.

B «Bpoaaumx ncax» Llai gosen ceoi
PersnccepcKmin MeTod Ao npeadena, 4o
Me[UTaTMBHOM abcTpaKkLumn. Yeenuumn
OOHENb3A ONMHY MNaHOB, Karabli 13
KOTOPbIX CyLLLeCTBYET B CaMOA0CTa-
TOYHOM perkunMe BocnpuATUA. [epoun
dunbMa — oTel C AOYKOM U CbIHOM — U3-
niobneHHble LlaeM MaprmHansl, Tenepb
6OMHM, KOTOPBIX OH U MPEerae CHUMAN
COYyBCTBEHHO, HO 6e3 connelt. C ormy-
LLIAIOLLIEM TOCKOM M — MoAYac — B PE3KOM
CTONKHOBEHWM PYTUHHOM peasnibHOCTU C
BCMbILLKaMM MeYTaTesIbHbIX 3130008

MIFFdAILY

(APOCTHO MPOHMYHBIX MIO3MKIIOB).

PyuHb! — npocTpaHCcTBO «bpoaaqmMx NcoB».
MepecTpoeHHble Ui 6ecxo3Hble 4OMa, rae
HaxoAAT NPYIOT 6e3[0MHBIE MEPCOHAMM.
BrIbvpan HaTypy AnA aToro ¢puneMa, pe-
FICCEp HaTKHYNCA Ha 6e3MI0AHbIM FOPHbIA
nein3arK, CO3AaHHbIN yreM Ha CTeHe. B Hem
Llat 06Hapy»mn 0bpa3 3epkana, oTpa-
MaIOLLIEro MI030pHYI0 peasnbHOCTb M1Pa,
B KOTOPOM 3aCTPEBalOT M €r0 MEepCOHar M,
«bpoaaAYme Ncbl», 1 3puTenu. [nas He oT-
BECTW. SKCNEPVMEHT, NpodenaHHbIn Liaem
B «MocneaHeM» durbMe, yaoctoBepaeT

€ro CTaTyC PaAMKANBHOIO XyOOHHUKA, Ybi
paboThl He pa3 AeMOHCTPMPOBANCh Ha
BeHeLMaHCKOM breHHarne.

CiorKeT TyT efiBa HameyeH, 0bo3HaqeH
MyHKTUPOM. [epoit Jn KaHLwuaHa — YenoBek-
peKnama: CTOWT Ha MepeKpecTKe C MnaKa-
TOM O MPOAArKe HeABMHMMOCTU. XneLLeT
L0 Ab, TPELLMT BeTep. A OH, 6e340MHbI,

MaHEM B «OKTAOPEe»

06peyeHHbI, MOeT NaTPUOTUHECKYIO MECHIO
0 TOM, KaK «KpOBb OT APOCTY CTana Kpac-
HOM» W YTO-TO MPO MOPAAOK, KOTOPLINA He-
npeMeHHo HactaHeT. OH nnayeT — cyasboi,
a He BETPOM MOHUMBIIA.
Ponb Matepu Llait oToan TpeM pasHbiM
aKTtpucam. OHa paboTaeT B cynepmapKeTe,
MOET BOJ10Chl 1eBOYKE B TyareTe 1 CopTu-
PYeT NPOCPOYEHHbIE MPOAYKTI, KOTOPLIMM
KOpMUT BpodsumMx cobar. Lpyras HeHLm-
Ha CcnacaeT AeTeit B cTpaLLHyto bypto, Koraa
oTeLl peLUMn X B3ATb B MyTeLLIeCTBME Mo
peke. ECTb 1 TpeTkA...
B ropoackux pyvHax, 3a6poLLeHHbIX
[IOMaX, UCTeLLIPEHHBIX [TTyOOKMMM
MOPLLIMHaMU-PACLLIENIMHAMMU, KOTopble
MHOI0€ MOMHAT, — HUBYT, CMAT, GraHmpyloT
W CTOAT, BCMaTpWBaACk 3a PaMKy Kaapa,
W M1a4yT, M OTBOAAT B3A L CBOOOAHbIE
TIOAN U NChl.
HerHblIl, NbIoLLMM oTeL, 0buxarmBaeT
[eTelt, Kak MaTb. CTpaHHble HEeHLLMHBI
MOKMOAIOT CBOUX BAM3KMX, HO NPUXOLAT Ha
MOMOLLIb B POKOBYI0 MMHYTY. Llait cocpe-
[O0TO4EHHO NMpeabABAAET MUp 6e3 Havana
1 KoHLa. Mup Bo gparmeHTax, Koraa u
MoBCeHEBHbIE AeCTBIA CHUMAIOTCA B
pearibHOM BpeMeHw, 1 becripuMepHoe
OT4YaAHWe 0TLa, UCMYraBLLErocs, YTo C
[OETbMM YTO-TO CNy4mnock. B gonrom
3MM304e OH PBET, OyLLMT, LienyeT 1 no-
HKMPAET KOYaH KanycTbl, U3 KOTOPOro A0YKa
caenana rofoBKy KyKksbl, yTENAoLLEN ee
CUPOTAIMBYHO HU3Hb.
YicTanA IK3UCTEHLMA, 3aneYaTieHHan Ha
3KpaHe, eCTb 3epKano pearnbHoCTW/nppe-
anbHOCTW, KOTOPOE Pa3aBMIraeT rPaHNLbI
KOHKPETHOW 1CTOpWK [0 Bpoaavero
clorKeTa 0 cyabbe Bcex 3abpoLLEHHbIX
HKMBBIX CyLLIECTB Ha cBeTe. YTobbl BHATL
3TOMY COCTOAHMIO, [I0BOJIHO COOTHECTUCH C
O0NrM-ONTMM B3mMALOM repos JTn KaH-
LLI3HA W €70 HEHLLIMHBI, BCMaTpPMBaIOLLIMXCA
B Nen3arK Ha KAMEHHOM CTeHKe, KOTopbI
13 Kagpa U3BAT. VX B3mMALQ yCTpeMneH 3a
npenessl 3KpaHa, Npobmeas NybmKy —
CcreLLaLLlyio Ha BbIX0A U JOBPOBOSBLHO
MPVKOBaHHYIO K KpecnaM — nepedo3vpo-
BaHHbIM, a TouHee, becrnpefienbHeIM Hanpa-
rKeHveM. [MpAMbIM, KaK B3rMiA YesioBeKa B
3anpenesbHY0 Jasnb WKW a3a B 71asa.
3apa A6dynnaesa




REPORTER

COMPETITION
DIR. THIJS GLOGER

Frits loves watching fire trucks and ambulances.

Frits is enchanted with the sound of police sirens and
discrete murmur of their radio sets. He is fascinated

by the distant feeling of danger and sudden drama —
although this feeling quite literally remains distant as
Frits always stays away from all the danger and drama,
not able to cross the police yellow line. But he is always
there — squeezing his old Canon and wearing the red
vest that proudly says: «reporter.

Of course, Frits — about fifty, overweighed and gener-
ally flabby — is not a real reporter. In the absence of
anything even remotely interesting in his life, Frits
«feeds» off other people’s heroisms and tragedies - off
any emotions really, since Frits is infinitely incapable of
producing his own. Frits’ best (and only) friend is Johan
- anine years old boy, who also likes to play «firemen».
In a local bar where Frits is a regular, everyone is used
to him, considering him a harmless weirdo — not notic-
ing that the precious illusion Frits has built out of toy
fire trucks, endless photos of hose lances and sleep-
less nights overhearing the talks on police radio sets,

is about to explode in million pieces releasing a true
monster in the process.

Just as Thijs Gloger's debut feature «Holland», «Re-
porter» depicts the vulnerable state of mind of a person
who fully recognizes the infinite emptiness of their own
existence, but is tragically unable to put an end to it

- one way or another. Just like the protagonist of «Hol-
land» Olga, who lost herself in between bars, strangers
she keeps taking home and French fries she always
eats after, Frits is unable to walk away from the world
of his illusions — but as time goes by, it gets equally
difficult to stay inside. Touching base with the actual re-
ality - catching an understanding look of the bartender,
noticing the cool indifference of the tired firemen, or the
ironic acquaintance with the fellow «photojournalist» —
is harmful for the poor guy, who is about to break. And
sure enough, this is exactly what happens.

The world is not cruel to Frits — but Frits is painfully
ruthless towards the world, where he is unable to

get what he always wanted to have. Seen through

his eyes and Canon, the world seems morbid and
colorless. As in classic Soviet 87" movie «Plumbum,
or The Dangerous Game», Frits is not completely
unaware of the truth. The episode where he poses
awkwardly in front of the bathroom mirror, or the

one where he barricades his living room from light,
demonstrate that he realizes more about himself than
he would ever be able to admit. His friendship with
the neighborhood boy turns out to be the only light
thing in the kingdom of absurdity his life has become,
but as it often happens in such cases - it also ends up
being the pinnacle of Frits’ «clinical performance». The
nine-year-old kid plays heroism and danger, whilst his
fifty-year-old pal genuinely tries to live them. And just
as the «Plumbum» movie has taught us before, it is an
awfully often case when one man’s delusion costs a
terrible price to someone else.

STARRED UP

8 12 FILMS
DIR. DAVID MCKENZIE

Olga Artemyeva

- Your new film is strikingly different from your
previous works. Some episodes even suggest that
‘Starred Up’ is closer to the aesthetics of docu-
mentary films. Were you searching for some new
aesthetics, new techniques?

David McKenzie: Yes, it's true, this film is different.
As usual, our methods were quite unconventional: for
example, we shot all the scenes in the chronological
order. When | read the script, | was amazed it was so
sincere, almost, as you put it, documentary. | realized
the directing should be equally sincere. Allin all, | had
the impression the preparations for the shooting, the
shooting itself and the editing weren't separated from
each other, as it often happens. On the contrary, they
were closely linked. For me as a director such manner
of working came as a revelation of sorts. | think the
result perfectly reflects the process of the making of
this movie.
— If the shooting process was so intense then there
should have been a period when you didn’t leave
prison at all. You were shooting in a real prisom,
weren’t you? Did you feel any discomfort?
- No, | didn’t feel claustrophobic at all. Although at
times we really only got outside to do some exercise
and have a smoke. Mind, there’s not even a single shot
of the prison from the outside. Of course it caused
a certain discomfort, but working in the same room
all the time or things repeating over and over again
didn't bore me in the least. | never felt trapped. The
atmosphere and the picture were changing with the
plot. This prison offered plenty of opportunities for
shooting: long corridors, nooks and crannies, bars...
As we were finishing, | didn’t feel we had exhausted
these opportunities. We hadn't run out of ideas of
how to tell the story or in which settings to do it. | this
respect, we were lucky.
Another thing might seem quite unconventional. Usu-
ally all the scenes in the same settings are filmed at
the same time and edited later. But in this film we shot
the episodes in chronological order, so about five days
could pass between the shootings of different scenes
in the same settings. When we returned to the same
place, it turned out the actors had had enough time
to explore their characters in more depth, and their
acting was different.
— Were the actors ready for such an unusual experi-
ence?
— It felt as if we all shared a journey. We were watch-
ing the story unfolding, and it felt great. Let's take, for
example, the relationships between the father and the
son. It is all in the script, but when you see it develop-
ing before your very eyes... In some moments you
notice they are not working out quite well, and you re-
alize why. The actors and other members of the film-
ing crew have had the same experience. We felt some
bond. We could explore this wonderful script written
by Jonathan Esser, interpret it, sometimes follow it
closely, sometimes add something new. Jonathan
himself was present in the room but he showed no
signs of worrying about us making changes in his text.
So the atmosphere in prison turned out to be pretty
relaxed. This is the irony of the film.
Ben Mendelsohn, who played the father, told me he
started seeing who in this prison has managed to
retain shreds of humanity and who would be better
not to mess around with. Ben even experienced some
of his character’s inner fears, for example, he said he
was afraid of going to certain places, he felt that in
prison all the covers are taken off a person, and all his
vulnerable spots are exposed.
- Is your film a portrayal of Britain?
- Yes and no. We were shooting it Ireland, although
according to the script it was a London prison, and |
demanded that everyone spoke with the London ac-
cent. But | think the film carries a universal message.
It's not unique to London or Britain that a tendency to
violence is a trait of the whole family. I'm not sure the
authorities would place a father and a son in the same
prison, but the chances that they both will end up in
prison are pretty high.

Interviewed by Asia Kolodizhner

and Peter Shepotinnik

MY CLASS /

LA MIA CLASSE

EUROPE PLUS EUROPH
DIR. DANIELE GAGLIANONE

An experienced teacher with a grey streak in the fair hair
gives ltalian lessons in an evening school for emigrants.
They desperately need a magical paper that would
confirm their knowledge of Italian, thus enabling them
to receive multiple other magical documents, secur-
ing their right to stay in the blessed country of ltaly. The
teacher is experienced and smart. The students from Iran,
Egypt, Russia, Bangladesh and a dozen other countries,
however, possess that deep inner wisdom that inexplica-
bly yet invariably comes after living through more than a
regular person'’s fair share of trials and tribulations. This
story once again proves right the simple idea that true
knowledge never stems from doodles on a chalk board.
However, soon it turns out that the students are actu-
ally real emigrants, while the good teacher is played by
a wonderful actor Valerio Mastandrea, and as we watch
the film, more and more often the director and the entire
filming crew appear in the frame too, insisting this or that
character should be more emotional while moving down
the corridor or asking them to ‘do the same thing all over
again but this time, please, without your goddam lines!’
From the moment the boom operator rushes in the frame
too, we start suspecting that Daniele Gaglianone’s film
might be another postmodernist experiment that a lot of
directors happily indulged in about five years ago due to
the general trends in the world cinema. As we all know
all too well, art imitates life, while life isn't opposed to
imitating art either. However, this is not the case here:
Gaglianone’s goal is not to read myriads of subtexts into
the old story via postmodernist methods (which, in all fair-
ness, were somewhat outdated even at the height of their
success) or ironical passes on the viewers, or persuade
them that, figuratively speaking, «these aren’t the droids
we're looking for».
«My Class» represents a totally different level of director’s
freedom which allows the authors to glide easily from
aloof contemplation typical for documentary to classical
fiction aesthetics seen as if through a magnifying glass.
Gaglianone himself said that while making this film, he
simply followed Daniil Kharms' idea that ‘the only poems
worth writing are the ones that have verses you can hurl
at a window, and they'll break the glass'. In this case,
every attempt to fathom this movie will inevitably make
us quote the same poet again: «If a thing should prove to
have been completely studied, then it would cease to be
perfect, for only that which is incomplete is perfect».

Olga Artemyeva

THE GREEN PRINCE

DOCUMENTARY COMPETITION
DIR. NADAV SCHIRMAN

The Green Prince is the nickname Mosab Hassan Yousef,
son of one of the Hamas leaders, has gotten thanks to

his noble kin. The same Mosab Hassan Yousef, who has
been serving as an undercover agent of the Israel Security
Agency, Shabak, for more than ten years. The director
Nadav Schirman had his own share of field work in his
past: son of a diplomat, he served as a liaison officer of
Blue Berets in Syria and Lebanon, which probably inspired
his interest in special forces’ routines, as well as granted
him access to such characters. Apart from Mosab, the film
also features his former handler from the Israel Security
agency, i.e. the person who curated Yousef's work
throughout his undercover time. After Mosab was forced
to emigrate to the U.S., the same very person has become



a true father figure and the only friend, since Mosab's
family disowned him - which the protagonist was kindly
informed about during his first interview for American TV.
That's what Schirman’s movie reminds the most — an
extended television interview, a cover story at a news
broadcast, which mostly consists of two main characters
telling the same story over and over and over again —
the classical «red light» signalizing the authors didn't
have enough material. We never see Yousef's father, his
brothers or sisters, or former «brothers in arms» — just
as there is no footage providing information on Mosab’s
years of serving as a secret agent. Furthermore, there
is no real drama here - it is all history, so to speak.
Very few beats of retrospective footage show Mosab in
different stages of his life — as an obedient teenager by his
father's side, as a lost and confused young man after he
just escaped to the States, and finally - at that shocking
moment he is being told he no longer has a family. But
at the time of actual filming, Mosab has already turned
irto a rather refined gentleman who feels at ease in front
of a camera (with the single exception of one episode
where Mosab can't help but tear up) and tells his story as
if he was delivering well-rehearsed lines. One could only
guess if Mosab has already conquered the ghosts of his
past or he simply doesn't feel a lot of remorse. Another
explanation also comes to mind - Yousef’s «natural»
manner in front of the camera is merely a skillful act, a
manipulation maneuver he learned in his years spent
undercover.

Nikita Kartsev

VIC AND FLO SAW
A BEAR/
VIC + FLO ONT VU

UN OURS
VIESINEIZ@IVEES DIR. DENIS COTE

- The atmosphere of your films is so unusual and
captivating that it's hard to imagine what serves as a
source for your ideas. ‘Where does all this come from?’
is the first question one asks himself after watching
this film.

Denis Cété: | ask myself the same question. | don't

know where it comes from, how it comes to my mind.
You see, | don't base my films on any real stories or real
situations... I'm not interested in any particular topics and
don't really like writing scripts. | don't move my characters
as if they were chess figures. But curiously enough, | had
never written female roles before. | think | was even a
little afraid of creating female characters. Actually, after
writing dialogues for my female characters in this movie

| showed them to my female friends, and they would say,
‘It's okay, that's how women really talk’. So gradually |
was building up my confidence. I'm surprised to hear that
some people call this movie weird, exclaiming, ‘Now that
was unpredictable!’ or ‘It's madness!’ | think it's simply a
love story.

Romane Bohringer: As soon as | finished reading the
script, | confessed to Denis | wasn't sure that | got
everything right. But I'm always searching for something
unusual. | want the film to surprise me. What fascinated
me about ‘Vic and Flo' was its enigmatic atmosphere full
of mystery and subtext. That's exactly what | expect to
find in a script.

- Is it difficult to play when you know next to nothing
about your character?

Romane Bohringer: We don't know anything about my
character. What she did, why she got in prison, how she
met Flo... But | wouldn't say it was difficult. Denis and |
tried to imagine, behind the scenes, so to speak, what
might connect the two characters, whether it's love or
whether it's simply that they care about each other?

But ultimately it's not that important. What we see is
these two women, not their past or their future. There's
nothing but the present. There's nothing else to know.
No explanations are needed. It's always like that in Denis’
movies: it's about smells and feelings... | tried to catch
Denis’ mood, and Pierrette Robitaille immersed in the
story too. Pierrette was practically my twin on set. It
couldn't have been any other way because we had a lot
of scenes together, quite intimate scenes, with their own
rhythm, and we had to find the right «music», so to speak,
to grasp the mechanics of what was happening. This is
what I've found for myself in Denis’ movie.
Denis Cété: I'd like to add that my film is not about
homosexuality. Two women love each other, that's true,
but it's a different story. I've spoken to the prison staff,
and they've told me about women'’s behaviour in jail.
They build alliances because it helps them survive, but
these alliances are flawed, that's why when they go out
of prison, such couples usually break up. | like such an
interpretation of the plot very much.
- In a way, your characters fail to become entirely free.
Denis Cété: Yes. They say to themselves: «We don't need
the society. Let's stay here, in this stupid hut in the wood,
and create a society of our own!» It's quite a widespread
topic, the choice between integration in the society and
staying in your own little world. We all pose the same
question to ourselves, and, by the way, my answer is very
similar to what my characters choose: | want to shoot my
films and don't care about anything else! | guess this idea
might be expressed in the film, although not too explicitly.
— The world in which the characters remain is
very beautiful and dangerous. Your previous film,
«Bestiaire», also shows a very beautiful and dangerous
world. Is there any link between the two?
Denis Coté: Yes. It's what | love. The more films | make,
the less interested | am in the actual story and the more
—in the viewers' perception. | want to play with their
expectations, with clichés common for popular movies.
Nowadays cinema is more like entertainment, and | want
to shock the person who occupy the seat, waiting for the
pleasures they're used to. Do you know what plot twist
I would use to stir my audience? For example, you get
married, buy a house, take a dog, everything's okay, your
life is perfect, and then all of a sudden you get under a car!
And it's not a tragedy but a love story... Perhaps I'm cruel
and like torturing viewers, but I've always been more
interested in cinematography rather than stories.
Interviewed by Asia Kolodizhner
and Peter Shepotinnik

JOURNEY TO THE
WEST / Xl YOU

STRAY DOGS /
JIAO YOU

SAEMYE DIR. TSAIMING-LIANG

Seeing two of Ming-Liang Tsai's films at the festival is not
something that happens every year. Last autumn in Ven-
ice the Taiwanese genius, whose films invariably leave the
audience shocked or brimming with emotions, claimed he
was «tired of cinema» and was not likely to make any new
movies. But we still hope he won't keep his promise.

A melancholic observer, Tsai perceives and reflects the
flow of time in a way that confuses the audience. Closely
following faces and spaces, he manages to transfix his
viewers by the barely perceptible energy of Kang-sheng
Lee, the director’s invariable protagonist.

In «Journey to the West» a barefoot Buddhist monk
draped in flaming red robes gracefully floats across
Marseille streets, claiming that Ming-Liang Tsai's unique
perception goes far beyond the world cinema. The
monk's slow (by our usual standards) movements with

MIFF JdAILLY manege in «octyabr»

their impeccable metaphysical precision resemble those
of a rope-walker or a ballet dancer and deal a deadly blow
to the common notion that movement means speed,
making the awestruck audience hold their breath. Denis
Lavant notices the monk in the market square. Amazed
by his grace, he tries to imitate the monk, raises his leg,
holds it in the air, and finally puts it down. Together they
are quite a comic sight, a parody duet once again proving
that some things are meant to be different.
Suddenly Tsai resorts to a trick quite unusual for a mini-
malist: he uses a mirror fixed above the ground. People
amble across this mirror upside down right above the
monk’s head.
And he needs no tricks to turn upside down our familiar
perception of the world. To do this, he only had to turn up,
but it was enough to enchant and disorient the audience.
In «Stray Dogs» Tsai took his methods to the extreme,
to the point of delving into meditative abstraction. He
extended the length of the shots, each of which can be
perceived on its own, as much as possible. The protago-
nists — the father, son and daughter - are Tsai's favourite
outcasts, this time, the homeless. He's always filmed
them with compassion but never with needless senti-
ments. Striking melancholy and occasional clashes of
the routine and the dream (violently ironic musicals) have
always been characteristic of his approach.
«Stray Dogs» are set amongst ruins and rebuilt or aban-
doned houses where homeless characters take refuge.
Looking for locations for this film, the director came
across a deserted mountain landscape drawn in charcoal
on the wall. It reminded Tsai of a mirror which reflects
the illusory evanescence of the outer world, where his
characters and viewers alike get caught.
You can't take your eyes away from this experiment done
by Tsai in his «last» film.
If nothing more, it confirms his status of a radical artist.
The storyline is barely discernible. Kang-sheng Lee’s char-
acter is a «<sandwich man». He stands at the cross-roads in
the pouring rain and blowing wind, advertising real estate
property. But this homeless man with no future is singing
a patriotic song about «blood turning red with fury» and
the order which is «bound to come». He is crying, beaten
not by severe wind but by merciless fate. Tsai gave the part
of the mother to three different actresses. The first works
at a supermarket, washes the girl’s hair in the WC, sorts
out food past its «best before» dates and feeds it to stray
dogs. The second saves children during a horrible storm
following a voyage along the river their father took them
on. Then, there is the third one...
Among the ruins of the town, in abandoned houses lined
with deep cracks which witnessed events of a dim and
distant past, free people and dogs live, sleep, stroll, peer
somewhere beyond the frame, cry and turn away.
Despite his alcoholism, the tender father looks after his
children with a motherly care. The strange women leave
their families but hurry back to help in times of crisis.
Tsai's mosaic world has no beginning or end. Routine
actions are shot in real time, just like such powerful
emotions as the father's utter despair at the thought that
something’s wrong with the children. This long heart-
rending scene shows him tearing apart, strangling, kiss-
ing and devouring a cabbage which his daughter used to
make a head of a doll in an attempt to enliven her dreary
existence.
Pure existentialism of the movie reflects the reality and
ireality of the world and turns the story into a parable of
all outcasts on earth.
To perceive the atmosphere, the audience needs to follow
the long gaze of Kang-sheng Lee and his woman as they
are peering into the landscape on the stone wall which
has been left beyond the frame.
Their look reaches the audience, either hurrying away
from the hall or remaining in the seats, and pierces it with
impossibly high tension. It's attentive like the gaze of a
person peering into the distance — or looking into the eyes
of another man.

Zara Abdullaeva
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MIFF dAILY mane B «okTAbpe»

23 UIOHA / JUNE, 23 1515 OCTPOB [IHOBAHHM / GIOVANNI NO SHIMA OKTABPb, 5
15:00  [IOMALLHAA HW3Hb / LA VIE DOMESTIQUE OKTABPb, 4 1600 HIOTb VM / JULES ET JIM OHTAEP, 10
1500 SHEBHUK LUAXEPESATL] YAWMIVAT SCHEHERAZADE ™ 1615 3ACTABA WTIbIYA / ZASTAVA ILYICHAI OKTABPb, 7
15:00  HABECTV M HAYATb / POINT AND SHOOT OKTABP, 2 1630 BCROCTAJIBHBIE/ ALLE ANDEREN OHTABPL, 8
1500 BYHTANO) BUNGALOW Sp— 1630 [10BPbIE CEPLIA VM BEH3ENA/ KIND HEARTS AND CORONETS OKTABPb, 1
1515 FEHUTATIbHBIE BOWHbI / THE GENITAL WARRIORS OKTABPb, 10 1630 BOMBEAMATIOCTLIO/IN GRAZIA DI DIO OHTABPb, 4
1515 CNYTHY V3-MO 3EMTI/ MANG-WON-DONG INGONG-WI-SEONG Po— 1630 POAKEP MBEPT. 3T0 U ECTb }KM3Hb / ROGER EBERT LIFE ITSELF OKTAEP, 6
1530 HIAB COHABUM/CLUBSANDWICH ey— 17:00  MPUBEMKMLLIE / HAFSAKAT ESH OKTABPb, 1
1600 MOMIIIACC, LA MIA CLASSE Pr— 17:00  3ENEHBIV MPUHLL/ THE GREEN PRINCE OKTABP, 2
1630 BUCKVBWU30BMIMM / WHISKY GALORE! WITIO3UOH, 1 17:00  CETEBOMTOPHOK/ WEB JUNKIE LAk
1700 CETEBOMTOPIOR / WEB JUNKEE OKTAEPD. 2 1700 OMEF KY/IK: BbI30B V1 IPOBOKALIMA / OLEG KULIK: CHALLENGE AND PROVOCATION OKTABPb, 11
1700 PENOPTER REPORTER OKTREP 1 1700 PEKMAMALWA / ESTERDAD OKTAEPb, 9
1700 TET0.KAOTO/KYOTO NATSU pr— 17:30  OTENbHOBbIYOCTPOB/HOTEL NUEVAISLA OKTABPb, 5
17:00  MPECIOBYTHIM MUCTEP BYT / THE NOTORIOUS MR. BOUT LK 1815 TOPOQIBES SACTEMEK / PATCH TOWN OHTAEP, 10
17:00  CTEKMAHHBIM BPENOK / APAKE KAKHAZARD OKTABPb, 8 18:30  HEJIAHME / SEHNSUCHT WIITHOSHOH, T
1715 KPYFOBEPTb/ LA RITOURNELLE OKTABPb, 5 1845 WITIOMAHALMA /ILUMINACIA OHTABPL, §
1715 52 BTOPHWKA/52 TUESDAYS OKTABPb, 10 1900 MYTOH/MOUTON ORTABPb, 4
1730 CEMEVHAR FVGHE / ZYCIE RODZINNE Py— 19:00  JIOHb APMCTPOHIA / THE ARMSTRONG LIE OKTABPb, 2
17:30 AKIMAHKA 90-E / YAKIMANKA 905 OKTABPb, 11 1900 TIIYBOKAR MOBOBL / DEEP LOVE HAK
17:45  MOMMYMUMHA/ WATASHI-NO OTOKO OKTABPb, 6 1900 BETVIAAMAP/BETIAND AMARE ORTABP, 1
1600 LKOMA BESYMHUX TAHLEB /KONG MO PAA Pr— 19:00  HA3ANAIHOM OPOHTE BE3 EPEMEH / ALL QUIET ON THE WESTERN FRONT OKTABPb, 8
1690 BCE OCTATIBHBIE / ALLE ANDEREN pr— 1915 BIK+®O BUOATW MEABEDA / VIC+FLO ONT VU UN OURS OKTABPb, 9
19:00  3ENEHbIM MPYHLL/ THE GREEN PRINCE OKTABPb, 2 1930 SAMETKVHATIONAX OUTIM 3. BECHA NO3TOB/ OKTABPb, 11
19:00  COBAYBE MOME/PSIE POLE OKTABPb, 4 1930 OO AHIGIE LIAHKAE/E ZHAN OKTAEPD, 7
1930 CBET MOVX O4EM GOZUMUN NORU Pay— 2045 NIOBAA KAPTUHA - NYCTAR KAPTUHA / JEDES BILD IST EIN LEERES BILD OKTABPb, 10
v s )
19:30  MADAWOLIAA 3BE3MA / STELLA CADENTE OKTABPb, 9 2100 BPORAMENCH/JIAOYOU .
19:45  OFHEHHAA BYPA/ FUNG BOU OKTABPb, 9 2000 NIVTELEGTEVE HA SAAR X YOU K
20:00  TYIOVY3EN/ TUGOY UZEL OKTABPL, 8 21:00  TAK CBETEN BULL/ ATAT DE STRALUCITOARE E VEDEREA OKTABPb, 6
2030 BPOOAYMEMCHI/ JIAO YOU OKTAEPb, 7 2130 CHEF B OKTAEPb, &
2030 MATIBYMK, KOTOPbIA EAl TWYMI KOPM / TO AGORI TROEI TO FAGITO TOU POULIOU  OKTABP, 6 2130 MBCITE b B CYNEPMAPKETE / THE THINKER IN THE SUPERMARKET OKTAEPS, 11
20:30  MYTELIECTBUE HA 3AMIATL/XI YOU OKTABPb, 7 21:30  MPOLLAW, PEYb / ADIEU AU LANGAGE OKTABP, 1
2100 [OBPHIE CEPMLIA M BEH3ENA / KIND HEARTS AND CORONETS WASTIOSUOH, 1 2130 TAMBYKTY / TMBUKTU OKTAEPb, 7
21:30 %ﬁng‘;’gmgg;h :GHEOé(/F& gIXCTleE%JgiHMH / gmﬂEPb’ 1 21:30 UNHEIMAT / UNHEIMAT OKTABPb, 11
2130 LOMVIBEM [0 ABFYCTA / WATTING FOR AUGUST pey— 2130 BCEPOUE NYTELUECTBEHHUKA/ IN THE TRAVELER'S HEART OKTABP, 11
2130 TIOBEAEHUE / CONDUCTA e— 2130 BbIUMBANBLLMLIA/ EMBROIDERESS OKTABP, 11
oS AP VAR PRy— 2130 HEBPEMA/NEVREMYA OKTABP, 11
2200 TAHLY#, TOPE, TAHLIYI / TORE TANZT OKTABP, 10 21:30  MPAHVK/ GINGERBREAD OKTABPb, 11
2230 JUOBMTb, MATb M METh / AIMER, BOIRE ET CHANTER an 21:30  VIPSH/SRAPTUH/IREN /5 PICTURES OKTABPb, 11
230 NELAHOMAR/BNG DU pSp— 2130 TOMECTO- [I0M/ A PLACE CALLED HOME OKTABP, 11
2300 METEOCTAHLWA / BLUTGLETSCHER OKTABPb, 6 21:45  XAPIKOP [ACKO /HARDKOR DISCO ORTABPb, 9

2200 VHCTUHKT UFPOKA / SPIELTRIEB OKTABPb, 8
2200 TIECHWJIECA/ SONG FOR THE FOREST OKTAEP, 2

24 MIOHA / JUNE, 24 2245  MATBYMK, KOTOPbIA EN MITUYMI KOPM / TO AGORI TROEI TO FAGITO TOU POULIOU  OKTHEP, 10
1345 CIEHOMbITBI/THE SEARCHERS OKTABPb, 8 2230 [YPALIKOE JIENO HEXWTPOE / KRAFTIDIOTEN OKTABPb, 5
1400 [PY3bA 13 OPAHLMM/ FRIENDS FROM FRANCE OKTABPb, 7 230 XOThPA3 B3I/ BEGIN AGAI e
1415 BEAVKAA WIIO3MA / LA GRANDE ILLUSION OKTABPb, 6 2o15 MO ATVTAMAPCENE ATTILA MARCEL p—
15:00  BENBIAATENL/ WHITE YAGEL OKTABPb, 1
15:00  [IOMMBEM [0 ABIYCTA/ WAITING FOR AUGUST OKTABPb, 2
1500 COBAYLE NONE/ PSIE POLE OKTAGP, 9 N - NETHUM VOHEP LK — LEHTP [JOKYMEHTASILHOMO KV HO

PEOKOJIErUA: UTOPb CABEJIbEB /ACA KOJTOOMHHEP / ONTbIA APTEMBEBA / EBA KPAYC / MUXAWIT KYKMH / UITbA KOMbBINOB / ENTM3ABETA CUUMBUPCKAA / HUKMUTA KAPLIEB / AHTOH YYMAYEHKO /
MNETP LLUENOTUHHMK NEPEBOAbI: MAPWSA TEPAKOMAH / KMPA TY/TYNOBA ®OTO: AJTEKCEM IOLLIEHKOB BEPCTKA: MAPVA PEBAKMHA MAKET FA3ETbI: AMUTPUI METESTKIH / OfTbIA NTbHAHAA
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36 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
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