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Hiopu / HaknuH buccet

IOUBA

03eduHa, 0601bCTMBLLAA UMMepaTopa
H—<Hanone0Ha, M MaTb XpucTa — paHTacTn-

YeCKWI OnanasoH ponei; Mexay HUMn
MHOECTBO CaMbIX Pa3HbIX MEHCKNX 06pa30B, B
TOM ymcne — AHHbl KapeHnuHon. HaknuH buccet
6necTALLe yOanucb NosfApHbIE U BMeLLaloLLme
BCE HI0AHCbl *EHCKOro XapaKTepa ponu — 1
npw 3TOM OHa 3aABMAET, YTO HUKOrda He Hbina
3Be3gon!
HaKknnH — dpaHuUyHKeHKa No MaTepu 1 aHmMnYaH-
Ka no oTuy. B ee 06nunKe cnununck caepraHHan
npenecTb «aHImUINCKOM PO3bl» U TeMMepameHT-
Hoe o4apoBaHuWe dpaHLyrKeHKK. OHa poamnack B
COCTOATENBHOM CeEMbe OOKTopa W aBoKaTecchl,
HO ee nepBbIM MeCTOM paboTbl bl KUTANCKKIA
pecTopaH4YuMK. AKTepCcKan Kapbepa Ha4vanacs B
60-x B EBpone, 1 bucceT ctana ogHowm 13 nereHg
3TOr0 BPEMEHMW, HAaBCeraa OKpacKBLLIerocA
neceHkamu «butn3». HaknuH cHuMManack BMecTe
¢ Ogpu XenbepH B pOMaHTUYECKOM UCTOPUMU
«[1Boe Ha fopore»; ee napTHepaMu HbINM IHTOHM
KyuhH, Mon HelomeH, H1k Honti, Yapnes BpoH-
COH 1 Mapuyenno MactposaHHK. Camoli io61Moi
H{aKnunH Ha3blBaeT posib B «AMepPMKaHCKOM HoUM»
®paHcya Tproddo — ofHOM K3 Ny4LLmx drnbMoB
0 KuHo. Ee cnaBa faBHo nepeneTtena yepes
OKeaH: aKTp1ca MnosyYuna NATb HOMUHaLUMIM Ha
«3050T0M MobYyC» U yOoCTOMNACh 3TOM Harpaabl
B 2013 rogy 3a ponb B MUHU-cepuane «TaHupl
Ha rpaHux. lNprHKMManA 3Ty Harpagy, akTpuca
HamMoMHWNa, YTO BriepBble Mosy4nIa HOMUHALIMIO
oT lonnuneyackon Accoumaumm ViHocTpaHHom
lMpecchl Kak Ny4llas aebioTaHTKa 46 neT Hasag,
B 1969-om.
C aKTepCcKOW CnaBoi ConepHUYaeT CaBa CeKe-
cumBona. Kasanock, HeoTpasumMana KpacaBumua
XNafHOKPOBHO pa3buBana cepaLa, oHa e
6yaTo He NpuaaBana 3HayYeHWA CBoeMy 04apo-
BaHuio: «CMOTpIo Ha cBom doTorpadum n gymato:
locnoam, ecnum bbl A NOHUManNa, YTo Tak XopoLLa,
A fana 6ul cebe Bonio NoKkanpusHuyaTe!». Ee
POMaH C PyCCKMUM TaHLIOBLLMKOM AneKcaHAapoM
[0ayHOBBIM CTaf OAHOM U3 CaMblX 3HAMEHUTLIX
Mo6OBHBIX UCTOPUIA BeKa. Kpax 6aneTHoi Kapbe-
pbl NpyBen MoayHoBa K datanbHOMy pyCCKOMY
Heyry — OH TAMeso 3anun. }aknmnH 130 Bcex
CUA MblTanack NOMOYb eMy, HaflarKMBanA CBA3W B
KWMHOMMPE, a OH Mo obbl4ato cnabbix Niofen Bo
BCEM 06BUHWI Ty, KOTOpanA XoTesla eMy NMoMoub.
WHoraa, ornAgpiBaAck B NPOLLSIOe, OHa BCMOMU-
HaeT Tex, C KeM cBoaAMNa ee cyabba, HO TOCKM U
COMaJIeHN He UCMBITLIBAET 1 OCTAeTCA CTOMKOM
M NPEeKpacHoW, LLlepo OeNACk CBOMM CEKPETOM:
«fA HMKorda He Npuberana K ycnyram niactmye-
CKOro xuMpypra. Hukorga He BoniHOBanack HacyeT
BO3pacTa. A QyMalo, UTO HeHLLMHbI, KoTopble
JernaloT nriactmyeckue onepaumu, 6oATcs, 4to
nx 6yOyT MeHbLLe MiobUTb, U BONHYIOTCA U3-3a
TOro, YTO NoAyMatoT Apyrue. A A npocTo 60nb-
Le ynbibaiock, 1 3To noMoraeT! Yem cTapuue A
CTaHOBJOCh, TEM 3HaYUTESIbHEN YyBCTBYI0 cebA
KaK NIMYHOCTb». M cpasy Tpu 3KpaHHbIX MPOeKTa ¢
yyactmeM HaknuH bucceT, 3aBepLUEHHBIX B 3TOM
rofy, TOMy [JoKa3aTenbCcTBo. [TperpacHoe cBuae-
TeNbCTBO, KaK yrnybunca n 060raTuicA HMnsHeH-
HbIM OMbITOM ee TanaHT — PoJb B MPOLLIOrogHeN
KapTuHe Abena Oeppapbl «[Jobpo noanosats B
Hblo-Mopk!», roe oHa BeICTynuna B 6nvcTaTens-
HoM fyaTe ¢ Hepapom [enapabe.

Huna UeipkyH
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JACQUELINE BISSET

JURY

was able to seduce Napoleon, the Emperor of

France, to Mother of God and Anna Karenina.
She was able to portray brilliantly multiple very
different and at times very difficult female characters,
yet still she claims she has never been a ‘star’!
Born from an English father and a French mother,
she combines the reserved beauty of an English
rose with passionate charm of a Frenchwoman. She
comes from a well-off family: her father was a doctor
and her mother a lawyer, yet her first job was a
waitress in a small Chinese restaurant.
Jacqueline started her acting career in the 60s in
Europe and became one of the legends of the time
marked by the songs of “The Beatles”. In “The Two for
the Road” Jacqueline starred with Audrey Hepburn;
she also worked with Anthony Quinn, Paul Newman,
Nick Nolte, Charles Bronson and Marcello Mastroianni.
As her favourite, she names the role in Truffaut’s “Day
for Night”, one of the best films about cinema. Her
fame has long since spread across the Atlantic ocean;
she had five Golden Globe nominations and received
award in 2013 for the mini-series “Dancing on Edge”.
As she was accepting it, the actress reminded the
audience she had received the first award from the
Hollywood Foreign Press Association 46 years ago,
when she was called the Best Newcomer in 1969.
She is famous not only as an actress but also as a
sex symbol. Stunningly beautiful, she seems to be
areal heartbreaker, but it looks as if she has never
really appreciated the power of her charm: ‘I look at

I I er roles vary from Josefine, a beauty who

my photos and think, ‘God, if | had realized | was so
cute, | would have allowed myself to be naughty!’ Her
affair with Alexander Godunov, a famous Russian
ballet dancer, became one of the most fascinating
love stories of the century. The crash of his dancing
career made Alexander start drinking heavily;
Jacqueline did her best to establish connections in
the world of cinema for him, but he, like so many
weak people, eventually blamed for all his failures
the person who tried to help.
Sometimes she looks back and remembers the
people she had a fortune or misfortune to meet, but
she never regrets anything and remains strong and
beautiful, no matter what happens. She is always
ready to share her secret: ‘| have never had any
cosmetic surgery. I've never worried about age. |
don't think all the nips and tucks look good. If these
women who've had work done looked sideways in
the mirror, they would see that they get a stiff curtain
across their face. | think they do it because they are
terrified of not being loved and of other people’s
opinions. Things on my body are not up as much as
they used to be, and that’s a bore. So | just smile
more, which helps. | am becoming a fuller person as
| get older’. And her three screen projects finished
this year prove it perfectly. A great evidence that her
talent got deeper and benefited from experience is
her role in Abel Ferrara’s “Welcome to New York” that
came out last year, where she acted in a brilliant duet
with Gerard Depardieu.

Nina Tsyrkun



YCKOJ1b3AIKOLLAA

KPACOTA

ROHKYPC
APBEHTYP / PEXK. VIPMHA EBTEEBA

36erait ogHoobpasua, cBoboaHO Mrpa
(( M KWCTbIO: BOT TaliHa Men3arHOro UCKyC-

CTBa». 3T0 3aBeLLjaHWe CTaporo KUTaCKoro
MacTepa BaHb @y, NPOAMKTOBAHHOE Ero y4eHMKY
JIMHIO; MO COBMECTUTENLCTBY — MOCeHAA pennn-
Ka GubMa «APBEHTYP»; BO3MOMHO TaKHKe, YTO 3TO
neKknapauma camon MpuHel EBTeeBon. Ee gByxdacTHoe
XYOOMECTBEHHOE NMPOM3BeAEHME — TO NI AHUMALNOH-
HbIA GUIBM, TO SIX HET, TO /I 3KpaHM3aumA Anex-
caHapa [puHa, To N HET, — BbIMOSIHEHO MMEHHO YTO
«CBO6OHOM Urpoit KMUCTbLIo». CBoGOAA 3aKiouaeTcA
3[€eCb He TOMbKO B CMESIOM CMELLIEHNM BCEX TEXHUK
1 A3LIKOB (MMes B BUAY, B TOM YNCTIE, U A3bIKM B BYK-
Ba/IbHOM 3H3YEHWUM: PYCCKUIA, UCMAHCKUIM, KUTANCKIIA),
HO 1 BOObGLLIE B OTKa3e 0T 06LLENPUHATLIX «30/10ThIX
CeyeHun». ITO KacaeTcA, HanpUMep, COPa3MePHOCTH
1 BOO6LLIE COOTHOCMMOCTM ABYX MPUHLUMMNMUaNbHO pas-
HbIX HOBEJ1/T, KOTOPbIE... «06PA3YIoT eAUHBIN CIOHET»?
— HeT, BOT MMEHHO YTo HeT. /X obLuanA HanpasneH-
HOCTb 04eBMOHA — 3Ty TEMY MOMHO 0603HaUMTh KaK
KOHOMUKT MeM Iy UCKYCCTBOM W KU3HBIO; 6oee HU B
4YeM OHM He conpuKacaloTca — byKBarbHas, J0CI0BHaA
3KpaHM3aumnA Hoeensbl [puHa «DaHaaHro» U Kpa-
coyHanA daHTa3mA No MOTUBaM AA0CUCTCKON NPUTHM.
...He conpwuKkacaiotca Hu B 4eM, KpoMe B13yasbHOMro
BOJILLE6CTBA, MHOMAA M36LITOYHOMO, KaK ByATO Mbl
LLArHynM NPAMUKOM U3 CEPOro 3UMHEro AHA Ky4a-To B
PacronoMeHMe NecTporo LibiraHcKoro Tabopa (UbiraH-
CKMIM Tabop, KCTaTK, Ha IKPaHe TaKMKe MPUCYTCTBYET).
B KOHLLe KOHLIOB 0Ka3bIBaAeTCA NIULLIHMM BCE, KpOMe
3TOro ByMCTBa OMMBLLMX KapTWH. Bce ocTanbHble
KOMIMOHEHTBLI MPOCTO MOAABNAIOTCA, BKI0YAA, KCTaTh, U
npo3y prHa. A3bIK, KOTopbIt HEBO3MOMHO NoadenaTe
cerogHALLIHeMy cLieHapucTy (xoTa VBaH OXnobbicTUH
KOrAa-To NMoAdoLLes K 3ToMy CTUI0 brike Beex: «Ye-
nyxy Bbl FOBOPUTE, NELLA, 0AHaKO, bepUTE»); CIOMET-
HOCTb, KOTOPas BCE e MMBET 32 MacKoW abCTpaKTHOM
npuTyn. CoBpeMEHHBIN 3KpaH, Ha KOTopbI NMepeHo-
cuTcA daHTasmA MpuHa, BoO6LLIE 3acTaBNAeT pasra-
[OeTb HeyTo 6onee coLmanbHO-peanucTMyecKkoe, Yem
BUOMTCA B KHUre nucaTena-poMaHTMKa: Harnpumep,
Nerko 3anofo3puTb, YTO BCe 3TU Yydeca C 30/10TbIMU
nMacTpaMm 1 UCMaHCKMMM BosLLebHUMKaMK — He boree
YeM ronofHble 06Mopoku wuTenet Metporpana 1921

rofa. TaK BOT, BCe 3T0 — COBEPLUEHHO MLLHee AN1A
co3faBaeMblx MprHolt EBTeeBoM KpacouHbIX Gpecok.
MoaToMy [PWH BCKOpe NponagaeT, Kak Nponafaet
nof Horamu [opora, 1 fasblle — C/10Ba Y¥e He TaK
BaKHbIl. «ApBEHTYP» MpeBpaLLlaeTcA B MeAuTaTnBHoe
3pesivLLe, rAe MOXHO TOSbKO MOMYTHO — C BU3YyaslbHbIM
YA0BOJIECTBMEM — BCIYLLMBATLCA B My3bIKY KUTAMCKOM
MO33UK, UK He OLLeHMBATbL KPacoTy 06pa3os: «KKCTb
13 BOSIOC MNafeHLa, cpe3aeMblxX Ha MATLIN OeHb, No-
MoraeT U306pasunTb cTebenbKM TpaBy.
3T0 0ZIHO 13 BO3MOMHbBIX 06BACHEHUH, MOYeMy OKa-
3a/1CA HapyLLeH NepBoHaYanbHbIM 3aMbicen. MpuHa
EBTeeBa nogpobHoO pacckasbiBana B HECKOMBKMUX
MHTEPBLIO 1 06 naee «ApBEHTYPax, 1 0 CBOEMN YHU-
KasnbHOM MeToAMKe paboThl C OTCHATLIM MaTepUanoMm,
6narofapA KOTOPOW Ha BbIXOAe — CKopee MyNbTUMn-
KaLMOHHaA KapTuHKa. V13Ha4YanbHo NiaHmMpoBanocs,
YTO KUTaMCKaA NpuTYa o XydorHWKe 1 Mimnepatope
CTaHeT «cBoeobpasHbIM NpeanciosmeM K puHy». Ho
B MUTOre — 4acTu NoMeHANncL Mectamu. ELLie ogHa do-
ragka: Hosenna «OaHAaHro» 3aKaHYMBAETCA CHUMEH-
HOW CLIeHOW, B KOTOPOW r1ynoBaTaA eHa repoA [prHa
NbET NYCTAKOBbIE C1e3bl, a U CaM OH FOTOB PYXHYTb B
MeLLIaHCKoe cYacTbe. He ToT KoneHKop. MacLuTabHoe
K1HOMpou3BeaeHWe, NOCBALLIEHHOE BESINUMIO MUBO-
MUCK, N KOHYaTLCA JOMHHO MacLUTabHO: HanpuMep,
OTI/IbITUEM KUTAUCKMX MyOPeLoB Ha NoAKe MpAMo
Bybb XoncTa. He yamenawnTeck: «BonLlebHaA cuna
MCKYCCTBa» CMOCObHa U He Ha TaKoe.

Uzopb Casenves

MIFF dHLILY mane B «okTABpe»

ARVENTUR

PETITION
DIR. IRINA EVTEEVA

(4 void monotony, play freely with your
Abrush: this is the secret of landscape art’.
This is what Wang Fu, a Chinese artist,
told to Lin, his apprentice. This is also the last
line of the film “Arventur”. Probably it is also Irina
Evteeva's manifesto. Her two-part work, which
both is and isn't an animation film, just like it is
and isn’t an adaptation of Alexander Grin's novel
‘Fandango’, demonstrates this very ‘free brush
play’. The freedom shows not only in the bold
mixing of all techniques and languages (including
literal languages: Russian, Spanish, Chinese) but
also in rejecting the traditional “golden section”
altogether. This can be seen in the way two
fundamentally different novels correspond and...
create a single plot? But the thing is, they don't.
It is clear they revolve around the same topic,
which is the conflict between life and art. But
there are no other points of contact between the
accurate screen adaptation of Alexander Grin's
novel “Fandango” and a colourful phantasy based
on a Taoist parable. No other points apart from
visual magic, sometimes excessive, which makes
us feel as if we have stepped out of a dull winter
day to a merry Gipsy camp (which incidentally also
appears on the screen).
Eventually everything but this outrage of the
living paintings ceases to matter. All other
elements, including Grin's prose, are suppressed:
the language that cannot be recreated by any
modern scriptwriter, the plot that hides behind
the abstract parable. The modern screen actually
highlights in the adaptation more realistic and
socially important elements than can be seen in
the novel. For example, one might suspect all the
miracles with golden coins and Spanish magicians
are nothing more than hallucinations the residents
of Petrograd of 1921 got when fainting from
hunger.
But Irina Evteeva’s colourful murals do not really
need any of it. So Grin soon disappears, like a
road that disappears under your feet as you walk,
and the words lose their importance. “Arventur”
turns into a meditative spectacle, where one can
only enjoy the visuals and listen to the music of
the Chinese poetry, appreciating the beauty of the
images: ‘A brush of a baby’s hairs cut on the fifth
day can be used to create the stalks of grass'.
This is one of the explanations of why the original
idea changed. In her interviews Irina Evteeva
gave a detailed insight into the core idea of the
film and her unique method of working with
materials that produces an almost animated
image. Apparently the original plan was to make
the Chinese parable about the Artist and the
Emperor a “preface to Grin”". But eventually the
two parts swapped places. Another theory is
that the novel “Fandango” ends with a low-style
scene, where a Grin's character’s dull wife cries
over a trifle, and he himself is about to surrender
to routine existence. This is not the right degree
of pompousness. And a large-scale work about
the greatness of art should have an appropriate
pompous end: for example, it might end with
Chinese wise men departing on a boat deep into
the canvas. There's no reason to be surprised: the
magical power of art is able to do so much more.
Igor Savelyev
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PEASTEHOCTb (REALITE) / PEXK. KBEHTUH [IOMbE

eanbHOCTb» He nepe-
(( Pcuameu.lb, Oare npu-
6nm3suTensHo. U 3To ecTb
noA3abbiToe CBOMCTBO NOASIMHHOIO,
a Mo HblHEeLLHUM BpeMeHaM MoYTu
aBaHrapAHoro KMHO — 06beKTa NiobBMY,
MPOHUK, OCTPOYMHOM HACMeLLKU daH-
Tasepa, BU3MoHepa [ionbe.
He cTonbKO NOCTMOAEPHUCT, CKOJTBKO
Heo4YeBUOHbIN HacneaHWK TaTtu, oH
JapyeT ero OTpeLUeHHYI0 NacTUKY U1

[lare rpaLmno3HOCTb CABUHYTHIM Ha
BCIO [F0S10BY FOSINIMBYLACKUM 06bIBa-
TenAM — BCEM 3TUM KoraM, KoBBHOSM,
0TYaAHHBIM [JOMOXO03AKaM, rope-
peruccepam 1 NpoynM Gesymuam,
YHKe He 0TIIMYAIOLLMM HU3Hb OT KUHO,
a cebA — OT MepcoHarKel Kakoro-
HM6yOb B-MyBM.

MHTepec napuHKcKoro My3biKaHTa U
peruccepa [lionbe K aMepyUKaHCKoM
KyJIbTYpe HOCUT YMCTO eBPOMNeNCKUI —

WMHCaNAepCKN U UPOHUYHBIA — Xa-
pakTep. N 6e3 Toro npmubabaxHyTbix
aMepuKaHLEeB Yy Hero urpaioT ppaHuy-
3bl, pa3roBapu1BaloLLiMe No-aHUACKK
C U3[eBaTesIbCKNM aKLEHTOM U
napoampyloLLme caMy naek «Kpocc-
KyNbTypHOI0 AuBaHa». [ionbe pacna-
NAET CBOE U 3puUTeSIbCKoe Boobpame-
HMe aMepUKaHCKOM Non-KynbTypou 1
aMepUKaHCKMM M0M-apToM, BbICOKUM
FONNIUBYACKUM ¥aHPOM U TP3LLEM.
MornAabIBaeT Ha HUX C AUCTaHLMUW,
COeJVHAET U ONATb pa3beanHseT

Ha 3N1eMeHTbl, 06HapYHKMBaET B HUX
HEOMMAaHHbIE Ky/bTypHbIE CITOW.
CKarKeM, UX yauBuUTeNbHYI 6NM30CTb
cloppeanusMy u Teatpy abcypaa,
KoTopble NpocTynakT B «PeansHo-
CTU» Ha GOHE FoNSIMBYACKMX XOJIMOB,
MycToLlein U KUHOTeaTPOB, B KOTOPbIX
naeT 30M6U-Xoppop O TeNeBM3opax-
ybuiiuax. 3ToT KpoBaBblli B-MyBu
CHUTCA onepaTopy KylMHapHOro

LLIOY, KOTOPbIN — y¥e B ApYyroM CBOEM
KoLUMape — MeyTaeT nonyunts Ockap
3a CaMbI HYTKUIM KPUK B KMHO, 3aKa-
3aHHbI eMy NeJaHTOM-MPOAICEPOM,
Ha [ocyre nansLyMM U3 CHannepcKoi
BUHTOBKM MO PacCeKaloLLMM BOJHbI
Kanu$popHUACKUM cepPUHrUCTaM.

W na, Bce oHW cHATCA Opyr Apyry v
BUAOAT YyrKuMe cHbl. BcAa cnAaT Ha xoay
6e3 LaHca Ha NpobyraeHue.
«PeanbHOCTb» — 3T0 dWIBM 0 ApyroM
¢vnbMe, BHYTPU KOTOPOIO eCThb eLLe
0OVH GUNIbM, COH-MaTpEeLLIKa, He-
peanbHbI Ky6uK Pybuka, nabupuHT
U3 3epKan v UI3UiA, U3 KOTOPOro
He xo4eTcsA BblbupaTbea. Ho Koraa
CMOTPMULLb 3TO KWMHO, YAMBAAELLbCA

TOMY, KaK U3ALLHO MPOCTO, YeTKo U
cB060AHO — 6e3 BCAKMX yCUnum —
aBTOP KOHCTPYMPYET U Bo34eNblBaeT
CBOW «Caj pacxoOsaLmMXca TPOMOK».
EQWHCTBEHHBIN, KTO TYT B COCTOAHWUM
B3ATb CBOM COH M0 KOHTPOJb U BCe
eLe crnocobeH NPoCHYTLCA, 3TO CaM
[ionbe, 1 He 3To NI caman ACHaA Me-
Tadopa NoAMHHOM persnccypbl?
«PeanbHoCTb» — 1, pasyMeeTcA,
peanbHOCTb — HEBO3MOXHO BOC-
NPOWU3BECTM TaK e, KaK HeBO3-
MOKHO MnepecKasaTb COH, KOTOpbIf
3aMnuMcaH Ha 3anaykaHHyo KpPOoBbHO
BMOE0KacceTy, HalAeHHyYIo BO YpeBe
ybutoro KabaHa ManeHbKoM OeBou-
KoM No MMeHu PeanbHOCTb. 3TOT e
COH BMOMT Ce0BNackIi peruccep,
CHMMalOLLMM criAwyto PeanbHocTb B
CBOEM HOBOM KWHO. Takow e unm
MOXOMWUN COH CHUTCA eLLe 0aHOMY
6efo0nare-KMHOLLHWKY, KOTOPbIN
cflyYaiiHo yBuaen B cocegHeM KUHO-
TeaTpe cob6CTBEHHbIV GUIBbM eLle A0
TOro, KaK ycnen ero cHATb. U Bce 310
CHUTCA BCeM HaM, 3puTenaM «Peasb-
HOCTW», Y*Ke OTBBIKLLUMM OT CHOBUA-
YecKoW NpUPOabl UCKYCCTBA KUHO,
KoTopyto [lionbe peabunutunpyet c
CapKasMOM BO BCEM pa304apoBaHHOIoO
ncuxoaHanuTMKa, 06 bACHAIOLLEr0 HaM
3HayeHue CHa, HO NPEKPacHO NOHU-
MaloLLLero, YTo HUKaKoro 34paBoro
CMbIC/1a TaM HeT. A eCTb JiMLLb CMbICN
6e3paccyfHbli, ansTepHaTUBHBIN,
0CB060AAOLLNIA, 3@ KOTOPLIM MPOCTO
HY*KHO C/le0BaTh M KOTOPbLIN caM crie-
ayet Kyaa rnasa magAaTt. Kak Anuca 3a
KPOJIMKOM B CTpaHy Yygec.

EszeHuli l'ycamuHcKul

OBOE B TOPOLE

‘e, KTO C/1eVT 3a Ka3axCKol «<HOBOW BOSTHOM»,
MOTYT PeLLMTb, YTO 06LLaA YepTa KapTUH Mpynmbl
MOSI0[bIX PEHKMCCEPOB — 3TO HEKMI «LlyrLBaHT re-

(OIS EVIEE LLUTATBAYM / PEXK. HXACYJTAH MOLLAHOB

pos». Yero 6bl OH HX Jenan, cuUTyaLmaA TONbKO yXyaLa-
eTcA, U YeM boribLLe YeroBeK bpblkaeTcs — TeM 6orblue
€ro TONUT BbIT, KOPPYMNMPOBaHHOE MOCYAapPCTBO, CaMO
MUpo3aaHwe... TOMWT — 1 He OTCTYMNUTCA, NMoKa Gpu3m-
YECKM He YHUYTOMMT. 3TO MOXOHKe Ha AeTCKoe M3fe-
BaTe/NLCTBO HaZl HACEKOMBIM, KOTOPOMY OTPLIBAIOT MO
narike, @ OHO KOBbINAET Ha ocTaBLUMXCA. Hanpumep, B
«CobcTBEHHUKaxX» AOunbxaHa EpraHoBa, NoKa3aHHbIX
BHE KOHKypCa Ha NpoLLioM MocKOBCKOM KuHodecTu-
Barse, BCe 6bIN0 MMEHHO TaK: BCEM MVMPOM — FrepoeB
rpabunn, perynspHoO M3bMBanK, 1 OHU KOBLIIASN C
KPOBOMOATEKaMM Ha NIULAX, MOKa He Nadanu. Bnpouem,
MOKET BbITb, [IESI0 1 B TOM, UTO AmnbxaH EpraHoB —
coaBTop cLeHapwA «LLinarbayma», npefcrasneHHoro B
KOHKypCe 3TOoro rofa.

cTeTnyeckn dpunbm HacynaHa lMNollaHoBa — coBceM
ZpYrow, @ 1 Mo CMbICSIOBOMY MOCbITY OTIMHAETCH TOME.
Henb3A cKazatb, YTo oxpaHHWKa PayaHa (a yH TeM
6onee — «Maropa» Anapa) *usHb OyLUNT C KaKUM-TO
NepCoOHNPULIMPOBAHHBIM CaAM3MOM. YacTo Mbl fare He
BUOMM, KTO CTOUT 3a TOW UM MHOW NMOOHOMKON: He BU-
1M, HarmpyMep, KTO MMeHHO pa3 3a Pa3oM BbICTaBIAET
PayaHa ¢ ManeHbKMM 6paToM 13 X YBOroro HunmLLa.
TpeHep, KOTOpbLI BLICTABNAET ero U cbopHol 1 ybrsaeT
MeYTy 0 CMIOPTUBHOW Kapbepe, — 3T0, YTO v, 31107 Ho
OH, B 0OLLIEM, 1 HE MOMKET NOCTYNUTL MHaYe: PayaH,
WN3MyYeHHbI Ha KPYrMOCYTOUHBIX paboTax W ene HuBoi
noce 3BePCKOr0 N36MEHUA, ABHO e He CroCobeH K
nobenam Ha puHre. TpeHep AenaeT cBoto paboTy — KaK
1 aMepUKaHCKM (KareTcA, amMepuKaHcKui) npodeccop,
KOTOpbIM He AomycKaeT Adapa 4o nepesoda B bpu-
TaHCKUI YHUBEPCUTET, MPOCTO NOTOMY, YTO TOT HU YepTa




apuca — *eHLLMHa B CaMOM

pacuseTe cu, MPOCTON,

HO MPUATHOM HapPYHHOCTY.
B 2000 rogy oHa ocTanach 6e3
paboTbl, C MareHbKUM pebeHKoM
Ha pyKax. [ogpyrv nocoBeToBanu
06paTUTb BHUMaHWe Ha HefaB-
HO OTKPbIBLLYIOCA Henoganexy
XYLOXeCTBEHHYI0 cTyaumio. Jlapuca
TOJIbKO M MOIT1a, YTO pa3BecTu
pyKamu: «fl gawe pucosatb He
yMelo!». A ye Yepes rog oTKpbiia
TaKYI0 e, HO YHe COBCTBEHHYIO.
Cama noHavany nununa daHepy Ha

MPOMBICIIA, KaK 0Ka3anoch, Kaye-
CTBO CaMWX KapTUH NPaKTUYECKM
HUYero He 3HauuT. «[la A1 ceiyac
XOTb B neneLury paclumbych Haf
3TVUMM NUOHaMMU, LLIEAEeBP HanuULLy
— BCe paBHO KapTuHa yraet 3a 200
pybnei», — paccKasbiBaeT oHa 13
paboTHWL, apTenu, eLle ogHa npu-
ATHaA HeHLLMHa CopoKa feT.
LleHa nckyccTBa — YyTb BbilLie
ceb6ecToMMOCTH MaTepu1arsnoB.
MomuMo daHepbl 1 paM, 3To
APKKWe, rycTble MacnAHbIe KPacKW,
KOTopble, He *Kanes, XyOoHHULbI

OCTaHaBNMBaNacb HYU Ha MUHYTY.
[pyroe Oeno xyoosHULbI.

OHw Bce 30eck B 04HOM M0JS10-
HeHun. Bcex 30BYT KOPOTKO, MO
MMeH, 6e3 BCAKOMo 0T4YeCTBa:
Kars, CeeTa, BanAa. HesaBucumo ot
BO3pacTa, CTara 1 TanaHta. dau
KaK pasrnageTb ero — 3TOT TaNaHT,
— Korga Hafo cAaTh K BbIXOAHbLIM
YeTblpe «cobopa» 50 x 70 cM 1 aBa
«nemn3amar 50 x 90 cm. lMNokasa-
Tenb 3¢ $EeKTUBHOCTY 346Ch TOSBKO
0[VH: 0[JHa C ropeM fonosiam
KopnuT Hag «KpemneM» aBa OHA, a
ApyraA Mos4a ycreBaeT HanucaTb
UX YeTblpe 3a JeHb.

Ho pyku noMHAT 1 gpyrue Bpeme-
Ha — KorJa Ha 3aKas Nnpocunu He
CHervpen Ha efloyKax, a Konum ee-
JIMKMX MacTepoB. [1a v K ToMy e

B KaXKO0M U3 HUX B AyLLe KONTUT
CBOA NOTPEBHOCTL B NPU3HAHUM.
Kak niobana opuruHansHas naes,
¢uneM Enenbl Jlackapu xopoLu

caM no cebe, Ho brne K duHany
permccep NoAroToBUna eLle oauH
TOHKUM xof. OcTaBMB X03AMKY apTe-
11 B poaHoM PA3aHK, ee XyOoMHHU-
Libl 0TNpaBnATCA B TPETbAKOBCKYIO
ranepeto. Ytobbl B opuUruHane u B
MOJHbINA POCT PasrmAaeTh LedeBpbl,
KOTOpble NPUXOQMUTCA ClMYaTh C
MEJTKUX PernpoayKLMM No 3aKasy
KnneHToB. B 3TOM cBUAaHWK ¢ npe-
KpacHbIM, KaK 1 B KaX oM oTny-

XOJICTbI, CaMa NMoKpblBana JlakoM
KapTWHbI, 06nayana ux B pambl 1
ynakoBblBana B nonuatuneH. Cama
MCKana noKynaTtenen-onToBMKOB.
B Aene coBpeMeHHOro HapoAHOro

apTesiv HAHOCAT Ha XOJCTbI.
C xo03AlKoM Bce 6onee-MeHee
AICHO: NpAMas, BoneBas, Tpyaosio-
6vBan, — ee 3aa4a 3aKslovaeTca
B TOM, 4YT06bI paboTa apTenu He

LLLEHHOM UMW KOMMEHTapUK — CTOS1b-
KO {M3HMW U YUCTOIr0 UCKYCCTBA, YTO
XBaTUT Ha BCe pa3Baribl, LLocce U
BEPHUCAXKM HEOOBATHOM POAVHDI.
Hukuma Kapyea

He y4un 1 He caasan. Mony4aeTcA, 3NUTLCA He Ha Koro,
KpOMe Kak Ha cebs. BoT oHu 1 3nATcA.

X naHW4ecK1e MeTaHWA Mo YnnLaM XMyporo AniMatsl.
CuTyaLwmA 00HOr0 3HaKOMa BOMBLLMHCTBY CTYOEHTOB,
TOSBKO Ha KOHY CTOUT ropasfo bonblLe (0Ka3bIBaeTcA,

1 camoyBarKeHue: Aaap — He TUMYHBIN «Marop»,
TUNWUYHBIE OTHIOOb He TArOTATCA TeM, YTO BCE [OPOrU
OTKPbIN UM [06PbIN Nana). CuTyauma gpyroro paspa-
6oTaHa eLLie [loctoeBCKUM. Mup ABYX PEBAT pyLLKTCA,
COTPACAETCA, HAYMHAET UCKPUTB Ha CTbIKaXx MX cyaet.
[locTaToyHo 1 NONOMKK Lnarbayma, npu KOTopoM Ae-
HYPUT 06anmeBLLUMIA OT HU3HEHHBIX UCMbITaHW PayaH.
3TOT aHTWYHbIM POK, TAFOTEIOLLMIA HAaZ TEMM, KTO Bbiny-
CKaeT M3 pyK MeuTy, 30€eChb CTOMb CUSEH, UTO 0TOABU-
raeT KyAa-To Ha BTOPOW NaH CoLpanbHylo COCTaBAI0-
LLlyl0, @ OHa, BEPOATHO, Ka3anack BarkHoM. CAMLLKOM
Y 3HauuTeneH TMTp «OcHOBaHO He peanbHbIX Cobbl-
TUAX», CINLLKOM YHK KpaCHOPeUMBbLI Nepexofbl Kamepb
OT XPYLLEBOK K 3MUTHOMY KBapTany B LieHTpe AfiMarTl.

OQHaKo MK KOppYMLMOHHOIO FOCYAapCcTBa, BOOObLLEe
3HaYMMbIN /1A NOCTCOBETCKOMO KMHO, MOABNAETCA
3[1eCb TOPOM/IMBO W1 Ha MOCEeOHNX MUHYTaX, U BPAL N
yHe 1A Yero-To BarKeH: MpUroBop Cyabbbl CBEpLUMSI-
cA. AMepUKaHCKUIA Npodeccop NbITaeTcA 03BYYUTL
CBOVI MPUroBop 0BLLIECTBY, KOrAa PAcCyKOaeT O TOM,
«noyeMy y Bac bapaak, a y Hac NopALOK»: Mbl, MOJ1, Ha
3anafe paccumTeIBaEM TONbKO Ha cebs, a BaM BCe Mo-
MoraloT — oTel, 6par, csart... ipoHusA cyapbbl B TOM, 4TO
repoAM-TO KaK pa3 HMKTO He NMoMoraeT, BepHee, Nno-
MOLLLb OKPYHAIOLLIMX MMEET ANA HUX HUYTOMHO Manoe
3Ha4eHWe. B KoHLLe KOHLIOB — BCe MOMOLLIHWKM U COBET-
YMKW FOTOBLI PaCTBOPUTLCA B MpeayTPEeHHMX CyMepKax
3Toro ¢pmnbMa, B BEYHOM MoyapeMe U oLeneHeH!M.
C 310l aTMOCdepoit XOpoLLO coYeTaeTcA CrIoKoMHanA
COCpPeoTOMEeHHOCTb YeNTOBEKa, KOTOPLIM BCe MOTEPAS.
[lBoe B nycToM ropofe: 0AnH CrIOKOMHO OOoMMAaeTCA
apecTa, BTOPOW — BLICTPena B ros1oBy.

Uz0pe Cagenves
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MUKPOKOCMOC

OWJ1bMbI, KOTOPbIX 3[ECH HE BbI/10
JMOUMOEP (LUCIFER) /

PEM. TYCT BAH [1IEH BEPT'E

NaHTVBLIN 28-neTHui 6enbruel, Myct BaH geH
Bepre cBouM TpeTbiM dunbmoM «Jlioumdep» noa-
TBEPHAAET penyTaLmio BU3yasibHO 04apeHHoro,

¢dunocodckm MbicnALLLEro aBTOpa CO CBOEM TEMOM U
rO/0BOW, He NOABEPHEHHOI0 BAIMAHUAM KMHEMaTorpa-
duueckol «mofbl». YeTbipe rofa Hasapg oH AebloTvpoBan
M3yMUTENBHOM POMAECTBEHCKOM NacTopanbio «KpoLLka
Wucyc n3 OnaHapum», BCe posiv B KOTOPOIA Chirpani
HenpodeccvoHansl, 6onbHbIe cvHapoMoM [layHa. Motom
6bina cHATaA ¢ appUKaHCKUMU OeTbMU «CUHAA NTULE» No
MeTepnuHKy. [1nA CbeMOK HOBOM KapTWHbI OH OTMPaBuI-
€A B MEKCMKaHCKYI0 [IepeBHIo, B HAMBHOM NPYMUTUBK3ME
YKNaza KOTOpOW NapafoKcaibHO 06HAPYHKMA YepTbl pas,
KyQa — Ha CBOeM MyTW B af, — HEHAJoMro 3arniaabiBaeT
3armaBHbIv repoi, Slioumndep, aKkc-niobrmew, bora.
[MpuLueneL, U3 HeBeLOMbIX MAPOB HE OKAXKETCA aHresloM-
ucTpebutenem, Kak B «TeopeMe» Mbepa Maosno Maso-
JIHW, XOTA U HABCErAA U3MEHUT OpeMyyee TeyeHue
CEJIbCKOM HU3HW: CBeIA 3HAKOMCTBO C TPYA0/06MBONA
npaeegHuLeit Jionutoi, JNioumdep ncuenut ee o6e3Ho-
¥eHHoro 6parta (ToT, BripoyeM, niyT — NpUTBOPA/ICA Na-
PanUTUKOM, TOJIBKO Bbl He paboTaTk) U ON0A0TBOPUT ee
BHYYKY (a 3T0 fieno HexuTpoe). Y106kl NogHepKHYTb Knay-
cTpo¢06CKyI0 3aMKHYTOCTb Mapaam3a, NoYTv Becb GrnbM
BaH geH bepre cHMMaeT B npuayMaHHOM UM cUCTEMe
«TOHO0CKOM», 3aK/04aA B KPYr NO3TUYECKM pa3MbIToe
n306parkeHune, YeM-TO HaNOMUHAIOLLIEe 3a4apOBaHHbIN
B3r71A4 T0 /K XepLiora, To /i Peltragaca. MHorga oHo, 6e3
BcAKMX 3D-04K0B, Npro6peTaeT 06beM — U 3TO MOMEHTBI
YKCTOW Maruu, MOYTU He BCTPeYatoLLMecs B COBPEMEHHOM
KuHO. YalLie Bcero n3o6parkeHe HanoM1HaeT B3mAg

B MMKPOCKOM (MK Tesieckon) — B 3aBUCUMOCTU OT TOT 0,

B KaKoM MacLUTabe BOCTIpUHUMATL [EMOHCTPUpYeMble
CobbITUA. A MHOrOA KaMKeTCA, YTO CTOWLLIb, 3aApaB rosoBy,
NMByAC Ha Kyrnos xpaMma.

Cmac TeipKuH




'aKCW» — BOCbMOW NMOSTHOMETPAXKHBIN GUIEM
(( [xadapa MaHaxu v yre TpeTuiA, CHATBIN UM

B YC/IOBUSAX MECTKOr0 3anpeTa Ha npodec-
cvio (Henb3A persnccupoBaThb, MUCaTh CLiEHapUK, Aarke
M1caTb UHTEPBLIO) M TIOPEMHOT 0 3aK/I0YEHNSA, 3aMeHeH-
HOro Ha YcnoBHbIN cpoK. Ha BepnunHane eMy focrancs,
B 06LLeM, MpeacKasyeMbii Npus — «30/10Toi MeaBeab,
— HO COBbITUEM OH CTas He NMo3ToMy: HA060pPOT, HiopK
[appeHa ApoHodcKu nuLLb NoaTBEpAMIIO 06LLEen3-
BECTHOE W NPU3Haso 04eBUOHOE, HA3BaB KaPTUHY
MaHaxu ny4dien. Peruccep YHUKanbHOro TanaHTa, oH
ABawapl 6pan npusbl B bepnvHe u paHbLue — npaeaa,
06a pa3sa «cepebpo», — a eLLie y Hero ecTb KaHHCKWe
«30n0Tan KaMepa» 1 «Ocobbi B3rAL», TOKAPHCKUIA
«3010TON Nleonapa» U BEHELMAHCKUIA «30/10TOM J1EB.
Celt4ac e, Korfja OH CTas ¥epTBOW peruMa, byayum
HaCUILCTBEHHO OTCTPaHEHHbIM OT paboTbl M HaxoaACk
nof 3anpeToM nokuaats MpaH, nioboe YectBoBaHWe
MaHaxu — eLLe W FpaOaHCKUA OO KaXKO0ro yBarKalo-
Lero cebA KuHeMaTtorpaducta. TaK BOT, BHe 3aBUCUMO-
CTW OT 3TUX YBJIeKaTe bHbIX 06CTOATENBLCTB, JOCTOMHBIX
ellle ofHoro ¢punbMa UM poMaHa, «Takeu» — MonpocTy
6necTALLee KMHO, B paBHOW CTEMeHW yBReKaTesibHoe U
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rny6oKoe, MPOBOKaLIMOHHOE M NMPOCToe, couparbHoe
M XyNniMraHcKoe. A eLlle — JOKa3aTesIbCTBO TOro Te3nca,
YTO rNaBHOE B KMHeMaTorpade Bce-Taku 3aMblces 1
TaaHT, @ HUKaK He ¥aHp 1y GlooreT.

«TaKcu» CHATO, B OCHOBHOM, Ha MOBWUBHUK U BUOEO-
perucTpaTop, Bo BCeX PosifiX — HenpodeccuoHarsb|,
BKJI0MaA caMoro persmccepa. MNaHaxu, KoHeuHo,
BbIOAOLLMACA NMOCTAHOBLLMK, HO TOYHO He aKTep,
0[HaKO 34ecb UrpaeT rMaBHyto posib. Bo Bcex cMbicnax
IMaBHYI0, UHbIX GaMUIUIA B TUTPaX HET, — HO He U3-3a
pasayToro aro aBTOpPa, a UCKYUTESIBHO AN1A TOro,
YTO6bI OTBECTU YPO3Y OT aHOHUMHbIX COY4aCTHUKOB
HenerasnbHO CHATOM KapTUHbI U MPUHATB BCIO «BUHY» Ha
cebs. UtaK, MecTo [encTBUA — 06bI4HOE eNToe Takeu,
pyneBoW — My¥KUMHa B KEMYOHKE, B KOTOPOM M HAaCMOo-
TPEHHbIV 3pUTeb, U JarKe KIIMEHT 3anpocTo y3HaeT
naypearta BCeMUpPHbIX $pecTvBanen, HolH4e BbIHYHK-
JeHHoro 3apabatbiBaTh (3T0 y¥e, BNpoYeM, BbIMbICes)
TaKkUM peMec/ioM. YBMAOEHHbIN Yepes No60oBoe CTeKN0
TerepaH — CyMaToLLUHbIN, HEYIOTHLIN, BCErOa HEOHMN-
[aHHbIN U ¥MBOK — NpeaMeT BriobneHHocTu MaHaxu, n
370, OTHIOAb He 6e30TBETHOE, YYBCTBO POXKOAET M3 KaK
6bl [JOKYMEHTasIbHOro MoAX0Aa UrPOBOEe K1HO: He 0aMH
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¢unnbM, a cpasy HeckosbKo. B «TaKcu» X ¢ AeCATOK,
MarieHbKUX UCTOPUIA, Kawdas B CBOEM AyXe U rKaHpe.
WX npuHoCAT B canoH aBToMo6UnsA fioau, KoTopble TaM
0Ka3bIBAOTCA Ha BPEMA HE/IMHHOM MOE3KU — Y KOro
MNATb MUHYT, Y KOFO CEMb.
Be3paboTHblii, yBepeHHO NPOrHO3MpYIOLLMiA yBennye-
HME KOJIMYECTBA CMEPTHbIX Ka3Hel U penpeccuBHbIX
3aKoHoB («[lpaBusnbHo!.. CoBceM Hapod pacnycTun-
CA»), U ero ciy4aiHasa nonyTYMLa-y4mTenbHULa,
TLLETHO NPM3bIBAIOLLLAA K MUIocepaumio. YMmpatoLL i
C *KEHOMW, KOTOPbIN Mo Jopore B 60/bHULY MblTaeTcA
3anmucaTtb Ha MOGUNTBHUK 3aBeLLaHKe — MHaYe Bce
WMYLLLeCTBO [OCTAHETCA He NI0OUMON HeHLLMHE, a
6paTbaM. bapbira, pa3Bo3ALLMit N0 [OMaM KIMEHTOB
nupatckue DVD, KoTopblit 30BeT [NaHaxu B coy4acT-
HUKM: KaK-HUKaK, U3BECTHbIV perkuccep, busHecy
nomoet! [1Be [OMOX03AMKM, KOTOPLIM HE06X0OMMO
BbINYCTUTb 30/10TYI0 PbIOKY B CBALLEHHbIA UCTOY-
HUK, MHa4e c4acTbA B MM3HWU He BUAATb. ABOKaT-
NpaBo3aLLMTHULLA, KOTOPYIo KoMern No cobcTBeHHOM
VHULMATMBE NIULLIWIN TMLLEH3MN. HaKkoHeL, LUKOSIb-
HUUa, pogHas nneMAHHULA MaHaxu (noanunHHoe
NULL0, OHA-TO M NPUHMMana 3a HeBbIE3QHOI0 aBTopa
dunbMa ero npus B bepnnHe), KoTopow yunTenbHULA
Mopyymsa CHATb CBOE KMHO — HO TOJIbKO MO MPaHCKUM
npaBuiaM, COrflacHO KOTOPbIM Y BCEX NepCOHaMeN
JOMHKHbI BbITb MMeHa U3 KopaHa, HUKTO He [oJTHKeH
MPUMEHATL HAaCUIMe U pyraTbes, a B KOHLe Heobxo-
UM X3MNnu-3H4. 3ToT 3a6aBHbIN 1, 6€3yCNOBHO, 04eHb
NNYHBIA ANA perkunccepa anu3of ABHO 6yaeT ocobeHHo
6/11M30K POCCUMCKUM KUHO3PUTENAM.
Ho BcA aTa necTpanA HapesKa, KOHEYHO, NWLLIb KarKeTcA
cny4YanHon n xaotndHon. ®uneM MaHaxu, Npu Bcem
BbIHY¥{AEHHOM MUHUMaNM3Me U KYCTapHOCTU, He MeHee
BUPTYO3HO U FECTKO NPUAYMaH 1 BbICTPOEH, YEM ero
paHHuWe Weespbl, «3eprano» unu «Kpyr». U3mmean
PEHMUCCEPCKMUIA HAPLIUCCU3M, aBTOP LIeNIMKOM OTAaeT
cebs Toi 6e3}KanocTHOM M BCe paBHO NpeKpacHom
BCEJSIEHHOM, 0 NMPeobparKeHN KOTOPOI OH NMPOAOSIHAET
MeuTaThb U B CBOel MObUIbHOM TIopeMHOM KaMepe. Kak
B dunbMax o60raeMblx MaHaxu HeopeasncTos, OH OT-
peKaeTCcA 0T CaMOKOMaHWA UK NPAMO COLMANbHOCTU
BO MMA MPOCTOr0 M APOCTHOIO MYMaHWU3Ma, Ny4LLnM
WHCTPYMEHTOM KOTOPOro, HECMOTPA Ha BCE MEPEKMTO.,
No-TNPeHEMY CHMTAET KMHeMaTorpagd. 3To Npo3sy4unT
6aHankbHo, Ho «TaKcu» — U3 Tex peayanLLnX GUbMoB,
KoTOpble AenaloT MUP NydLle. YiKe MO3TOMY HUKaKue
Np13bl MMpa He CNOCcobHbI MO-HACTOALLEMY BO34aTb
eMy [0SIHKHOe.

AunmoH [JonuH
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BOCTOYHAA 3JIEI'NA

HEHCK/1 B3PbIB
AH (AN) / PEXX. HAOMW KABAC3

6LL1aACh KaK-To C KoNeromn us

AnoHuK, A ¢ yamsneHueM ysHan,

YTO «AMOHLbI TEPrEeTb HE MOTyT
Haomun Kaeaca». 3710 yto-TO HOBOE U3
cepumn «wBebl HeHaBMAaAT beprMa-
Ha». B npefcTtaBneHnu onpegeneHHom
YacTu wuTenen ctpaHbl BocxoaAwe-
ro ConHua Kasaca «pucyet AnoHuio
Ha 3KCMOPT, NOTaKaeT eBPONENCKUM
BKYCaM, MNaKMM Ha 3K30TUKY» U T.M.
TaKoe 3aABneHMe HECKONBbKO U3yMnA-
€T, NMOCKOJbKY TPYLAHO NpeacTaBUTb
OpYyroro COBpeMeHHOIro ANOHCKOro
aBTOPa, KOTOPbLIM C TaKOW e noayep-
KHYTOW LLLeNeTUNbHOCTbLIO NMecToBan
6bl LLEeHHOCTM JaNlekuX 3MoX, NoYTH
CTepTbIX C ML 3eMNU NOL HaNopoMm
uMBMnM3aumun. Moser 6bITb, pasapa-
KeHWe Co0TeYeCTBEHHNKOB Bbl3biBaeT
yenaHue Kaeacs u3BneKkatb Ha cBeT
60ui1 cnoBa 1 TpaguLMK, NoTepsABLLKE
Ha poauHe BCAKYH CBA3b C COBPEMEH-
HocTbio? TaK, He BCAKUI ANOHeL, roToB
cXo4y 06BACHUTL CMbIC/ Ha3BaHMUiM OT-
JenbHblx punbMmoB Kaeaca. HanpuMep,
«XaHaasy» unu «LLapa». U, BoaMoHo,
Cepbe3HOCTb M COCPeOTO4EHHOCTb, C
KoTopoi HaoMu caoyBaeT Mblfib BEKOB C
TPUBMAnbHLIX 06bEKTOB bbiTa, JalOT ee
cooTeYeCTBeHHMKaM MoYBY ycMaTpu-
BaTb B [eNCTBUAX perunccepa noson
copurMHanbHuyaTh. Kto 3HaeT, ecnv
6bl B HaLLMX KpanAX HaLLesicA MacTep,
KOTOpbI 6bl BOPYr 06Hapy*us B nan-

TAX WN yXBaTe CaKpaMeHTasIbHbIN Ko
PYCCKOM AyLLUW, BO3MOMHO, 3TO U B HAaC
BbI3Basio 6bl OTKPOBEHHOE HenpuAThe U
HacMeLLKy.

Ho Bce 'Ke 6n113Koe BUOMTCA U3aane-
Ka, 1 no3Beosio cebe AONYCTUTb, UTO
HEBWHHBIV B3MMIAL Ha OPYrYio KynbTypy
MMEET CBOU HeOL,eHUMbIE NpenMyLLe-
ctBa. Tak ¢punbMbl HaoMu nossonsioT
HaM CrbILLAaTh roJ1oca BELLEN, OLLyLLaTh
MX OblXaHWe, UX HUBOe NPUCYTCTBUE.
KoHeYHo, 3T0 «04eHb NO-ANOHCKU» —
HagenATb AyLLIOW To, YTo anpuvopu ana
Hac MMeeT NpUKaaHyIo LleHHOCTb. BoT
1 OencTeue HOBOWM KapTuHbl KaBaca
«AH» (3T0 He 1M#A, a Ha3BaHwWe, KoTopoe
HOCUT Clafikas HauMHKa U3 6060B) Bpa-
LLL@eTCA BOKPYr NpoLiecca NpuroToB-
NEHWA NULLK, BKYC KOTOPOM HamnpAMyo
3aBUCUT OT HaLLIEro K Hel OTHOLLIEHMA.
Ho owwmbaeTca ToT, KTo OyMaeT, 4YTo no-
Ka3 6yNbKaloLLMX Ha OrHe KacTpiosib U
YKapKU KpoLLeYHbIX onaabeB (Qopankm)
cocTaBnfeT cyTb uctopun. [na Kaeaca
3TO0 He caMoLleNlb, a CPeacTBo, beper-
HafA feTanb, U3 KOTOPOW poxaaeTca
Opyras nsymMuTesnibHaa CeHTEHLUMA:
npoLiecc ogyLleBieHWA HeoayLLeB-
NeHHbIX MPOOYKTOB HarnpsMyto CBA3aH

C Ye/TI0BEKOM, C ero BHUMaTeNbHbIM
OTHOLLEHUEM K MUPY «HMBbIX» U «MepT-
BbIX» 06beKTOB. [03TOMy, BMecTo Toro,
YTOObI NPOCTO CHMMATbL BKYCHYIO efly,
KaBaca 6onblLue cocpefjoToyeHa Ha

MIFF dHLILY maner B «okTABpe»

rMoKase Toro, KaKk 6epexHoe oTHoLLe-
HUWe K npoueccy NpurotosneHua bnioaa
npeobparkaeT 1 obnaropaxunsaeTt
YesloBeKa, AeNaeT ero ToHbLUe, y6iKe,
npobyaaeT ero 4yBCTBEHHOE, COCTpa-
JaTenbHOe OTHOLLEHWE K MUpY.

Mpu 3TOM ypOK YenoBe4yHOCTU HaM
NpenoaHOCAT repou, KOTopbiM caMo
YenoBeYECTBO 0TKa3aso B CBOEM
yyactum. lNper e Bcero — aTo HUCNOC-
NaHHbIN rNaBHOMY repoto, yrnpas-
NAOLLLEMY KpOLLEYHOM 3aberanoBKo,
aHren B IMLLe HE3HAKOMOW CTapYLLIKW,
KoTopas npefnaraeTt CBOIO NOMOLLb

B NPUrOTOBNEHUN TPAAULIUOHHOIO
6nioaa. 3ToT AHren caM U3roi: pyKu
CTapyLUKM n3yBeyeHbl Npokason. o
3TOM NPUYMHE, eLLe B loHble rofbl OT-
BeprHyTan ceMbel, oHa bonbLUyto YacTb

CBOEMN ¥M3HW BbIHY}KAEHa NPOXMBaTh B
nenposopuu. MNapafgoKc, KoTopsblii 06-
HapywmBaeT Haomu KaBaca, coctout B
TOM, YTO «HaKa3aHHaA BoroM» repouHsa
ABNAETCA HeNnocpeacTBEHHO BoXKbUM
nocnaHHuMKoM. 06pas cTapyLUKu co3-
nana usymmtenbHas KupuH Kuku. 3ty
aKTpUCY Yalle 3afeMCTBYIOT B pOSiAX
KOMWYECKUX CTapyX, HO B [OKYMEHTalb-
HOW CTUNIUCTMKe ¢unbMa Haomm KaBaca
OHa NOKOPAET eCTECTBEHHOCTbIO CBOEr0
cywiectBoBaHuA. Korga Ha KaHH-
CKoWi NpeMbepe dunbMa cosfarensam
YCTPOUIIM 0BaLmio, cMyLLieHWe KupuH
KuKku He 3Hano rpanuu. [are He 3Halo,
YTO B 3TOM cJly4ae 6osiee 60OXKeCTBEH-
HO — OTMeHHanA 1rpa UM BpoHAeHHoe
6naropoAcTeo.

Uzope CykmaHoas

MHTUMHbIV
AHEBHUK

OHEBHWK MOPHYHON
(JOURNAL D'UNE FEMME DE CHAMBRE) /
PEM. BEHYA HKAKO

- Kak y Bac pogunca 3aMbicen 3Tou uctopumn?
BeHya M{ako: YenoBeK, KOTOPOro A 04eHb Miobio,
paccKasarn MHe 0 KHUIe, KOTOPYIO A eLLie He YMTas, XOTA
3Han CHATbLIE MO Helt dunbMbl PeHyapa v ByHioana. Mpu
3ToM caM poMaH OKTaBa Mup6o, KoTopbli Korga-To 6bin
O4YeHb M3BECTEH, KaK-To MpoLLeN Torda MUMO MeHA. MHe
bl He NPULLINO B rofioBy 6paThCcA 3@ HOBYI SKPaHK-
3aLMI0 3TO KHWMK, eCnivt Bbl He 3Ta peKkoMeHaaLUmA
61M3Koro YenoBeKa: NoACKa3aTb MHe naeto caenaTb
GUbM M0 3TOM KHWMe JOMHKEH Bblf TOMBKO TOT, KOro A
04eHb o610, Ho co MHOM Takoe BrepBble MPOUCXoauT:
YTO KTO-TO FOBOPUT, MPOYMTal KHUMY U Tl 3aX0YelLllb
CHATb M0 Hell dWNbM, — 1 OKa3biBaeTcA npas!

- A noToM Bbl HaYanu HabnAaTh 338 OTHOLLIEHUAMM
X03AIMHa U ropHUYHOM? Begb 3T oTHoOLEHKA Be3ge
oAuHaKoBble?

- KoHeuHo, M03TOMy-To OHW MeHA 1 nHTepecytoT. ELLie
[BafLaThb NeT Ha3af A CHAN GUIbM O COBPEMEHHOCTU, O
cnyatem otenA. OH HasbiBancA «OamHoKaA AeByLU-
Ka, IMaBHyIo POfib B HEM MCMoNHWNa BuprnHu Jleay-
aiteH. TaK uTo 3Ta NpobnemaTtika AnA MeHA MHTepecHa.
- K npumepy, B pectopaHe, — nbiTaeTecb 1 Bbl NO-
HATb, YTO 3a YenoBeK Bac obcny»xusaet?

- [1a, MHe 3T0 04eHb MHTepecHo. HegaBHO A CHAN
ncTopuyeckmin dunbM «lpotiai, Mos KoporeBay. Tam
Jlea Ceinny vrpaet nNpucnyry, FOpHUYHYI0 KOPOeBbI.
OHa ToKe OonMKHa BbINONHATL YKa3aHusA. BoT 310 MeHn
04eHb MHTEPECYET — HACKObKO MOMHO MOKOPATLCA, A0
KaKoro npegena?

- XoTenu nu Bbl caenatb COBPeMeHHYI0 UHTep-
npeTaumio ToM CUTyaLUm, K KOTOpoit o6paTuanch

B «[powyani, Moss Koponesa»? B rnasHow ponu B
«JIHeBHUKe ropHUYHOMN» Bedb Ta e Jlea Cenpy.

- MHe xoTesock n3beratb 06enx KpanHocTel, Ho co-
6110CTU paBHOBECKE. XOTEMNOCh 0CTaTLCA MaKCUMarbHO
BEpHbIM OPUIMHANY, XOTENOCh BCE MaKCMMaslbHO
TOYHO BOCCO3/aTb, HO MMEHHO 3TO BOCco3aaHue U
npearnosnaraeT HeKyIo CBA3b C HACTOALLIMM MOMEHTOM.
YT06bI 3pUTESb HE TEPAN UHTEPEeCca K GUbMy, Aarke
€CNM A3bIK O1A HEro HEMPUBbLIYHLINA, eC/IN KOCTIOMB
HenpuWBbLIYHbI, C/IN BMECTO 3/IeKTPUYeCcTBa cBeyn. MHe
XOTeNoCh, YTobbl y 3pUTensa 6biNo YyBCTBO, YTO BCe
MpOUCX0aMUT ceivac.

- Yo HoBOIO Bbl OTKPLIIM AN1A cebsl B HeHLMHax
BO BpeMA paboTbl Hag ¢uAbMoM?

- Y70 OHM HAMHOO MTyHLLIE MY*KUMH YMeIOT FOBOPUTL
«HET», MPOMU3HOCA «aa».

- 3To rMaBHasA OTIMYMTENbHAA YepTa NepcoHaXka
Nea?

- [a, 6e3ycnoBHo. Ho MHe xoTenock, YTobbl 3puTeNb
Cpasy NPEeKPacHO MOHWMaJ, YTO OHa FOBOPUT «HET», HO
ee BblHYXKOaI0T CKa3aTb «danr.

- MNoka3sbiBanu nu Bbl e, Kak yéupatb, roToBUTL?

- Henb3# cKka3zatb, YTobbl A ee 4K, HO A ell MoKasbl-
BaJ1 HEKOTOpble ABMMKEHWA, MO3bl, MECTa, B KOTOPLIX

el HyYKHO BbINI0 HAX0aWTLCA, MapLLPYTHI, MO KOTOPbLIM
X0OWTb. A MOMOrarn el CTaTb YacTbio MMPa, KOTOPbIN He
6bI1 1A Hee PoAHBIM: MMPa CITyMKaHOK.

- Jlea Ceinty nsMeHunacb c rogamm?

- OHa npocTo Mo HaType HecrnocobHa 4o 6ecKoHeu-

HOCTW [enaThb TO, UTO YrKe yMeeT. Y Hee ecTb NoTpeb-

HOCTb MUCKaTb YTO-TO HOBOE, YTObbI ABMIaThCA darbLue.

[MoaToMy oHa NOCTOAHHO M3MeHsAeTcA. Karkabli GunbM

[0J1A Hee — BO3MOMHOCTb OTKPbITb YTO-TO HOBOE.
Uumepaoio senu Aca KonodusxcHep

u lMemp LLlenomuHHUK




TOLL BAR

COMPETITION
DIR. ZHASSULAN POSHANOV

Those who follow the “new wave” of Kazakh cinema
might think the films by the young directors have a
common feature, which is a dead end the characters
find themselves in. Whatever they do, the situation
gets worse. The more effort they make, the deeper
they sink under the weight of everyday challenges, the
corrupt government and the world itself. And it won't
stop until they're physically destroyed. It resembles a
child torturing a fly, tearing its legs one by one while
it tries to crawl away. This was the case with Adilkhan
Yerzhanov's film “The Owner”, which was included in the
2014 MIFF out-of-competition program. The characters
were mugged and beaten up regularly, yet they crawled
on, covered in bruises, until they finally fell. Although
maybe the fact that Adilkhan Yerzhanov co-wrote the
script of “Toll Bar” has something to do with it too.
Zhassulan Poshanov's film is different esthetically and
has a different message. It wouldn't be true if we said
life is pressing on Rauan, a guard, let alone Aydar,
with some particular sadism. Often we don't even see
the power behind a new stroke of bad luck: it remains
unknown, for example, who kicks Rauan and his little
brother out of their squalid house again and again. Can
evil really be epitomized by the trainer who throws
him out of the team and crushes his hopes of a career
in sport? But he doesn't really have a choice, because
Rauan, totally exhausted by working round the clock
and barely alive after the severe beating-up, is obviously
unable to win on the ring. The trainer does his job, and
so does the American professor who doesn't allow Ay-
dar to transfer to the British university, simply because
the latter hasn't learnt anything or passed any exams.
It seems there’s no one to blame but themselves. And
so they do.
The two guys rush about the gloomy Almaty streets.
Aydar’s situation is familiar to most students, except
that in his case much more is at stake. Self-respect,
for example: Aydar proves to be more than a typical
“rich kid", as typical rich kids usually have no problems
with the fact that kind Daddy has opened all the doors
for them. Rauan finds himself in a situation similar to
Raskolnikov's in Dostoevsky's “Crime and Punishment”.
The guys' worlds are falling apart. And when a toll
bar at the parking lot which Rauan is guarding breaks
down, it turns out to be enough for their universes to
collide, sending sparks in the air.
Ancient Fate hanging over those who give up hope is
so powerful in the film that it moves the social aspect
of the film to the background. And it apparently was
supposed to be pretty important, as the title “Based on
a true story” is too obvious, and the camera moving
from the elite area in the centre of Almaty to poor
apartment blocks is too eloquent. But the corrupt
government, the image that is particularly important
for post-Soviet cinema, only appears here in the last
few minutes, as if in a rush, and makes no real differ-
ence: the fate has passed its sentence. The American
professor tries to pass his as well as he offers his
version of ‘why you live in chaos and we don't’. The
thing is, he says, we in the West only count on our-
selves, while you receive help from everyone - father,
brother... This is quite ironic as the main characters
get no help, or rather, the help they're offered is utterly
insignificant. In the end all the helpers and advisors
are ready to evaporate in the morning twilight of the
film, in its semi-drowsiness and numbness. This
atmosphere is very fitting for a calm concentration of
the person who has lost everything. Two are waiting in
an empty city: one — for an arrest, and the other - for
the bullet in the head.

Igor Savelyev

REALITY / REALITE

81/2 FILM
DIR. QUENTIN DUPIEUX

It's impossible to say what “Reality” is about. And this
is an all but forgotten feature of true — which nowa-
days means almost avant-guard, - cinema, which for
Dupieux, a visionary and a dreamer, is an object of love,
irony and humorous teasing. Not as much a post-mod-
ernist as a Tati's unexpected successor, he presents
his reserved plastic and grace to insane Hollywood
residents - cops, cowboys, desperate housewives,
unfortunate directors and other madmen who can't tell
the difference between real life and cinema or them-
selves and the characters of some B-movie anymore.
The interest of Dupieux, a Parisian musician and director,
to American culture is and ironic and purely European. In
his movies “loony Americans” are played by the French
who speak English with a mock accent and parody the
very idea of the cross-cultural exchange. Dupieux excites
his own and the audience’s imagination by the American
pop culture and pop art, high Hollywood genre and trash.
He looks at them from the distance, connects and dis-
connects them, revealing unexpected cultural layers, like
the fact they are surprisingly close to surrealism and the
theatre of absurd, which in “Reality” shows against the
background of Hollywood hills, wasteland and cinemas
that screen zombie horrors about killer TV sets. This is
a gory B-movie that comes as a dream to a camera-
man working for a culinary shows who, in another of his
nightmares, dreams of receiving an Oscar for the most
terrible scream that he was commissioned to make by
a nerdy producer who spends his free time shooting at
surfers breaking Californian waves from a sniper rifle.
All the characters come to each other in dreams and see
dreams dreamt by others. All of them sleepwalk and
have no chance of waking up.
“Reality” is a film about a different film that contains yet
another film inside, a Russian doll dream, an impos-
sible Rubik’s cube, a labyrinth of mirrors and illusions
that you don’t want to leave. But while watching this
film, you never cease to marvel at how easily, clearly
and skillfully, practically effortlessly, the author creates
and cultivates his “garden of diverging paths”. The only
person who is capable of controlling his dreams and
waking up is Dupieux himself. And what is it if not the
most accurate metaphor of being a director?
“Reality” — well, just like reality - is impossible to recre-
ate, as it's impossible to retell a dream recorded on a
video cassette covered in blood that a small girl named
Reality finds in the belly of a dead hog. This is a dream
of a grey-haired director who films Reality in his new
movie. This is a dream another ill-fated filmmaker has
after seeing a movie hasn't yet finished in a cinema next.
And this is what comes as a dream to us, the audience
of “Reality” who forgot the dreaming nature of cinema
that Dupieux restores to its right with the sarcasm of a
disillusioned psychotherapist that explains the meaning
of a dream, fully aware it has nothing to do with common
sense. There's a different kind of sense - alternative and
reckless. It goes wherever strikes its fancy and can set
you free - if you follow it, just like Alice followed the Rab-
bit to Wonderland.

Evgeny Gusyatinski

LARISA'S CREW

DOCUMENTARY COMPETITION
DIR. ELENA LASKARI

Larisa is a pretty woman in the prime of her youth.
In 2000 she had a baby and lost her job. Her friends
recommended her to check out an art studio that had
opened in the neighbourhood not so while ago. Larisa

only shrugged: she couldn’t paint at all!l However, a
mere year later she opened a studio of her own. At first
she had to do everything herself: saw plywood, stretch
canvass, lacquer, frame and wrap pictures and then
find wholesale buyers for them. It turned out in the
context of modern folk art the quality of the pictures
means practically nothing. ‘Even if | kill myself working
on these peonies and create a masterpiece, the picture
won't sell for more than 200 rubles,” says one of the ar-
tel employeesbl, another pleasant 40-year-old woman.
The price of the art is only a bit higher than the cost

of materials that include plywood, frames and bright
and thick oil paints that the artists of the artel apply
generously to canvas. Everything’s more or less clear
with the owner of the artel: she’s outspoken, strong-
willed and hard-working, and her task is to make sure
the artel doesn't stop functioning even for a second.
However, the painters are different.

They all are in the same position. All are called by
diminutive names: Katya, Sveta, Valya and so on, re-
gardless of their experience and talent. And how can
you spot the talent if four “churches” 50 by 70 cm
and two “sceneries” 50 by 90 cm must be finished

by weekend? There’s only one way to measure the
effectiveness here: it takes one painter two days of
arduous toil to paint a “Kremlin” while another one
can easily paint four such “Kremlins” in a single day
But their hands remember a different times when
people paid for copies of the great masters’ works
instead of bullfinches on fir trees. And apart from
that, every single one of them hopes her talent will
once be recognized.

Elena Laskari film's is good by virtue of its origi-

nal idea. However, closer to the finale the director
reveals another fine trick: leaving the owner of the
artel in her native Ryazan, her painters go to the
Tretyakov gallery to see with their own eyes the
originals of the masterpieces they have to copy by
request of the clients. This meeting with Art, just
like every comment they make, is full of life and
creativity that will easily be enough to fill all the
shops and retail markets of our vast homeland.

LUCIFER

NG PICTURES
DIR. GUST VAN DEN BERGHE

28-year old director Gust van den Berghe with his third
film “Lucifer” once again proves his reputation of a talented
author who has vivid visual aesthetics and his very own
philosophy, and is dedicated to his own topics, method
and style, bravely disregarding the modern trends of world
cinema. Four years ago van den Berghe made his feature
debut - a marvelous Christmas pastoral “Little Baby Jesus
of Flandr”, starring non-professional actors with Down’s
syndrome. It was followed by the original adaptation of
Maeterlinck's “Blue Bird", starring African children. The
director placed the characters of this third film in a small
Mexican village in which he saw features of heaven,

which the protagonist — God's former favorite, Lucifer,
passes on his way to hell. This stranger from the unknown
world doesn't look like Pier Paolo Pasolini's “Theorem”
mysterious protagonist — but just like him, Lucifer will
forever change the conventional course of countryside life,
when upon having met hard-working, righteous Lupita,
he heals her paralyzed brother (who isn't really paralyzed
by the way, but pretends to be just to escape work) and
impregnates her granddaughter. In order to emphasize
claustrophobic secretiveness of this paradise, van den
Berghe uses his own unique system called “tondoscope”,
putting his poetically blurred images — reminding at

times of enchanted images of Vernor Herzog and Carlos
Reygadas - inside a circle. Sometimes these images start
getting volume — without any 3D glasses even! — and those



are the moments of pure magic that have become so rare
in contemporary cinema. At times these visuals remind
looking through a microscope (or telescope) — depending
on the scale in which you choose to perceive the story
happening on the screen - and sometimes, looking at
those visuals makes you feel as if you're standing in a
church, staring up at the dome.

TAXI

8 1/2 FILMS
DIR. JAFAR PANAHI

Stas Tyrkin

“Taxi" is Jafar Panahi's eighth feature - and the third film he
made after having been officially banned from profession
(he can't direct, write scripts or even give interviews).

His prison sentence has been replaced by a probational
one. The Golden Bear at the Berlinale was, of course,
predictable - Darren Aronofsky's Jury confirmed the well-
known facts when they deemed Panahi’s film the best. A
director of unparalleled talent, he already awarded twice

at Berlinale previously. He also is a winner of Camera d'Or
and Un Certain Regard awards from Cannes, a Golden
Leopard from Locarno and a Golden Lion from Venice. And
now, when he is victimized by the regime, banned from
work and not allowed to leave Iran, praising him becomes
a sort of a duty for every filmmaker with a sense of self-
respect. But regardless of these thrilling circumstances,
worth of becoming a subject matter for a film or a novel,
“Taxi” remains a brilliant movie which is entertaining and
insightful, provocative and simple, socially relevant and
arrogant. And besides, it provides yet another evidence of
the postulate that talent and ideas matter so much more in
film than genre conventions or money.

“Taxi” has been filmed mostly with a mobile phone and

a dashboard camera, all the parts are played by non-
professional actors including Panahi himself, who is an
outstanding director, but definitely not an actor. Here he
plays the major role — quite literally. The titles include no
other names, which isn't a result of author’s oversized
ego, but is merely an effort to protect other people from
allegations for illegal filming, and take all the blame for it.
The story unfolds inside a typical yellow taxi driven by a guy
in a cap who is easily recognized as international festivals
awardee, who is forced to earn his living driving a taxi

(this part is actually fictional). The bustling, unwelcoming,
unexpected and lively Teheran, which we see through

the windshield, is the object of Panahi’s love. This feeling
which does not remain unreciprocated, turns a seemingly
documentary film into a feature movie consisting of
several small movies within - there are a dozen stories in
“Taxi", each in its own style and genre. All of them involve
people who find themselves in the car for a short ride,
lasting from five to seven minutes.

An unemployed man confidently predicts a rise in the
number of executions and repressive laws (‘That’s right!
Some people are completely out of hand!”), while his
accidental companion, a teacher, tries to appeal to mercy.
A dying man and his wife: the man tries to record his will
on a cell phone during the ride to the hospital for feat of

all his wealth going to his brothers instead of his beloved
wife. A dealer delivering pirate DVDs to clients homes and
inviting Panahi to join him — a prominent director could

be helpful for business. Two housewives just absolutely
have to release their goldfish into a sacred spring -
otherwise, they believe they will never achieve happiness.
A human rights lawyer, whose license was revoked by
her colleagues. A schoolgirl - Panahi's own real life niece
(who received the filmmaker's award in Berlin for him):
the teacher instructed her to make a film, but it must
conform to Iranian rules, which state that every character
must have a name from the Quran, no one should resort to
violence or swearing, and there must be a happy end - this
particular story will definitely seem relatable to Russian
viewers.

But it is only an impression that this multicolored “mosaic”
is chaotic and accidental is, of course, delusive. Despite
allits forced minimalism and technological primitivism

it has been crafted and planned with no less virtuosity

and strictness than his earlier masterpieces like “Mirror”
and “Circle”. Eliminating directorial narcissism, the author
completely yields himself to the merciless yet beautiful
universe, which he still dreams to reform even in his
mobile prison cell. Just like in his favorite neo-realist
movies, he renounces self-searching and straightforward
social pronouncements in the name of simple and furious
humanism - the best medium for which he still believes
to be cinema despite everything he had to go through. It
might sound trite, but “Taxi” is one of those movies that
make the world a better place- and for that reason alone
no prizes in the world can do it real justice.

AN

ALE BLAST
DIR. NAOMI KAWASE

Anton Dolin

Once, talking to a Japanese colleague, to my surprise, |
heard that 'the Japanese can't stand Naomi Kawase'. That
was something new. It was like hearing, for example,

that 'the Swedes hate Bergman'. Apparently a certain
part of the Japanese thinks Kawase 'portrays an export
version of Japan, indulging the European penchant for
exotic'. This statement is quite surprising, as it is hard to
find another modern Japanese filmmaker who would with
equal scruple nurse the values of the long-forgotten eras,
all but erased from the face of the Earth by the aggressive
civilization. Maybe the Japanese audience is annoyed by
the director’s desire to bring to light words and traditions
that have lost all connection with reality in her homeland?
Not any Japanese can explain right away the titles of some
of Kawase's films, for example, “Shara” or “Hanezu”. Or
maybe, seriousness and concentration with which Naomi
blows centuries-old dust off the most trivial objects give
her fellow countrymen a reason to suspect she merely
shows off. Who knows, perhaps if in Russia an artist
appeared who would consider a samovar or a balalaika

to bear a sacramental code of the mysterious Russian
soul, it would provoke outspoken rejection and sneer too.
But sometimes things are seen clearer from the distance,
and | daresay an innocent look at a foreign country has

its own advantages. Naomi's films allow us to hear the
voices of things, feel their breathing, their living presence.
Of course, animating objects that have clearly utilitarian
purposes is very Japanese. And Kawase's new film “An”
(which is the name of a particular type of a sweet bean
stuffing) is focused on the process of cooking, where the
taste of food is affected by our attitude to it. But those who
believe the story is about pans and tiny dorayaki pancakes
make a huge mistake. For Kawase it is not the goal but
the means to achieve it, a detail which gives birth to a
wonderful notion: animating inanimate products is directly
connected to people's close attention to the world of the
“living” and the “dead” objects. So Kawase doesn't just
shoot tasty food. She shows that cooking transforms and
refines a person and awakens their sympathy to the world
if it's done with care and consideration. Incidentally, we are
taught to be humane by people who are rejected sympathy
by the society. First of all, that concerns the main character,
who runs a small bakery - she gets an angel sent in the
shape of an unknown old woman that offers to help him
with cooking a traditional dish. This angel is a pariah too:
her hands are maimed by leprosy. Rejected by her family
atan early age, she had to spend most of her life in a leper
colony. The paradox created by Naomi Kawase is that this
“punished by Heaven” woman is in fact God's messenger.
She is played by amazing Kirin Kiki. Despite the fact that
this actress often plays comic roles, she looks very natural
in Naomi Kawase's documentary-style film. When the
creators of the film were greeted in Cannes with a great
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ovation, Kirin Kiki looked utterly embarrassed. And it's
hard to say what inspires a greater awe: her great play or
inherent nobility.

DIARY OF
A CHAMBERMAID /
JOURNAL D’UNE

FEMME DE CHAMBRE

AL SCREENINGS
DIR. BENOIT JACQUOT

Igor Sukmanov

- How did the story occur to you?

Benoit Jacquot: A person | like very much told me about

some book | hadn't read yet, although | knew Renoir's and

Buriuel's films based upon it. And | somehow missed

out on Octave Mirbeau’s novel that used to be quite

famous once. It would have never occurred to me to

make another adaptation of the book had it not been for

this recommendation of a close person. Only someone |

really loved could have given me the idea to create a film

based on this book. But this is the first time in my life when

someone tells me, ‘Read this book and it'll make you want

to create a film!" and is actually right!

- And then you started following the relationship

between a chambermaid and her employer? They

must be the same everywhere.

- Yes, which is why it interests me so much. Twenty

years ago | made a film about the modern time, a hotel

employee. It was called “A Single Girl", and Virginie

Ledoyen played the main character there. So this topic is

particularly interesting to me.

- When you're, for example, in a restaurant, do you try

to understand who is the person serving food to you?

- Yes, I'm very much interested in it. Not so long ago

| made a historic movie “Farewell, My Queen”. Léa

Seydoux also plays a servant there, one of the Queen’s

chambermaids. She also has to follow orders. This is

something that intrigues me very much: to what extent can

you obey the orders you're given? Is there a limit?

- Did you want to make a modern interpretation of

the same situation you addressed in “Farewell, My

Queen”? Because it's Léa Seydoux again who plays

the main role in “Diary of a Chambermaid”.

- | wanted to avoid either of the extremes and maintain

balance. | wanted to remain as true to the original as

possible. Of course | wanted to reconstruct everything as

accurately as possible, but this very reconstruction implies

some connection to the present moment. This is to prevent

the audience from losing interest even if the language

sounds weird to them, the costumes look unusual, and

there are candles instead of electric light. | wanted to make

the audience feel as if it was all happening now.

- What new things you discovered about women

while working on the film?

- That they are much better than men at meaning “No”

when they say “Yes".

- Is that a particular feature of Léa’s character?

- Yes, undoubtedly. But | wanted the audience to make no

mistake she says “No” but she’s forced to say “Yes".

- Have you shown her how to cook or clean?

- I can't say | taught her, but I had to show her some

movements, poses, places where she had to stand, routes

she had to take. | helped her to become part of the world

that wasn't natural to her, the world of chambermaids.

- Has Léa Seydoux changed with years?

- She in inherently incapable of repeating something she

already knows how to do. She needs to find something

new to move forward. So she constantly changes. For her,

each film is an opportunity to discover something new.
Interviewed by Asia Kolodizhner

and Peter Shepotinnik



1. HaH-HaK AHHo, KcaBbe KactaHo
2. NBaH U. TBepaoBCKuit
3. IioboBb AxceHoBa, EBreHna Bpuk
4. ®enas dymaH
5. MonuHa OunoHeHKo,
ExartepuHa TeneruHa
6. Jlyn Canxomoc
7. CbeMoyHanA rpynna ¢punbma
«MocKBa HMKorga He CnUT»
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MIFF dHLILY maner B «okTABpe»

21 UNIOHA / JUNE, 21 22 NIOHA / JUNE, 22
11:00 TOHKA HA BEIMUPAHWE / RACING EXTINCTION OKTABPb, 2 13:00 JOMUHIMHBOC / DOMINGUINHOS OKTABPb, 2
1230 PA3OBOP C PAMHEPOM BEPHEPOM QACCEVMHAEPOM / OKTABPb, 5 13:30 BCTPEYA HA BbICTABKE / HANDIPUM CUCAHANDESUM WNMI03MOH, 1
: LEBENSLAUFE - RAINER WERNER FASSBINDER IM GESPRACH
13:30 HAAMET / NAHAPET WMIO3MOH, 1
12:30 POJIEBBIE UMPbI. MKEHLLIVHBI O ®ACCEWMHLEPE / OKTABPb, 5
’ ROLLENSPIELE. FRAUEN UEBER R.W.FASSBINDER 13:45 KPUYALLIE / SCREAMERS OKTABPb, 8
12:30 POCWTA / ROSITA LK, 1 14:00 WHLUWOEHT C YEPHOM NYLLIKOW / HEI PAO SHIJIAN OKTABPb, 6
13:00 3KCTA3 BUITKO [IFKOHCOHA / THE ECSTASY OF WILKO JOHNSON OKTABPb, 2 14:30 MAPAHOPMAJIbHAA JTABOPATOPUS XAPYKO / OKTABPb, 5
: HARUKO CHOUJYOUGENSHOU KENKYUJYO
13:30 POMKIEHME / ERKUNQ WNMIO3MOH, 1
- 14:30 AHKIAB / ENKLAVA OKTABPb, 9
14:00 HEBECTA / GELIN OKTABPb, 4
15:00 TAPUCUHA APTESTb / LARISA'S CREW OKTABPb, 2
1415 K 100-JIETVIO KUHO BONTAPUN / OKTABPb, 7
: TO THE 100TH ANNIVERSARY OF BULGARIAN CINEMA 15:00 APBEHTYP/ ARVENTUR LUK, 1
14:20 B3rNAL4 TULLIMHBI / THE LOOK OF SILENCE LOK, 1 15:15 CUPOThI / BEKAS OKTABPb, 4
14:30 OTYYMKIOEHUE / OTHYHOEHME OKTABPb, 8 15:30 MYXCWH BEV / MUHSIN BEY OKTABPb, 7
14:45 MECHb ®EHUKCA / BAI NIAO CHAO FENG OKTABPb, 9 16:00 POMOEHME / ERKUNQ UNIO3MOH, 1
15:00 MUHIBUH HALLETO BPEMEHM / MADCHEN IM EIS OKTABPb, 1 16:15 HEHLLIVIHA MOEV M{U3HM / FKEHATA HA MOA HKIMBOT OKTABPb, 8
15:00 MEPTIAMYTPOBAA MYTOBYLIA / EL BOTON DE NACAR OKTABPb, 2 16:15 [IABAWTE BTPOEM / A TROIS ON Y VA OKTABPb, 6
15:15 TAPY XM / GARY HILL OKTABPb, 5 16:30 [IOPOTA / THE ROAD OKTABPb, 1
15:30 MUTLIA U OUHWUKM / PITZA E DATTERI OKTABPb, 6 16:30 OACCBUHLEP: JIIOBUTb, HE TPEBYA / FASSBINDER: LIEBEN, OHNE ZU FOERDERN ~ OKTABPb, 9
16:15 BCE - JII0B0Bb / BCUYKO E JI0E0B OKTABPb, 8 16:30 MOOLEb FEPMAHUM / UNE JEUNESSE ALLEMANDE OKTABPb, 2
16:30 MOBECTb 0 «<HEMCTOBOM» / THE STORY OF THE FURIOUS WIITKO3MOH, 1 16:30 HHELL/ KOSAC OKTABPb, 5
16:30 JIOE0BHMK / LAMANT OKTABPb, 7 17:00 LLUNAFBAYM / TOLL BAR LOK, 1
17:00 X004 / SOGUK OKTABPb, 4 17:30 [10BOJIbHO BOSTBLUME HOTW / MEILI DE DAJIAO OKTABPb, 4
17:00 AHKNAB / ENKLAVA LK, 1 18:30 KOPOJEBCTBO HEAMOSIb / REGNO DI NAPOLI OKTABPb, 6
17:00 LOMUHIMHBOC / DOMINGUINHOS OKTABPb, 2 1845 CAHTBATO CHEPPA, «[IPOBMbI3A», «BOJTbHbIE MPOCTOPbI»/ OKTABPb, 5
: SANTIAGO SERRA, “PROVMYZA", “BOUNDLESS EXPANSES”
17:15 KNYyB /EL CLUB OKTABPb, 9
19:00 XYSIAFAH / HELLION OKTABPb, 10
17:30 APBEHTYP / ARVENTUR OKTABPb, 1
19:00 MPULLECTBME / THE VISIT OKTABPb, 2
17:30 LLIOYPYM / SHOWROOM OKTABPb, 6
19:00 [IBOE B CTEMNM / TWO ON THE STEPPES UNNIO3MOH, 1
18:30 OBEQbI / MAHLZEITEN WIIO3KOH, 1
19:00 FOHKA HA BEIMUPAHWE / RACING EXTINCTION LAK, 1
1845 AHTOH MH3BYPT, A3/1b BAPTAHA / OKTABPb, 5
’ ANTON GINZBURG, YAEL BARTANA 19:00 OTYYHIEHME / UZAK OKTABPb, 8
19:00 CMEPTb B BY3HOC-AVIPECE / MUERTE EN BUENOS AIRES OKTABPb, 11 19:00 NY3EPbI / KAPBLV OKTABP, 1
19:15 HHEL, / KOSAC OKTABPb, 7 19:15 CEKPET CYACTbA/ EL MISTERIO DE LA FELICIDAD OKTABPb, 11
19:30 JIAPUCUHA APTENb / LARISA'S CREW OKTABPb, 2 19:15 BOMEMBO/ VOLEY OKTABPb, 7
19:30 3ENEHAA MKATBA / LA VERTE MOISSON OKTABPb, 9 19:45 TAKCU / TAXI OKTABPb, 9
19:30 AH/AN OKTABPb, 8 20:00 TOYKA UCHE3HOBEHMS / VANISHING POINT OKTABPb, 4
19:45 BCTABAM M BEMCA / FLORENCE FIGHT CLUB OKTABPb, 10 21:00 3KCTA3 BUMKO MKOHCOHA / THE ECSTASY OF WILKO JOHNSON LK, 1
20:00 CUPOTBI / BEKAS OKTABPb, 6 21:00 ME[BE[b/ LOURS WIO3MOH, 1
20:00 LUNATBAYM / TOLL BAR OKTABPb, 1 21:15 OCEMEHMTESb / NGUOI TRUYEN GIONG OKTABPb, 11
20:00 MAHLZAPUHbI / MANDARIINID OKTABPb, 4 21:30 CTPAHA CAPOAIHA / SAROYANLAND OKTABPb, 10
21:00 ELLIE OHO NYTELLECTBUE HA NYHY / OKTABPb, 11 2145 3M3EHLLITEAH B FYAHAXYATO / EISENSTEIN IN GUANAJUATO NOHEP
: MENUJU REMBULAN LOK, 1 ’ B MAPKE FOPbKOI0
21:00 JIATIATIOMA / LA PALOMA WNIO3KOH, 1 21:45 A- HAPOQ / JE SUIS LE PEUPLE OKTABPb, 2
21:30 KOHKYPC KOPOTKOMETPAXHOO KMHO / SHORT FILMS COMPETITION OKTABPb, 5 21:45 CUMBUNNA/SIBYLLE OKTABPb, 6
21:45 [HEBHVK FOPHWUYHOW / JOURNAL D'UNE FEMME DE CHAMBRE OKTABPb, 7 21:45 TYPHUP / LE TOURNOI MOHEP
—— ’ B COKOJBbHUKAX
21:45 PEAJTLHOCTb / REALITE nn,1
- 21:45 MOf TOLLIAA CECTPA/ MIN LILLA SYSTER OKTABPb, 8
21:45 B MOTOHE 3A MEYTOW / DREAMCATCHER OKTABPb, 2
22:00 KNyB/EL CLUB OKTABPb, 5
22:00 TAKCU / TAXI OKTABPb, 1 -
22:00 PAVICKME KYLLM / EARTHLY EDEN OKTABPb, 1
22:00 MOIOLLIVE B U3rHAHWM / CHEURS EN EXIL OKTABPb, 10
22:00 OTHYMIOEHWE / OTHYHOEHNE OKTABPb, 9
22:00 JIOLUM®EP / LUCIFER OKTABPb, 9
22.15 TOTEM BOJTKA / LE DERNIER LOUP MOHEP
22:30 OCEMEHWTEb / NGUOI TRUYEN GIONG OKTABPb, 4 : B MAPKE FOPLKOM0
22:30 OB[EMEHHBIE / IMENA VISNJE OKTABPb, 6 22:30 KOCMOJPAMA / COSMODRAMA OKTABPb, 4
22:30 BMOABANE / IM KELLER OKTABPb, 8 22:30 13 MAHYT / ELSER OKTABPb, 7

JIN - NETHAV NMOHEP  LLAK — LIEHTP JOKYMEHTAIBHOMO KMHO

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
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