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EBrenuin LibiraHoB

MHe cKasanw, 4To Mow repoi
[LOMHKeH BbiITb BUTATbHBIM.

fl y3Han HoBoe CroBo.

Evgeny Tsyganov

| was told my character
had to be 'vital'. So | learnt
anew word.

VBaiino Xpucros

Y ny3epoB BCex NOKONEHuI
€CTb 06LLiaA YepTa: YTKOCTb
Y MHTENNIUTEHTHOCTb.

Ivaylo Hristov

Losers of all generations have
something in common: that is,
their sensitivity and civility.
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ALEKSEY
FEDORCHENKO

JURY

- Is it true that before you took up cinema, you had been
dealing with nuclear weapon?
Aleksey Fedorchenko: People working on defence plants
were believed to have a high salary, so | went there after
graduation. However, | didn't stay, because the plant was
classified and employees were supposed to turn up by 8
am. | had Grade 1 clearance as we were estimating the cost
of the anti-SDI labour-output ratio. SDI stands for Strategic
Defence Initiative. It means if our missiles were flying and
the Americans launched a single missile, all our missiles
would fall down — but our scientists came up with a certain
method resulting in the fact that even though the nuclear
shield would make the missiles fall, the war-heads would fly
on. And | had to estimate the cost for every disc, every micro-
circuit. But it was so boring | was ready to go anywhere at
all - and then | was told an economist was needed for the
Sverdlovsk film studio.
- But you didn’t think about filmmaking then?
- What filmmaking? In the early 90s the studio, just like
everything, started collapsing. There were murders in
Ekaterinburg every day. Part of our territory was taken over
by gangsters because of the studio’s huge debts, as it had
taken many loans. | became the studio’s Deputy Director, and
there were me, director Negashev and five different gangs.
The secretary would knock on my door: ‘They've come!’
I would go to NegasheV's office, where a gang would sit,
sat at their side in silence and watched them. They tried to
intimidate us, but it so happened one of the gangs was killed
the following week, another one — the week after... | told the
director, ‘We would definitely be the ones to blame. It's time
to hide our families in some safe place’. And as soon as
someone got killed, we would call the police, seal the doors,
change the locks. In a year, by 1995, the studio was liberated,
and we started suing the banks because of the loans...
- So then you started thinking about cinema.
- In the Soviet times, there was a creative team at the
studio, and as an economist, | was present at the meetings.
A couple of times | advised or proposed something, and
the director would object: ‘Do you even have a right to give
advice to me?" And | thought, indeed. | should study! So |
entered the faculty of scriptwriting of the All-Russian State
Institute of Cinematography, Valentin Chernykh and Lyudmila
Kozhinova's group, as a distance student. And the rest of the
time, everything remained the same, as the studio had to
live. We would be given some tie-laying machine, exchange
it for a pumpjack, which we would exchange for a tram
wheel set, which we would then exchange for Belorussian
furniture, for which we would receive a promissory note
which was held by Georgian mafia in Moscow. The situation
was critical, as | had already pledged my apartment, so the
only solution was to go to Moscow to talk to the Georgian
mafia. They asked, ‘Where are we meeting?' | replied, ‘In
Ministry of Cinema'. Then | went to the Ministry and asked
if they could at least provide me with an office for this
appointment. So | sit in this office in the Ministry, pretending |
have protection, and these gangsters hurry me up: ‘Come on,
our friend Bulat is wounded, he's in the car!’ They unfold a
handkerchief covered in blood and show me a bullet: ‘We've
taken the bullet out, he's dying there, so let's decide quickly!’
In the end | stole this promissory note from them, just hid
it among the documents and fled. Then we were hiding in
some yards, taking indirect routes to the airport, because
they were waiting for us there.
- Look, you can base a great film on this story! A
comedy, a tragedy, anything!
- Better a comedy. A documentary comedy. That would be
more interesting.

Interview by Asia Kolodizhner

Hiopu /Anekcenn OenopyeHKo

OroHb, BOOA U MEQHbIE TPYBbI

- 3To NpaBAa, 4To A0 TOro, KaK
NPUITU B KMHO, Bbl 3aHUMANUCh
AAEPHbIM OpyXuHem?

Anekceli ®edopyeHkKo: CunTta-
NOCb, YTO Ha 06OPOHHBIX Mpeanpu-
ATMAX BonbLLIaA 3apnnata, no3To-
My MOCHe UHCTUTYTa A NpuLlen
Tyada, HO He MPUMMACA, MOTOMY
YTO M3-3a CEKPETHOCTU HaZo BblIno
npuxoamTb K 8 4acaM yTpa. Y MeHs
6bina «nepsan dopma OoMycKay,
MOCKOJbKY Mbl PaCCUUTLIBAM
TpyaoeMKocTb «AHTUCOW». Beina
COW («CTpaTermnyeckan 060poHHas
WMHULMATMBAY), Korda Hallu paKe-
Thl NETAT, @ aMEPUKaHLbI 3amnycKa-
IoT O[HY PaKeTy, OHa B3pbIBaETCA,
1 HaLLW paKeTbl NagaloT. A Hallm
yMenbLibl IpUaYMani, 4To paKeTbl
nafaloT — AQEPHBIN LT UX POHA-
€T, Ho H0EronoBKN NETAT AanbLLe.
N 3Ty WITyRY A paccumnTbIBaN No
KarOoM LLanbouKe, No Kaxoom
MUKPOCXEMOYKE, CKOJBKO 3TO CTO-
UT. Ho 370 6bI10 TaK CKYYHO, YTO A
MbITAfCA YT C 3TOr0 3aBoAa X0Tb
Ky[a, — M MHE CKa3asnM, YTo Hy¥KeH
3KOHOMUCT Ha CBepAnoBCKyl0
KWHOCTYZMIO.

- O TBOpYecTBe Bbl TOrAa eLe He
aymanu?

- Kakoe TBOpYecTBO? B Havane
90-x Ha4ana pa3BanueaTbCA U CTy-
ovsA, v Bcé. Torma B EkatepuHbyp-
re yovBanu Kamabit feHb. HacTb
HaLLlel TeppUTOpUK 3aXBaTUIN
6aHauUTLI, B CHET J0MroB (CTyaums
Bfie3/1a B OrPOMHbIe KpeauTbl).

A Torga ctan 3aMaMpeKTopa
KUHOCTYOWW, Y TaM CUOeNn NATb
6aHOMUTCKUX FPYMNMNUPOBOK — U

Mbl ¢ HeralueBbiM (OMPEKTOPOM).
CeKpeTapb CTy4anach KO MHe:
«[Mpuwnuns». A Monua 3axoann B
KabuHeT HeralueBa, roe cuaena
KaKaA-HWbyOb oYepeiHaA 6aHaa,
cagmnca pAaoM C HAM, MonYan u
cMoTpen Ha Hux. OHK Bce Hac bpa-
JIM Ha MOHT, HO TaK MoJy4anocs,
YTO MOCSIe 3TUX «CTPESIOK» Yepes
HeZeno younm ogHux, eLLe Yepes
HeZeno — Apyrux... A rosopio au-
peKTopy: «TO4YHO Ha Hac NodyMaloT.
[aBainTe ceMbn NpATaTb». A Kak
TONBbKO KOro YOMBAIOT, Mbl Cpasy
Ha CTYAMIO Bbi3bIBaEM MUNULMIO,
one4yaTbiBaeM, MEHAEM 3aMKM...
3arop -k 1995-my — ocBo60aMN
CTyauMio, HaYanm cyamuTeesa ¢ baHKa-
MU 13-3a KPeOUTOB...

- TaK Korfga *<e Bbl, HaKOHel,
nogymanu o KuHo?

- Hy, Ha cTyaum 6bin xyOcoserT, A
Ha HEM KaK 3KOHOMMCT MpuUcyT-
cTBoBars. Y napy pa3 BbicKasblBan
KaKue-To NpeasIoKeHNA, COBETHI.
oMHI0, persmnccep MHe Bo3pa-
HaeT: «A Bbl pa3Be MMeeTe NpaBo
[aBaTb MHe COBeThI?». A mogyman:
OencreutensHo! [dar-Ka nogy4ych.
M a nowen Bo BIM'K, 3a04HmKoM,
Ha cLieHapHbIM (rpynna BaneHTnHa
YepHbixa 1 JTiogmunsl KorumHo-
Bol). A B 0CTafbHOe BpeMA — Bce
NO-NPEHKHEMY: CTYANA LOMHKHA
6bina BbIMMBaTL. Mbl Nonyya-

JIN KaKOM-TO LLNANoyKNaguvK,
MEHANN ero Ha HedTeKayanku,
WX — Ha TpaMBaWHble Napebl, Napbl
— Ha MUHCKYI0 Meberib, ee — Ha
KaKOWM-TO BEKCESb, 1 3TOT BEKCENb
OKasarncA B MocKBe y rpy3nHCKoN
Madun. Cutyauma bbina Takas, uto
A YrKe 3aM0MKN KBapTUPY, U eauH-
CTBEHHbI BbIXOA — €xaTb B MocKBy
Ha «CTpenKy» C rpy3unHamu. OHK
CrpaLUmBaloT: rae BcTpeyaemcA?
A: B [ockmHo! MNowwen B MUHMCTep-
CTBO, FOBOPIO: Bbl HAM MOMOYb He
MOMKeTe, TaK XOTb KabUHET MHe
[OawnTe onA Bctpeyn. M BOT A cnrky
B 3TOM MUHUCTEPCKOM KabuHeTe,
BO [T1aBe CTosa, 306paralo, YTo
Y MeHA 30eCb eCTb «KpblILLa», a
3T baHauTbl: «[laBal cKopei,
y Hac B MaluHe bynat Kakon-
TO paHeHbI». Pa3BopaynBatoT
KpOBaBbIA MNaToK: «BOT, Mbl Mynto
[ocTanu, cenyac oH TaM yMUpaer,
[laBalt cKopee peLuaTb». B utore,
A YKpan y HWUX 3TOT BeKCerb, He-
3aMEeTHO CYHYS B KaKyl0-TO Mauky
[OKYMEHTOB 1 cberkan. MnyTtanu
MO KaKMM-TO BOPaM, MNoToM
OKOJbHBIMU NYTAMU [06MPanch B
a3pornopT, NOTOMY YTO TaM Hac ye
NOMUAANN. ..
- Cnywariite, KaKou U3 31o-
ro Mo}KHO cgenatb ¢unbm!
Komepuio, Tpareauio, Bce 4To
yrogHo...
- Pa3Be yt0 KoMeaumio. [1oKyMeH-
TasnbHyl0. KoMeamA — MHTepecHee.
UHmepaoio sena Aca KonoduxcHep



TUXUE CTPAHULbI
OHHYPC

JOPOTA (THE ROAD) / PEM{. PAHA CATTIEM

unbM PaHbl CaneM (oHa e
q) WCMOSIHUMA B HEM T1aBHYI0

POSIb) HAYUCTO OTPULLAET, KaK
MUHUMYM, Ba TPAAULIMOHHBIX NpaBuia
KnMHeMaTorpada. Bo-nepsbiX, ycnos-
HOCTb BpeMeHu: B «[lopore» oHo —
BPEMS — KaXKeTCA TAry4YUM U NPUMEPHO
COOTBETCTBYET TEYEHMIO peaibHOM
HU3HKM (NtoaM [ONF0 NepeodeBatoTcA,
CTaBAT YalHWK; Oonro 6ecuenbHo cu-
[OAT 3@ KaKoM-HMbYOb 6apHOM CTOMKOM),
a TO W BOBCE «3a/MMaeT», KaK 3aaunaeT
Kamepa nepen KakUM-HUOYOb ropoa-
CKMM nei3arkeM berpyTa. Bo-BTOpbIX,
JIMBaHCKMI permnccep 0TKa3bIBaeTCA OT
TOr0 «CTEPEOCKOMUYECKOr0» OCBELLe-
HMA repos, K KOTOPOMY MPUBLIK — a
WMHOr4a U CAILLKOM MPUBLIK — 3pUTESb.
MNpuHATO Bedb, YTO O YesloBeKe, MNo-
Ka3aHHOM Ha 3KpaHe, CIINLLIKOM Mof-
PO6HO — MO CPaBHEHMIO C TeM, KaK 3T0
6bIBAET B peasibHOCTU — PacCKasbIBaloT
1 OH caM, 1 Apyrve naum, 1 YTobbl
0651er4YnTb UM 3TOT TPYA, CaM repoi
13 Kagpa nepuoamyecky BeinagaeT.
Pa3Be Bbl y3HaeTe CTOMbKO O YesloBeKe,
KOTOPOro BCTPETMAM Ha MOMTOpa Yaca,
HanpuMep, B KMHO3arne Unn BaroHe
MeTpo? [1a Bbl M UMEHM ero He y3HaeTe,
— KaK He y3HaeTe UMEeH OTHOCUTENTbHO
MOJOABIX CYMPYroB, 3a MM3HbI0 KOTO-
pbIX CTaHeTe HabnoaaTte B «Jopore».
TonbKo Mo TUTPaM MOMHO MOHATb,
4TO 30BYT WX PaHa v i (cobcTBeHHo,
Mo MMeHaM aKTepoB). A Bce Ananoru,
KOTOpbIe Bbl YC/bILLMTE B 3TOM QUIbME,
CBeyTCA NPUMEPHO K COAEPHaHmio

THE ROAD

COMPETITION
DIR. RANA SALEM

leading role, defies at least two traditional

rules of cinema. The first is the relativity of
time: in “The Road” it seems slow and more or less
corresponding to real life, as people take their time
getting dressed, putting on the kettle or simply
sitting at the bar counter without any particular
purpose. Sometimes it just fixates, much like the
camera fixates on some Beirut city landscape.
Secondly, the Lebanese director doesn't portray the
character in a multidimensional way the audience
is used to. Traditionally a person on screen is
described in many more details than it happens in
real life — by him as well as other people, and often
to make the task easier for them, the character
goes off screen. How could you learn so much about
a real person you've met for an hour and a half, for
example, in cinema or on a subway? You won't even
learn his name - just like you won't learn the names
of the relatively young couple you'll be following
in “The Road”. Only the credits will reveal they are
called Rana and Guy - just like the actors who
played them.

R ana Salem’s film, in which she also played the

CTONb ¥e «BarKHbIX» Pa3roBOPOB Ba-
LLIMX CRyYalHbIX NonyT4MKoB: «byaellb

MIFFdELILY

YeHue «[Joporu» TaKoBo, 4TO O4eHb
Nerko «3anunHyTb» BMECTE C KaMepo,
Morpy3uTbCA B CBOM MBIC/IU U He 3aMe-
TUTb TUXOM Tpareammn pALOM, — KaK 3To,
COBCTBEHHO, M MPOUCXOAUT B U3HM. O
ApaMax KMHOrepoeB Mbl YacTo 3HaeM
TOSIbKO MOTOMY, YTO OHU CaMK Kpu4aTt
06 3TOM BCEMM JOCTYMHBIMU KMHEMA-
Torpady cpeactBamu. [ain n PaHa HW o
4YeM He Kpu4arT, 1 BoobLLe C/TI0BOM He

MaHEeM B «OKTAOpE»

TolwuHo, Bce ocToyepTeno... [1o KopoT-
KM dreLbaKaMm, yBuaeHHbIM 6yaTo B
ApeMe, MOXHO [0rafaTbCA, YTo rae-To
1 Korga-To 6blna apyran *u3Hb:
nobuman cobakra, borbLan ceMbA.
Bo3MorKHO, BCe 3T0 6bI10 B TOM CaMOM
noMe, kyaa lam n PaHa gonro egyT no
MYCTbIHHLIM JIMBAHCKMM [OpOraM — U
HaxO4AT 3TOT [OM 3a6POLLEHHBIM.
Peruccepcran MaHepa PaHbl Canem

B MarasuHe, Kyrnm KUIorpamMM MAcCa»,
unu «Monpellb cnate?» — «[o3re».
Ecnu 3putento He noarmAabIBaTL B
AHHOTALMIO, TO OH TaK N He BbIACHMT,
YTO 3TO 3a JII0M Ha IKPaHe, YTO OHU
OenatoT 1 oT Yero cTpagaioT. TeM
cambiM PaHa Canem gobuaeTca yam-
BUTeNbHOro addekrTa. 3BecTHo Bedb,
YTO EC/N YenoBeK INLLIEH OAHOMO U3
CpencTB MO3HaHMA MMPa, HaNpUMep,
3peHnA, To y Hero obocTpAeTcA 06oHA-
HWe 1 ocA3aHue. YeM MeHbLLe 0 PaHe 1
[ae MOMHO y3HaTb, TeM 6OSIbLLIE MOXHO
MOYyBCTBOBATh MOYTU MHTYUTUBHO.

Ho Hano 6biTb BHUMaTebHbIM. Te-

The dialogues you'll hear in this film won't be much
different from equally “meaningful” conversations

of strangers you meet on the way: ‘When you go to
the shop, buy some meat’, or “You going to sleep?’

- ‘Later’. Without peeping at the annotation, the
audience might never understand who the people

on the screen are, what they do and why they suffer.
This allows Rana Salem to create a miraculous effect.
It's widely known that when someone is deprived of
one of his senses, for example, vision, his smelling
and tactile skills improve significantly. So the less we
know about Rana and Guy, the more we can feel on
the intuitive level.

But you have to be careful. The flow of “The Road”
can easily make you freeze together with the
camera, sink into your thoughts and miss the quiet
tragedy happening before your eyes - just like it
usually happens in real life. We often learn about the
characters’ dramas simply because they shout about
them via all the means available in cinema. Guy and
Rana don't shout. They don't utter a word at all during
their long car drives. Most of the time Guy cultivates
the land, then shaves his head and face and goes

nepebpacbiBaloTcA 3a BpemsA [01-

rMX aBTOMOBU/IbHBIX Moe3A0K. [ai
60sbLLIYI0 YacTb BPEMEHM Bo3enbiBaeT
no4By, nocre 4ero, C6PUB rycTyio pac-
TUTENIBHOCTb Ha JInLe U rofioBe, Npes-
CTaeT KeM-To Bpofie Co3aaTens Bu-
JeoUHCTanNAUMM nnn auaren. PaHa
TaKMe He Yyraa UCKYCCTBY, Cyas Mo
KapTWHaM Ha CTeHax — 1 Mo ee nyraio-
LLIeMy CTPEM/IeHMI0 CHUMATL caMy cebA
C NMoMolLLibio HOTOKaMephkl C TaMepoM,
130 OHA B AeHb. PaHa, BepoATHO,
M10Xo nepeHocuT Fan 1 BoobLLie 04eHb
OAMHOKa, — 3TO MOHATHO MO caMoMy ee
MOJI4YaHMIo, MO OTPeLLIEHHOMY B3MTALY.

BMOJSIHE FTAPMOHUPYET C aKTEPCKOM,
eC/v CYNTaThb ee BOMJIoLLEeHNeM
HenpoHWLaeMoe, KaKk Macka, N1uo
PaHbl-reponHu, HUYeM He rKenaioLLen
Bbl4aTb CBOEK ApaMbl. 3TO NpUYyamn-
BOe U1 MNpuBeKaTefibHoe coveTaHune
runeppeanunsMa (pasBee 4To C Mo-
NPaBKOM Ha LIeNIoOMyApeHHYI0 3CTETUKY
NIMBAHCKOIO KMHO) — C BOCTOYHOM
He[OCKa3aHHOCTLIo. [10 KpalHel Mepe,
Korga PaHa-repovHA Ha nocnegHux
MUHYTax ¢ubMa BHE3AMHO 3aroBOpwT,
— ee npuTya o JoMax, TOHYLLMX B Mope,
HaMoMHUWT cKasky LLlaxepe3agbl.

Uzope Casenves

on to either DJ or create some visual show. Rana
isn't a stranger to art either, judging by the pictures
on the walls — and her scary urge to film herself
every day with a camera that has a timer. It seems
Rana doesn’t get on well with Guy and is generally
very lonely. It shows in her silence and vacant stare.
She’s sick and tired of everything. Short flashbacks
seen as if in a dream suggest the idea she once had
a different life, with a big family and a favorite dog.
Perhaps it all took place in the house Rana and Guy
drive to along the empty Lebanese roads - to find the
house abandoned.
Rana Salem'’s directing methods are in harmony with
the acting, if we accept it's epitomized by Rana's
impenetrable, like a mask, face that doesn’t want
to give out the slightest sign of the drama. This
is a weird and attractive combination of hyper-
realism (albeit in accordance with the chastity of the
Lebanese cinema) and Oriental implied meanings. At
least when Rana suddenly starts talking in the end of
the movie, her parable about the houses sinking in
the sea resembles one of Scheherazade's tales.

Igor Savelyev



NMPOI'YJ1IbLLUUMKA

FOERVIRE STY3EPHI (KAPBLM) / PEXK. MBAITIO XPUCTOB

Balfio XpUCTOB UMeeT boraTyto aKTepcKyto 61o-

rpaduio, CTapToOBaBLLYIO eLLe B COLMANMCTUHECKOM

Bonrapvn, v 4OBONBEHO CKPOMHYIO — permccep-
cKyo. Mo cyT!, eAMHCTBEHHBIM ero MacLUTabHLIM Gusb-
MOM (He c4uTasl TeNIEMPOEKTOB M paboT B COABTOPCTBE) A0
CYX NMop ocTaBasack KapTuHa «Cnefibl Ha necke, BoLlea-
LA B KOHKYPCHYIO Nporpammy MockoBckoro pectueana
2010 ropa. 3anoMHunack oHa, B TOM YM1CI1e, Y BOCTOY-
HOEBPOMENCKIUM KOJTOPUTOM, CaMUM NadocoM 6opbbb
¥KenesHbIM 3aHaBecoM, NeperopoAMBLLMM KOHTUHEHT.
3JT0T 3aHaBec bbin NpecTaBeH MHoroobpasHo — ot bep-
JIMHCKOW CTeHbl 10 PHaBbIX BOPOT, BbICTABMEHHbBIX B UM~
cToM none. Karetcna, Cnasu — rmasHoro repos — 6osbLue
Bcero 6ecun caM daKT cyLLLecTBoOBaHUA 3TUX nperpag. B
«JTy3epax», HoBoM ¢unbMe VBaiino XpucToBa, 3ToT «BOC-
TOYHOEBPOMENCKMIA KOSTOPUT» €CIU U NPOABNAETCA, TO
TOJIbKO B A@BALLIEW CePOCTU. 3T0 M NO6UTbIE BpEMEHEM,
MoYTU YepHObbINIbCKME [oMa U3 BeToHa (YepHo-6enas
3CTeTUKa PuribMa UM O4eHb K inLy). U NnpoM30HbI, rpa-
IOVPHW, CTEHBI, Ha KOTOPbIX MOMHO OCTaBMATb NOCIAHUA.
W 3apocLume cTagmoHbl, Ha KOTOPbIX MOXKHO 3aHUMATBCA
Nio60BbI0 — BCe PaBHO HUKTO He YBUAMT. HakoHeL, cTpoii-
K ¥ MofBaribl, B KOTOPbIX MOXHO COBMPaTLCA CTasMu 1
CRyLaTh My3blKy: [/1A JTy4LLEr0 Pe30HAHCa MOBUSTBHBIN
TenedoH HyXHO OMyCTUTb B MIACTUKOBbI CTaKaHUMK.
lepov NpofenbiBaloT BCe 3TO NOOYepeaHO: KareTcs,
OHW y¥Ke He MOryT NpuayMaTb, YeM eLLie UM pa3Brieyb
cebn B feropaumsax 6esaywiHoro ropoda. LLKonbHuLa
EneHa (EneHa Tenbuc) rotoBa ye Ha no6oi anatar
1 be3paccyacTso, TeM 6osiee YTO Kakux-nmbo oT-
OYLLUMH B €€ *W3HM NPOCTO HeT: foMa — CTepBa-MaTb,
KOTOpas, KaXeTCcA, NPOCTO HEHaBUAOMUT ee KaK NoMexy
CO6CTBEHHOMY JIMYHOMY CHACTbIO; B LLIKOJE — LLIOXU-
noapyru v FONMHUKK-ApY3bA... ECTecTBEHHO, YTO
HaMeYeHHbI B FOpoAKe KOHLLEPT CTOSIMYHOW FpynnbI
«Kvcnopoa» BUOMTCA eil cBETOM B OKOLLKe. BrilobneH-
Horo B Hee napHA no uMeHun Koko (OBaHec TopocsaH)
EneHa ctapaeTca npocTo He 3aMeyaThb, ONPOMETUYMBO
CYMTaA ero TaKOW e CKY4YHOM NPMMETON Nnensara,
KaKk cTonbbl U cTeHbl. Mo KpaliHeln Mepe — cuuTan ero

eLLle 60/1bLUMM HEYOAYHUKOM, YEM BCEX OCTasbHBbIX.
TeopuA 1 NpaKTKa Jy3epcTBa pasBuTa 34eck boraTo, U
6onbLe Bcero 06 3ToM roBopuUT caM KoKo B OKpyeHUK
CBOEW CBUTbI (HO 3TO, KOHEYHO, KOKETCTBO: HAcToALLME
ny3epbl He UMetoT cBUTbI). COBCTBEHHO, He-Ty3epoB

Ha 3KpaHe 1 HeT. TaKoBbIM e oKasbiBaeTcA U H0cTUH,
nepBbIi NapeHb Ha fAepeBHe, MPOCTUTE, B LLKOJE, KOTo-
PbIf TOMBKO 1 MOXKET YTBEPAUTLCA TEM, UTO CO3bIBAET
[PYHKOB U U361BaET [EBYLLIKY B TEMHOM MNepeyrike.
TaKOoBbLIMM e OKa3bIBAIOTCA «KPYTble NepLbl» U3 rPynnbI
«Kwucnopof», KoTopble MOTYT KOPUUTb 3BE3[ TOSBKO
nepe[ HauBHOM NPOBUHLMASEHOM My6IMKOMN.

B «Cnepax Ha necke» VBaino Xpuctos 6bin 6onee YeM
TPAAVMLMOHEH; B HOBOM e $U/bMe OH aKTUBHO BHeApAeT
pasnuyHble BU3YaribHble SKCNEPUMEHTbI, XOTA CaM e Haf,
HUMW NOCMeNBAETCA (BLICTPOMBLLIMCH Ha oHe habpUyHbIX
TPy, UTOBLI MOMOYMTECA, My3bIKaHTBI TYT e HaUMHaloT
BOOOParKaTh — KaK KPYTO 3TO MOMET BbIMALETb B KAMME).

O6Hapy*KM1BaeTCA CKITOHHOCTb K 3abaBHBIM TpiokaM (Bpofe
6abyLUKW, NNbIBYLLIEI HA Ape3VHe cpeau 3apoctumnx by-
PLAHOM MONEiA), XOTA MOHaYany HUYTO B 3TOM 6e3pafocT-
HOM MMpe K HUM He pacriosniarano. B Kakoit-To MOMeHT 310
MPeBPaLLIAETCA B HarMHCKWIA CTUIb CO BCEMU «MPUMOY-
KaMu», BpOfe [iepeBAHHOr0 COPTMPA, KOTOpbLIY OT yaapa
[BepbIo pacrafaeTcA Ha BCe YeTbIpe CTOPOHI.
OunbM HaYMHAET LLUATaTb B N/1aHe aHpoB: ApaMa o
ny3epax, KoTopble He MOTyT HalTV Nl06oBb 1 BECb MUP
MPOTUB HUX, KaK-TO He NOMy4aeT pasBUTHA, B TOM CMbIC-
1, YTO PEUCCEP He JOKPYUMBAET CUTYaLMM [0 «yHac-
YHac», U fare MaTb EneHbl oKa3bIBaeTCA He TaKWM Y
yynosvLeM. Bcé nepeporkaaeTca B KOMeanio, v BOT e
1 cBuTa KoKo yMOpPUTENLHO CMELLIHA, M CaM OH — JI0a-
LLIMCA Ha pesbChbl N PELLMBLLIMIA CPOYHO NOTEPATbL
[eBCTBEHHOCTb.
Ha npoctpaHcTBe dpunbMa — 3To 0CTaBNAET CBETIoe
4yBCTBO, BO3MOMHO, H0/1€€ BEIMMPLILLHOE, YeM ecriv Bbl
MBaitno XpucToB 6bis HeCToK K cBomM repoaM. OgHo-
BPEMEHHO U LLeMSLLAA, W AypaLLnveas YiblibKa Ha Ux
(repoeB) nu1Lie — 3T0 TO, YTO BCEra NOPOMKAAET bofbLLee
cornepexmBaHye, YeM cepbesHas, Ha paspbIB aopTl,
rpuMaca cTpafaHus.

Hzope Casenves

KOCMUYECKAA OOUNCCEA

CIEKTP

KOCMOLPAMA (COSMODRAMA) / PEXK. OUIUIMT OEPHAHLEC

- Novemy gna «KocMoapaMbi» 6bin1

@uaunn ®epHaxdec: Bl MeeTe B
BUAY CTapOMOAHbIE KOCTIOMBI 1 UHTE-
pbepbl? 310 He MaBHoe. CKopee, MHe

WNHTEPECEH «OPUMMHANBHBIN CTUb» KaK
136paH Takol OpUrMHanbHbIA CTUIb?  CaMa MaHepa BKJII0YaThb paccyaeHus
B Npou3sBeeHue UckyccTBa. O6bIMHO
Befb NoaM MOYT B KMHO He 3aTeM,
410bbI NONY4UTL MHOPMaLWmio. Bee,

4TO BbI y3HaeTe B «KocMoapamen,
COOTBETCTBYET [AENCTBUTENIBHOCTY.

370 peanbHanA Hay4YHasA Teopus, A
HUYero He n3obpeTan. A NpocTo YnTan
Hay4Hble KHATM U MbITancA nepeaatb
nHopmaumio.

- 3HauuT NK 370, YTO NpobrieMbl
HayKU BOJIHYIOT Bac He MeHbLuUe, YeM
npo6neMbl oTAeNbHOro YenoBeka?

- 370 He COBCeM TaK. MeHA o4eHb
BOJTHYIOT YesioBeYecKue Npobemsl, Ho,
A AyMalo, 0[1Ha U3 [MaBHbIX HALLMX Mpo-
611eM — 3T0 He[J0CTaToK 3HaHUi. A He
CHUMAIO KMHO O MOBCEAHEBHOM HUU3HM.
[lymato, ecTb MHOYKECTBO PEMKMCCEPOB,
KOTOpbIE CHUMAIOT O4EHb XOPOLLIEe KUHO
0 NOBCEAHEBHOCTM, YyBCTBaX W ApamMa-
TUYECKUX COBLITUAX. A 3TOT UM 0 Ha-
LUMX B3aMMOOTHOLLEHUsAX ¢ BceneHHol.
[ymato, camoe ApamaTiyeckoe 34ech
TO, 4TO MHOrMEe 06 3TOM HUYero He 3Ha-
joT. TaK YTo BpemA OelCTBMA He BarHO,
[a Al Y He rOBOpIO 0 BpEMEHM.

- CKonbKo neT BawunM reposiM?

- HaeepHoe, oHK bbinn Morore, Koraa
nokmdanu 3emnto. [ymMaio, OHU BbineTe-
v B Havane 70-x, 1 npowuno net 20-30:
3a 370 BpeMsi OHW Npofenany 6onbLuol
MnyTb, HAXOAACh B KPMOKaMepe.

- BugmMo, 1 nx *nBoTHbIE — TOXKeE.
KakoBa ux ponb B punbme?
- Jlyywmm ncnonHuTenem beina cobaka.
C ncoM 6bino nerko pabotaths, oH 6bif
XOpOLLIO BblApeccupoBaH. Korga ero
X03AKa rosopuna «locMoTpu», OH
noBOpaYMBas CBOK KPacuBYIO roMoByY.
Ho c 06e3bAHaMM 6bINI0 04eHb CIIOHHO.
MHoraa Mbl CHUManu 1x Mo Tpy Yaca, a
nonyyanock 10 ceryHa dunbma. Korga
0be3bAHe roBopAT «Caena To-To», oHa
[OenaeT, Ho Korfa Bornpoc MOBTOPAETCA,
LUMMMaH3e He BUOMWT B 3TOM CMbIC/A.
- To, uTo BbI B Kypce nocnegHux
AOCTUMHEHUI HayKK, BcenAeT B Bac
ONTUMMU3M USIU NeCCUMU3M?
- Hu 10, HK gpyroe. [are HecMOTpA Ha
60/1bLLIOKM HayYHbIM MPOrpecc, HeCMOTPA
Ha TO, YTO Mbl BCe 6OoMbLLEe 3HaeM 06
YCTPOMCTBE MMPa, OH CTaHOBUTCA BCe
60nee HeNOHATHBLIM. TaK YTo A CTaHOB-
N0Cb HEMHOMO MNECCUMUCTOM, MOTOMY
YTO MOHMMaI0, YTO MCHE3HY [0 TOro, KaK
YesioBe4eCTBO HaMOEeT NyTb K beccmep-
TWI0. A NPUXOMKY K NeYanbHbIM BeIBOAAM,
YTO Mbl HUKOIA He CMOXKeM 06n1afaThb
TEMM 3HAHWAMM, K KOTOPBIM CTPEMUMCA.
Unmepaoio senu Aca KonoduxcHep
u lMemp LLlenomuHHUK



BO3OYLLUHAA TOPbMA

KOHKYPC

a(VMEHTAJ'IbHOI'O K1HO

MPULLECTBWE (THE VISIT) / PEXX. MAMKIT M3CEH

atyaHuH Marikn MagceH B nepeyo

oyepeb — KOHLLENTyasbHbIN

XYOOMHHUK. [IoKyMeHTanbHoe KUHO

e [IH Hero — JILLb XOJICT U KPacku,

MocpefCcTBOM KOTOPbIX OH BOCCTaHaBU-
BaeT CBOI0 COBCTBEHHYI0 peanibHOCTb. OHa
TOJBKO Ha NepBbI B3rMAL He 0TIMYMMa
OT NOBCEeHEBHOW, HO 33 3HAKOMbIMU
dacagamm 1 MHTepbepamm 3[eck CKpbIBa-
eTcA TalHa, pa3rafika KoTopow conocTa-
BIMA C OTKPBITUEM HU3HW 3a Mpedenamu
HaLLen ranakTuKu.
lMpueM, KOTOpbIM XYOOMHWK BlIaQeeT B CO-
BepLLEeHCTBe — noaMeHa. byayyn ogHnm us
YYaCTHUKOB 3MUYECKOr0 KHOoaNIbMaHaxa
BuMa BeHpgepca «XpaMbl KynbTypbi», Mag-
CeH eVHCTBEHHBIM, KTO peLLMs paccKa-
3aTb He 0 34aHUAX onepbl, pyIapMoHUU
UM 6UBNINOTERM, @ O CBEPXCOBPEMEHHOM
HOPBEMCKOM TiopbMe XanbaeH. Monyums-
LUM¥CA B UTOre GpUbM — He MexaHUYecKan
KOHCTaTaLuA XpecToMaTUiHoOro nocTynara
«BCloAY HW3Hb», @ TOHKOE punocopcKoe
uccrnefoBaHuWe rpaHuL, ceobogbl. CKonb
6bl HY Bblna KoMdopTabesbHa HM3Hb
3aKJT0YEHHBIX «CaMOI MYMaHHOM TIOpbMbl
B MMpe» — OHa No-TPerKHeMy yrvpaeTcs B
PELLETKM, CTEHbI U KOJTHOUYIO MPOBOJIOKY.

Ecnu xoTuTe: YeM 6onbLue NpegnpuH1Ma-
€TCA YCUIUIA MO MacKMpOBKe HecBobo bl
TeM OHa TAeriee — CMepTesibHO — AABUT.
ToT e NpueMm 3anoeH 1 B HOBOM Purb-
Me, «[puiwectBue». MafceH Boobparaet
HeBoobparKaeMoe: NpuLLeCTBUE UHO-
M/IaHETAH, KOTOPOro HUKOraa He 6biso.
BblaymaB (nogMeHuB) 0TNpaBHYH TOURY
CIO¥KETa, XyOOMHHUK Aablie creayet YeT-
KO Nnoruke cobbITUi. K ToMy e, 6osblue
NpUOYyMbIBaTb HUYEro He Hafo. 3eMnA
YMe AaBHO roTOBA K BU3UTY MHOMJIaHEeT-
Horo pasyMa. YueHble NASA, YMHOBHUKM
OOH, opuupanbHble NpencTaBuTeNmn
npasutenscTs CLLA 1 Benukobputatum,
Jare afJBOKaT M0 MeranakTUyecKoMy
npaBy (Ha TOT c/ly4aid, eciiv MoHapobuT-
€A ynaguTh IopUanMYecK1e OTHOLLEHUA
MeM Oy OByMA GopMaMu HU3HKM) — Bce
3TV YBaKaeMble NI0AY C BOCTOProM AaioT
MHTEPBbIO, MO MyHKTaM paccKasblBas, KaK
1 YTO OHM CNPOCAT y MHoMNaHeTAH. Mocne
TOro, KaK 3afadyT raBHbIA Bonpoc: «3a-
YyeM Bbl 30ecb?»

Y KarOoro 13 repoes CBOA YETKO
0TBE[EHHAA POJib U CBOM aNrOpUTM.
CBepXMOLLHble KOMMbIOTEPbI, FTUFraHTCKUe
aHTEHHbI, COBPEMEHHbIE TaHKW, KOCTIOMBbI
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IMLF= dRELILY maner B «okTAGpe»

XUM3aLLUTBI, TLLATENBHO NMOA06paHHGIN
rancTyKk AnA npoBefeHWA NeperosopoB
Ha CaMOM BbICOKOM YPOBHE, — KareTcA,
BCe B30pbl Nj1aHeTbl 3emnid B Niobyio
CeKyHIy HanpaBneHbl TyAa, BBEPX.

BHe oduLmanbHbIX 1 CEKpeTHbIX KabuHe-
ToB MaficeH uUcronb3yeT cBepx3aMeieH-
HYI0 CbEeMKY, YTOObI 3aCTaBUTb GYKBaNIbHO
3aMepeTb ClyYanHbIX NPOXoHuX. CnosHO
MbITafAcb BOO6Pa3nThb, KaKoi ocrenmTesb-
HOW W APKOW MOKAMETCA HaLLia HU3Hb
CNyyaiiHo 3abpefLLeMy Ha Hallly nniaHeTy
NpULLIENbLLYY U3 KOCMoca.

371 3aMefneHHble Kagpbl, BbiBEPEHHbIE
paKypchbl U anno3nn Ha «KocMuye-

cKylo Oaucceio» pUCyioT MUp XOTb U
YTOMWYECKUIA, Ho 3/10BeLLmin. CHoBa 1
CHOBA NpourpbIBan cLeHapuii 65M3Koro
KOHTaKTa, Mbl MaKCMMaJsibHO 613Ko
NoAXoOMM K YepTe, 3a KOTOPOM HEBO3-
MOMHO pa3MmAQeTb: HaC 4eNCTBUTENIbHO
OKpY*KaeT 6eCKOHEYHbIN MUP, MOJTHBIN
¥WU3HU, MW XONoLHaA nyctoTa? Pas oT-
BETa Ha 3TOT BOMPOC HET, a NoTpebHOCTb
B OTBETE PACTET C KarKAblM OHEM, TO U
Hallla cobcTBeHHas nnaHeTa nocteneHHo
CTaHOBMTCA He 3aTepAHHBLIM paeM, a
naeanbHow TIOPbLMOM Hallero Boob-
pareHus.

Hukuma Kapyea

MOJI10X

OZNEYIO= 13 MAHYT (ELSER) /
PEM. OJTMBEP XUPLLUBAI'ES1b

euyepoM 8 HoAbpA 1939 roaa HepBHOMO BUOA

MOJI0[,01 YenoBeK no MeHu Feopr 3nb3ep

TOPOMNUTCA NOKMHYTb MioHXeH. B 370 e BpeMmA
Ha TpMBYHY B MIOHXEHCKOM NWBHOM «Bloprepbpoitken-
nep» nogHuMaetca Afonbg MMTnep — BbicTynaTb nepef
BeTepaHaMu HawumoHan-coumanmcTuyeckoi paboyen
naptim lepMaHmu. Y LIBenL,apcKon rpaHuLel Anb3ep
CBOVIM CYeT/INBLIM MOBeeHNEM MIHOBEHHO MpUBIIEKAET
BHWMaHMWe NaTpysiA, ero 3a4epruBaloT, 0bbICKMBAIOT
— Cpeav NINYHbIX BeLLiel 06HaPYHKMBAIOTCA KAPTUHKM C
n3obpareHneM 6apa «Bloprepbpoiikensiep» U Kakue-To
CXeMbI — KarKeTCA: B3pbIBHOIO ycTpoicTaa. OKasaBLUMCh
B KaMepe, 37b3ep He MOXKET 0TBECTM B3ITIAL OT Lnbep-
6nata KapMaHHbIX YacoB — B LIeHTpe MIoHXeHa, MeX TeM
pa3faeTcA B3pbIB.
[Noka l'eopr B HaNpAXEHMN 3aMUPaET Haf CEKYHOHON
CTPEIKOW, 3pUTENTb YHKe 3HAET, YTO ero MOKyLLEeHWe Npo-
MaxHyrocb MuMo Lienmn — Mutnepa go 30 anpena 45-ro
roaa ybvBaloT ToNbKO «beccraBHble Yooaku». BrionHe
peanbHbIn Meopr 3nb3ep B 39-M rofdy He CMOr U3MEHUTb
X0[ UcTopum — dropep NOKUHYN NMBHYIO 3a 13 MUHYT 4O
TOro, KaK Npo3Byyan B3pbIB. CnegoBateny Ha gonpocax
TapaLuarcA Ha leopra Kak Ha AVKOBUHHYIO 3BEPYLLIKY:
3a4eM «MCTUHHOMY apuiiLly» y6uBaTb llobMMoro nuaepa
HaLWK, 1 KOFO OH XO4ET 06MaHyTb, ke Nof, MbITKaMu
MOBTOPAA pa3 3a Pa3oM, YTO BCe NpuayMar 1 opraHun3o-
Bas OH B 0AMHOYKY? OHUM 3acTaBnAtoT 3Mb3epa 0TMOTaTb
BPpeMA Ha3af — U OH HaUYMHAET PaccKas C OHOMo Bevepa
B pofHOM KEHurcbpoHe, rae oH, YacoBLLMK U MIIOTHUK,
UrpaeT Ha MeCTHbIX TaHLLAX Ha aKKOPAEeOoHe U 3armAablBa-
€TCA Ha KPacvBYt0, HECHACTIIMBO 3aMYyMKHI0K0 Inb3y.
Co6CTBEHHO MMEHHO BPEMA CTAHOBUTCA 3[eCh [T1aBHbIM

repoeM, BbIXOA Ha NePBbIN NiaH 1 3/1eraHTHO OTTeCHAA
Ha BTOPOW U MONNTYKY, 1 [TNepa ¢ ero nognesanamu

B Xbloro60CCOBCKOM YHUpOPME, M [are caMoro 3nb3e-
pa, y KoToporo B ¢punbMe OnvBepa XvpLuburena nuuo
aHrenonoJo6HOro CenbCKoro yuuTena us «benon nexHTbi»
Muxaana XaHeke. «13 MUHYT» OTCbINaeT 04HOBPEMEHHO U
K M3BECTHOW CTPOUKe 13 ¢punbmorpadmm aBTopa cLieHapua
®pena BpaitHepcaopdepa nog HaseaHueM «[locnegHue
OH Codmm Wonnb», v K «ByHKepy» XvpLuburena — npu-
YeM € MocIeQHUM Y HOBOW KapTUHbI PEMMCCepa Clly4aeTca
Bpoze 6bl KOHLLeNTyanbHbIN AUCTyT. ANOAMTUYHOCTL

1 UCKpeHHee HemoHUMaHWe NPOMCXOAALLEro BOKPY,
CKBO3fILLME B MPO3PaYHOM B3rTIALE LUMPOKO pacraxHyThbIX
mas toHoi ¢ponaAiH Tpayanb OHre, NMYHOM cerpeTap-
LM plopepa, CMeHAETCA anosIUTUYHOCTBLIO U UCKPEHHUM
HeMoHYMaHWeM NPOUCXOLALLLEr0 BOKPY, CKBO3ALLMX BO
B3r71Ae U3-M0f BUXPACTOM YeSKM YacoBLLIMKA 3Mb3epa,

T bl 1

KOTOpbIiA YeM Janbluie, TeM 60J1bLie CTaHOBUTCA KakUM-TO
CBUHLLOBbIM. ®ponaiH lOHre, KaeTcs, TaK HUYEro U He
MOHsAIa MPO CBOEro HaYasibHWKa HU B MOC/IeaHMe OHU
BOWHbI, HM [jaKe nocrie; 3rb3ep TOMKeE, KaKeTCH, NOHAN
He BCE, HO CyMe yXBaTUTb YTO-TO BaKHOE M [arKe NoYTH
yCren YTo-To UCMPaBUTb, — Hallb, YTO Ha PbIHKE MUPO-
BOM UCTOPUM LIEHA «MOYTU» BE3MaNoCTHO CTpeMUTCA
K Hyrio. Dtopep pa3MUHYNCA CO CMepTbio Ha 13 MUHYT.
3nb3ep bbin KasHeH 9 anpens 45-ro roga B [axay — 3a
[OBafuaTth OHe [0 0CBO6OMKAEHMA NarepaA M 3a ABaduaThb
oQvH — o camoybuiictea Mumepa. [a, «13 MUHYT» — 3T0
NPUKIIOYEHYECKUIA GUIbM, Fe BpeMs UrpaeT raBHYio
pOsib, 1, YepT BO3bMMU, Hosiee NapLUMBOro NpoTaroHMCTa
HaZo eLLe MoMCKaTb: BpeMsA Be3HasocTHO, Heonpede-
NeHHO, HepeLLIMTESIBHO U MII0X0 3HAKOMO C KOHLenuyen
CrpaBea/IMBOCTM.

Onv2a Apmemvesa
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KOPPULOA
JIOBB

OWJ1bMBI, KOTOPbLIX 3[ECH HE BbI/10

ANIEHLUTEMH B I’yAl-jAXYATO (EISENSTEIN IN GUANAJUATO) /
PEH. TIUTEP 'PUHY3

'CIV BOPYT KTO He 3HaeT, nu 3abbin: pe-

HMCCEP U XYOOHHUK [PUHY3M OaBHO U

YCMELLHO «3aHUMAETCA» YeST0BEYECKUM
TenoM. OH ero uccnefosaresb v neBeL, — Kak
1 €ro KyMU1pbl, BeNIMYaliLLne, BENWKUE, He
OYeHb BENIUKME U JarKe Marble rofiiaHACKMe
¥umBonucLbl. VX ayx, Bce eLue BUTAIOLLMM
TaM v caM B HupoepnaHpaax, 3actasun MpuHysa
MepecennTLCA B 3Ty HU3MHHYIO CTPaHy U3
YTPaTVBLLEH BCAKUE OyXOBHbIE CKperbl
AHmnm.
HuKoro ocobeHHo He cMyLLLan TOT daKT,
YTO B KapTUHe, [OMNYCTUM, «HouHoi [o30p»
penKo NoABNANCA 0eTbIM aBTOP YKa3aHHOro
npov3seneHuA, PeMbpaHAT (B ucronHeHuu,
KCTaTy, Toraa ManousBsecTHoro MaptuHa
Opu1MeHa, OH e JoKTop BaTcoH B cepuane
npo LLlepnoka XonMca). Ho Bcex ABHO cusbHO
CMYTUT OTCyTCTBME o0AeAabl Ha C. M. 3iizeH-
LuTeHe (B UCTIONHEHWM OTBaMHHOMO GUHCKOIO
aKTepa InMepa baka). Kak v npuctaneHoe
BHMMaHMe K ero noJsIoBOM M3HW, KOTopas, Mo
yTBepHOeHWo [PrHY3A, BCe e UMena MecTo.
[a, B HoBOM dunbMe, Co34aHHOM, 0c060
3aMeTUM, 6e3 BCAKOMO POCCUIMCKOrO y4acTus,
aBTop «HKuBoTa apxuteKTopa» U «MHTUMHOMO
[OHEBHWKa» NPOJIMBAET CBET Ha CeKCyarlb-
HOCTb BEJIMKOIO COBETCKOIO perunccepa
— O[IHOMO W3 HEMHOIUX OTEYECTBEHHbIX
KWMHeMaTorpaguCToB, CTaBLLUMX M POBLIM
6peHaoM. U oa, cekcyanbHOCTb J3eHLUTen-
Ha, ABneHHas [PyHy3eM Bo BCeX MPOTOKOSb-
HbIX MOZPO6HOCTAX, BO3MOMHO, KOro-TO
cMyTuT. CoBepLLIEHHO He co0bpasyAck co
CIOMHbIM TEKYLLIUM MOMeHTOM Ha PoauHe

perumccepa, ¢ HecbIxaHHOM 3[ecb cBoboaoM
IP1HY3IA FOPOAMT YTO XOUET U He cobupaeTca
HW Y KOT'O CNpaLUMBaTh pa3peLUeHna — Uy
uccnegoBaTenen TBOpYeCTBa IM3EHLLITEN-
Ha, HW Y [iepHaTesnien ero apXvBoB, HU Y
aBTOPUTETHBLIX MOPAIUCTOB, HU'Y MOparbHbIX
aBTOPUTETOB — BOOGLLIE HU Y KOrO.
Mo cyTu, 310 3poTUHecKoe G3HTe3U, OCHO-
BaHHOe B B0JIbLLION CTEMEHWU Ha 3poThde-
CKUX e PUCYHKaX CaMoro IM3eHLLTENHa,
cneumansHO aHUMUPOBaHHBIX AN1A dubMa.
Tak nn Bce 6bII0 Ha CaMOM Jene Uiu HeT,
Mbl, Pa3yMeeTCA, HUKOrdA He Y3HaeM, XOTA
PUHY3M yTBEPHKAAET, YTO IN3EHLLTENH
[DeVCTBUTENBHO JINLLIUIICA AEBCTBEHHOCTU
B Bo3pacTe 33 NeT BO BpeMA MNyTeLLecTBUA
B MeKcuKy. TakvM 06pa3oM, CTaHoBATCA
MOHATHbI PEBOIOLIMOHHBIE MbINT U 3KCTa3, A0
CYX NOp UCTOYaeMble paHHUMU GpUbMaMm
Knaccuka («CrauKka», «bpoHeHocel, «[oteM-
KuH», «OKTABPbL»), — 06BACHTL NoJo6HOE
PEeBOSIIOLILOHHOE PBEHME BbIX0ALA 13
OypryasHol cpedbl MOXHO SIULLIb Cy6ninMa-
Liel NofaBneHHOM CEKCYyanbHOM SHEPT UK.
CKas3aTb, YTO 3KCLLEHTPUYECKMIA OTUET
lP1HY3A 0 BOCbMM MecALax, NpoBeAeHHbIX
COBETCKMM reHneM B MeKcuKe, He MoXoK Ha
oduLMansHo-NapaaHbIvA MOPTPET, KOTOPbIN
XOTeN bbl MOSY4MTb OT HEFO HEKOTOpbIe A0
CMIX NOP OCTaBLLNECA COBETCKUMM UHCTAHLWM,
— 3HAYUT HUYEro He CKasaTb. Ho TennoTel
1 CUMMaTUM K CBOEMY repoto y [puHyan B
[ECATKM, B COTHW pa3 bonbLue, YeM B Nio6oi
buorpaguyecKoi obA3anoBke.

Cmac TelpKuH

MOJIMAHUE
ATHAT

CBOBOHAA MbIC/1b
B3rNA0 TULLHb

(THE LOOK OF SILENCE) /
PEH. [IHKOLLIYA OMMEHTEMMEP

onABnieHne dunbMa «AKT ybUiACTBa» Npounssesno

3¢ deKT pasopeabLueitca 6oMbbl. Mano Toro,

410 QMIIBbM pacKpbiBan ofHY U3 caMblX CTpaLL-
HbIX CTPaHWL, COBPEMEHHOM UCTOPUU — NONIUTUYECKME
penpeccum B ipooHe3un B 1965 — 66 rogax, Korga
npuvLleLIMe K BNacTu Nocne rocyaapcTBeHHOro
repeBopoTa BOeHHbIe UCTPEOUIN NopAaKa MUITTIMOHA
TaK Ha3blBaeMbIX KOMMYHUCTOB. TaK eLLie 1 paccKas o
KpOBOMpPOJSIUTUAX BEAETCA OT LA y6uiL, KoTopble
[0 CYX Nop 3aHMMaloT BeayLLme NocThl B cTpaHe. B
WX BOCTTIOMUHAHUAX HET HU Kanmn packaaHuA, a BOT
6axBanbCcTBa CKOJbKO yroaHo. OHM ¢ AeTCKUM 3aa0-
POM rOTOBbI MHCLLEHUPOBaTL Ha Kamepy Hanbonee
HECTOKME CLieHbl COBEPLLEHHBLIX COBCTBEHHOPYYHO
ybuincTB, 6yaTo peyb UOeT He 0 MacCoBbIX BOEHHbIX
npecTynieHusx, a 0 NocTaHoBKe nbeckl LLlekcnvpa.
«AKT y6UIMCTBa» MrHOBEHHO CTan GaKTOM MexwayHa-
POOHOM KYNbTyphbl, NPeBpaTMB MOIOA0I0 [OKYMEH-
Tanucta [xowya OnneHrenmepa B cynep3se3gy. Ho
6on1e3HeHHee BCero ee NpUHANM B caMol MHaoHen-
3uK. TaK — U3 peaKLmm 0gHON CEMbM, Y3HABLLEN B
rMoKasaHHbIX Kagpax YouiL, 65IM3Koro poACTBEHHUKA,
- poaunack BTopas YacTb. [aBHbIN repoi Ha 3ToT
pas He ybuiiLa, a wepTBa. bpart ¥ecToko ybutoro 50
NeT Ha3ag Mosio[oro YesioBeka. B conpoBoraeHuu
BUEeOKaMepbl OH HaBELLLAeT Tex, KTO 0TAaBan npuKkas
K YKeCcTOKOM pacnpaBe, U POACTBEHHUKOB TeX, KTO He-

nocpencTBeHHO NPOM3BOAMN KasHb.
«B3rnAg TULWKWHBI» — HE aKT MecTH, a NonbITKa paso-
6patbcA. Haltv couyBCcTBUE, NpU3HaHWE COBCTBEHHOM
BWHbI B Maniayax — unu xots 6bl B Ux aetax. B ceoelt
oJuccee rMaBHbIN Fepoli pas 3a pa3oM HaTbIKaeT-

CA Ha Myxyto cTeHy. Kam bl U3 onpoLLeHHbIX UM
yMyapwnca 6yKBasibHO BbITECHUTb U3 COGCTBEHHOM
ronoBbl CObLITUA TEX NIeT: CNNCATL BCe Ha Aena AaBHO
MUHYBLUWX OHEN, MONIUTUYECKYIO CUTYaLMIo, NPUKasbl
CBEPXY.

MMaBHbIN repowt no npodeccumn — optansmoror. Mo
OepeBHAM OH XOAMT CO crieumanbHbIMU JIMH3aMK,
ucnosib3yeMbliMU 1A nogbopa o4koB. BetaBnss
CMEHHbIE CTEKIbILLKW B OMPaBy, OH C/IOBHO MNbITaeT-
CA OTKPbITb OKPYAIOLLMM [71a3a Ha UX COBMECTHoe
cTpaLuHoe npoLusnoe. Ho, KaxeTcs, yrKe CIULLKOM

no3aHo. B aTol oKpyKatoLLelt TULIMHE U 61M30pYyKo-
CTW eMy 0CTaeTCA TOJIbKO CHOBa W CHOBa NepecMaTpu-
BaTb 3aMKCb, Ha KOTOPOA Nanayun ero 6para ¢ ynoeHu-
€M BOCMpoun3BoaAT yOUCTBO. TaK LUOKMpOBaBLUME B
npegplayLeM ¢unbMe, Ha 3TOT pas 3TU KaApbl CATyXKaT
NULWb GOHOM AN1A [EeMOHCTPaLMK MYBUHBI OTHAAHWA
Tex, KoMy yAasnoch yLeneTb, Ho He obpecTu cBobo-
Ay. HepTBbl penpeccuin No-nperHeMy BbIHYAEHbI
CKpbIBaTbCA. Mx AeTun, BocnuTbiBaeMble COBPEMEHHOM
nponaraHAon, BblHYHAEHbI MUTb BO /KU. A KpacHo-
peunBein Bcero GpunbMa BeIrMALAT TUTPLI. TaM, KpoMe
damMunnm pexxmccepa 1 ero MOry4mx NpoAKCepoB-
noKkpoBuTenen spofde BepHepa Xepuora v 3ppona
Moppuca, npaKT14eckn Bo Bcex AenapTaMeHTax
MHOI0 pa3 NoBTOPAETCA OHO 1 TO e UMA — AHOHUM.
Hukuma Kapyea




éﬂﬂ EKO OT PAfi

MA POCCUICKOr0 KMHO 5
Mo NEKTPUYECKMKM OBJTAKAMW / PEHK. ATIEKCEV A. TEPMAH

- Celyac Bce 3HaKoOBble KapTUHbI
no4yeMy-To CTaju... BeCOMee, YTo
nun. Hanpumep, A He gymar, 4To ¢
¢unbMoM «JleBnadaH» nponsom-
JeT TaKkafA HecycBeTHas nonu-
TU4eckKas urpa. MHe KarkeTcs,
YTO Balla KapTuUHa npuobpeTeT B
6nuraluee BpeMA KaKon-To fo-
NoJsIHUTeNbHbIN Bec. B Helt uTo-To
TaKoe HaKonwumochb, 4to 6yaer co-
BCEM HEOUAAHHO UCTOJIKOBAHO.
Anekceli A. lepmaH: HensgecTHo,
KaK oHa 6yZeT UCToNKoBaHa. 310
OAVH U3 MOCNEAHMX MOSbCHO-
POCCUIMCKO-YKPANHCKMX MPOEKTOB.
OH, o4eBMOHO, BYLET BbI3bIBaTh
Cropbl, K HeMy HaBepHsKa byaet
MPUKOBaHO CaMoe PasHOoe BHU-
MaHuWe. byneT HekanA TeppuTopKA
napaHou BOKPYI HEro, eCTeCTBeH-
Ho, ByyT Hac B YeM-TO 0OBMHATB.
B TOM pacKkaneHHOM NpocTpaHcTBe,
B KOTOPOM Mbl CEIYac CyLLIECTBYEM,
BCe runepbonm3mpyeTca, Npuyem
He Bcerga no aeny. Ho 4to ¢ 3TuMm
[enatb — He 3Halo.

- Bbl Beb CHUManu He TOJbKO B
MuTtepe, Ho 1 B [lHenponeTpoB-
cke, XapbKoBe, Ogecce. Yero

Bbl XOTeNIM f06UTbCA UMEHHO OT
3Toro npocTpaHcTBa?

- Y Hac Bce MeHANoCh, C caMoro
Ha4ana 370 JOMHHbI BbINN BbITb
[pyrve MecTa. To NpoCTpaHCTBo,
KOTOpOe Mbl XOTeNn co3aaTh,
JOMHKHO 661710 BbITb rpadUyHO
HaCTPOEHHbIM, @ C ApYroit CTOPOHbI
— Mbl He XOTeSIM C/INLLIKOM «Bbe3-
¥aTb» B ropoda, MoToMy YTO HaLLu
rOpOfa aHTU3CTETUYHbBIE, OHM 3a-
CTbINN «Mexady». OHM He HacToNbKO
6pyTanbHO-KPOBOMKAaAHbIe, KaK B
MHAWMK, HO 1 He HACTOSBbKO KOM-

MO3ULMOHHO COBEpPLLEHHBIE, KaK
Hblo-opK. U BOT 3Ty HEBHATHOCTb
HaLLle MOCTCOBETCKOM apXUTEK-
TYpbl — C TOYKM 3pEHWA KOTOpK-
CTUKM — MHE COBCEM He XOTeNoCh
MPWBHOCUTL: HaM Ka3anock, YTo 3T0
6yneT yomBaTtb 3cTeTuKy. Moatomy
Mbl UCKanM MecTa, KoTopble 3Toi
3CTETUKN, HaobopoT, fobaeAT. No-
MOraloT, a He yb1BatoT. Mbl Befb BO
MHOMOM LLAIN OT M306parkeHua, a
He oT ApaMaTyprum.

- B BaweM ¢unbme cnoxHo,
MHTEepeCcHO CoYeTaloTCA aKkTepbl U
He aKTepbl...

- Y Hac ux poBHo nononam. Hanpu-
Mep, Kocta 3enurep — My3bIKaHT,

a MHOTO U1 TeX, KTo BOOGLLE He
MMeeT OTHOLLIEHWNA K aKTePCKOM
npodeccuu. Mbl NpocTo NbiTanuncb
MCKaTb 0CO3HaHHble N1La 1 oTTan-
KMBanMCb OT 3Toro. MHe Hagoeno
KWHO Npo Aebunos.. To ecTb, A ero
yBarKalo, Ho BOT CMOTpUTE: B HaLLlelt
CJI0OYKHOW peasnbHOCTVM MHOIO Yero
HamelulaHo. CkareM, B Mockee
ecTb [oronb-LeHTp, B MUTepe ecTb
eLLle YTo-TO, YTO-TO B HOBropozae,

B ExaTtepuHbypre, B PocToBe. [1a,
3TOr0 HEMHOIO, HO 3TO CyLLleCTBYyeT.
[a pawe nocmotpuTe Ha MUKHUK
«AduLLn», rae cobmpaloTcA COTHU
ThICAY Tlogelt. A ANA KMHO 3TOoro
Bcero He cyLectsyeT. OHo denaet
BWM[, YTO BCEX 3TUX Nloel HeT. A
OHW eCTb, — KOHEYHO, KaK U CITOMHO
nbtowana Poceua. U To, n gpyroe —
NpaBWbHO, U MHe O4eHb HPaBUTCA
yrKe YNOMAHYTLIM BaMn «J1eBna-
(aH», Ho A FOBOPIO, YTO JOSHKHO
CyLLIeCTBOBaTb U Apyroe.

- Y MeHs 6b110 oLuyLeHue, YTo

B punbMe npucyTcTBYeT cepe-

6pAHbIN BeK. 3To NpaBUbHOE
oLuywieHne?
- 3T0 KapTWHa 0 3aKaTe 1 BO3POK-
OEHWUN UHTENIUIeHUMK, 3TO Kap-
TWUHA O MeCCUAHCTBE, BO MHOIMOM.
MoaT B Poccum 6onbLue, 4em noaT,
1 He MOTOMY, YTO OH [OJIHEH BCEX
YYM1Tb, @ MO OLLYLLIEHWIO CBOEN
COMPUYACTHOCTK, BarKHOCTU U OT-
BeTCTBeHHOCTW. [1o3ToMy Npobne-
MaTKKa Noxora.
- Bbl BnepBble cHUMaeTe KapTUHY
0 coBpeMeHHOCTU. CNoXHO nun
6b1/10 COXPaHUTbL NPU 3TOM BaLl
NpeXHUN CTUNb, rge HeKoTopoe
OTCTpaHeHue NpUcyTcTByeT U3Ha-
YanbHo?
- He 3Hato, MHe caMoMy TpyaHO
cyomTb. A He AyMalo, YTO UMEHHO
«COBPEMEHHOCTb» (TeM bornee YTo
Ha 3KpaHe 2017 rog) nrpaet 34ech
rnaBHyto posib. Mbl cTpomnm Takoe
norpaHMYHoe NPOCTPAHCTBO —
Mer Y HN3HEHHO BO3MOMHBIM U
XYLOXEeCTBEHHO COBEPLLEHHbIM.
Meay aHepruemn u Bolpasm-
TEeNbHOCTLIO C OOHOM CTOPOHbI U
BO3MOHOCTLIO CYLLIeCTBOBaHMA
3TOro NPOCTPAHCTBA B KaKoM-TO 13
peanbHoCTe. 3TO BOMPOC C/TOMKHbBIX
MaHeBpOB BOKpPYr AeKopauuit. Py-
KoZenbHaA KapTWHa, aHTUUCTOPUA
MpO COBPEMEHHOE KMHO, A Mof «CO-
BPEMEHHBIM KMHO» A Ceivac MMeto
B BUIY MeTof, Koraa Mbl Npues-
YKaeM, CTaBUM KaMepy, YyTb-4yTb
YTO-TO [ieN1aeM — U Cpasy CHUMAEM.
HacTosLLee KMHO — 3TO BCe-Takm
WCKYCCTBO 06pa30B M HeYTo Xyno-
HECTBEHHO CroMHoe. He TonbKo
PEKOHCTPYKUMA peanbHOCTL.
Uumepaoio senu Aca KonodusxcHep
u lMemp LLlenomuHHUK

IMLF= dRELILY maner B «okTAGpe»

PAUCKUE KYLLU

YECKAA 3NOOPUA
ELLIE O[IHO MYTELLECTBNE HA JTYHY

(MENUJU REMBULAN) /
PEX. ICMANJTBACBET

HafA KpacaBwuua Aca, [oYb LLlaMaHa, BOoCCTaeT

MpoTVB NaTpuapxasbHbIX TpaguLUMM (XoTA 1

BOIMJI0LLI@EMbIX €€ MaTepbio, a He OTLOM) U
YXOQMT B OXYHITIU, FOe BMecTe C NoApyrov npeaa-
€TCA NPeNiecTAM 0X0Tbl U pbibonoBcTBa. B Kakoin-To
MOMEHT KaKeTcA, YTo nepes HaMmM CMenan — Jarke
Mo eBpOMencKUM MepKaM — necbuiickasa Menogpama,
HO NMOTOM TeMa CXOOMUT Ha HeT nepex JIML,OM NO3TUKM
TPaAULIMOHHBIX MHOOHE3UACKUX NereH .
Pesuccep McMamn Bacbet HasBan cBo dpunbM «ELue
0[Ho nyTeLlecTBMe Ha JlyHy». OH cMesio SloMaeT My-
FKELLEHTPUCTCKYIO MCTAMCKYI0 Tpaamumio, MoMeLLadA B
LeHTP GONbKIOPHOM KUHOMO3MbI ABYX HeHLUMH. [o-
Ccie TOro KaK 0fHa M3 HUX normbaeT oT yaapa MOsIHUM
(BorkbA Kapa?), BTopas BO3BPALL,AETCA B JIOHO Lin-
BUJIM3aLIMK U poXKaeT pebeHKa. Ho ot Koro? OT nca,
npeBpaTMBLLIErocs B MyXu4uHy. BoobLue, HaumHas ¢
ornpefeneHHOro MOMeHTa, repOMHIO COMPOBOXKAAIOT
MO *W3HU NpenecTHble 3Bepy, KOTOPbIX N306parKaloT
CTaTUCTbI CO 3BEPMHBIMM MackaMu Ha nuuax. U ato
MOrpyrKeHne B CKa304HbIM MUp, rae TPYAHO NPOBECTU
rpaHb MeM [y HMBOTHBIM U YeNTOBEKOM, OKa3bIBaeTCA
MepBbIM LLIAroM Ha nyTu B pai.
370T abcypAMCTCKUIA GIHTE3U-GUIBM TPYOHO NoMe-
CTUTb B KaKyto-To HuLy. Bnnike Bcero K HeMy cTouT
AnunyatnoH BupaceTtakyn, nATb neT Ha3aj 3aBoeBaB-
wui B KaHHe 3onoTyto nanbMoByio BeTBb. OH ToXe
MorpyaeT eBponenLEeB B TPOMUYECKME CHbI, Ha-
MoJIHeHHbIE NPeAaHNAMM U cyeBepuAMM. B aTux cHax
nioay NopoW NpeBpaLLaloTcA B TUrPoB, a FpaH1ua
Mey CHOM U ABbi0, 6bITOBLIM Y MU(ONOrMYECKM
[J3aBHO NopyLLeHa — NpuyeM CAeSIaHo 3TO C NPOCTo-
JyLuneM, KoTopoe MOXKeT cebe NO3BONUTL TOSbKO
XYLOMHUK He-eBpOMenCcKon KynbTypbl. BnpoyeM,
npocTtopyLuue nn 310?
KarkeTca, uto cobbiTna dpunbMa bacbeta nponcxoaat
B [JOMCTOPUYECKME BPEMEHa, HO, BbINAA U3 necy, Aca
OKa3bIBAETCA B COBPEMEHHOM rOpPofe, U 3TO BbIMNA-
[OUT He KOHTPACTOM, a eCTeCTBEHHbIM MPOAOTHKEHUNEM
cloppeanuncTuyeckoro cHa. EBponeel, HaBepHAKa
nonaanca 6bl cobnasHy M306pasuTb CErogHALLHNI
MUP KPUBLIM 3epKasnioM Mudosiormyeckoro. A BoT
nHOoHe3veLl, y6exaeH B 06paTHOM: MULI 1 nereHAbI
NPOJOSHKAIOT HUTb B COBPEMEHHOM obLLecTBe. XoTA

MHOMAA UX MOXKHO MPUHATBL 3a ranioLmHaLum, cnpo-
BOLMPOBaHHbIE TPONMNUYECKOM NINXOPaaKOMN.
EneHa lNnaxosa




LOSERS / KAPBLMU

COMPETITION
DIR. IVAYLO HRISTOV

Ivaylo Hristov has long been known as an actor, having
started in socialist Bulgaria, but his directing career

is way shorter. In fact, apart from TV projects and the
films he co-directed, until recently his only serious film
has been “Footsteps in the Sand” that made it into the
competition program of the 2010 Moscow International
Film Festival. Among other things, its characteristic
features were East-European atmosphere and the spirit
of fighting against the Iron Curtain that had divided

the continent. The curtain was represented in multiple
ways, from the Berlin Wall to the rusty gate in the mid-
dle of the field. It seems what annoyed Slavi, the main
character, most of all was the very fact these obstacles
even existed.

However, if this East-European atmosphere is present
in Ivaylo Hristov's new film ‘Losers’ at all, it is only in
the general oppressing hopelessness of the gloomy
world. It shows in the dilapidated concrete Chernobyl-
like houses (which, however, benefit from the black-
and-white picture), in industrial areas, cooling towers,
walls calling upon everyone to leave a message on
them. In overgrown stadiums, where you can make love
without anyone noticing it. In construction sites and
basements, where people can gather together to listen
to music, putting a mobile phone in a plastic cup to
improve the acoustic properties of the place.

The characters actually do it all. It seems they've
exhausted their imagination and can't come up with

a better idea to entertain themselves in this heartless
town. Elena (Elena Telbis), a school student, is prepared
to do anything, no matter how shocking and careless

it is, as there are simply no outlets in her life. At home,
her mother’s a bitch who considers her as an obstacle
on the way to her personal happiness; at school, her
friends are all whores and thugs. It is only natural that
when a rock group “Oxygen” (“Kislorod”) comes from
the capital to their town with a concert, she sees it as
the highlight of her life. A guy called Koko (Ovanes
Torosian) is in love with her, but she tries to ignore him,
carelessly dismissing him as yet another boring feature
of the landscape, much like the walls and the lamp-
posts. Or at least believing he's an even bigger loser
than the rest.

The theory and practice of being a loser is in the centre
of attention here, and Koko himself, surrounded by his
henchmen, talks about it more than anyone else (which
is coquetry, of course, as true losers don't have any
henchmen). Actually, non-losers are not present in the
film. Even Justin, the king of the castle, or, in this case,
the school, is yet another loser who can only assert
himself by gathering his friends and beating up a girl in
adark alley. Even the “tough guys” from the rock group
“Oxygen” can only pass for stars in front of the naive
audience in the province.

In “Footsteps in the Sand” Ivaylo Hristov was utterly
traditional. His new film, however, teems with visual
experiments, although the director himself is quite
ironic about them: for example, lining up in front of the
factory chimneys to piss, the musicians start reflecting
upon how cool it could look in a music video. He shows
a tendency for funny tricks, introducing in the film an
old woman crossing the fields overgrown with weeds in
a hand car, although nothing promised such entertain-
ment in this joyless world in the beginning of the film.
At some point the movie acquires truly Chaplin-style
gimmicks, like when a wooden toilet falls apart when
the door is slammed.

The film starts staggering from one genre to another.

A drama about the losers who can't find their love and
have to fight against the whole world has no develop-
ment, the director doesn’t exaggerate the situation to

the point where it would become truly scary, and even
Elena’s mother turns out to be not quite as terrible as
she was shown in the beginning. Everything trans-
forms into a comedy, and Koko's henchmen become
ridiculously funny, just like Koko himself, whether he is
planning to lie on the rails or makes a decision to lose
his virginity urgently.
The film leaves an optimistic aftertaste, which makes
a better impression than it would if Ivaylo Hristov had
been cruel to his characters. A touching and goofy smile
on the characters’ faces always stirs up more sympathy
than a deadly serious, blood-curdling grimace of pain.
Igor Savelyev

COSMODRAMA

SPECTRUM
DIR. PHILIPPE FERNANDEZ

- Why did you choose to use such an original style
for your film?
Philippe Fernandez: You mean the old-fashioned
costumes and interiors? Well, that wasn't the most
crucial part for me. What | found to be a truly “original
style” was the very method of including philosophy in a
film. Because most people don't go to cinema to obtain
information. But everything you find out in “Cosmo-
drama” is actually true. It's a legitimate scientific theory
-l didn't invent it. | was merely reading scientific books
and tried to convey this information in my film.
- So would you say that scientific issues are of
the same interest to you as human issues?
- Well, not exactly. | am very interested in the issues
of the human kind, but at the same time | believe that
most of those issues come from the lack of knowl-
edge. | don't make films about everyday life. There are
many great filmmakers who make great films about
everyday life — about people’s feelings and dramatic
events. But | was making a movie about our relation-
ship with the Universe. | feel the most dramatic part
of it is the fact that most people don’t know anything
about this area. This way, even the time in which this
story is set, is not important - this story is just not
about time.
- How old are your characters?
- They were all probably younger when they left the
Earth. But to be honest, |, too, don't know which era
they actually came from. | believe they set out at the
start of the 70s, and about twenty or thirty years have
passed since then, and it seems they managed to
cover a long way during that time while being placed
in a cryochamber.
- The same probably goes for their pets too. What
is their role in the film?
- Oh, the dog was the best actor in the film. It was so
easy to work with him, he was so well trained. When
his owner asked him to look at something, he gladly
turned his beautiful head. It was not as easy when it
came to filming apes. Sometimes we would film for
three hours with them, just to get 10 seconds of use-
ful screen material. When you tell a chimpanzee to do
something - they do, when you repeat your request,
they just don't see any sense in doing it again.
- The fact that you're well aware about the latest
scientific achievements makes you feel more
optimistic, or the other way around?
- | believe that despite the great scientific progress and
the fact that now we know so much more about how
the world functions, it becomes even more inexpli-
cable for us. So | would say it makes me more of a
pessimist, just because | realize | won't be here when
the humanity will discover the secret to immortality.
And so | come to a sad conclusion that we won't ever
be able to obtain the knowledge that we so much
strive to achieve.

Interview by Asia Kolodizhner and Peter Shepotinnik

THE VISIT

DOCUMENTARY FILM COMPETITION
DIR. MICHAEL MADSEN

Michael Madsen is first and foremost a conceptual art-
ist. Documentary filmmaking for him is just paints and
canvas that he uses to create his own reality. It's only
at afirst glance that it looks indistinguishable from the
ordinary world, but the familiar facades and interiors
conceal a mystery, the key to which is on a par with
discovering life beyond our galaxy.
Substitution is a trick the artist has a perfect command
of. Among the participants of Wim Wenders's epic
project “Cathedrals of Culture” Madsen was the only
director who chose to talk not about operas or libraries
but about the ultra-modern Norwegian Halden prison.
The film eventually became not a mechanical confirma-
tion of the commonplace statement “life is everywhere”
but a fine philosophical exploration of the boundaries
of freedom. No matter how comfortable life of the
inmates of “the world’'s most humane prison” is - it still
features bars, walls and barbed wire. In other words,
the more effort people make to mask the limitation of
freedom, the heavier it becomes.
Madsen uses the same trick in his new film “The Visit".
He imagines the unimaginable: an alien visit that never
happened. Making up - or substituting - the plot’s
starting point, the artist sticks to clear logic of events.
There's no need to imagine anything anyway. The Earth
has been ready for such a visit for a long time. NASA
scientists, UN officials, representatives of the US and
UK governments and even a lawyer specializing in
inter-galactic law (just to settle some mute points in
the relationship between the two life forms), in a word,
all respectable people are happy to give interviews,
explaining in many details what and how they'll ask the
aliens. After, of course, they pose the major question:
‘Why are you here?’ Each of the characters has a clear
role and their own algorithm of actions. Super-powerful
computers, giant antennas, modern tanks, chemical
protection suits, a carefully chosen for the highest-level
talks tie — it seems all the eyes on the Earth at any
second are fixed up there in the sky.
Outside the formal and secret offices Madsen uses ul-
tra-slow motion to make bypassers virtually freeze, as
if trying to imagine how dazzlingly bright our life would
seem to an alien from space wandering accidentally to
our planet. These slow shots, carefully chosen angles
and allusions to “A Space Odyssey” depict a utopic and
ominous world. Repeating the scenario of the close
contact again and again, we come as close as possible
to the line beyond which it's impossible to say if we're
really surrounded by the endless world full of life or
nothing but cold emptiness. And as there is no answer
to this question while we seem to need it more and
more every day, our own planet slowly turns not into
Paradise Lost but a perfect prison of our imagination.
Nikita Kartsev

13 MINUTES / ELSER

81 FILM
DIR. OLIVER HIRSCHBIEGEL

On the night of November 8, 1939, a man named Georg
Elser rushes to escape from Munich. At the very same
time a special guest appears on the podium of Munich
beer bar “Biirgerbraukeller” to make a speech in front
of NSDAP veterans — Adolf Hitler. Elser is stopped at
the Swiss border, having attracted the police attention
with his clearly suspicious behavior. He is taken in

and searched - among his personal belongings there
are pictures of the insides of the “Biirgerbraukeller”
bar and the schemes of something resembling an



explosive device. Put in a prison cell, Elser can't take
his eyes away from his pocket watch - a big explosion
soon shakes the center of Munich.

While Georg freezes at the sight of the sweep hand,
waiting — the audience already knows that his

attempt on Fuhrer’s life has failed - only Tarantino’s
“inglourious bastards” can kill Hitler before April 30,
1945. The real Georg Elser wasn't able to change the
course of history in 1939; the Fuehrer had left the
building 13 minutes before the explosion. Interrogators
openly stare at him with obvious curiosity: why would
a “true Arian” try to kill the nation’s beloved leader,
and how the hell is he trying to trick anyone by stating
time and again - even after undergoing tortures - that
he planned and executed the whole thing alone? They
make Elser to “be kind, rewind” - and so he starts his
story with one night in his home town Kdénigsbronn,
the night he was happy to just play accordion at a
local dance party and stare with pure fascination at
beautiful, but fatally married Elsa.

Time becomes the protagonist here, gradually
overshadowing politics, Hitler with his Hugo Boss
uniformed army of “yes-men”, and even Elser himself,
who in Oliver Hirschbiegel's film has the angelic face of
the village teacher of Michael Haneke'’s “White Ribbon”
- played by the actor Christian Friedel. “13 minutes”
relates both to screenwriter Fred Breinersdorfer’s
famous title “Sophie Scholl: The Final Days”, and
Hirschbiegel's own “Downfall” - although the latter
sort of engages in an interesting conceptual dispute
with the director’s new film. Political blindness and
genuine lack of understanding of whatever’s going on
around Fuehrer's young and lovely secretary Traudl
Junge is opposed by political blindness and genuine
lack of understanding of whatever's going on around
a clockmaker Elser - the difference is, miss Junge
seems to have never fully become aware of who her
employer actually was, while Elser actually might
have realized something important. He even was
almost able to amend some things — unfortunately,

in the context of world history “almost” doesn’t count
at all. Fuehrer missed his date with death by only

13 minutes. Georg Elser was executed in Dachau
concentration camp on the 9th of April, 1945 - twenty
days before the camp’s liberation and twenty one day
before Hitler's suicide.

Yes, “13 minutes” comes out as a sort of an adventure
film with time itself being the protagonist, and to

be honest, this protagonist utterly sucks: time is
merciless, uncertain and doesn't give a damn about
the concept of justice.

EISENSTEIN

IN GUANAJUATO

NG PICTURE
DIR. PETER GREENAWAY

Olga Artemyeva

In case someone doesn't know or has forgotten:
Greenaway, a director and contemporary artist, has
been focusing on the aesthetics of human body for
quite a long time. He explores and admires it, just
like his favourite great Dutch painters. Their spirit is
still tangible in the Netherlands, which is partly why
Greenaway moved to this country from heartless
England.

No one had any particular problem with the fact that,
for example, in “Nightwatching” Rembrandt, the author
of the mentioned picture (played by Martin Freeman,
future John Watson in the TV series “Sherlock”, who
was pretty unknown at that time), mostly appeared
on screen nude. However, Sergey Eisenstein (played
by brave Finnish actor Elmer Back) in various state of
undress will definitely disturb many minds. Just like

a special focus on his sex life, which, in Greenaway's
opinion, despite many doubts, Eisenstein actually had.
In his new film, incidentally created without any
Russian involvement, the author of “The Belly of an
Architect” and “The Pillow Book” sheds light on the
sexuality of the great Soviet director, one of the few
Soviet filmmakers who became a world-famous brand.
And Eisenstein's sexuality, depicted by Greenaway in
many details, might indeed disturb some people.
Totally ignoring the difficult state Russia is currently in,
Greenaway enjoys absolute freedom and does anything
he wants. He doesn’t need anyone’s permission, be
it from scholars specializing in Eisenstein’s work,
the keepers of his archives, moral authorities or
authoritative moralists.
In fact, this is an erotic fantasy based more on
Eisenstein's erotic drawings that were animated
specially for the film. Of course we will never know
whether everything really happened as shown in the
film, although Greenaway claims Eisenstein lost his
virginity at the age of 33 during his travel to Mexico.
In this light, the revolutionary ardour and ecstasy
of his earlier films, such as “Strike”, “Battleship
“Potemkin”, “October”, become easier to understand.
Such revolutionary zeal from someone who comes
from a bourgeois background can only be explained
by sublimation of the suppressed sexual energy. It
won't be enough to say Greenaway eccentric depiction
of the eight months the Soviet genius spent in Mexico
doesn't look much like the official portrait that some
Soviet-style institutes would prefer to see. But it is
clear Greenaway feels dozens or hundreds times more
sympathy and affection for his characters that can be
found in any commissioned biopic.

Star Tyrkin

ANOTHER TRIP
TO THE MOON /

MENUJU REMBULAN

TROPICAL EUPHORIA
DIR. ISMAIL BASBETH

Young beautiful Asa, a shaman's daughter, rebels
against the patriarchal traditions (which incidentally are
represented not by her father but her mother instead).
She leaves for the jungle and enjoys hunting and fishing
with her friend. At some point it seems we're in for a
daring, even for European standards, lesbian melo-
drama, but then this topic yields place to the poetry of
traditional Indonesian legends.

The director Ismail Basbeth called his film “Another
Trip to the Moon”. He bravely breaks the man-centered
Muslim tradition, focusing his folk film poem on two
women. After one of them is killed by a lightning strike
(is it God's punishment?), the other comes back to the
bosom of civilization and gives birth. Who is the father?
A dog that has turned into a man. From a certain point
the main character is accompanied by cute animals
played by people in animal masks. And this immer-
sion in the fairy-tale world, where it's difficult to tell the
difference between a man and an animal, becomes the
first step on the way to heaven.

It's hard to place this absurdist fantasy into any par-
ticular niche. It's closest to the works of Apichatpong
Weerasethakul, who was awarded a Palme d'Or in
Cannes five years ago. He too immerses the Europeans
in tropical dreams full of legends and superstitions. In
these dreams people sometimes turn into tigers, and
the border between the real world and a dream, the rou-
tine and the mythological is broken — with the innocence
that only a filmmaker from a non-European culture can
indulge in. But is this really innocence?

It seems Basbeth's film is set in pre-historic times, but
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after leaving the forest Asa comes to a modern city,
which doesn't look like juxtaposition but rather like a
natural continuation of a surrealist dream. A European
would probably give in to the temptation to portray the
modern world as a distorted reflection of the mythologi-
cal world. But the Indonesian director believes in the
opposite: myths and legends still live in the modern
society, even though sometimes they can pass for hal-
lucinations caused by the tropical fever.

THE LOOK

OF SILENCE

THOUGH
DIR. JOSHUA OPPENHEIMER

Joshua Oppenheimer’s documentary film “The Act of
Killing” was a true sensation. Not only did this movie
explore one of the most terrifying pages of modern
history — political repressions in Indonesia in 1965-1966,
during which the military government that had come to
power after an uprising murdered about a million people
suspected of being communists, but the story was told
from the perspective of the murderers, who to this day
hold major positions in the country. Their memories don't
spot a trace of remorse — only bragging and boasting.
They are more than eager to participate in the onscreen
dramatization of their most cruel and horrifying killings -
as if they had been taking part not in mass war crimes but
in staging a Shakespeare’s play.
“The Act of Killing” became an instant classic of the
international culture and turned the young director
Joshua Oppenheimer into a star. The most genuine
and painful reaction to the film came, of course, from
Indonesia - thus, the reaction of a family who saw the film
and identified the killer of their relative led to the creation
of the sequel - seen this time through the eyes of the
victim, the brother of a young man tragically murdered
fifty years ago. Followed closely by a camera, he visits
those who gave orders allowing the massacre, as well as
those directly responsible for execution.
But by no means should “The Look of Silence” be
considered an act of vengeance - rather an effort to set
the story straight. It's an effort to discover some sort of
sympathy or admission of guilt in the executors — or at
least in their children. But throughout his odyssey the
protagonist bumps into the same wall over and over
again. Every single person he talks to already managed
to repress the memories of these terrible years - to
blame it on the political situation of that time or orders
from higher authorities, or simply say it is all “water
under the bridge” now. The protagonist of the movie is an
ophthalmologist who travels through villages with special
lenses used for manufacturing of prescription glasses.
By putting replaceable lenses inside rims he seems to be
trying to open - both literally and figuratively - people’s
eyes and make them admit their common dark past. But
it seems to be too late - in this surrounding silence and
short-sightedness he seems to have no other options
but to re-watch - again and again - the video showing
the executors of his brother recreating this horrible act of
killing. The images that looked so utterly shocking in the
original film are used here as mere background for the
illustration of the depth of despair of the people who were
lucky enough to survive but never managed to feel free
again. Victims of persecution are still forced to hide away,
while their children raised by the modern propaganda are
forced to live among constant lies. And all the while the
most eloquent part of the film becomes the title sequence
that, aside from the director's name and the names of
his producers — masters like Werner Herzog and Errol
Morris - features just one other name over and over again
—“Anonymous”.

Nikita Kartsev
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IMLF= dRELILY maner B «okTAGpe»

22 Ml.OHﬁ / JUNE 22 22:30 KOCMOJPAMA / COSMODRAMA OKTABPb, 4
]
13:00 JOMUHIMMHBOC / DOMINGUINHOS OKTABPb, 2 2230 13 MAHYT/ELSER OKTABPb, 7
13:30 BCTPEYA HA BbICTABKE / HANDIPUM CUCAHANDESUM WNJTIO3MO0H, 1
13:30  HAATIET/NAHAPET WIIO3NOH, 1 23 NIOHA / JUNE, 23
13:45 KPUYALLIE / SCREAMERS OKTABPb, 8 12:00 B3rNAQ TULLIMHBI / THE LOOK OF SILENCE OKTABPb, 2
14:00 WHUWOEHT C YEPHOW NYLLKOW / HEI PAO SHIJIAN OKTABPb, 6 13:30 AHE OH / BEN 0 DEGILIM OKTABPb, 6
14:30 NAPAHOPMAJIbHAA JTABOPATOPUA XAPYKO / OKTABPb, 5 13:45 JIIOB0BHUK / LAMANT OKTABPb, 7
: HARUKO CHOUJYOUGENSHOU KENKYUJYO
13:45 M3rHAHHWULIA / NIRBASHITO OKTABPb, 4
14:30 AHKJTAB / ENKLAVA OKTABPb, 9
14:30 NPULLECTBUE / THE VISIT OKTABP, 2
15:00 JIAPUCUHA APTENb / LARISA'S CREW OKTABPb, 2 — ~
14:30 BOCMOMMHAHWA HA KAMHE / BIRANINEM LI SER KEVIRI OKTABPL, 8
15:00 APBEHTYP/ ARVENTUR LAK, 1
15:15 APBEHTYP / ARVENTUR OKTABPb, 5
15:15 CUPOTbI / BEKAS OKTABPb, 4
N 15:45 POCWUTA / ROSITA OKTABPb, 9
15:30 MYXCWH BEW / MUHSIN BEY OKTABPb, 7
16:15 YBUMLIA 10 KOHTPAKTY / MURDER BY CONTRACT OKTABPb, 7
16:00 POXOEHVE / ERKUNQ WNJTIO3KO0H, 1
- 16:15 HENPUMUPUBLLUMECA, UNW TOE NPABUT HACUIE, MOMOMKET TONIbKO HACUNE / OKTABPb, 7
16:15 HEHLLIMHA MOEN MW3HW / EHATA HA MOA HIBOT OKTABPb, 8 : NICHT VERSOEHNT, ODER ES HILFT NUR GEWALT, WO GEWALT HERRSCHT
16:15 [IABAVTE BTPOEM / A TROIS ON Y VA OKTABPb, 6 16:15 ATNAHTUOA / ATLANTIDA OKTABPb, 4
16:30 [LLOPOrA/ THE ROAD OKTABPb, 1 16:30 TOTO W EF0 CECTPbI / TOTO SI SURORILE LUI OKTABP, 2
16:30 OACCBUHAEP: NMOBWUTb, HE TPEBYA / FASSBINDER: LIEBEN, OHNE ZU FOERDERN  OKTABPb, 9 16:30 CUBAC/SIVAS OKTABPb, 6
16:30 MOJI0EHb FEPMAHMW / UNE JEUNESSE ALLEMANDE OKTABPb, 2 16:30 TEPOM 3M1A / LOS HEROES DEL MAL OKTABPb, 1
16:30 HHELL/ KOSAC OKTABPb, 5 16:45 KOHOKPAL / DAO MA ZEI OKTABPb, 8
17:00 LLUNATBAYM / TOLL BAR LK, 1 17:15 MEPMAMYTPOBAA MYFOBULIA / EL BOTON DE NACAR OKTABPb, 5
17:30 [10BO/IbHO BOMbBLUWE HOTW / MEILI DE DAJIAO OKTABPb, 4 17:45 CTPAHA CAPOSIHA / SAROYANLAND OKTABPb, 9
18:30 KOPOJIEBCTBO HEANMOJS1b / REGNO DI NAPOLI OKTABPb, 6 19:00 3EMJIA KAPTENEN / CARTEL LAND OKTABPb, 2
18:45 CAHTBAO CbEPPA, «[MPOBMbI3A», «BOJIbHBIE NMPOCTOPbI»/ OKTABPb, 5 19:00 OPJIEAH / ORLEANS OKTABPb, 1
: SANTIAGO SERRA, “PROVMYZA”, “BOUNDLESS EXPANSES”
19:00 OTEL| CONOATA / JARISKATSIS MAMA MNMI03K0H, 1
19:00 XYJIATAH / HELLION OKTABPb, 10
19:00 KPEMKAA OPELLIMHA / DYKE HARD OKTABPb, 8
19:00 NPULLECTBUE / THE VISIT OKTABPb, 2
19:00 CTMHb! / MANGE TES MORTS OKTABPb, 4
19:00 [BOE B CTEMNW / TWO ON THE STEPPES WNJTIO3MO0H, 1
19:00 APAM KAPCW, BAJ1T MOPPUCOH / ARAM KARSI, BILL MORRISON OKTABPb, 11
19:00 TOHKA HA BbIMUPAHME / RACING EXTINCTION LAK 1
19:15 «MOCKBWY», JI0BOBb MOA / MOSKVICH IM SER OKTABPb, 6
19:00 OTYYHOEHWE / UZAK OKTABPb, 8
19:15 3ABELLIAHME / TESTAMENT OKTABPb, 6
19:00 JY3EPbI / KAPBLIM OKTABPb, 1
19:30 BLOAJIM OT OBE3YMEBLLEW TONMbI / FAR FROM THE MADDING CROWD OKTABPb, 7
19:15 CEKPET CYACTbA / EL MISTERIO DE LA FELICIDAD OKTABPb, 11
- 19:30 BCE, YTO J03BOJSTIEHO HEBECAMM / ALL THAT HEAVEN ALLOWS OKTABPb, 5
19:15 BOJEVBON / VOLEY OKTABPb, 7
19:30 LLIOYPYM / SHOWROOM OKTABPb, 10
19:45 TAKCK / TAXI OKTABPb, 9
19:45 13 MAHYT / ELSER OKTABPb, 9
20:00 TOYKA MCHE3HOBEHWMA / VANISHING POINT OKTABPb, 4
21:00 BTBA 3A OMOHb / LA GUERRE DU FEU MNMO3K0H, 1
21:00 IKCTA3 BUJTKO AHKOHCOHA / THE ECSTASY OF WILKO JOHNSON Lok, 1
21:15 B OANHOYECTBE / SOLOS OKTABPb, 4
21:00 MEOBE[b / L'OURS VNJTIO3KO0H, 1
21:15 TOYKA MCHE3HOBEHMA / VANISHING POINT OKTABPb, 10
21:15 OCEMEHWTE/b / NGUOI TRUYEN GIONG OKTABPb, 11
21:30 [OABAVTE BTPOEM / A TROIS ON Y VA OKTABPb, 8
21:30 CTPAHA CAPOAHA / SAROYANLAND OKTABPb, 10
- - 2145 MPOCBET/EHWE: CAMEHTOIOM A U NMPUYYLbI BEPbI / OKTABP, 2
21:45 3M3EHLLTENH B F'YAHAXYATO / EISENSTEIN IN GUANAJUATO NNOHEP ; GOING CLEAR: SCIENTOLOGY AND THE PRISON OF BELIEF
; B MAPKE MOPbKOI0
21:45 OPA [IEBCTBEHHOCTW / FUSI n,1
21:45 A - HAPOQ / JE SUIS LE PEUPLE OKTABPb, 2
21:45 MAHZAPUHbI / MANDARIINID NUOHEP
21:45 CUBMNNA/SIBYLLE OKTABPb, 6 ; B COKO/TbHUKAX
2145~ TYPHUP/LETOURNOI M1OHEP 21:45  JIY3EPbI/KAPBLK OKTABPb, 11
: B COKOTbHUKAX
22:00 MA30JIMHW / PASOLINI OKTABPb, 5
21:45 MOA TOLLIAA CECTPA / MIN LILLA SYSTER OKTABPb, 8
22:00 PBILIAPb KYBKOB / KNIGHT OF CUPS OKTABPb, 1
22:00 KNye/EL CLUB OKTABPb, 5
- 22:00 LONTWA NYTb AOMOW / ABAMUAT MHT KbM [JOMA OKTABPb, 6
22:00 PAVCKME KYLLIX / EARTHLY EDEN OKTABPb, 1
22:15 DEONAMH / MUNNARIYIPPU OKTABPb, 9
22:00 OTYYHOEHUE / OTHYHOEHME OKTABPb, 9
22:15 A NANAY NOOHOXMNA CKATbI / MISONO UNIVERSE OKTABPb, 7
22.15 TOTEM BOJIKA / LE DERNIER LOUP NMNOHEP
: B MAPKE FOPbKOM0

JIN - NETHAVI MMOHEP  LLAK — LIEHTP JOKYMEHTASIBHOMO 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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37 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION
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