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B CKaHayHaBMM eHLLWHbI YacTo M, aKTepbl, M0aBUAY CBOE 3r0
MEPEE3HKaIOT B rOPOAa, @ MyHUMHbl W CTApanich He MeLLaTb AeTAM

B [1EPEBHE WLLYT HEHLLMH M0 B Kafpe.

VHTEPHETY. Anica Dobra

Frederikke Aspéck We actors suppressed our egos

In Scandinavia, women often move  and in the frame tried not to disturb
to cities, so in the villages men look  the kids.

for women in the Internet.

OT W HacTynun ToT
(( cambint, 37-n», —
BKpPaJ4yMBO CKa3an co

cueHbl npe3naeHT MMK® Hukn-
Ta MuxankoB. Ho HeT, HMKaKuX
nyraloLmMx aHanorum n penpeccun.
Haob6opoT, MockoBcKuiA KuHode-
CTMBasnb FOTOB C PacnpoCTepTbIMU
06BATUAMU NPUHATBL BCE OBECTU
¢dvnbMoB U3 6onee yeM nATUOECA-
TW CTpaH MMpa, KoTopble nonanu

B MporpamMMel 3toro roga. Hanb
TOJIbKO, BOCMOJ1Ib30BasUCh NpU-
rnawieHveM He Bce. Kak 06bACHWUN
Hukunta CepreeBudy oTcyTCcTBME
WMHOCTPaHHbIX 3Be3[ Ha JOPOKKe:
«Bce MbI cerogHA nop caHKUmA-
Mu». 3aTo He noboAnack NpubLITL
B MocKBy ronnvByacKas 3Besfa
6puTaHCKoro npomcxoxaeHna Ha-
KNuH Buccert, HarparkaeHHas 3a
NpOoABMIEHHYI0 CMeNIoCTb, a TaKKe
«3a NOKOpPEeHMe BEPLUMNH aKTep-
CKOro MacTepcTBa» NPM3oM UMEHU
CraHnncnascKoro «Bepto!». AKTpuca
B 3TOM rofy BOLLUJIA B COCTaB *iopu
OCHOBHOIO KOHKYpca, BO3rnaBui
KOTOpOe KIacCcuK GppaHLy3CcKo-

ro KnHo HaH-Hak AHHo. ABTOp
TaKUX KapTWH, Kak «ma Po3bi» n
«CeMb net B TubeTe», npeactaBun
B MocKBe HOBbIM GUIbM — CHA-
Tyto Bo BHyTpeHHeln MoHronum ¢
KUTaNCKOM CbeMOYHOM rpynnon
apamy «ToTeM Bosikax». B kKapTuHe
MPUCYTCTBYIOT KaK HUBOMUCHbIE
nem3saru, Tak 1 CroXxHenwme
MacLuTabHble CLeHbl, B KOTOPbIX
3aencTBOBaHbI TabyHbI flolwaaen
M CTan OpeccupoBaHHbIX BOJIKOB.
Mpuuem 99% 13 HKUX, KaK Npeay-
npeaun pexunccep, CHUManucb 6es
MCMOoJIb30BaHUA KOMMbIOTEPHOM
rpadwmku. Mpege Yem gatb cTapT
npasgHuKY KUHO, MocKoBCKUM de-
CTMBanb 0TAaN JOJIKHOe lobuneto
KoMno3uTopa leTpa YarkoBcKoro
(175 net co OHA poXaeHuA) n
cTyann umenmn Mopbkoro (100 net
CO OHA 0CHOBaHMA). A BOT KOCMO- CﬂEHMAﬂbeM NPU3

HaBT Anekcen J1eoHoB, KOTOPbIN

50 P (T EEEER B T «3A NOKOPEHWE BEPLLWH AKTEPCKOIO
YerloBeYeCTBa BbILLIEN B OTKPLITHIN MACTEPCTBA Y BEPHOCTb NPUHLUIMAM
HOCMOC, Haobopar, bGpatnca LLIKOJTbI K.C. CTAHUCITABCKOIO»

c nosgpasneHmamMm K MMKO. B

cBoeM BM,qeoo6pau.Leva| OH TaK BquEH )'HAH”MH BMCCET

onucan npegHasHa4vyeHne KMHO-

R iaudiaisdIll  SPECIAL PRIZE FOR THE OUTSTANDING

dvnbMbI, Apyr Apyra noxBanuTb, a

nququ Harpa,D,MTb». A noa KoHew, ACH'EVEMENT |N THE CAREER OF ACT'NG
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Hiopw / HaH-Hak AHHo

MHN3Hb U

BHOBb 1 BHOBb CH/Malo
(( O[HO N TO e KNHO.
npOCTO MNblTaloCb 3a-

MaCKMpPOBAaTLCA — MeHAI0 BPEMA,
MECTO [eNCTBUA 1 FepoeB», —
roBopuT HaH-HaK AHHO, X0TA Ha
camoM fiene ero ¢ounbMbl 04eHb
pa3HoobpasHbl: 0T NocTMoaep-
HMCTCKOM 3KpaHn3aLmm «/IMeHn
po3bl» YM6epTo 3K0 [0 BOEHHOM
Aapambl «Bpar y BopoT» o Cra-
NMHrPaAcKon bUTBE; OT UCTOPUN
LPYrObl aBCTPUINCKOro MyTeLLe-
CTBEeHHWKa C MonodbiM [danan-
namoit («CeMb net B TubeTe») oo
uenoro pAaga ¢uneMoB, rae rna.-
Hble repov — AnKKMe 3Bepu. Ho Kak
6bl TO HK bbI10, AHHO YTBEPHAOAET,
YTO MOBTOPAETCA, U, B CYLLIHOCTU,
3TO NPaBAa, MOTOMY YTO ero KUHO
Bcerga choKycMpoBaHO Ha 0HOM
TeMe — CTOSIKHOBEHMe KyMbTyp.
Korpa HaH-HakK HaumHan yueby
B MapUHKCKOM KUHOLLIKONe, B
CaMoM pacLieTe bbina «HOBasA
BOJSIHa», HO, B OT/INYME OT MHOMMX
OpYrux, HOBUYOK He 04apoBanca
ee «[paMaMu, 3aMKHyTbIMW B Mpo-
CTpaHCTBE 4EeBUYLMX NPOBIEMs.
OH noLLen Hanepepes xXydore-
cTBeHHOM Moge. Ero 0ebioTHbIMN
OUnbM «HepHble 1 6enble B LiBeTE»,
[elcTBMe KOTOPOro MNPOUCXOANT
BO GpaHLy3CcKoM 3KBaTOpWarb-
Hol AdpuKe, OTKpbIBan 3puTento
HEU3BECTHYIO CTPaHULLY HeCTOKOM
HecrnpaBe4MBOCTU KOSTOHWanM3Ma
1 npuHec gebiotaHTy «Ockap» 3a
NYYLINIA MHOCTPAHHbIA GUIEM.
AHHO Bcerga MoMHUT, YTO KMHO,

CYObbA

M306peTEHHOE Ha ero poavHe,
MOABUOCh Ha CBET 6E@3MOSIBHBIM,
1 MHOTWe reHnaneHble GUIbMbI
060LLNMCh Oare 6e3 MHTePTUTPOB.
CHucKaBLLKI cnasy bnarogapa
BreyamAioLLEeN BU3yasibHOM Bbipa-
3UTENBbHOCTU, TAKOHWYHBIM Anano-
ram 1 3ameyaresibHOM aKTepCKOM
nrpe (0CO6eHHO AMKNX 3BEpEQ),
AHHO paccKasblBaeT CBOW UCTOPUM
He CrIoBaMM, a HMBLIMU YyBCTBa-
MW, HAaCTPOEHWEM 1 CUMMATUEN K
repofAM, — a TOrAa CI0BECHbIN A3bIK
yHe He HyeH. 3To moMoraeT eMy
06LLaTbCA C TEMU, KTO HE FOBOPUT
Ha eBpOMeCKMX Hapeyursx, — C BO-
Haoem adpprKaHCKOro naeMeHn Unm
6eccnoBecHbIMM BpaTbAMM HaLLIM-
MM MeHbLLMMK. [locMoTpeB «[1Byx
6paTbeB», OAMH MO Apyr CKasan:
«[a Befb 3TV TUrpbl — MPAMO-TaKM
[e Hupo 1 Anb MavunHo!». MyTe-
LLECTBEHHWK, NiobUTeNb OUKOM
Npypoabl, PEHKNCCEP HE MPOCTO
HabnioaeT 3a CBOMMM MepcoHa-
YKaMK; OH KaK byaTo Bre3aeT B
LLKYpY MeBe[sA, TUrpoB, a Tenepb
BOT 1 BOJ/IKOB. MOCKOBCKUIA KMHO-
decTnBanb oTHpbIBaEeT ero «ToteM
BOJSIKa» — MPaHAMO3HbIA GUbM 13
BPEMEH KUTaMCKOWM KyNbTypHOM
PEBOMIOLMN C MHOTOMUITMOHHBIM
6100*KETOM, CHATLIN MO HaLmo-
HanbHoMy becTcennepy.
OrpOMHbBIM IMYHBIN OMbIT NPU-

Ben AHHO K BblBOAlY: «3BEPUHbIE
WHCTUHKTBI — KITIOY K 0CO3HaHWMI0
YesI0BEKOM He0O6X0AMMOCTU BbITh
OpyruM. TonepaHTHOCTb HE06X0-
[1Ma; e/ YenoBeK CrnocobeH

MOHMMaTb TUIPOB, OH W JIIOAAM MO-
MOMKET NOHWUMaTb ApYrux, Opyrue
KyNbTypbl, ApYyrie Hapoadbl».
MATHaguaTh net Hasag HaH-Hak
AHHO 06paTUNCA K HeobbIYHOM ANA
cebn TeMe — nereHgapHon CTanmH-
rpaacKoi butee. OH YacTo BCro-
MUHAET, YTOo ero yumtens HHop
Cagynb, brecTALLMM 3HATOK UCTO-
PUK KMHO, B TOM YMCIIE COBETCKOIO,
npuBK eMy Nto60Bb K UbMam
MynoskKWHa, [3urn BepTosa,
[oHcKoro, 3n3eHLUTenHa, KoTopble
BCerfa ocTalTcA AN1A perkuccepa
WCTOYHUKOM BOOXHOBEHUA. [0TO-
BACb K CbeMKaM, OH nepecMoTpen
Maccy KMHOXPOHUKM, MPOYMTan
MHOMECTBO KHUI 0 camolt buTBe,
o Bropoi1 MvpoBot BoliHe, 0 [UT-
nepe, CTanuHe u Ux OKpYHEHUN.
M caMoe cunbHoe BrevameHue
npounseen Ha Hero poMaH Bacunus
[poccMaHa «Hu3Hb 1 cyabbar. A B
BO/ITOrPafICKOM My3ee OH Hallen
[OHEeBHWKM cBoero byayLLero repos
Bacunua 3anuesa.
BoT omnnumTensHoe cBOMCTBO
dunemoB HaH-Haka AHHO — 1X
HeyBAOAloLLAA MOMYNAPHOCTb.
«[lenaTb KMHO, ycnex KOToporo
nnuTeA He bonee Hegenu, bec-
CMBICNIEHHO, — CUMTaeT OH. — OTKpo-
BEHHO FOBOPA, A CYACTIMB, KOrAaa,
rpuesian B CTpaHy, rae Hu pasy
He 6bl/1, BCTpeYato e, Kotopble
BCMOMMHAIOT MOM GUSIbMBI, NMOCTaB-
NeHHble MHOT O fieT Ha3ag,. BoT Mo
Harpaga. 4To eLLe HyHO, 4Tobbl
CKa3aTb HM3HM: crnacmbol»

HuHa LeipryH

JEAN-JACQUES
ANNAUD

JURY

hide it, so | change the time period, location, and
characters’, says Jean-Jacques Annaud, though
in fact his films vary from postmodernist adaptation
of Umberto Eco’s “The Name of the Rose” to the
Stalingrad battlefield in “Enemy at the Gate”, the story
of a friendship between an Austrian explorer and young
Dalai Lama in “Seven Years in Tibet”, and a number of
movies where protagonists are wild animals. Anyway,
he says he repeats himself, which is true to some
extent, since his films focus on the same topic, which is
the clash of cultures.
When Jean-Jacques Annaud entered the film
school in Paris, “nouvelle vague” was at its highest,
but unlike the majority of filmmakers, he was
not enchanted with its “dramas limited by girlish
problems”. Annaud contradicted the fashion. His
debut film “Black and White in Colour”, set in an
isolated colonial outpost in French Equatorial Africa,
exposed the injustice and violence of colonialism
and brought the director an Oscar for Best Foreign
Language Film.
Annaud never forgets that cinema, which was invented
in his native France, was silent when it appeared, and
many remarkable films got along even without inter-
titles. Well-known for his fabulous cinematography,
concise dialogue and outstanding performance,
especially that of animals, Annaud tells his stories
not with words, but with emotions, atmosphere
and sympathy for his characters which make words
unnecessary. It helps him to communicate with those
who don't speak any European languages, like an
African tribe chief or animals. After watching his “Two
brothers”, a friend of mine said, ‘Look, these tigers
are real De Niro and Al Pacino!’ A great traveler and
admirer of wildlife, the director isn’t a mere observer;
he tries to get into the skin of bears and tigers, and
now wolves in his multi-million-dollar adaptation of
the Chinese novel “Wolf Totem” that opens the Moscow
International Film Festival.
His great experience led him to a following conclusion:
‘animal instincts are key to the realisation that people
need to change. Tolerance is paramount. If a person
is able to understand tigers, | believe he can also help
people to understand each other, other cultures, other
nations’.
Fifteen years ago Jean-Jacques Annaud created
“Enemy at the Gates”, an unusual for him project on
the legendary battle of Stalingrad. Annaud often says
it was his teacher Georges Sadoul, a great expert on
the history of cinema in general and Soviet cinema
in particular, who cultivated his love of Vsevolod
Pudovkin’s, Dziga Vertov's, Mark Donskoi's and
Eisenstein’s films that to this day remain a source of
inspiration for him. As part of the preparation work,
Annaud watched many documentaries and read up
on the battle, the Russian front, Stalin, Hitler and their
supporters. The book which impressed him most was
“Life and Fate” by Vasily Grossman. And it was in a
Volgograd museum where Annaud found the diary of
Vasily Zaitsev, one of his future characters.
What is remarkable about Annaud's films is the fact they
remain popular. ‘Making a movie that is a success for
only a week is pointless,” he says, ‘Frankly, what makes
me happy is that when | visit a country I've never been
to before, people come to me and talk about movies I've
made years ago. That's my reward. That's enough to be
grateful to life.’

f I make the same movie again and again. | just try to

Nina Tsyrkun



3BEPMHAFI JIIOB0Bb

VEepis{E=NNZIE TOTEM BOJTKA (LE DERNIER LOUP) / PEMK. KAH-HKAK AHHO

GUNbM, B KOTOPOM HET [arKe Cie[loB eBPOMei-

CKol UumBmnmu3aumm (By4ATo ee HUKorga v He
6b1/10), MO0 6bl YOMBUTL — €C/IM He 3HaTb HHaH-HKaka
AHHO, CTPaCcTHOrO LieHWTenA A3um 1 AWMKOW Mpupoabl.
«ToTeM BOJKay» 0XKMOAeMo coYeTaeT B cebe 1 ofHo, U
apyroe, 6onee TOro: B 3TOM APKOM KAPTUHE NOYTU He
OLLyLLIaeTCA CTUITMCTUYECKOMO BIMAHWA €BPOMECKOro
KuHO. OUNbM NoaYepKHYTO MOHYMEHTas1eH, 3To Kaca-
€TCA N HecneLLHbIX NaHopaM BHyTpeHHeln MoHronum,
1 TOPrKECTBEHHOIO CayHATPEKa... aH-HKaK AHHO
HaxOAMT 34eChb K04 K HOBOMY MPOYTEHWIO KAHOHOB,
[aBHO, Ka3arocb Obl, CAAHHBIX B apXMB KMHEMATO-
rpadoM, He CIIULLIKOM HanyloLLMM TaKWe MaTepuu,
KaK Moparib, BOCTIUTaHWe 3puUTesA, CTpeMsieHe ero
pacTporatb... YeM-To — 3CTETUKOM, 0BLLIMM MYMaHUCTU-
YECKMM MOChbINIOM — «TOTeM BOSKa» AarKe HanoMuHaeT
COBETCKOE KMHO. [pryeM B nepBbie MUHYTHI eraBio
rOTOBa BbI3BaTh [JarKe Cama 3aBA3Ka CIOKETa: ThICAYM
KOMCOMOJTbLIEB OTMPAaBAAITCA MOAHMMATbL MPOBUHLMIO,
Ha[0 AyMaTb, MO NpM3bIBY POAHOM NaPTUM — YYUTb,
NeynTb 1 cTpomnTb. BnpoyeM, HaH-HaK AHHO noyTn
Cpa3y CBOpa4MBaeT 3Ty UIpy CO LLUTaMnamm coumanm-
CTUYECKOrO UCKYCCTBa. KpoMe Toro, oH BRNafblBaeT
B Hee HEeCKOSbKO [APYroi CMbIC/: 3aKafpOBbI MO0
(BbICTYMAIOLLMIA OT UMEHW KOMCOMOJTbLA Y3Hb HHK3HA)
YECTHO COO06LLLAEeT HaM, YTO [OBPOBOSIBHAA CChIIKA
CTyOeHTOB B AWKMe cTenu BHyTpeHHen MoHronnm — He
Mo 30BY AYLLK, @ U3 HKenaHuA coeratb 13 MNeknHa,
0XBaYeHHOI0 KyNbTYPHON PeBONIOLMEN.
3JTa «nonuTUYecKan cocTaBnAloLLan» dunbma Hax-
Haka AHHO MHTepecHa Tore: permccep byaTto cneum-
abHO YManyMBaeT o ToM, YTo fenaetcA B Kutae B
0[VH 13 CaMblX MPaYHbIX NMEPUOLOB ero UCTOPUK, HO
He [aeT 3abbiTb 06 3TOM MHOMOUMCIIEHHBIMI HaMeKa-
MW, @ UHOrAa U OTKPOBEHHBLIMU M3ramu, Bpoae $oKycoB
C untatammn Mao, Ha KoTopble Y3Hb YrK3HA cnoaBuImIo

WOLF TOTEM /

LE DERNIER LOUP

OPENING FILM
DIR. JEAN-JACQUES ANNAUD

To, YTO UMEHUTLIN EBPOMNENCKUIM PEXKMUCCEP CHAN

HenaHme 0CTaBWTb Y cebA LLieHKa CTEMHOro BOJIKa.
BpAg nv aTa caepr{aHHOCTb MPOAMKTOBaHa KUTANCKOM
LeH3ypolt (DpaHLmA BbINyCTMNa 3TOT GubM COBMECT-
Ho ¢ KHP, ona KoTtopoit oH cTan KpynHbIM Haumo-
HasbHbIM MPOEKTOM); CKOpee, TakUM 06pa3oM AHHO
NoAYEPKMBAET, YTO paccKasaHHaA MM UCTOpPUA UMeeT
06LLIeYe10BEYECKOE 3HAYEHNE M Maro NpUBA3aHa

K HaLMOHaNBbHOM M UCTOPUYECKOM KOHKPETUKe.
®unbM CTaHOBUTCA 3HAUYUTESBHBIM MCUXONOMMYECKNM
nccneoBaHWeM, KOTOPOe YCITOBHO MOYKHO pasde-
NINTb HaBOE: 3TO Pa3BUTME BEYHOM TEMbI «HEST0BEK U
npvpoda» U eLLle bonee BeYHOM NpobneMsl — caMmoro-
YKEPTBOBAHWA B POAMUTENBCKOMN NI0OBM.

Y70 KacaeTcA NepBoro, TO COCYLLIECTBOBaHWE fiogel

1 3Bepeit B paMKax eAMHOM CTeNu BbIMMALUT Yepeaoi
B3aUMHbIX W 4acTo BECCMBICTIEHHBIX FECTOKOCTEMN, YCy-
rybneHHbIX BMeLLaTelbcTBOM MECTHOIO MapTUIMHOTO
nuaepa, pasbesrKaloLero no 6eckpanH1UM Npoctopam

IMLF= dRELILY maner B «okTAGpe»

B «ra3uKe» U C KapTy3oM HabeKpeHb. [pefcenartens
Mao KaK-To B3AncsA 3a 60pbby C BOPobbAMM; ero
3KPaHHbIM KoMlera oTAaeT NMPUMEPHO TaKue e an-
PEKTUBbI OTHOCUTESIbHO BOJSIKOB, MOCSIE Yero HaumHa-
€TCA HACTOALLAA BOMHA ABYX BUOOB MIEKOMUTAIOLLMX.
[MpryeM nokasaHo APKO 1 y6eauTEeNbHO, YTO YeTBe-
POHOMMe He CUIBHO YCTYMaIoT ABYHOMMM B 3MOLIMAX,
MBILLITEHWN 1 OPraHW30BaHHOCTW, HO MO6edUTb OHU,
KOHEYHO, He MoryT... CioxHaA raMMa poguTesib-
CHMX YYBCTB — TO, YTO UCMbITEIBAET Y3Hb YKaHb, He
CMOCOBHLIN PACCTaTLCA C YrKe BbIPOCLLIMM BOSIKOM U
BbIHY*KOEHHbIN CKPLIBATL YKYChI OT cocefien, 1 6e3
TOrO HKenaioLLMx n36aBUTLCA OT TaKOro «J0oMaLLHero
HUBOTHOIO.
Kak HaH-HaK AHHo 3acTaBmi (Mnun, ckopee, Hayumn)
OVKWX 3Bepei B byKBanbHOM CMbIC/Ie UrpaTh 6onbLUme
PONN B CBOEM QMIbME, MOYTU He Npuberan K porycam
BPOZE KOMMblOTEPHOM MpaduKM — 3arafKa v BonLe6-
CTBO; He 3Halo TaKKe, KaKanA TeXHWUKA (M Kakue ycunmsa)
Mo3BONWNM CO3[aTb MOTPACAIOLLME CLieHbI, BPOAE HOY-
HOI0 roHa BOSIKaMW TabyHa noLafei, — HO 3TW CLEHDI
[OOCTOMHbI TOFO, YTOObI OCTaTLCA B UCTOPUM KUHO.
Uzope Cacenves

e fact that a famous European
I director has made a film that

features absolutely no elements of
the European civilization, as if it never
existed at all, might be surprising if you
don't know Jean-Jeaques Annaud is
a passionate admirer of Asia and wild
nature. Consequently, “Wolf Totem”
combines both. Moreover, it seems the
European cinema had practically no
influence on the style of this vivid movie.
The film is deliberately monumental. It
goes for the slow panoramic views of
Inner Mongolia as well as the triumphant
soundtrack. Jean-Jeaques Annaud finds
a new way to interpret the canons that
have long been disused, as cinema has
no particular liking for things like moral,
educating the audience, an urge to move
them... Somehow the esthetics and
general humanistic message of “Wolf
Totem” resembles the Soviet cinema.
In the beginning of the film the déja vu
effect can be caused by the very starting

point of the plot, as thousands of young
Chinese communists rush to the province
to become teachers, builders and
doctors, apparently responding to the call
of the dear party. However, Jean-Jaques
Annaud stops playing with the socialist
art’s canons pretty soon. Moreover, he
makes them sound a bit differently: the
voiceover (that apparently belongs to
Chen Zhen, a young communist) honestly
explains that the reason of the willing
exile of students to the wilderness of
Inner Mongolia is not their heart's desire
but a wish to flee from Beijing taken over
by the “cultural revolution”. The political
element of Jean-Jaques Annaud’s film

is also pretty telling. The director doesn't
speak directly about the events in China
during one of the darkest periods of its
history but constantly reminds us of
them through multiple hints and blunt
gags, like quotes from Mao, which Chen
Dzen uses to explain his desire to take a
steppe wolf cub.

The Chinese censorship is an unlike
reason of this reserve, although France
made this film in co-production with
China (where it became a significant
national project). More likely, this is
how Annaud emphasizes this story is
common to mankind in general and isn't
only typical for one nation or historical
period.

The film turns into an important
psychological research which

focuses on two eternal problems: the
relationship between men and nature
and the problem of self-sacrifice and
parental love.

As for the former, the co-existance of
people and animals in steppe consists
of a number of mutual and often
unnecessary cruel acts. The interference
of a local party leader who drives

an army jeep across the vast steppe
and wears a cap at a rakish angle
exacerbates the situation. Chairman Mao
once started a fight against sparrows;

his colleague gives similar orders on
screens, but against wolves, which
gives rise to a real war between the two
species. And it's clear the animals aren't
inferior to humans when it comes to
emotions, intelligence and discipline, but
still they can't win.
And as for the latter, complex parental
feelings is what experiences Chen Dzen,
who is unable to let the grown wolf go
and has to hide bite-marks from his
neighbours who already wish to get rid of
this “pet”.
It must be magic that helped Jean-
Jaques Annaud make, or rather, teach
wild animals to play big roles practically
without using CGI. | don’t know what
technology and how much effort it took
to create amazing scenes like the one
where wolves hunt down a herd of
horses in the middle of the might. But
these scenes are worthy of remaining in
the history of cinema forever.

Igor Savelyev



3EJIEHAA HATBA

KOHKYPC JOKYMEHTAJTbHOI O KMHO
FOHKA HA BbIMUPAHME (RACING

EXTINCTION) / PEXK. JTYU CAXOMOC

'epou GpunbMa — rpynna yyeHbIX, HypHaNMCToB

1 aKTUBUCTOB, B YMCII0 KOTOPbIX BXOAUT U CaM

peuccep, Jlyn Caiixoiioc. M3BecTHbIN doTorpad,
perynapHo cotpyaHuyaiowmii ¢ National Geographic,
1 aupekTop ObLuecTBa oxpaHbl okeaHa. OTcloaa TeMa
ero fieblTHOro KMHO — «ByxTa» — cxofdy Nosy4MBLLErO
«OcKap» B HOMUMHaUMK «JTyuLLIMI [OKYMEHTaNbHbIN
¢dunbM». Ha 3toT pas Jlyum B3anca 3a kyaa 6onee Mac-
LuTabHylo, a MOTOMY M pacnsibiB4aTyto TeMy. HasBaHue
OTCbINAET K 0QHOMY 3 CaMbIX TAMKESbIX U BbIMATbIBal0-
LLMX BUOOB COPEBHOBaHMIA. TOSBKO B OT/INYKE OT Crop-
Ta, nobeia B 3TOM COCTA3aHMM 03HaYaeT CMepTb BCEMY
HMBOMY. «[OHKOW Ha BbIMMPaHWe» aBTOPbI Ha3bIBAOT
caM 06pa3 HM3HM COBPEMEHHOI0 X03A1Ha Meranonuca,
KOTOPbIV Kaxabli OeHb, 3aHOCA PYKY Haf MycKOM K-
raTesid BHyTPEHHEro CropaHuA, Kak OXOTHUK — raprnyH
Hag 60po34ALLIMM MOPCKUE BOAbI CKATOM, NpUbnKaeT
LIMBUNM3aLMIO K KaTacTpode.
Y706bI HArNAZHO NPOLAEMOHCTPUPOBATL YKa3aHHYo
MbICSTb, STy U KoMaHaa, obBeLLaB ceba MUKpodoHa-
MW U CKPbITLIMM BUEOKaMepaMu, OTrpaBnATCA B
KpYrocBeTHOe nyTeLLecTB1e: 0T MeKcHKaHcKoro 3anvBa
10 [MoHKoHra v nobeperkba MHaoHe3un. OHM xpabpo
3aX0[AT B /1OroBO 6paKoHbEPOB, YTObbI [OObITH LLIO-
KWPYIOLLIME CHUMKM MacCOoBbIX U3LeBaTesbCTB Haf Bbl-
MUPAIOLLIMMM }UBOTHBLIMU, KOTOPbIE MO3Me pa3onayTca
M0 NepBbIM NMos0caM BeayLLMX U3LaHW.
B KaKoW-To MOMEHT GMSIbM KarKeTCA yOaqYHoM NombITKo
BCTYMNUTb BO B3aWMOLENCTBUE C OKpPYHKaloLLel peasib-
HoCTbl0. [leMoHCTpaLyei Toro, Kak M3MeHeHHbIN yron
3peHUA NO3BOJIAET HUTESIAM MasleHbKOM pbibaLKom
[epeBYLLKW, CTONETUAMM UCTPebNABLLEN obuTaTeneit
NpUAEKALLMX MOPCKMX ITTy6UH, BriepBble B3rAHYTb
Ha aKy/ M CKaToB He KaK Ha [o6bl4y, a CBOMX 6nvan-
Lumx cocepert. OnHaKo 6amKe K duHany HabpaHHbIN
MaTtepuas CTaHOBWUTCA FOTOBbIMY J1I03yHraMu (BpoLe
- «[pvpoaa noeT Ha Bce ronoca, Ho Mbl NepecTanu
ee C/yLLIaThy), NpoeLMpyeMbIMU Ha CTeHy Nocpeau
6onbLioro ropoga. A Becb punbM — He 6onee YeM aru-
TaLMOHHBLIM POJIMKOM, MPU3BaHHbLIM HarALHO NOKa3aTh
T0[AM MOCIeACTBUA UX AeATENIbHOCTU — U NOATOSIKHYTh
K MOBbILLEHMIO 61aroTBopUTESIbHBIX B3HOCOB. Mpou3-
BefeHHOro UM 3¢ deKTa [OCTaTOUHO, YTObLI 3acTaBUTbL
Cy4aliHoro MPOXOXKEero AocTaTb U3 KapMaHa cMapTQoH
W Ha4aTb YB/IeYeHHo fenatb ¢poTorpadum CUHero Kuta,
6yKBasibHO NapALLero B Bo3ayxe. Ho BpAA M XBaTUT Ha
T0, UT06bI Y6€AUTH €ro TyT e NoberaTb B MarasuH 3a
COJNIHeYHoM baTapeein.

Hukuma Kapyes

MNJIEMA

KOHKYPC

AHKITAB (ENKLAVA) / PEXX. TOPAH PALJOBAHOBY

6palLieHre K HaumMoHasnbHoM Tparemm — uUc-

KIIOUMTENIBHO CIIOMKHAA PEXMUCCEepCKan 3adava.

CnorkHan xoTA 6bl NOTOMY, YTO TpebyeT He
CTO/bKO rOTOBbLIX PELLUEHWI OT co3faaTtens ¢punbMma,
KaKOW-TO Y¥Ke CITOMUBLLUENCA KOHLIENLMU, CKOMbKO
NMoOCTOAAHHOM BHYTPEHHeN paboTbl Mo 0CMbICTIEHMIO:
4TO ¥Ke NMPOU3OLLIIO C TBOMM HapOLoM U TBOEN
cTpaHoi. CaM duIbM 30eCb MOMET ObITb U MOMCKOM
oTBeTa, 1 popMoit pepnercuu. MpeacraBnaeTcs, 4To
«AHKnaB» NopaHa PagoBaHoBUYa 651MKe UMEHHO K
TaKoMy «pUSIbMY-BOMPOCY», YeM «PUITbMY-0TBETY>.
[oTOBaA KOHLENLUA, KOHEYHO, eCTb, U OHA NTEXUT B
pycrne COBpeMeHHOr0 N'YMaHUCTUYECKOro UCKYCCTBa:
He UCKaTb NPaBbIX U BUHOBATbIX, HE pacyechiBaTb
MHOr0SIETHNE He3aKMBAIOLLIME PaHBbl, @ MbITaTbCA
NPUATU K HeKol popme «BcernpoLLeHnsax». He cnyyai-
HO repofMM MHOIMX GWUIBMOB O MUpE, NepernaxaHHoM
rpaXaaHCKoM BOMHOM, CTAHOBATCA MMEHHO JeTu: B
«AHKNaBe» 3T0 MasbYULLIKKU, HUBYLLME MO COCELCTBY
B KOCOBCKOM Bpeno, cepb HeHap v anbaHew Balwkum.
MpegnonaraeTca, YTo TOSILKO AETU MOTYT «Ha4aTb
C HyNA» MUPHYIO ¥M3Hb, MOTOMY YTO OTLLOB U [lef0B
Y¥e He 3aCTaBULLIb MPOCTUTL Apyr Apyra... [peano-
NlaraeTcs, YTo U co3aaTeny GUIbMOB AOSTHKHbI «Ha-
YMHaTb C HyNA», 06'bABMB aMHUCTUIO B CBOEN ayLue.
3T0 COOTHOCUTCA U C MPEACTaB/IEHNEM O XYOOHHUKE
1 TBOPLIE, KOTOPLIM «NoJ06eH lyHe, 0AMHAKOBO 0CBe
LLAlOLLEeN NyTb U XULLHWRY, U epTBe» (Tak Ceprei
[JoBnatoB cKkasan o [NyLlKMHe; MHe Ka3anochb, YTo B
3TOM umMTaTe 66110 — «0AMHAKOBO PABHOAYLLHOY, HO,
BMOMMO, 3TO NOAPa3yMeBaeTCA MemAY CTPOK).
B «AHKnaBe» BUAHO, Kak MopaH PafoBaHoBWY NbiTaeT-
€Al HaWTK B cebe 1 3T0 BCernpoLLieHue, 1 paBHOayLLINE
XyOOXHMKa (MArde 6yOeT CKasaTb — OTCTPaHEHHOCTB), U
3a 3TM NyTEM PErKMUCCepa TOXe MHTEPEeCHO HabnoaaTb.
OH HepaBHoOyLLEH U He MOMKET bbITb becrpucTpacTeH.

Moka cepbckan ceMbA NPUHUMAET Ha cebs Bce yaapbl
cyapbbl W NpeaCcTaeT nepes Kamepow ropcTor bessa-
LLMTHBIX JTI0fel B YepHbIX OfeMAaX, anbaHcKas ceMbs
[EeMOHCTPUPYET U1 CUIY, MU MHOMOYMUCTIEHHOCTb, U BYiA-
CTBO KPaCoK, 3BYKOB, NMpasfaHWYHbIA HacTpol. [epeble
CMUMpPEeHHO MAayYT 3a rPoHOoM, BTOpble BbIKaTbIBAKOTCA HA
[[opory cBafiebHbIM KopTerKeM 1 6e3 ycTanu nansT B
B030yX (B «AHKNaBe» BOO6LLE MHOIO TaKWX MPAMbIX BU-
3yarnbHbIX CTOSIKHOBEHWUIA: BOT U MPABOC/IaBHbIN KOSTOKO
BE3YT M0 YNuLe nof necHb My3a3vHa). HeHaa BbirmAauT
aHresioM, 1 jaxe MopKy OT HETPE3BOro OTLLA NPUHUMAET
6eccnoBecHo, Toraa Kak ero poBecHWK ballkuM Ka-
YKEeTCA yLUMGTIEHHBIM Ha BCIO MOJ10BY iakKe B CPABHEHUM
CO CTapLLUVMW POACTBEHHUKaMW: 6eraeT C NUCTONETOM
Mo ropaM W LLeNINTCA BO BCEX, BKIOYAA CBALLLEHHMKA.
Ho Bce-TaKu B KOHLIe KOHLIOB MaJlbYMKM, pasyMeeTcs,
CMOryT NPOTAHYTb APYr APYTY PYKY Opy6bl, a anbaHel,
IT0TaA crie3bl, farke KPUKHET cepby (HyAoM BbIHUB-
LLIEMY OT ero MPoJesIoK W CreLLHO 0THbIBaloLLIEMY B
Benrpan): «Bo3Bpatuaical».
Mwup, co3gaHHbIn [opaHoM PagoBaHoBMYeM, NOXOXK
Ha NpUYyaMBYI0 CMeCb CKa3KM B ayxe AnekcaHgpa
Poy — n «CTankepa». MoeT 6biTb, B 3TOM U HET HUKa-
Koro npoTuBopeyns. LiBunusaumsa, yHUUToKeHHan
CaMWUMU e NlloabMM, CriocobHa BMU NPeBpaTUTLCA B
KaKoe-To CTpPaHHOE MPOCTPaHCTBO, B KOTOPOM byayT
COCeCTBOBaTh paspyLUeHHbIe [OMa, COMMKEHHbIE Ma-
LUMHbBI — 1 0BLibl C KOPOBaMU, KOTOPbIE, KaXeTCcA, BOT-
BOT 3ar0OBOPAT, M YyAeCHbIe CMaceHUs, pa3se YTo He
yyaecHble npeBpalleHna. HaBepHoe, TaKkow CKasKom
W OOMKEH BUOETLCA Jare CaMbli pa3rpoMieHHbIN
MUp, Koraa Tebe gecATb neT (Unu oKoso Toro). HeHan
MeperKMBaeT, YTo B aHKNaBe Y Hero HeT Apy3ei, Ho
BEPUT, 4TO 3TO HEHAJO/rO, a C BEPOM — HU MyNA He
CTPALLHa, HX OrOHb.

Uzope Casenves



ABAUTE BTPOEM

POCUTA (ROSITA) / PEXK. ®PELEPUKKE ACMEK

Up HecripaBeAvB. MyXumHbI U3 6oraTbiX €Bpo-

NeNCKUX CTpaH — B NIlo6OM BO3pacTe 1 YTo bbl HU

cnyumnnocs (y YnbpyKa, HarpuMep, yMepra HeHa)
— MIMeloT BO3MOMHOCTb HauaTb BCe CHavana: 3aBectu
HOBYIO MOAPYTY HW3HU, MOJIOAYI0, KPaCcUBYHO, YMENyio.
HeHLLUMHBI 13 6egHbIX Pa3BUBAIOLLMXCA CTPaH — BbIHYH-
[ieHbl 0TAABaTb CBOIO MOJIOAO0CTb, KPacoTy M TafaHTbl BO
611aro CTaperoLLMX MyH4MH, KOTOPbIX OHW U B 11a3a-To
paHbLLe He Buaenu. [NpuToM — aare He papy eeponedt-
cKoro koMdopTa 4nA cebA. Pocuta, HanpuMep, Aenaet
3T0 pafy ycreLuHoro byayLLero CBoero AEBATUNETHEO
CbIHa, CaM GaKT HaNM4KA KOTOPOrO TLLIATENTBHO CKPLIBAET:
eLue bbl, 370 e byAEeT 3HaUMTb, YTO 13 GUANNMKH NpK-
6b111 6paKoBaHHbIN ToBap. Mup HecnpaBeaNUB, U HUTENN
MarieHbKO pbibaLIKOM AepeByLLIKM FAe-To Ha MpocTopax
[laHnu, KareTcA, [OMKHbI 3HaTb 3TO JTyuLle ApYruX: Mo
BCEMY BUAHO, YTO JOCTaBKa MOOABIX GUIUMMUHCKUX HeH
rnocTaBrneHa 34eck Ha NoToK. EABa nn He Kaw Ak BTOpoK
MPUATENb-POBECHWK YbpUKa NOABNAETCA B 0bLLECTBe
IOHOW «BTOPOW MOMOBMHbI» C 3K30TUHECKON BHELLHOCTLIO.
Mornopble #eHbl arke OpraH130Banu 30ech, B AepeBeHb-
Ke, HeYTO CpeaHee Meay KnyboM v Npodcoio3oM, rae
TOBapKY W BbICNYLLIAIOT, U A3AYT MyApbii COBET: «OH (My*)
nnatuT Tebe He 3a roTOBKY».
Dpepepyikke Acriek paboTaeT Ha KOHTpacTaX, TaBHbIN U3
KOTOPbIX — OMPOBEPHKEHME CamMoro 06pasa «cHacTiIMBo
EBporibi», B KOTOPYIO CTPEMATCA, KaK MOTbIIbKU Ha OrOHb,
YPOHEHKM 3K30TUHeCKKMX cTpaH. CypoBbIi ceBep, Kpaii
3eMnu, rae 6anamyTATCA CBUHLLOBbIE BOSTHBI M HUKOMAA He
NPormAQLIBAET CosHLe. MpayHble MyXKUYMHbI BEIXOLAT B
Mope, BO3BPALLAIOTCA C A0ObIYEN, OTHEro UX PyKM Bceraa
NaxHyT pbIboi: KMHO He NepefaeT 3anaxos, No3ToMy 06
3TOM ¢aKTe cpasy e coobLuaeT PocuTa, a «pblba» — nep-
BO€, YTO OHa BbIy4MT NO-AATCKW. MpayHble MyrUMHbI BCEX
BO3PacTOB MPa4HO ¥ M0-6bICTPOMY NOJIb3YIOT MECTHBIX
LLIAIOX, CKY4YHO HaNWBAIOTCA B eAMHCTBEHHOM bape, a u3

pasBreyeHuUi — pasee YTo pasbuTb MaLLMHY NyTy 06paTHO
JoMoi. U He cnyyaiiHo, BUgMMO, MoxaHHec — MnaaLLmi
CbiH YribpUKa — BbIbpas MaLLMHy SpKO-MeJToro LiBeTa.
lMapHio ABHO He XBATAET COJHLLA, APKOCTU M PafocT B
HU3HUW. TAra K punnunuHKe HemsberHa?

JNerye Bcero 66110 6bl 3aKNKYMUTS, 4TO «PocuTan — GUILM
0 CBUHLLOBbIX TArOTaX MM3HM, HE3aBKCKUMO OT TOr O, rae
3Ta HKM3Hb NPOTEKAET; eLLie MOMHO NodaHTa3MpoBaTh, YTo
peruccep He Cry4aiiHo MOMELLLAeT 300POBYI0 U HU3HE-
pafocTHYH0 (HECMOTPSA HY Ha YTO) 3arTIaBHYI0 FePOVHIO B
60ne3HeHHbIV Mip EBPOMbI, MLLOM KoTOPOI 136paH MeHc
AnbbuHyC (YNbprK) — 1 IULLO 3TO XOPOLLIO HaM 3HaKoMO Mo
¢unbmaM Jlapca ¢oH Tpuepa. Ho cam o6pas PocuTel ABHO

OMnpoBepraeT TaKoe MPOYTEHUE — CIIULLIKOM YK BENMKa

IMLF= dRELILY maner B «okTAGpe»

rOTOBHOCTb, C KaKOW [eBYLLIKA MOAKMIOYAETCA K pas-
[efIKe pbibbl, [ M poMaHTU4eCKMe YyBcTBa MoxaHHeca
BbI3bIBAIOT B HEM Masio 3HTy3Masma. BceM cBouM B1aoM
OHa AeMOHCTPUPYET NMOKOPHOCTb HU3HW, a BCe OCTaslbHble
repov — ee (3ToM *K3HM) He3blbsieMble NpaBuna, Mano
M3MEHMBLLIMECA C MEPBOBLITHBLIX BpeMeH. 3To He oTeL, 1
CbIH BPaHaYIoT, M KOHGSIMKT NOKOSIEHWI 30eCh ABHO HU
npy YeM — YUUTBIBAA, KaK HEOTIIMYUM OOWH OT OpYroro,
KOr[ja 3acTyraeT Ha MocT Ha pbibHOM 3aBofe. 3T0 CTbl4Ka
MOJ1040I0 1 CTapOro CaMLL0B, KOTOpPbIE e He MoryT
YHUTBCA Ha 0OHON TEPPUTOPUM, BKIKOYAA B 3TO NOHATUE
W [IOM, Y NOZKRY, W HEeHLMHY. JTyudLlee, YTo OHM MoryT
caenarb nocsie YepeAbl KOPOTKUX OMECTOYEHHbIX CTbIYEK
(KoTopble B foMe YnbpuKa noyemy-To BblOaloTcA 3a Urpy B
¢yT60) — PA3OMTUCL NO PasHbIM BlIAAEHUAM, Kak denaloT
370 BCE KPYMHbIe XULLHWKK. H14ero He MEHAETCA B 3TOM
Mupe, — 1 PocuTa MoMKeT yTeLlaTh ce6A TeM, YTO He OHa
nepBas W He OHa rnocneaHaAs.

HUzope Casenves

POK

KOHKYPC JIOKYMEHTAJTbHOIO KMHO

3KCTA3 BUJTKO JHHOHCOHA (THE ECSTASY OF WILKO

TaHCKoro nab-pokKa. 3aBepLuaeT cBoe
BbICTYM/1eHMe OH KaBepoM Ha Johnny
B. Goode Yaka beppu. U 3To ToT
cnyyan, Korga xpectoMatuiHble «Bye,
bye Johnny» 3By4aT oJHOBpeMeHHO

CKOW 6pUTaHCKOW poK-cLeHsl. Mo ero
BOJ1e paccKas o TAXKesioM 3aboseBa-
HMW NpeBpaLLaeTcs B pa3roBop 0AWH
Ha OAMH C COBCTBEHHOW CMepTbIo.
Mpuyem B 3TOM ponn CHANCA BCe TOT

JOHNSON) / PEXK. OKYJTMEH TEMM

UKo [rKOHCOH — BarKHbIN repoi

6puTaHCKOM poK-KynbTypbl 70-X,

NMOHEP NaHK-ABUMHeHUA U bbiB-
LMK rutapuct rpynnbl Dr. Feelgood.
Ero xapakTep, KaKk 1 pog feATeNbHO-
CTY (NOHATHO, YTO O4HO FAPMOHWUYHO
BbITEKAeT M3 ApYyroro) To4Hee BCErO
MOM{HO 0603HaYNTb 0QHUM CJIOBOM —
«3KCTpaBaraHTHbI». OH caM Bbibpan
cebe ¥n3Hb, B KOTOPOI BCE Mpouc-
XoauT HaobopoT. BoT 1 cLeHnYeckni
NceBAOHMM OH MOy4ns1, BbIBEPHYB
Hau3HaHKY CBOE HacToALLee UMS:
[oH BunkuHcoH. OguH pas naHk —
Bcerga naHk. [ae CTONKHYBLUMCH C
cepbe3HbIM 3ab0s1eBaHMEM — paKoM
noAarKenynoyHom xenesbl — Bunko He
TOPONMWTCA OMNycKaTb PyKu. Belbupas
Meay AOKTOPOM U XOPOLUMM Ha-
CTPOEHWEM, OH AIBHO [enaeT CTaBKy Ha
BTOpoe. Bpaun npouart Tebe Bcero ge-
CATb MecALEeB? YT0 e, KaKol CMbIC/
TPaTUTb UX Ha KanesbHULbI U 60/b-
Huubl. Kyaa nydile oTnpaBuThLCA Ha
ractponu B AnoHuio, B Knoto. 3geck
Burko gHeM rnoceLLaeT 3aTepAHHbIN

B ropax MoHacThIpb («ecnu y Bac ecTb
BO3MOYHOCTb MNOCETUTL TOSILKO 0AHO
MecCTo Ha 3eMJle, 0TNpaBnAnTeCh
MMeHHO clofla»). A BeuepoM JaeT 3a-
JIUXBATCKUI KOHLLEPT B CTEHAX TECHOIO
Kny6a. B nyywmx Tpagmumnax 6pu-

nerko u 3noseLlue. Bunko-[*oHHM Ha
MoJIHOM Cepbe3e cYUTaeT, YTo 6osbLue
clo[a He BEpHETCA.

YHUKanNbHbIV XapaKTep rMaBHOMO repoA
[OenaeT ero nosiHomnpaBHbLIM COAaBTOPOM
¢vnbMa. U Bce e aBTOp HOMep oauH
- pexkuccep kynueH Temnn. Ewe
OMH 3KCLLEHTPUYHBIN aHTINYaHWH,
NOKOHHUK HaHa Buro u knaccmnue-

¥e BUIIKMHCOH — HaTypanbHO — B
YyepHOM HanfaxoHe U C KOCoW B pyKe.
YT106bI CKPACcUTb OXUAAHME KOHLA,
[xoHHN 1 CMepTb, B Ny4LUMX TPAau-
LIMAX MMPOBOIO KMHeMaTorpaga, urpa-
10T B LLAXMaTbl. 3TO He eAMHCTBEHHbIN
OMMa¥K KJTacCMYecKoMy KuHo. lNo
dopMe «3KCTas» — ICTETCKUM KOJNaMK,
COTKaHHbIW U3 LUTaT U3 NyyLumx 06-
pasL,oB MUPOBOM KynbTyphbl. Pacckas o
NepernBaHNAX HagBUraloLLLeroCA KOH-
Lia MTIOCTPUPYIOT Kaapbl 13 «CTtanke-
pa» AHgpen TapkoBckoro u «Opden»
HaHa KoKTo. A Korga cob6cTBeHHbIX
CJI0B OKa3bIBAETCA Mano, C 3KpaHa
3BY4WT MoHoslor MamneTa n cTMXoTBO-
peHue elle ogHoro nobumua Temnna,
Camioana Tennopa Konbpuaka.
M Bce e camblil 3QdEKTHbIV CloXKeT-
HbI XOf, NOACKa3blBaeT CaMa MU3Hb.
MoBepHyB B ofjHoYacke 601e3Hb
BCMATb, OHa OTMNPaB/AET CBOEro repoa
Ha eLLe 0AVH, OOMONHUTESTbHBIN KPYT.
CnosHo Ctankep, oH 3aLuen B 30Hy, HO
cMor BepHyTbCA. CMepThb No3Bonuna
nepexuTb Bunko 31oT 3KcTas, ytobsl
[*oHcoH 1 TeMnn nogenunuce UM ¢
KamabIM 13 Hac.

Huxkuma Kapyes



OMHOKUN
"0J10C HEJIOBEKA

SRAOIN=Y(0]=] HHELL (KOSAC) /
PEM. 3BOHMIP tOPY

0r[la-To B OCTPOCIOMETHOM KUHO CJTOMUIICA

KaHOH: K MMKOBbIM MOMEHTaM 3puTesA Noaso-

[MT TPEBOMHbIN My3blKanbHbI GOH, KyNbMU-
HaLMA KOTOpOro TOHMHO NoArafaHa K nuKy cepaue-
61EeHMA — U Mbl C FOTOBHOCTbLI0 BCKPUMKUBAeEM, Korga
YTO-TO HanagaeT Ha Koro-To. [1oToM oKasanocs,
4TO 6€3 TaKoM «MOArOTOBKU CayHATPEKOM» BCe ellle
CTpaluHee: Korga Mol NpebbiBaeM B CHACT/IMBOM He-
BefeHWUM BMecTe ¢ repoeM. IpdeKT BHe3anHoCTy.
3BoHUMUP H0puy B «HHeLe» 3KcnepuUMeHTUPYET C
06paTHbIM 3¢ PEeKTOM: Korga TpeBOXKHasA My3blKa
(1 3ByKOBaA JOPOXKKa BoO6LLIE) MOABOAUT HaC K
aTake, NoABOOWUT-NOABOOMUT, HO HEMOHATHO B UTOre
— a JOJIKHO M BbINI0 YTO-TO «TaKoe» NMPOU30UTH.
LomxHa nu 6eina MupbAHa — HeMonogan, Hanpsa-
¥KeHHas, ryroBaTo-MopratLLas, — OHa W BbIrnaguT
KaK «ueanbHas *epTBa» B CBOEM TPYC/IMBOM 3a-
MUPaHUK, — cTaTb 06'bEKTOM aTaKu 31a, NpeacTaB-
JIEHHOI O TO SN Mpa4HbIM, 06POCLLMM, KaK JiecHoi
¥uTenb, MBO, TO I HEMOHATHO KeM. B KynbToBOM
«TBuWH MuKkce» O3Buaa JlnHya 6orathlil MpayHbIi
cayHATpeK 0603Hayan 3Toro «HeMoHATHO KOMo» KaK
HeKoe 3710 BoobLLe, paccesHHOe Mo CypoBbIM CeBep-
HblM necaM. B «XHHeue» Ha nepBbIf NaH BbIXOAUT
€C/1 He Nofo6Hoe «3710 BOoOLLEe», TO 0AUHOYECTBO
BoobLLe, TpeBora BoobLLe, cTpax, HefjoBepue etc.

CiorKeTHaA 3aBA3KA KaXKETCA HEXUTPON: 6eH3WH B
cTapeHbKoM «[1exo» MUpbAHbI 3aKaHUYMBaeTCA B
aKKypart rocpeam siecHow Joporu, 6513 3axonycr-
HOrO FOPOKa; HOYHOW TpaKTopuUCT (ybopKa yporkad
HOYbIO — NMLLb 0[Ha U3 ero CTPAHHOCTEN) BbI3bIBAET-
CA NOABE3TU UCMYraHHYI0 HeHLLUMHY A0 6nuanLlen
3anpaBku... [anbHenLwmni ux (M He ux) NyTb Mo necam
¥ JonaM, yNnuaM ropofKa U KakMM-To paspyLUeHHbLIM
COBETCKMM aBTo6a3aM NpeBpaLLaeTCA B CMJIOLL-

HOW MCMX03, KOrAa He TaK BarKHbl €70 KOHKPETHble
MPUYKHBI, Aa U CreACTBUA ToXe. He BarkHO, YTo B

Kagpe: farke MHOrOJI0AHYI0 [PYMECKYI0 BEUEPUHKY,
rpemsLLyio B 0JHOM 13 6apoB, pexuccepy yaaeTca
npeBpaTUTL B arpeccuBHYIo cpeay.

CobcTBEHHO, BTOpOCTeneHHoCTb Gpabynbl nepes
KYNIbTOM «OLLyLLIeHWs Ko¥Kely» 0puy geMoHcTpupyeT
O[HUM-e[JUHCTBEHHbIM TPIOKOM: KaMepa LiennseTcs
BOPYr 32 BTOPOCTENEHHOro repod, 0 KOTOPOM Mbl
nondunbMa BoobLLe He Beanu, NPOBOMAET €ro [o-
MO1; NMOKas3bIBaeT CeMelHYI0 ApaMy, COMPOBOKAAET
Aanblie No HOYHbIM ynuuam... He BaXHO, KTO Ha
MepBOM MNnaHe ceiyac; ecniv aBTop «AHHbI KapeHu-

IAMA C COBAYKOM

- Korga Bbl 06bABUNK, YTO ByaeTe cCHUMaTL KoMeaumio,
MHOM1e YAMBUIMUCb, MOTOMY YTO B NPeAblayLIMX BalLmUX
¢bunbMax Becenoro 6b110 Mano. Kak Bbl caMu cuutaere,
y Bac nony4unacb UMeHHo KoMeaua?

Bacunuti Cueapea: A cuuTaio, 4o 310 KomeauA. [pocto

Y HaC ¥KaHp KoMeaumM aBHO 1cropyeH eLLle Maraaem. A
MMeI0 B BUZlY, YTO OH Y HAC OTKpbIN Aopory ¢purbmam, roe
3puTENio AarKe nodyMaTtb He HyYKHO. 3pUTesb CHMTAET,

4TO KOMeuA — 3T0 pa3BreKaTbeA. Ho Ha camoMm fere,
KoMeuA — 3T0 TaKre W TpyauTbeA. CMeATsCA Hag coboi
eLLie CIOrKHee, YeM MnnaKatb. M BoobLLe, MpULLIO BpeMs,
XBaTWT B Tpareamio 060padumBaTh Hallle 0BLLEeCTBO, OHO
3aCTYHKMBAET TOMBKO HaCMELLIKU.

EcTb Takan 6aitka, YTo ecsiv CHUMaelLb KoMeauio, To
[OKHO BbITh MPYCTHO, @ CTIM CHUMAELLIL Tpareauio, To Ha
MnnoLLaaKe JoMHHO BbiTh Beceso. 310 BpaHbe nosHoe. Ha
KaKUX-TO GUIbMAX Mbl B TAKOM OLLIYLLIEHM YYKaca Xoaun,
a 3[eCb PHanu, MHoraa NPocTo He MoK Aybrb HaYaTb
CHUMaTb, TaK bblI0 CMELLIHO.

- A caM 3aMbicen U3HaYasibHO Toe 6bl1 CMeLUHbIM?
OH KaK-To MeHSACA B NpoLiecce CbeMOoK?

— OH He MeHANCA, OH CTOAN B TYMWKe ofuWH pas. A BoobLLe
He MoHWMan, Kyaa Aanslue AsuratecA. U B cBoi AeHb
poaeHuAa — 11 AHBapA — A cen 1 3a8yMa’nca: YTo A Xody?
[1Be pIOMKK HaKaTws, ModyMart, UTO KaHUKYMbl 3aKaHuM-
BIOTCA, HAZO NPOLAOMMHKaTL 3T0 6e3ymue. I Toraa noHsn,
41O AeicTBure GrnbMa JOMHKHO MpomcxoamTs B HoBeli rof,
MOTOMY YTO BHE A/IMHHBIX KaHWKy Takoro, YTO A 3aayman,
MpPOCTO He bbiBaeT.

- W paborta nowna nerko?

— Mo-pazHomy. Beino, 4to 3a TpK AHA [0 CbEMOK OTKa3bl-
BaicA paboTaTb aKTep, A ObiN TaK B36ELLIEH, HE 3HaT, YTO
Jenate. MHe npegnosumnm: nonpobyiica cam. A nonpo-
60BancA, Ho 370 KaneL, NofHbIn. Korga MeHA celtyac npu-
IT1aLLIaIoT, A FOBOPIO, YTO MOKarKy BaM Mpobbl «CTpaHs! 03,
1 BaM XBaTuT. B utore 3ty ponb cbirpan lowwa Kyuerro.

- B aToM dunbMe y Bac 3Be34HbIV COCTaB, — paHblue
Bbl paboTanu, B OCHOBHOM, C MeHee U3BECTHbIMMU
aKTepamM...



HOWM» yTBEPHAAN, YTO Kaxaan Hec4YacTIMBan ceMbA
HecyacTvnBa no-ceoeMy, To «HHeL» coobLiaeTt
HaM, YTo BCe 3[eCb Hec4acTIMBbl 0uHaKoBo. He
BarKHO, YTO UMEHHO Yy nonuuenckoro Kpeso c ero
YKEHOM, 3a yNblBKOM KOTOPOM NJI0XO CKPbITO 0TYanA-
HUe; He BaXHO, 0THero cTporui loHowwa Mocun Ha
npegene v rotoB 6poCUTLCA C KyllaKaMu Ha Karao-
ro, a Ha cobcTBeHHOro 6paTa — B NepBylo oYepefb.
He BaXHO, X04eT NN CTapuU4oK-necoB14oK NBo
M3HacUI0BaTb CTyYanHyio CyTHULY, U HAacunoBan
JIM OH KOFO-TO paHbLLEe, UKW 3TO OFOBOP, NOTOMY
YTO BOKPYI LlapuT o6Lan atMochepa NoJo3putesb-
HocTW. Ho 3a4eM Torga oH 3aTtalumn ee JoMon? —
pasBe 4To OT 0MHOYeCcTBa.
OauHo4vectBo. Mpa3a YexoBa o TOM, 4YTO Nl0AM MO-
ryT NUTb Yaii, a Npu 3ToM pasbuBaloTcA UX cepaua,
TYT «CaMoe OHO», MOTOMY YTO FEPOU NOCTOAHHO
NbioT Yar. B HOYHbIX HeYITHBIX KOMHaTax, nog ryn
JIIOMUHECLLEHTHBIX 1aMr, NoA FyN HEMOHATHO Yero,
nop nav ganexkux cobak.
3T0 04eHb TOYHO: 3BYKM NYCTOTbI MUPA, LUKaabl,
caMa TULLMHA KaK BOMJIOLLEHME TPEBOMM HOYHbIX
popor. OrofieHHble HepBbl 6biTUA. DaTanbHOCTb
OLUKMBKM, Korda oT caMoro NPUCYTCTBUA OpYruX
nogen y YenoBeKa porKaaeTcA JIOKHOEe YyBCTBO
YCMOKOEHHOCTM (OH He OAUH) — HO Yepe3 CeKyHOy
3TV Nioam ncdesaloT. Ho perkuccep He CTaBuUT cBoEMN
Lenbto nyratb. MiHade oH 6bl 1 He pa3BeLunBan Bce
3TU pY*bA, KOTOpble He byayT cTpenATb (CHoBa
Yexos!). HouHas nycToTa MMpa, BO3BOAMMasA 34eCb
B abCconIoT, eCTb He CMMBOJ1 3713, NPUTaMBLLEroCA B
necax, 3a KycTamu, 3a OrHAMU OMHOKOI0 TPaKTopa,
a CMUMBOJ1 paBHOYLLUWA, KOrAa HUKTO HUKOMY He
Hy*KeH. A Bedb eLLe HEM3BECTHO — YTO CTpaLUHee.
Uzope Casenves

— A OTKpbIN ANA cebA TonbKo 0AHO: Koraa bepelb Ha
WIbM MHOTO 3Be3[, TO PaboTaTb 04eHb TAMKENO. Y MeHA
66K aferBaTHbIe, W BCe paBHO TAENO. OHM No-cBoeMy
BCe BUOAT. bepelLb akTepa 13 YenAabrHcKa, 06bACHAELLb
eMy, OH TebsA CNyLLIAeT, OTKPLIB POT. A 3Tu: «Y MeHd apyroe
BuaOeHue...» [prxoauTca 0oroBapmBaTsCcA: CaenaiTe
[y6nb An1A MeHA, Kak A xo4y. 0bMaHbIBaTb 1X MPUXoaMUTCA
MO-PEMNCCEPCKU.
Korga s cpoyHo BBen B ¢puibM [OLLY, TO yrKe NaHuKoBarl,
MOTOMY YTO Y HaC B Kafipe /leJoBbIM FOPOAOK. Ero e BoT-
BOT pa3pyLLaT. Bbiiv MOMeHTbI, Korda MPUXOAMIOCh ABa
CbEMOYHbIX HA COEAMHATL B 0AMH. HO TaM, KCTat, O4eHb
XOPOLLIO MOJTy4asnock, Koraa NpocTo 3a MHOM Jioan € Kame-
poit beratot: «[ie BcTaBath?» TaK, Ha bery, n cHumanu. Mo-
C/le 3T0ro CbeMOYHOMO AHA noexanu ¢ [oLLel B Kako-To
pecTopaH, HanWIMeb, 1 HaLLly MaLLMHY 3aCTaBuIW: Ha4asncA
paboumin fieHs, odurcHble Moy Nprexanu. U etwe Mowa
OTKanbIBan MaLLKHY f10MaToM...
IMomHio, HHa YypurKkoBa, Koraa yBuaerna YenabuHCKo-
IO aKTepa, C TaKMM BOCXMLLIEHWEM Ha Hero cMoTpena:
[aBalTe, Mof, eLLle 0aMH AeHb MOCHUMaeM. Y Hac € Helt
CITOMKMIINCH O4EHb XOPOLLIME OTHOLLIEHWA. A ¥ ee MaTe-
puTLCA 3acTaBui. OHa NpoumTana 3To MecTo B CLieHapum
1 rosopuT: «bynem?» — «byaem». OHa gare HUKOMyY He
paccKasblBasa, YTo Yy Hac CHXMasach, CKasana — yexana
KaK BydTo KyOa-To Ha fleyeHue. ..
- U3 MecTHbIX aKkTepoB B «CTpaHe 03» — TonbKo fHa
TposAHoBa?
- [a. Mbl fonro npuaymbiBanu ee obpas. BeAkue Yenku
BbICTPUIanii, KOCTIOMbl HAXOAWMM C XYAOMHUKOM, X04unmn
M0 PbIHKY, UCKanu, Mepuin. O6bIMHO 3TO He MPUHATO B
KMHO, HO A BCe BPEMA €31y C aKTepaMu, OAEBAI0 WX, KaK
HacToALLWe Nioau 6bl 0feBanKch. AKTep JOMHKeH ObiTh B
06pase v MoKynaTb To, YTO Kyrun 6kl ero repoit. TpoAHoBa
MOHMMAET, 3a4eM BCe 3To, 1 bnarofapHa. EcTb akTepsl,
KOTOpble YyTb-YyTb He JOrOHAIT, 1A Yero Thl MX TaK Ha-
cunyelub, a TpoAHoBa Beerga 6narofgapHa: Mof, cracvbo,
momor, — a Aanblie A cama.

Uumepaoio sena Aca KonodusxcHep

OUJIbMb

MOJ10O0CTb

KOTOPbIX 3LECb HE BbIJ10
HALL 3AMAX (THE SMELL OF US) /
PEM. JT3PPU KITAPK

apuKcKui knotuap (Jlappy KnapK) NewuT HuY-

KOM Mocpeau noLaau, rae roHsioT Monofble

cKenTepbl. KTo-To nbiTaetcs o6bexatb rpysHoe
Teno (6e3ycneLuHo), Apyr1e Ha aBToMarte nepenpbl-
rMBaIOT Yepes Hero, UCMosIb3yA KaK NpenATcTBuYe.
OH »Ke He pearupyeT Ha X NPbIXKU U Hae3abl, OH
34eck ceor. [1oToM OH NpunogHUMaeTcA, NoaxoanT
K O[IHOMY 13 I0HLL0B M MOJ14a CMOTPUT Ha Hero B ynop
601e3HEeHHbIM B3TIA40M, B KOTOPOM 6€3yMUA CTOSIbKO
¥Ke, CKOJbKO M 6e33aLlnUTHOCTU. 3T0 — Knaccuye-
CHUe «OTLbI 1 OeTu», TofbKo oT J1appu Knapka. Tak
CTapocTb 0TAAEeT cebA Ha pacTep3aHue MoNIo[oCTy,
K KOTOPOW NPUBA3aHa TaK CUJbHO, YTO 3Ta OfEPHM-
MOCTb CTAHOBUTCA CaMOPa3pyLUMTENbHOM.
«Halu 3anax» — camblii aHapxudeckuin dunbM Knapka,
B KOTOPOM OH He M3MeHW/ CBOMM BEYHbBIM reposiM
— NOAPOCTKaM Ha Nopore COBEPLUEHHONIETUA, YrKe
NMPUrOBOPEHHbIM K 0OMHOYECTBY, HO eLLie He OTKOJIOB-
LUMMCA OT TYCOBKMU, eLLIe He MOKUHYBLUMM niiems. A
OHM He U3MEHWIU CBOUM PYTUHHBLIM MPUBA3AHHOCTAM
— CeKcey, CKeITY, HAapKOTUKaM, YOUICTBY BpeMeHH,
ybuinctBy ceba. Ho BnepBble 3TM puTyasbl CHATLI Ha
PacCTOAHUM MEHbLLIEM, YeM BbITAHYTaA PyKa, «IULOM
K I1Ly», Korga fu, Tesl, dUryp noutv He pasrmsageTb.
Knapk 3aecb coKpaLLiaeT AUCTaHLMIO, HO U3MOMOEH-
Has TesIeCHOCTb, B KOTOPYIO YMpaeTcA ero B3rMaAg,
BOPYr 0CBOOOXAAET MECTO /151 OTKPOBEHHOCTU B
noA3abbIToM, POMaHTUYECKOM, COBCEM He pu3noso-
rMYeCKOM CMbICTIe CI0Ba.
«Halu 3anax» — 370 eLLe oaHa «bannaga o cexkcyasnb-
HOW 3aBMCMMOCTM», EC/ZIU UCTI0Nb30BaThb Ha3BaHWe
3HaMeHuTOM cepum dpoTorpaduit HaH MonamH, cHUMaB-
Luen Ha npoTarkeHun 70-x 1 80-x ceKcyanbHyto 1
MPOCTO ¥M3Hb aMEPUKAHCKOr0 aHAerpayHaa M Bceraa
npu3HaBaBLLEeN BNvsaHWe ¢poTorpadumin Knapka. M
0601M cBOMCTBEHHA 060CTPEHHas, IKCTpeMaribHas
YyBCTBEHHOCTb — 0CO6EHHO KOra OHU UMEIOT Aeso

IMLF= dRELILY maner B «okTAGpe»

¢ 6ecyyBCTBEHHOM, OMYCTOLLEHHOW peanbHOCTbIO,
(GUKcHpys, HanpuMep, NOJTHOE OTHYXKOEHUE Me Y
Nto60BHMKaMK, HAaCTynNMBLLIEe CPa3sy MoC/Ie CeKea, Unu
CaM CEeKC, B KOTOPOM B0J1bLLIE OTCYTCTBUA, YEM NpU-
CyTCTBUA. MNn pa3rpomneHHoe NpocTpaHCcTBO nocne
oyepeaHoM BeyepuHKM. Vnn noxMenbe, HacTynaioLLee
riocsie Toro, KaK YefIoBeK CO3HaTeNbHO Bbibpocun cebs
Ha NMOMOWKYy.
Han MonaunH rosopumna, YTo cTosb 0T4asHHO GoTorpa-
¢dvpoBana cBoux Apy3eit U 3HAKOMbIX NWLLIb MOTOMY,
4TO He XoTena ux notepATb. Ho Bce paBHO noTepaAna:
noyTM Bce oHM Bckope yMepnu ot CMNOa. U ata 06-
peyYeHHOCTb BCeraa NnpucyTCTBYET B € MOMEHTasbHbIX
CHVMKax. 06pasbl J1appu Knapka Tore poraeHbl
O[1ePHMMOCTBIO — HEBO3MOMHOCTBIO HE CHATB TO, YTO
cHATO. [JpaMaTU4eCcKUM W, eCiiv BOyMaTbCA, POMaHTU-
YeCKUM MOpbLIBOM OTBOEBATh Y CMEPTY ELLLe KaKoe-To
BPEM#A Ha W3Hb 6€3 NPUKPAC — OVHOKYIO, KECTOKYIO,
He 3aboTALLylocA 0 cebe, HO BCe e Hu3Hb. Befb
caMoybUIMCTBEHHasA MooJ0CTb repoeB KnapKa, BHe
3aBUCUMOCTM OT UX BO3pacTa, He 6OUTCA U larke He
3HaEeT CMepTH, K KOTOPOW B3bIBaEeT. 3TW MajbUMKK,
[OEBOYKU U CTapPUKM JIULLIEHbI MHCTUHKTa CaMOCoXpa-
HEHWS, OTCYTCTBME KOTOPOIO CIOBHO Obl MUTAET UX
BUTaNbHOCTb, OTYaAHHOCTb. VX MonogocTb.
KT0-To 13 HMX YnTaeT cbopHUK cTrxoB Hepapa e He-
pBans, Noata, POMaHTVKa, camoybuiLbl, He Crly4aiHo
— Ha Kpalo Kagpa — BCrbiBaloLLmin y Knapka. PeaHas,
C BHYTPEHHUMU puUdMaMK CTPYKTypa ero ¢punbma
06HapyHKMBaeT MIMEHHO MO3TUYECKUE, POMAHTUYECKME
KOPHU. U He BaXHO — BepHee, 04eHb XOPOLLIO, YTO OHU
OKa3bIBalOTCA MOCTUKOM K HEPOMaHTUYeCKoM (MopHO-
rpaduyecKoin, 6ecyyBCTBEHHOM) 3MoXe U HEPOMaHTU-
YECKOMY TUMy YYBCTBUTEIBHOCTY.
Wccneposatenu Hepeans, colleLuero ¢ yMa u pac-
MPOLLIABLLIErocA C UO3UAMU B [OBOJIEHO PaHHEM
BO3pacTe, NWLLIYT, YTO B €ro TBOPYECTBE CliedyeT pas-
JINYaTh «CII0BO He3yMUAx» 1 «CIoBo 0 6e3yMunmnx». Boc-
naneHHbI Xapaktep HoBoro ¢ubMa Knapka, B KoTo-
POM OH COBCEM He LLEaamT cebs 1 NbITaeTca ucHepnaTb
CBOW CWJbl, HO BCE PAaBHO OCTAETCA HEYTOMEHHbIM,
TOJIKAET ero B Ty e CTOpoHy. Tyaa, Fae yXe Bo3HMKa-
eT cnoBo 6e3ymMus o camoM cebe. U, Kak 310 6bio Y
[JaneKkoro, Ho 65MsKoro HepBansa, «*{ecToKkan UPoHWA
MPUCYTCTBUA HA COBCTBEHHBIX MOXOPOHAX».

EsaeHuli lycamuHckul




RACING

EXTINCTION

DOCUMENTARY COMPETITION
DIR. LOUIE PSIHOYQOS

The film centers around a group of scientists,
journalists and activists; the latter also include
the director of the film, Louie Psihoyos - a famous
photographer who often collaborates with Na-
tional Geographic and is the current Oceanic Pres-
ervation Society director - which defined the topic
of his debut feature, “The Cove”, awarded with
an Oscar for Best Documentary. This time Louie
addresses an even more extensive and therefore
far more elusive topic. The title refers to one of
the most difficult and exhausting “competitions”
in existence, only unlike a sports competition the
triumph in it would mean elimination of life on this
planet — by “Racing Extinction” the authors imply
the very living habits of modern human kind that
every day bring civilization closer to a major dis-
aster by seemingly ordinary actions, such as using
combustion engines.
To illustrate the mentioned above thoroughline
Louie and his team gather their mics and hid-
den cameras and set out on a journey around the
world - from the Gulf of Mexico to Hong Kong and
Indonesia shores. They bravely enter poachers’
lairs to obtain the horrifying pictures of mass tor-
tures of endangered animal species that will later
appear on the front pages of biggest newspapers.
At a certain point Psihoyos’ film looks like a suc-
cessful effort to try and communicate with the re-
ality we live in - the demonstration of how a new
perception lets the residents of a small fishing
village that for hundreds of years were extermi-
nating the local reservoir inhabitants, to see for
the first time sharks and skates not as their prey,
but their actual neighbors. But as the finale ap-
proaches, the material looks more and more like a
bunch of slogans (‘nature sings in different voices,
but we just stopped listening’) that the authors
project on a metaphorical wall in the middle of a
city. Soon the film starts reminding an agitation
video, the sole purpose of which is to demonstrate
people the consequences of their actions, as well
as to encourage donations to charity funds. The
movie’s effect will definitely be enough to make a
bypasser take out a smartphone and start enthu-
siastically taking pictures of a blue whale floating
in the air, but it's doubtful that it will be enough to
make the same bypasser run to the store to buy a
solar cell battery.

Nikita Kartsev

ENCLAVE /

ENKLAVA

COMPETITION
DIR. GORAN RADOVANOVIC

Addressing the question of a national tragedy

is always hard for a filmmaker. No traditional
decisions or ready-made concepts can be used;
one of the challenges is that filmmakers will
have to fathom what happened to their country
and their people. In this light, the film can either
concentrate on finding the answers or offer end-
less reflections on the subject. It seems Goran
Radovanovich’s new film ‘Enclave’ will be more of

a question than an answer.
However, an established concept does exist.
It stems from the modern humanistic art and
focuses on finding a way to forgive instead of
trying to find out who is right and who is wrong,
or rubbing salt into the old wounds that haven't
yet healed. Perhaps that’s why kids often become
the main characters in films depicting the world
mutilated by war. The main characters of “Enclave”
are also two boys, Nenad, a Serb, and Bashkim,
an Albanian, who live next to each other in a Kos-
ovan village Vrelo. Apparently no one but children
can turn over a new leaf and start a life of peace,
as there is nothing in this world that could make
their fathers and grandfathers forgive each other.
Apparently filmmakers too need to turn over a
new leaf and find the strength to forgive. Like
the moon, an artist lights up the way of both the
predator and the prey and remains unbiased.
“Enclave” is Goran Radovanovich's attempt to find
this forgiveness and indifference, or, to put it mild-
ly, dispassionateness. And it is very interesting
to watch this process. The director’s not indiffer-
ent yet and can't be objective. The Serbian family
is represented by a handful of vulnerable people
dressed in black who suffer from severe blows
of fate, while the large Albanian family is strong,
boisterous, loud, and always in festive mood. The
former quietly follow the coffin, while the latter
shoot in the air at the wedding ceremony. Such di-
rect visual juxtapositions are typical for “Enclave”:
for example, an Orthodox bell is transported along
the street to the sound of a Muslim prayer. Nenad
seems a true angel and utters no word during the
thrashing his drunk father gives him. Bashkim
looks a bit loony even compared to his older rela-
tives as he runs across the hills with a gun, aiming
at anyone, including the priest. But eventually the
boys will be able to become friends. Bashkim will
even shout through tears ‘Come back!’ to Nenad,
who has miraculously survived all the pranks of
the Albanian and is going to Belgrad.
The world created by Goran Radovanic is a
fairytale meeting “Stalker”. Perhaps there is no
contradiction in it. A civilization destroyed by
people themselves might easily turn into a weird
place where ruins and burnt cars can be seen
side by side with cows and sheep who, it seems,
will start speaking the next moment. Miraculous
transformations and escapes are entirely possible
in this universe. Probably this is how even the
most desolate world looks like when you're ten.
Nenad is worried he has no friends in the enclave
but believes it won't last for long. And those who
have faith, are not afraid of fire or bullets.

Igor Savelyev

THE ECSTASY OF

WILKO JOHNSON

DOCUMENTARY COMPETITION
DIR. JULIEN TEMPLE

Wilko Johnson is a major character of the 70s
British rock culture, pioneer of punk music and
the former guitarist of the band “Dr. Feelgood”.
His personality — as well as his profession (and it
only makes sense that one stems from another)
- can be described in one word: extravagant.

He intentionally chose a life in which everything
seems to run backwards. Even his stage name
was a result of him turning his own name - John
Wilkinson - inside out. Once a punk - always a

punk. And even having come face to face with
a serious disease, pancreatic cancer, Wilko is
far from giving up. And having to make a choice
between visiting a doctor and remaining in a
cheerful mood, he bets on the latter. The doctors
say you'll only last for ten months? Well, what's
the point of wasting them on hospitals and meds
infusions, when you can go on a tour to Kyoto, Ja-
pan? There, Wilko spends an afternoon visiting a
convent in the mountains (saying: ‘If you can only
come to one place in the world - come here’), and
in the evening he performs at a rock concert in a
club - keeping in spirit with good old British pub
rock traditions. He closes with his cover of Chuck
Berry’'s “Johnny B. Goode”, and in this instance the
well-known words “bye, bye Johnny” sound both
light and grim - it's like Wilko-Johnny knows he
won't be coming back.
Even though the protagonist’s unique personal-
ity makes him a co-author of the film, this is an
essential Julien Temple’s film. Julien Temple is an
eccentric, admirer of Jean Vigo and classic Brit-
ish rock scene. At his command the story of a fatal
illness turns into a conversation with death itself.
Note that Wilkinson plays the death himself — quite
literally, in a black cloak and with a sickle. In order
to brighten up the waiting for the inevitable, Johnny
and Death play chess - following an old cinematic
tradition. But this isn't the only homage to classic
cinema. “The Ecstasy of Wilko Johnson” in its form
is an aesthetic collage, canvassed from citations of
the world culture’s best examples. The story about
waiting for an end to come is illustrated by the frag-
ments from Andrey Tarkovsky’s “Stalker” and Jean
Cocteau’s “Orpheus”, and when the authors seem
to be out of their own words, they engage Hamlet's
monologue as well as a poem of another Temple’s
favorite - Samuel Taylor Coleridge.
And still the most astonishing and effective
plotline is offered by life itself — when it rewinds
Wilko'’s sickness and sends him off for an ad-
ditional round. Just like Stalker, he entered the
Zone, but was able to eventually come back. Death
seems to have allowed Wilko to live through this
“ecstasy”, albeit for Johnson and Temple to share
it with all of us.

Nikita Kartsev

ROSITA

COMPETITION
DIR. FREDERIKKE ASPOCK

The world is unfair. In rich European countries at
any age, whatever happens (Ulrik, for example,
loses his wife) - men have a chance to start a

new life, finding a new partner, young, beautiful,
and skilled in certain spheres. Women from poor
developing countries, however, are forced to give
their youth, beauty and talents away to aging men
they have never before seen in their life. And they
don't even do it to get a comfortable life in Europe.
Rosita, for example, does it to secure a successful
future for her 9-year old son. She hides the very
fact of his existence though, as it would turn her
into ‘damaged goods’. The world is unfair. It would
seem the residents of a tiny Danish fishing village
should know it better than anyone. Judging by the
state of affairs, delivery of young Filipino wives
works on a large scale here. Almost a half of Ul-
rik’s peers sports a young and exotic-looking life
partner. These young women from something be-
tween in between a club and a trade union, where
they will be listened to and given wise advice: ‘It's
not cooking your husband pays you for'.



Frederikke Aspdck uses contrasts, the main of
which is destroying the image of happy Europe that
attracts women from exotic countries like a lit lamp
attracts moths. The film is set in the harsh North,
at the end of the world, where dark waves crush
against the shore and the sun is never seen. Gloomy
men go out to the sea and return with a catch, which
makes their hands always smell of fish. You can't
feel the smellin the cinema, but the fact would be
pointed out by Rosita straight away, and ‘fish’ is
the first Danish word she learns. Gloomy men of all
ages gloomily and quickly use the services of the lo-
cal prostitutes, get drunk in the only bar around and
as the only entertainment break a car on the way
home. And it’'s quite symbolic that Johannes, Ulrik’s
younger son, picks a bright yellow car. It's obvious
the guy'’s life lacks the sun, colours and joy. The
longing for a Filipino seems inevitable.
It would be easy to conclude ‘Rosita’ is designed to
show the difficulties and joylessness of life, regard-
less of where this life goes on. The idea is supported
by the director putting the healthy and cheerful girl
in the sickly European world, the face of which is
Jens Albinus (Ulrik), well-known by his roles in Lars
von Trier’s films. But Rosita’s image contradicts
this interpretation. She cooks fish with a slightly
excessive enthusiasm and doesn’t seem particularly
interested in Johannes’s romantic feelings. She is a
statement of resignation, while all the other char-
acters represent the unshakeable rules that haven't
changed much since the prehistoric era. This is not
the case of a father-and-son conflict, it has nothing
to do with generation gap, given they're practically
indistinguishable as they start their shift at the fish
factory. This is a fight of a young and an old males
who can’t share the same territory anymore — and
the concept of ‘territory’ includes the house and
the boat as well as the woman. The best they can
do after a short angry skirmishes (which in Ulrik’s
house for some reason pass for football matches) is
leaving each for his own domain, just like all large
predators. Nothing changes in the world, and Rosita
can only comfort herself with the thought she is
neither the first nor the last.

Igor Savelyev

THE REAPER /

KOSAC

8 12 FILMS
DIR. ZVONIMIR JURIC

A long time ago a tradition developed in filmmak-
ing: the most stirring moments in thrillers are ac-
companied by disturbing music - our hearts miss
a beat when it culminates, and we're fully pre-
pared to scream when one character is attacked
by another. Then it turned out that without this
musical preparation the film gets even scarier,
because, just like the character, we're blissfully
unaware of the danger. This creates the element
of surprise.

In his film “The Reaper” Zvonimir Juric¢ experi-
ments with the reverse effect: disturbing music,
and the soundtrack in general, makes us ex-
pect an attack, and we do, but in the end you're
confused: was anything creepy really supposed
to happen? Mirjana’s not young anymore, she's
blinking stupidly, tense, freezing in terror, which
makes her look like a perfect victim. But did she
really have to become the object of an attack

of the evil represented either by the grim and
disheveled like a forest spirit Ivo, or by someone

who remains vague and unclear? In David Lynch'’s
cult “Twin Peaks’ the gloomy soundtrack turns
this vague and unclear ‘someone’ into an abstract
evil scattered across the northern woods. In “The
Reaper”, it's not the ‘abstract evil' but loneli-
ness, anxiety, fear and mistrust that come to the
foreground.
At first the plot seems to be quite simple:
Mirjana’s old Peugeot runs out of petrol right
in the middle of the forest road, close to some
backwater town. A tractor driver (harvesting in
the middle of the night is just one of his quirks)
offers to give the frightened woman a lift to the
nearest gas station. Then their travel across the
woods, streets and abandoned motor depots gets
absolutely psychedelic. Its reasons, as well as its
consequences, lose any importance. It doesn’t
matter what we see in the frame. The director
manages to even embroider a crowded party in a
bar into the aggressive surroundings.
Juri¢ uses a single trick to demonstrate the plot
is secondary to the cult of ‘feeling through your
skin’. The camera suddenly stops on a secondary
character that we wasn’t aware for half of the film
even existed, and follows him home; shows his
family drama; accompanies him on the streets
through the night ... It doesn’t matter who is in
the foreground. If Leo Tolstoy claimed that ‘each
unhappy family is unhappy in its own way’, “The
Reaper” shows us that here everyone’s equally
unhappy. It doesn’t matter what goes wrong be-
tween Kreso, the police officer, and his wife, who
tries to hide despair behind a smile. It doesn’t
matter why Josip is on edge and ready to start a
fight with anyone, first of all, his own brother. It
doesn’t matter if lvo the forest imp really wants
to rape his companion, and whether he has done
it before, or it is just a rumor produced by the
general atmosphere of suspicion. But why else
would he drag her into the house? Perhaps simply
because he’s lonely?
Lonely... Anton Chekhov, a famous Russian
author, once wrote that people can drink tea at
the same time when their hearts get broken. This
observation is very much in place here, because
the characters drink tea all the time in their bleak
rooms - in the middle of the night, to the sound
of fluorescent tubes, dog’s distant barking and
other noises of an unknown nature. All these
noises, combined with the sounds of the world’s
emptiness, cicadas and the silence itself, are an
accurate metaphor of the night roads’ anxiety.
The nerves of the world are bared. People make
a fatal mistake of feeling safe when there are
other people around, because at least they are
not alone - but these ‘others’ will disappear in
a second. However, the director doesn't want to
scare the audience. Otherwise he wouldn't have
hung everywhere these Chekhov's guns that will
never go off. For him, the absolute emptiness of
the world at night is not the epitome of evil wait-
ing in the woods, behind the bushes or the lights
of a lonely tractor. It's a symbol of indifference,
when no one cares for anyone. And who can say
which is worse?

Igor Savelyev

THE SMELL OF US

NG PICTURES
DIR. LARRY CLARK

A Parisian tramp (Larry Clark) lies in the middle
of the square where young skaters ride. Some of
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them unsuccessfully try to skirt the bulky figure,
others jump over it without thinking twice, seeing
him as yet another obstacle on the course. But he
ignores them jumping over or bumping into him.
He feels at home. Then he gets up, approaches
one of the teenagers and, without uttering a
single word, eyes him from head to foot. His look
is equally mad and defenseless. This is the classic
“generation gap” as seen by Larry Clark. The old
age is giving itself up to the youth which it loves
so passionately this obsession becomes self-
destructive.
“The smell of us” is Larry Clark’s most anarchic
film. He sticks to his usual characters, teenag-
ers on the verge of becoming adults, doomed to
loneliness but still remaining part of the company
- of the tribe. And they stick to their traditional
entertainment: sex, skating, drugs, wasting time,
wasting themselves. But it's the first time when
these rituals are filmed closer than at an arm'’s
distance, basically, face to face, when faces, bod-
ies, silhouettes are barely discernable. However,
Clark reduces the distance not to show more tired
bodies but to focus on the frankness in the almost
forgotten romantic sense of the word.
“The smell of us” is yet another “Ballad of Sexual
Dependence”, to quote the title of Nan Goldin's
famous series of photos. Throughout the 70s and
the 80s she was taking pictures of sexual and
non-sexual life of American underground, always
acknowledging the influence Clark’s photos had
on her. Acute, extreme sensuality is characteristic
of both of them, especially when they deal with
heartless, desolate atmosphere, for example,
registering the alienation between the lovers right
after sex, or even sex itself which is more about
the absence than presence of the two. Or a venue
ravaged after a party. Or hangover that comes
when a person consciously throws himself to the
dump.
Nan Goldin said she was taking pictures of herself
and her friends so passionately because she was
afraid of losing them. She did anyway: almost all
of them soon died of AIDS. This hopelessness
is always present in her instant photos. Larry
Clark’s images also come from obsession, when
it seems impossible not to film what was filmed.
It is a dramatic and, come to think of it, romantic
desire - to win from Death a tiny piece of life,
frank, lonely, cruel, disregarding itself, but a life
anyway. Suicidal youth of Clark’s characters,
regardless of their age, is unafraid and unaware
of death it calls. These boys, girls and old men
are deprived of the instinct of self-preservation,
which seems to be feeding their vitality, reckless-
ness and youth.
Some of them read the poems by Gérard de
Nerval, a poet, romantic and suicide. It is not a
coincidence that Clark mentions his name. The
film’s fragmentary structure filled with internal
rhymes has its roots in poetry and romance. And
it doesn’t matter, or rather, it's very indicative they
serve as a bridge to the totally unromantic, heart-
less, pornographic era and unromantic sensibility.
Nerval went mad and lost his illusions at quite a
young age, and the scholars who study his work
say one should distinguish between his “word of
insanity” and “words about insanity”. In his new
film Clark has no pity for himself and seemingly
tries to exhaust all his powers, however, remain-
ing unsatisfied. The fevered movie pushes him
in the same direction, to the place where a word
of your own insanity is being born. Or, to quote
Nerval, who is so far away and at the same time
so close, “the cruel irony of being present at your
own funeral”.

Evgeny Gusyatinski



1. HuKuta Muxanko, HaH-Hak AHHo, HaknuH buccet 2. EkatepuHa Bonkoea

3. CembA CTpukeHoBbIX 4. [lapba Mopo3 5. ApteM Muxankos 6. CBetnaHa Xog4eHKOB3,
Mapuna KoxeBHuKoBa, PeHaTa JlutBuHoBa 7. CheMouyHas rpynna éunbMa «AHKNaB»

8. BnagnMup XoT1HEHKO C *KeHom




IMLF= dRELILY maner B «okTAGpe»

20 UIOHA / JUNE, 20 1330 POMOEHVE/ERKUNQ WITTIOOH, 1
1400 HEBECTA/GELIN OKTABPb, 4
15:30  CONAATHI/SOLDIERS WNNI3WOH, 1 14:15 'FF(O] Eﬂﬂ'ﬁmmﬁ'ﬁ?@{@? g? éULGARIAN CINEMA OrTREPe. 7
1600 30U BPUCT OOHTAHE / FONTANE EFFIE BRIEST OKTABPb, 7 1420 BT TLLVHbI/ THE LOOK OF SILENCE W
1600 TATLIA W OUHUKW / PITZA E DATTERI OKTABPb, 6 1430 OTYWOENVE OTYMEHVE OKTAEPb, &
1600 TOHKAHABbIMUPAHE / RACING EXTINCTION OKTABPb, 2 145 TIECHb OEHVIKCA / BAI NIAO CHAO FENG OKTAEPS, 9
1615 GPATAH/BRATAN OKTABPb, 5 15:00  MWHMBMH HALLETO BPEMEHM / MADCHEN IM EIS OKTABP, 1
16:30  AHHIIAB/ENKLAVA OKTABPb, 1 1500 MEPMAMYTPOBAA MYTOBMLIA/ EL BOTON DE NACAR OKTABPb, 2
1630 [EANAVH/ MUNNARIYIPPU OKTAEPb, 8 1515 DAPMXVT/ GARY HILL OKTAEPb, 5
17.00  TIECHS MOEV MATEPU / KLAMA DAYIKA MIN OKTABPb, 4 1530 TIHTUA M OHRMI/ PITZA E DATTERI poy——
1700 K A L ArAN CINEMA LK, 1 16:15  BCE-IOBOBb /BCVUKO E JIOEOB OKTAEP, 8
1715 BOWHA HEBECHUIE Y 3EMHEIE /TIAN DI YINGHONG pr— 1630 TMOBECTb O <HEMCTOBOM» / THE STORY OF THE FURIOUS WATTIO3UOH, 1
1800 BCTPEYA HA BICTABKE / HANDIPUM CUCAHANDESUM WIIO3VOH, 1 1630 JHOBOBHMK /L AMANT ORTABPb, 7
1800 HAAMET/NAHAPET WANIO3UOH, 1 17:00  XONOA/SOGUK ORTABPb, 4
v pry— 1700 AHKIIAB/ENKLAVA UK, 1
1900 POGHTA/ROSTA p— 1700 [OMMHTUHBOC/ DOMINGUINHOS OKTABPb, 2
19:00  3KCTA3 BUTIKO [IFKOHCOHA / THE ECSTASY OF WILKO JOHNSON OKTABPb, 2 1715 HKWB/ELCLUB ORTABPb, 9
19:00  JIOBM, KOFO JII0BMLLIb / LOVE THE ONE YOU LOVE OKTABPb, 8 17:30  APBEHTYP/ARVENTUR ORTABPb, T
T — e— 17:30  LUOYPYM/SHOWROOM OKTABPb, 6
1900 CHBATTASBYLLE R 1830 OBEMbI/MAHLZEITEN WITTIO3UOH, 1
1930 MOCHBA HUKOTJA HE CTIAT  MOSCOM NEVER SLEEPS pr— 18:45  AHTOH TMH3GYPI, A3/ BAPTAHA/ ANTON GINZBURG, YAEL BARTANA OKTABPb, 5
000 HALI SATAX THE SHELL OF US pry— 1900 CMEPTb B BY3HOC-AVIPECE / MUERTE EN BUENOS AIRES OKTABPb, 11
2000 ELLE OAHO NYTELUECTBUE HA JIVHY / MENUJU REMBULAN OKTABPb, 4 1915 HHEU/KOSAC OKTABPb, 7
2100 KOHKYPC KOPOTKOMETPAYKHOIO KUHO / SHORT FILMS COMPETITION LK, 1 1930 JIAPVICMHA APTETTb / LARISA'S CREW OKTABPb, 2
2100 BITBA3AOIOHb/LAGUERRE DU FEU WIIO3MOH, 1 1930 SETIEHAFAJKATBA /LA VERTE MOISSON ORTABPb, 9
2115 KPEMKAA OPELLMHA/ DYKE HARD OKTABP, 11 1930 AH/AN OKTABPb, 8
2130 PACCBET HAf O3EPOM BAH / VANA TSOVUN ARSHALUYSE OKTABPb, 6 19:45  BCTABAV M BEVICA / FLORENCE FIGHT CLUB OKTABPb, 10
2130 CTPUHIEP/ NIGHTCRAWLER OKTABPb, 1 2000 CMPOTBI/BEKAS OKTABPb, ¢
2145 YTOMOK KOPOTKOTO METPA / SHORT FILM CORNER OKTABPb, 5 2000 WIATBAYM/TOLL BAR ORTABPb, T
2145  CEKPET CYACTBA/ EL MISTERIO DE LA FELICIDAD OKTABPb, 8 2000 MAHMAPVHBI/MANDARINID OKTABPb, 4
2200 B3MMALTUWMHBI/ THE LOOK OF SILENCE OKTABP, 5 2100 EA”E*SUOJ%HF?E&?UE&ECTBME HATIVHY / ELETK’??PE’- 1
2215 PEANIBHOCTb / REALITE OKTAEPb, 7 2100 ATATIOMA/ LA PALOMA prE—
2230 BOCTIOMAHAHWA HA KAMHE / BIRANINEM LI SER KEVIRT ORTABPb, 9 21:30  KOHKYPC KOPOTKOMETPAYHOMO KMHO / SHORT FILMS COMPETITION OKTABPb, 5
22:30  XYIWTAH/HELLION OKTAEPb, 4 2145 [HEBHMK FOPHWYHOM / JOURNAL D'UNE FEMME DE CHAMBRE OKTABPb, 7
2359  FioBOBL/LOVE OKTABPb, 1 2145 PEATIBHOCTb/ REALITE an, 1
2145 BOFOHE 3A MESTOM / DREAMCATCHER OKTABPb, 2
21 NIOHA / JUNE, 21 2200 TAKCU/TAXI OKTABP, 1
2200 TOLLME B U3THAHUM / CHEURS EN EXIL OKTABPb, 10
11:00  FOHHA HA BBIMUAPAHVE / RACING EXTINCTION OKTABPb, 2 2200 TIOUA®EP / LUCIFER OKTABPb, 9
130 PASTOBOP CPAVIHEPOM BEPHEPOM OACCEVHIIEPOM/ OKTABPb, 5 2230 OCEMEHMTENL/ NGUOI TRUYEN GIONG OKTABP®, 4
LEBENSLAUFE - RAINER WERNER FASSBINDER IM GESPRACH 2230 OBAENEHHIIE, IVENA VENJE pay——
S T
1230 POCTA/ROSITA LK, 1 I = SIETHAV TAOHEP
1300 3KCTA3 BUMIKO [KOHCOHA / THE ECSTASY OF WILKO JOHNSON OKTABPb, 2 LUAK - LIEHTP [JOKYMEHTATIBHOTO KIHO

PEOKONIEMUA: UITOPb CABEJIbEB /ACA KONTOOVHHEP / ONTbrA APTEMBEBA / EBA KPAYC / UJ1bA KOMbINOB / HUKMUTA KAPLIEB / AJTEKCAHPA AHTOHOBA / METP LLUEMOTVHHWK
NEPEBOAbI: KMPA TYJTYMOBA / MAPWA TEPAKOMNAH ®OTO: ANEKCEN I0LLIEHKOB BEPCTKA: MAPVA PEBAKVHA MAKET FA3ETbI: AMUTPU METENKMH / OfTbIA JIbHAHAA



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