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BukTop Cyxopykos Maitkn Magcen

locnoga, A Aenaio 3aABneHme — MHe npuxoamnm NncsMa — cnacnéo

bor-To ectb! 33 QWIbM, HO B HEM 01Ha OLLIMOKa:

Viktor Sukhorukov MHOMMaHETAHE YHe 3.ECh.

Ladies and Gentlemen, | declare: Nicholas Triandafyllidis

God does exist! I received letters saying, «Thank
you for your movie, but there's one
mistake in it: aliens are already
herel»

OPTIEAH -
Pexx. Anapen [poLwKmH

ORLEANS
¢, Dir. Andrei Proshkin

MA30JINHN CrHb! NANANAY NOOHOXUA CKAJIbl  YPOK
MISO NIVER
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ALEKSEY VAKHRUSHEV
PHILIPPA KOWARSKY

HARUTYUN KHACHATRYAN
JURY

embers of the Jury of the 37th MIFF
M Documentary Competition were presented
to the audience, guests and journalists
as professionals with a wide range of interests.
Opening the meeting, Grigory Libergal described
Aleksey Vakhrushev as an ethnographer — he indeed
is a researcher at the Institute of Ethnology and
Anthropology of the Russian Academy of Sciences - and
Harutyun Khachatryan as a co-founder, inspirer and
the director of the festival “Golden Apricot”, which is
one of the most significant events in the cultural life of
Armenia. As for Philippa Kowarsky, she was given the
most original epithet: ‘Philippa often wears hats’. He
meant she was actively involved in work on TV, pitching,
producing and film distribution. And apart from that, all
three are world-famous, experienced and undoubtedly
talented documentary directors. The fact that at this
Moscow Film Festival they will judge not only the
documentary - but also the short films competition - is
a perfect example of the scope of their interests.
Their awards and achievements were covered quite
superfluously, but Aleksey Vakhrushev jokingly
commented on the list: ‘| wasn't nominated for
an Oscar and never took part in the competition
program of the Moscow International Film Festival,
as you can see | skipped this stage and became
a Jury member straight away'. This remarque
originates from the fact that Philippa Kowarsky
was nominated for an Oscar in 2013, and Harutyun
Khachatryan spoke about his rich experience as a
MIFF competitor. These words definitely were full
of self-irony and coquetry: in fact the list of Aleksey
Vakhrushev's awards consists of fourteen positions
and features a Nika award.
Soon the conversation shifted the focus from the
personalities of the Jury members to the principles
they believe in. A lot of high speeches were made,
from which one can deduce the directors that focus
of fiction narrative can't help but envy the adherence
to principle and idealism of their colleagues working
in the documentary field. ‘Documentaries can achieve
a lot’, Philippa Kowarski is convinced, ‘They can even
change a country’. She drew the example of Joshua
Oppenheimer, whose film, “The Act of Killing” has
become a huge event in the cultural life of Indonesia.
Aleksey Vakhrushev supported this idea with his
personal impressions in the context of modern Russia:
‘You always expect your film to help particular people
solve their problem. But if you don’t have an opportunity
to show it at a festival, there’s no chance to help, and it's
discouraging. This has a lot to do with the fact Russian
TV has discredited the very concept of a documentary
film. People think: so this must be documentary — no
more than junk food for your eyes and ears’.
Harutyun Khachatryan joined the criticism of the
media, clearly juxtaposing true documentary directors
and cynical TV workers: ‘Documentary filmmakers
are thoughtful people who observe, notice and care
about things'. Aleksey Vakhrushev added to their
virtues freedom of thought, worthy goals that make
them want to capture things with their cameras,
and sympathy. At last, Philippa Kowarsky called her
colleagues the keepers of the very flames of cinema:
‘They are brave and daring people. The most important
thing about what they do, is preserving the free spirit
of cinema’.
Igor Savelyev
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Hiopu / Anekcei Baxpywwes, ®uannna Kosapcku, ApyTioH XadaTpsaH

3T0 CJIAOKOE CJ10BO - CBOBOA!

NeHbl FIOPU KOHKypCca Jo-
L.dl KyMeHTanbHoro kuHo 37

MMKO® npeactanu nepea
FOCTAMM, HYPHaNIMCTaMn1 1 MPOCTO
3pUTENAMU B KauecTse npodeccu-
OHaJS10B C LLIMPOKMM KPYrOM WUHTe-
pecoB. OTKpbIBas BCTpeYy, Mpuro-
pwit Jlnbepran oxapaKTepu3sosan
Anercen BaxpyLueBa KaK y4eHoro-
aTHorpada (oH AencTBUTENBHO
ABNAETCA HAY4YHbIM COTPYOHUKOM
WMHCTWUTYTa 3THONOM MM 1 @HTPOMO-
norum PAH), a ApyTioHa XadaTpAHa
— KaK opraHmM3aTopa, BOOXHO-
BUTENA W AMpeKTopa dectmBana
«30m0T0M ABPMKOCY, CTaBLLIEro of-
HUM U3 3HaYUTESIbHBIX ABEHU B
KyNbTYPHOM *KM3HWM ApMeHnn. YT1o
e kacaetcA Ounmnnsl KoBapcKy,
TO ANA Hee 6bINo HalaeHo opurn-
HaneHoe onpefenexue: «Puaunna
HOCUT MHOIO LLAIAM». Peyb Wna 06
aKTUBHOM W ycrelLHoM paboTe B
0651aCcTV KMHOMPOKaTa, NPoAtCcep-
CKOM fiefie, B cdhepe MUTHMHIOB U1
Ha TeneBnaeHUN... 3T0 BCE NOMUMO
TOrO, YTO BCE TPOE — NPU3HAHHbIE
BO BCEM MWPe, OMbITHbIE U, HECO-
MHEHHO, TaflaHTINBLIE PEHUCCEpbI-
OOKYMEHTanmCTbI (0 LWMpOoTe 1X
WNHTEpecoB CBUOETENbCTBYET,
KCTaTW, U TOT aKT, YTO «MOMyTHO»
OHM CyaAT Ha HblHeLLHeM MMK® 1
KOHKYPC KOPOTKOrO MeTpa).
Wx Harpagbl 1 3acnyru 6binm
nepeyYncrieHsl coBceMm berro,
odHaro Anekceln BaxpyLues Bce
e LLYTNIMBO MPOKOMMEHTMPOBAN

3TOT CMMCOK: «A He HOMUHUPOBA-
cA Ha «OcKap» 1 He y4acTBOBan B
KOHKypce MocKoBcKoro decTuBa-
A, HO, KaK BUAUTE, MepecKoYmns
3TOT 6apbep 1 cpasy cTan YneHoM
iopu». Ha «Ockap» B 2013 rogy
HOMWHWpoBanack Gununna
KoBapcku, a o ceoeM boratom
onbiTe y4actA B MMK® paccka-
3an nepen TeM ApyTioH Xa4yaTpaAH.
OfHaKo 3Tv coBa, Npo3By4aBLLMe
MOYTM JOCNOBHOM LIMTATOW U3 NO-
nynsApHoi necHn («He BblaBuranca
Ha «OcKap», dpaHLly3aM He 3abu-
Bas»), ABHO CoYeTann 1 CamMoupo-
HUIO, M KOKETCTBO: Ha CaMoM [ferne,
CNMCOoK Harpag Anekcen Baxpy-
LLIeBa COAEePHMT YeTbipHaaUaTh
MYHKTOB, CPedM KOTOPbIX — MPeMMA
«HuKanv.

BnpoueM, pa3roBop 40BOMLHO
6bICTPO CMECTUIICA C IMYHOCTEN
CaMUX YTIEHOB HIOPY K MPUHLM-
nam, KoTopble OHW UCMoBeyIoT.

M BOT 30€eck 6bI110 CKa3aHo MHOMO
BbICOKMX CNOB, KOTOPbIE CBUAE-
TENbCTBYIOT O TOM, YTO MPUHLN-
NWanNbHOCTM M farKe KaKoMy-To
XOpOLLIEeMY MeaNmM3My permcce-
POB JOKYMEHTANBbHOI0 KMHO MOryT
Mo3aBMA0BaTh UX «MrPOBbIE»
konnern. «JJokyMeHTanbHble Gpunb-
Mbl MOTYT CAeNaTb 04eHb MHOroe,
— yberfeHHo 3ansuna dunmnna
HoBapcku. — OHM MoryT farke
MeHATb CTpaHy». B npuMep 6bin
npveefeH xoluya OnneHrenmep,
YbA AMNOTMA CTana BarKHeNLLIMM

CobbITUEM B *U3HWN IHOOHE3MN.
Anekceln BaxpyLues 4ONOAHWA 3Ty
MbIC/Tb C MOMPaBKOW Ha POCCUI-
CKWe peanuu: «Tbl BCe BPeMA
¥OELLb, YTO TBOM QUM MOMOMKET
KOHKPETHBIM NI0AAM, paspeLunT
nx cuTyaumio. Ho ecnun y Teba HeT
BO3MOXKHOCTM MOKa3aTb ero Ha
decTvBane, T0, 3HA4UT, HUKaKMX
LLIAHCOB MOMOYb TOME HET, 1y TebA
OMyCKaloTCA PyKW. 3TO CBA3AHO U
c TeM, yto B Poccum Tenesmaenve
MoYTV AeBanbBMPOBaNo CaMo Mo-
HATWE JOKYMeHTanbHOro Guibma.
3puTen AymatoT: 310 U ecTb A0-
KYMEHTaIMCTUKA, *BadKa AnA rnas
M yLen.
ApyTioH Xa4aTpAH NpucoeanHUII-
CA K KPUTUKe MaccMeamna, ABHO
MPOTVBOMOCTaBMB UCTUHHBIX
PEMNCCEPOB KMHO LIMHNYHBIM
TeNeBMU3MNOHLLIMKaM: «[JOKyMeH-
TanucTel — AymaioLLpme nioau,
KOTOpble CMOTPAT, BUAAT 1 bec-
noKoATcA». Anexcel BaxpyLues
npurbaBmn K UX KadecTam ceobomy
MBIC/TW, JOCTOMHBIE Lienn, KoTopble
3acTaBnAT 6paTbcA 3a Kamepy,
a TaKMe 0T3bIBYMBOCTb. HaroHeLl,
®ununna KoBapcku Ha3Bana
npeacTaBuTeneit ceoel npodec-
T GAKTUNHECKM XPaHWUTENIAMM
CaMOoro 04ara KMHOMCKYCCTBa: «3T0
cMerble, oTBarHble nioan. Camoe
BaXKHOE B TOM, YTO OHW AeNaloT,
— 370 NoAdepHaHune cBoboaHoro
[yxa B KuHeMaTtorpade.

Uaope Casenves



MEYTATEJIU

KOHKYP )
"EPOV 3J1A (LOS HEROES DEL MAL) /
PEM. COE BEPPUATYA

BOCMPUHMMAIOT KaK MAMH TParM4HOM iobBM, HO YK

HWKaK He Mbecy 0 HecToKoCTW. I 3To HecMoTpA Ha
TO, YTO BCe YOMBAIOT ApYr ApYra, a TPYrbl CO CLEHBI MOMHO
BbIHOCUTb AECATKaMM. ITOT «HIOAHC» KaK-TO MPUHATO Crki-
CblIBaTb Ha CypOBble HPaBbl TeX AANEKMX BEKOB. A MOMET,
[eno He BO BpeMeHax, a B cpefie? — Mo KpaliHei Mepe,
Apwuru, IctebaH 1 Capa, HasbiBaloLLMe cebn «eposMm
31a» B oiHoMMeHHoM dunbme Coe Beppuatya, HuByT B
XXI BeKe, HO HM3Hb X HEMHOMVIM MeHee KpoBaBa, YeM Yy
repoes LLexkcnipa. O6CTaHOBKa Kak-To K 3TOMy pacrona-
FaeT: LUKONa, Cierka HanoMUHaloLLas TIopbMy (BMIPOYeM,
YUUTESIA, KaK BbIACHAETCA, MOMHO M3BWTb MOYTW 6e3HaKa-
3aHHO), OFPOMHbIe 3aBPOLLIEHHbIE [JOMa, MYCTLIPK, Yepeni-
L3, onajatoLLan ¢ KpbILLL.. A MosKeT, Aeno v He B cpeae. M o
«Pomeo 1 [IynbeTre» BCNOMUHAELLIb He TorbKo bnaroaa-
PA CXOACTBY OTAEBHbBIX CLiEH, Bpode dhatanbHOM OLLMOKM B
GuHane: A NPUHAT Ha MrHOBEHbE paHbLLIe, YeM BCKPbIIAach
cnacutensHanA npaeaa. CKopee, brnarofaps cTpaHHOMy
3ddeKTy, Koraa atMochepa NobBI 1 Tparmsm Nlobsm Ha
3KpaHe roToBbI 3aTMUTL BCE MPOYee, B YaCTHOCTU, TO «3710%,
KOTOpOE 06UIEHO TBOPAT M0 «FEPOM.
[la v BoIMAAuUT 370 310 NMOYTU KapHaBa/bHOM MaCKOM:
MMEHHO 0 MacKe BCMOMMHaELLIb, MOTOMY YTO 06pYI0 YacTb
GrnbMa y MoapOCTKOB KPAco4HO Pa3buTbl rybel 1 HockI. To,
YTO OHM TBOPAT, KaK-TO He BOCTIPUHMMAETCA HacTOALLIEN
*KECTOKOCTHIO: HE MOTOMY, UTO 3TO KaKo-To cHol Ha ypoBHe
CLIEHapWA U PEMKMCCYPBI, 3 MOTOMY, YTO CaM1 obUTaTeNn
SKpaHa OTHOCATCA K 3TOMY Ype3BbIYaliHO SIErko, U BO BCEM
M COMYTCTBYET Ta «HEBLIHOCVMAsA NErKoCTb ObITUA», KOTO-
pan BCKOPE, AECTBATENEHO, OKAXETCA HEBLIHOCUMOW. 3Ta
NErKOCTb CKOSBHEHMA MO HM3HM — KaK Y MOTOLIMKICTA B
FOHKE MO0 BEPTUKaM: CTPALLIHO OMTIAHYTLCA, 33dyMaTsCA O

| | a MpoTAMKeHMM coTeH neT «Pomeo v [HynbeTTy»
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4YeM-To, MHaue CrieJoM HeMUHyemo nocredyeT nadeHve.
CeKpeT AeTCKOro CYaCTbA HaMBHBIX «FEPOEB 3/1a» — UCKTIo-
YWTESBHO B TOM, UTOOBI HE 33[lyMbIBATLCA, He OrTIAAbIBaTE-
€A, Koraa yberaellb C 04epeHOro «MecTa MPecTyrnieHns»,
1, KOHEYHO, BCE BPEMHA MOBLILLIATH MPafyC HapyLLeHMA
MOpasny, NepecTyrnarb HoBYIO YepTy. [OHATHO, YTO 3T0 He
MOMET MPOAOIHATLCA BEYHO (M Aare CKOMbKO-H1bYOb
[I0Mr0): 04eHb BBICTPO HaMayTCA Takue Taby, KoTopkle
Henb3A GbI0 HapyLLIaTh, @ 33 3TWM — CCOpbI, pedreKcmA Ha
Temy TOro, 4TO CAENaHo, a 3HaUUT, KpyLLeHMe. He cTonbKo
[larKe KpyLLIEHVe HIM3HW, Koraa oauH (Mnn He oamH?) BOT-
BOT OKaMETCA B NCKXYLLIKE WM TIOPEME, CKOJBKO paspyLue-
Hue TOM BONLLIEOHOW 1 CTPaHHOM (MPECTYMHOM U XPYMKoW)
atMocdepbl, Koraa Karkapli KNAHETCA ABYM ApYrM: «
Tobrio Bac 060MX».

Co3paHwe 3Tolt atMochepsl, KoTopol 6e3ycrIoBHO
BEpULLIb 1 ConeperKnBaelLb, — 6oNbLLIAsA perkmnccepcKan
ynada Coe beppuatya (1, KOHeYHo, 3acnyra ero ioHbIX
aKTEpOB, 0OHOI0 13 KOTOPbIX MPOCTO MO-HACTOALLIEMY
«MIOLLWT»: €r0 UCTEPUYHAA MUMMKa Gbina bbl JoCTOMN-
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Ha oTdenbHOro Npm3a). 3Ta atMocdepa cyLLecTsyeT
KaK-To OTAE/bHO OT TaKHKe BrOJHE KPemKMX NPUUMHHO-
CNeCTBEHHbIX CBA3€/ B 3TOM QUIbMe: ACHO MoKa3aHo,
HanpuMep, To, A0 KaKOW CTEMEHM HEeCTOKOCTb ABMIAETCH
cneacTeveM feduumTa nobem B AeTCTBE (M 4OMMoN,
TOPHECTBEHHOM My3bIKOI COMPOBOXHOAETCA TOMbKO Ta
cLieHa, B KoTopoi Capa AKobbl HaXOAWT B TpaBe CBOU
JETCKMe UrpyLLKK). AcHO NoKasaHa 1 6onesHb. Moa-
POCTKM MO34HO MOHMMAIOT TO, 0 YeM B3POC/IbI 3pUTeSlb
yHe [orafancs: no *usHK, NofHoM BpaBbiX NpUKioYe-
HWIA, UX BeOET He CTOMbKO NI0B0Bb K Kypary, ApaiiB, He-
NaHWe 0TOMCTUTb CKYYHOMY MMPY U T.A. U T.M., CKOMIbKO
HeCcrnocobHOCTb OHOI0 U3 HUX OCTAHOBUTLCA M BOOOLLIE
KOHTpONMpoBaTh cebA. BoT 3aeck Ux 1 noacTeperaeT
MepBbI MO-HACTOALLIEMY B3POCbI BbIGOP: Kak MOMOYb
NO6MMOMY YeNoBEKY, €C/IM HAaCTOALLIEH MOMOLLIbI0
6YOeT TONbKO ero YHUYTOMEHWE. A 3To TaKoit BbIbop, B
KOTOPOM He MOMOMET HW OAMH COYYBCTBYIOLLIMIA — B TOM
YKCe U TOT, KOTOPbIM MO APYrylo CTOPOHY 3KpaHa.

HUzope Casenves

HEROES OF EVIL /
LOS HEROES DEL MAL

S0 DIR. ZOE BERRIATUA

r centuries readers and viewers all
F(c;ver the world have been fostering
their sympathy for “Romeo and
Juliet”, considering Shakespeare's play a
hymn to tragic love, but by no means as
a story of violence, even despite the fact
the characters kill each other and corpses
are removed from stage by the dozens.
This little detail is usually regarded as
part of the savage customs of that time.
But maybe it's more about environment
than about time. Because although Aritz,
Esteban and Sara, who call themselves
the “Heroes of Evil” in Zoe Berriatua's
film of the same name, live in the 21st
century, their life is not less cruel than the
life of Shakespeare's characters. A joyless
Spanish town seems quite fitting for this
kind of life: there's a school that resembles
aprison (although it turns out one can
beat up a teacher and get away with it),
huge abandoned houses, wasteland, tiles
falling from the roof... Or maybe it's not
even about the environment. The film
reminds one of “Romeo and Juliet” not
only because of the similar twists, like

the fatal mistake in the end, when the
poison's taken a moment before the truth
is revealed. More likely, it's because of the
weird effect created by the fact that the
atmosphere of love and tragedy outshine

the rest, even the “evil” acts of the “heroes”.

These evil acts look almost like carnival
costumes. The teenagers' noses that are
broken and bleeding for the most part

of the film also make you think about a
mask. It's hard to call what the characters
do truly cruel, not because of some defect
in directing or the script but because they

treat everything very lightly. However, soon
their “unbearable lightness of being” will
become truly unbearable. This lightness

of sailing through life reminds vertical
motorcycle racing: you're scared to look
back or think, even for a second, because
a fall will inevitably follow this split-second
distraction. The secret of “the heroes of
evil's” childish happiness is in their ability
not to think twice or look back as they
escape from yet another “crime scene”,
and, of course, in the constantly rising
level of rule-breaking. It's clear it cannot
go on forever, or even long enough. Soon
the taboos will be broken that should

have never been broken, and then the
characters will start arguing and reflecting
upon what they did, which symbolizes

the end. Not the end of life, although one
(or maybe several) of the “heroes” will
probably soon be locked up either in prison

or a mental institution, but the end of the
magical and weird, criminal and fragile
atmosphere when each of them swears
they love the other two.
You totally believe this atmosphere and
sympathize with the characters, which
marks a great success for Zoe Berriatua
as a director. Of course, the credit should
also be given to his young actors, the
hysterical facial expressions of one of
which should be awarded some special
prize. Somehow this atmosphere is able
to exist alongside the pretty valid and
obvious cause-and-effect relationships:
for example, it's shown clearly to what
extent cruelty is the result of the lack
of love during childhood years (the only
scene accompanied by pompous music is
the one where Sara finds her toys in the
grass). The disease is also depicted very
accurately. The teenagers realise too late
what a grown-up viewer has known for a
while: they lead this life of adventures not
because of their love for action, drive and
a desire to revenge the boring world but
by the inability of one of them to stop or
control himself at all. And this is the first
grown-up choice they'll have to face: how
can you help a person you love if the only
true help means destroying them? And
this is the choice no sympathizers can
help, including those on the other side of
the screen.

Igor Savelyev



MHN3Hb KAK 4y 0

WYIR® OPJIEAH / PEMX. AHOPEW NPOLLKH

By4HOe uMA OpneaH HocuT

MblSIbHbIN, 6ETOHHBIN (3TOT

CMbIC/TOBOW PAL MOXHO
NpOAOIHKaTh [0JIr0) FopoAoK
roe-To B rmy6uHe Poccuu; Ha doHe
TOro, YTO B 3TOV CaMoW rmybuHe
pasbpocaHbl AepeBeHbKM C Ha-
3BaHMAMM B ayxe «[lapu» (Takan
JocTonpuMeYaTesnibHOCTb eCTb
€[1Ba NN He B KaK0OM peruoHe,
[a W peanbHbln OpneaH Ha Antae
€CTb), 3TO He JOMKHO YAMBAAT.
LLInpoknm Maccam TonoHuM Oprie-
aH 60/bLLe 3HaKOM C NPUCTaBKOM
«HoBbI», noToMy yTo yparaH 2005
rofa ocTasnca y BCcex B NaMATU U
ABCTBEHHO MOXOM Ha rPo3Hyio 6u1-
6neicKylo pacnpasy (M 3To BrosiHe
COOTHOCUTCA C TO X «yparaHHbIM»,
TO JIM arnoKanunTU4eckuM duHa-
oM dunbMa AHgpes MpoLuKuHa).
Moxo 1 TonoHWUM «BaBunoH»,
MOTOMY YTO CPa3y e BCTIOMUHA-
eTcA «[ope Tebe, BaBunoH, ropog
Kpenkui...»; o Cogome u loMop-
pe v roBopuTb Heyero... Hekas
UCTOPWA NOYTU eBaHIreNIbCKOro
(MM NOYTU aHTMEBAHIe/IbCKOr0?)
XapaKTepa TeCHO nepensieTaeTca
3[€Cb C 3CTETMKOWN pasrpomIieH-

HbIX XPYLLLEBOK, KaKWUX-TO MNopy-
LUEHHbIX 6ONBHUL, U MONMULLEACKUX
YYaCTKOB, TO CTb CO BCEM TEM, YTO
yHKe BbILLJIO U3 pa3psAaa «npocTo
JeKopauuit» 1 N0THO BrJenoch
B CaM A3bIK HOBOIO POCCUIACKOI O
KUWHO.

Halua «HoBas BosiHa» eiMHa He
TOJSIbKO B 3TOM, HO U B MbIC/TH,

yTo abcypn, rpoTeck, byddo-
Hafa OKa3bIBaloTCA afleKBaTHbI
poccuitcKom peanbHocTu (a onA
MHOMUX PEXNCCEPOB — U BOBCE
«eMHCTBEHHO afieKBaTHbI»), 1
OnA Toro, YTobbl TO4Hee BCero
BbIPasuTb JyX BpeMeHU, NonacTb B
CaMblIli ero HepB, BOBCE He HYXHO
MCKaTb CKy4YHO-peanUcTUYecKyto,
[OCTOBEPHYIO CIOXKETHYIO OCHOBY.
MMoHepoM, NPONOHKMBLLMM 3TOT
MOCTUK MeXy TeM, YTO 3CTETHI,
MOPpLL,ACh, Ha3bIBasu YepHYXOoH,

U ee CTUIIUCTUYECKOW NPOTUBO-
MOJIOKHOCTBIO (CTYLLIEHHBIM,
6e3yMHbIM, HeBOO6Pa3UMbIM
3peNiLLEM) C TOM e BHYTPEeH-
Hel cyTblo bbin, KaXeTCA, eLe
Anekceit Bana6aHos. Mo KpaitHei
Mepe, UMEeHHO B TaKOM KOHTEKCTe
KaeTcA 0COHBEHHO CUMBOTUYHBIM

To, 4TO 3K3eKyTopa B «OpneaHe»
urpaet Buktop CyxopyKos. [pyron
¢urypon, caenasLuent «OpneaH»,
oka3sancA Oner AroaunH, KoToporo
CMEN0 MOXHO Ha3BaTb OTKPbITUEM
POCCMIMCKOr0 KMHO 3TOr0 rofa:
BMpOYEM, KaK TeaTpanbHOro apTu-
CTa ero yxe ycrnenu y3HaTtb, U na-
purckas «Le Monde» ele B 2009
rofy HasBana ArogmHa «aKTepoM,
KoToporo JlykuHo BuckoHTH, 6yab
3TW OBO€E COBPEMEHHUKaMW, He
pasayMblBas, BblKpan 6bl, YTo6bI
cHATL B «[Mbenu 6oros». AroavHa
«BbIKpasiv» MHOI0 Mo3e, U cpasy
B ropog OpneaH, rge ero repom-
Bpay BMECTe C TOBapMLLLAMMU MO
Hec4acTblo — NapuKMaxepLLen n
MEHTOM — CTaHOBUTCA 06'bEKTOM
NpUCTasbHOro MHTepeca To Nn
NMpOpoKa, To SIN aHTUXPUCTa, TO 1K
nepcoHanM3npoBaHHON COBECTY.
Coto3 AHgpes MpowwkuHa u 0pusa
ApaboBa nopoxaaet MHTepecHemn-
LLee 1 Jaxe B3pbIBOOMNACHOE CO-
YeTaHue: npeanormeHHan Apabo-
BbIM UCTOPUA — rycTo 6rbneiickas,
€CJIN TaK MOMKHO CKa3aTb, HamoJ-
HEeHHaA NPUTYaMK U KyNbTypHBIMU
KoJaMu, a B pa3BA3Ke yragbl-
BaeTcA KoHLenuuaA «JlereHabl o
BenvkoM uHKBU3MTOpPEY. MPOLLKUH
e OABUMKET 3pesinLLEe K KaKoMY-TO
HeB006Pa3NMOMy MUKCY U3 3HAM
Yopxona, NpuHTLI KOTOPOro BUCAT
Ha o6LUapnaHHbIX cTeHax ybororo
ropoauLiku, u TapaHtmHo. Ho
pesynbTaT 3TOro pasHoHanpaBeH-
HOro ABWKEHUA — BOBCE He TaKow,
KaK B bacHe npo paka, nebena u
LyKy. HaoboporT, — poauncs anHa-
MUYHBINA U HEOMUOAHHBIA GUNBM.
Uzopeb Casenves

- Mo «OpneaHy» co3paeTcA BnevyamwieHUe, YTo Balll
CTU/Ib HeMHOI0 NoMeHaAncA. CornacHo u Bbl € 3TUM?
AHdpeli MpowKuH: C caMoro Ha4ana Kak-To CTano ACHO,
YTO 3TO MMEHHO MPOTECKHAA UCTOPWA, W YTO OHa He UMeeT
HWKAKOrO OTHOLLIEHWA K peanuamy, BCe AOMHKHO ObiTb, TaK
CKa3aTb, HECKOMBKO ranbBaHW3KpoBaHo. A Bceraa uiLly
KaKue-To BbI30Bbl, U B 3TOM CMbIC/ie BCTpeya ¢ 0prem Apa-
60BbIM B €r0 MPOTECKHLIN Nepuof, 6e3ycnoBHo, ABMUIACH
TaKuM BbI30BoM. OCHOBHaA MaeA KapTWHbI CyLLIEeCTBOBara B
obLLeM BiAe, a Aarblie Mbl e 0bcyraanm, otpabatbiBa-
JI1 BCE KOMMOHEHTBI, HA4MHaA, ECTECTBEHHO, C aKTEPCKOrO
CYLLIeCTBOBAHWA, W aKTEPOB MCKaN COOTBETCTBEHHBIX — CO
BKYCOM K MPOTECKY, K XapaKTepHOW NpeyBenmMyeHHoM
Urpe, C HyBCTBOM I0MOpa... B 06LLIEM — YMHBIX apTCTOB. U
TaKKe A paboTan v ¢ N306pasmUTeNbHEIM MUPOM, UCKau C
KaMmepow TaKoM MyTb CbEMKK, KOTOpbIM Bl Hanbonee ToYHO
COOTBETCTBOBAJ1 3TOM UCTOpWK. HO A He MOy Ha3BaTb 3T0
TaKUM KanWTasnbHbIM «0BCYHKOEHUEMY, UTO BOT Mbl CENM,
MOAMNEPsIN LLIEKY PYKO 1 Ha4anm gonro obcysaats. 31o
KaK-TO NMPOMCXOAMIIO caMo COBOM, Ha Xody: KYCOYeK 3Aech
MOroBOPWIK, KycoYeK TaM. B aTom cmbicne Opuin Huko-
NaeBWY He 13 Tex aBTOPOB, KOTOpbIe TLLIATeNIbHO creanAT
3a TeM, KaK BOMNOLLLAeTCA MX BeccMepTHbIA 3aMbicen Ha
3KpaHe. Ho, 6e3ycrioBHo, CTeneHs BUBUCEKLMN, MpUMEHAE-
Maf K CLieHapvIio, /1A HEro BarkHa.
- Y Bac ecTb 3aMeyaTesibHaA YepTa: To, 4To Bbl bepeTe
HeW3BeCTHOro aKTepa 1 AenaeTe ero 3Be3foM, no-
Ka3bIBaeTe ero TaK, 4To ero BbiAaloLmecs KayecTea
CTaHOBATCA BUAHbI BCEM TEM, KTO ero npexae He 3Ha.
B BaLwueit npoLusioi KapTuHe, «Opha», 31o 6bi1a Po3a
XanpynnuHa, B «OpneaHe» — Oner AroguH...
- AroauHa 6bU10 HECIIOHHO BLIBECTU NMOA COPUTLI, OTOMY
YTO OH 04eHb Maso CHAMANCA B KNHO. «AHMeSTbl PEBOTIOLNY
MefopyeHKo — 3T0 MPAKTUYECKW BECH Er0 KUHOOMBIT, B
OTMYME OT TeaTpasibHOro, e OH KaK pas 38e3/1a, MpeMbep
Tearpa, YeNoBeK, KOTOPbIM TAHET Ha cebe abCoMioTHO BeCh
penepTyap B Teatpe HukonanA Konagesl B EkatepuHbypre.
MeHA NpuBexna B HEM Ta caMan CKIIOHHOCT K MadocHo-
VIHTENNEKTyarnbHOMY I0MOpY, U IT1aBHOE — TO, YTO OH Fepoit, a
He MPOCTO XapaKTepHbIA apTUCT. YeNoBeK, KOTOPLIA MOMET
HecTu Temy. KpoMe Toro, Oner npuHec 3amMedatesisHyio
BeLLlb: KaK YeNOoBEK HECTONMYHBIN, OH OCTPO YyBCTBYET 3Ty
MPOBUHLIMAMBHYIO MCTOPUIO. 3TO He A eMy, @ OH MHE YTO-TO
PacCcKasblBan: «3Halo A 3TUX MPOBUHLIMAIBHBIX MOTACKAHHBIX
nnenboesy. 1 04eHb MHOIO 13 3TOM0 OH KaK pas MpUTaLLW.
OH [arKe My30 CTas OTPALLMBATb, YTODbI MOKa3aTb, YTO «A He
TaKoM MOJIOLOM KpacaBeLly, OH 1 MOXOAKY M300peTarn...
- Ho AiroavH npu 3ToM He caMbii FPOTECKHbIM aKTep
B 3TO UCTOPUM, — A UMEI0 B BUAY, YTO NEPCOHAMK,
Hanpumep, CyxopyKoBa, 06pas, KoTopbIi OH CO3JaeT,
6onbLue NpubnuKeH K rpotecky. Kak BbicTpanBanach
3Ta Mepapxun: KaKol 06pa3 6osiee rPoOTECKHbINA, KaKo
MeHee?
- 370 onpefenAeTCA CKopee ABUHKEHNEM MPOTECKa B
KapTWHe. Eciv HaumHaeM Mbl YyTb 6onee MpUGINHKEHO K
HU3HW, TO [anbliie OTPLIBAETCA OT 3TOr0 YHKe [OCTaTO4HO
Harmo, [o6aBnAeM OMOpa 1 KOMeWAHOCTH, U B OMpesie-
NEHHbIM MOMEHT NepeBanvBaeM Yepes ropy, — a Aaiblie
CYLLIeCTBOBaHWE repOeB CTAHOBUTCA HACTONBKO CTPAHHBIM,
YTO Mbl FPOTECK He BbIMAYMBAEM, HE OCMbICTIAEM MPOHU-
YeCKM, He MoaaaeM IoMopa M UPOHUK. [POTECK CTaHOBUTCA
peanMsMoMm.

HHmepaoio senu Aca Konoduxcrep

u lMemp LLlenomuHHUK



[MOBECTb O HEMCTOBOM

OUJTb

epMoAaepHbI cnHTes — Abenb ®eppapa genaet

¢unbm o Mbepe Maono MasonuHu: Koponb Hesa-

BMCMMOI0 aMepUKaHCKOro TP3LLa, CHUMaBLLMM
«Ybuiuy ¢ aneKTpoapesnbiox», «[1yoxoro nenteHaHTa»
1 NPOLLIOroAHUI HallymeBLUWA «[Jobpo norkano-
BaTh B Hblo-MopK» — 0 reHnansHoM MbicnTene 1
noste, co3garene «TeopeMbl», Tpunorumn HusHu un
«Cano, nnun 120 gHen Copomax. HeyameutensHo, 4To
MHOI'Me 0CTasIMCb pa304apoBaHsbl, OXWUAaA B3pbiBa
nomoLHee. Ho ®eppapa B «[1azonuHun» nokasan
cebA He NMPOBOKATOPOM U 3KCLLEHTPUKOM, @ TOHKUM
MCUXOJSI0rOM U YYTKUM UCTOPUKOM, MOMEeNaBLIUM
BCepbe3, 6e3 epHUYaHbA U NULIHKX GaHTa3ui,
BHMWTbCA B MPUYYAJSIMBLIA MUP BENIMKOTO UTaNbAH-
i@ — 3@ CYMTaHHbIE Yackl [0 TOM0, KaK 3TOT MUP 6bin
Tparuyecku paspyLueH Hascerga. Mepen HamMu dunbM
0 nocnegHeM fHe U3 *u3Hu MNasonuHu. OH ycne-
LUEH, 3HaMEHUT, 6eCcTpaLleH B ¥MU3HU 1 TBOPYECTBE:
pafvKanuam ero nocnegHero duibMa — 3KpaHu3a-
uu1n Mapkusa ge Capga — He NnpeB30ndeH HUKEM 0
cux nop. OHaKo eMy, nepeLlefLLeMy BCe rpaHuLpl,
He MOMET NPUIATU B FONI0BY MbIC/Ib O TOM, YTO CMepTb
NoaKMOAET 3@ YITIOM, NPUHAB 06JIMK ManbynKa-
MPOCTUTYTKM, N0A06paHHO0 Y PUMCKOIO BOK3ana
TepMUHK, — FONOAHOI0 W AWKOro, 6yATo coluefLIero
C HEeHanucaHHoW KapTuHbI KapaBaao.
Deppapa TWaTeNnbHO 1 METOANYHO UOET ClefoM
3a XpPOHOJIOTMel Aare CaMbIX HE3HAUYUTESTbHbIX CO-
6bITWUIM, 3KPaHU3MPYA He ToNbKo beceapl MNazonuHu
C OpY3bAMM U YleHaMU CeMbU, B TOM YuChe C Ma-
Tepblo, HO U, HarMpuMep, NocNefHNe ero UHTEPBbIO,
KOTOpble HEBOJIBHO YMTAIOTCA C TeX NOp KaK 3aBeLla-
Hue. EMy ynaeTtcsa yxBaTuTtb U nepefatb HEBO3MOMXK-
Hoe: LieNTbHOCTb YANBUTESTIbHOM HaTypbl, COeAMHA-
LLiel ¥UBOTHOE U 60XKeCTBEHHOE, MHCTUHKTUBHOE
W MHTeNneKTyanbHoe. B 3ToM, KOHeYHo, orpoMHan
3acnyra Yunnema [dedo (3To ero yeTBepThit Co-
BMeCTHbIV dunbm ¢ Oeppapoit), 0AHOMO U3 NYHLLNX
COBpEMEHHbIX aKTEPOB, KOTOPOMY YAanocb [o6UTb-
CA NMopasuTenbHOro CXoACcTBa C MPOTOTUMOM — OT-
HI0b He 3a CYeT UCKYCHbIX FPUMepOB UM NO4JSINH-
HOro NuarKaka ¢ nneya NasonuHu, Ho NepeaaHHbIX
B HI0QHCAX MEeCTUKYNALUN, MOXOAKM, MHTOHALMM
rosioca repos. A caMoe rfiaBHoe — 3a CYeT JIMYHOCTH,
KOTopas TOJIbKO M CMocobHa CbirpaTb IMYHOCTL: TY
e HEC/I0MHYI0 MbICSIb BECKO [OKa3blBan M npen-
blAYLLMIA, BO MHOFOM MPOTUBOMOJIONHbBIN, GUILM
@Oeppapbl 0 NOXOTIMBOM 3KC-anpexkTope MB®, ponb
KoToporo noTtpAcawwe urpan Hepap denapaee.

O[O0 S=N eI ==Y ST=4S¥=1Ia[0) [TA30/IMHI (PASOLINI) / PEXK. ABEJIb OEPPAPA

KoHeuHo, «[1asonunHu», kak n «Cano», — kaptTu-

Ha 0 HacUnK 1 CMepTU, NYCTb 3TO CTAHOBUTCA
04eBMAHbIM TOJbKO Mocse npocMoTpa. JliobyAack
XPYMNKOCTbIO BbITWA, CTAHOBALLLErocA Ha rfasax y Hac
no4son Ana TanaHTa nosta, ®eppapa LLOKUpYIoLLLEe
HECTOKO CTaBUT PUHASBHBIA akKopA, CAeNaBLUNIA
cynbby MasonuHn Tparnyeckon nerengon. Ho
Jae B 3TUX 06CTOATENBCTBAX, FAE HE MOMKET bbITb
Hafedbl Ha UCKyMNJIeHne UK yTeLleHne, ocTalTcA
necTHuua B Hebo 1 ropoJ AUKOM A3bIYECKOM YyB-
CTBEHHOCTU, OTPULIAIOLLIME U KaK Bbl OTMeHsAIoLLME
YHBINYI0 KaTOIMYECKYI0 MOpaJsib: Persuccep no3so-
nun cebe cMeNOCTb 3KPaHM3NPoBaTb GparMeHThbl U3
[ABYX nocfieJHUX HeoCyLLLeCTBIeHHbIX CLLeHapueB
MazonuHu. B aTux BonLLE6HBIX M epeTUHEeCKUX

MIFF JdHILY  maner B «okTAGpe»

cLeHax posib My3bl U Bo3Mto6sieHHoro MasonuHm —
HuHeTTo [aBonu — urpaeT HbIHELLHUI CEeKC-CUMBON
UTanbAHCKOro KMHO PukKkapao CkaMapuo, a ero
napTHepa, CTapeHbKOro, HO He YHbIBaloLLLero 3ayap-
no ge Oununno - cam [lasonw.
Moxanyw, UMeHHO 6narofaps 3TUM Hebe3ynpey-
HbIM, HO MO-CBOEMY NPeKPacHbIM U HEMOBTOPUMbIM
anu3ofjaM, 3a Tpareguent Tena B «[1a3onuHu» Bce-
Taku CKBO3UT Tpuymd ayxa u mbicin. U Oeppape
yOaeTca LarHyTb 3a npegesnbl GopMaTa KUHO-
6vorpadumu no HanpaBneHWio K TeM 3anoBeHbIM
KuHeMaTorpaduyeckum beperam dbaHTasum u bes-
rpaHu4HomM cBo60bl, rae C Camoro CBOero nepeoro
¢unbMa obpeTarnca ero repoi.

AHmoHn QonuH

- Bbl KaKUM-To 06pa3omM cniopunu ¢
Ma3sonuHu, Korga cHuManu ¢unbM o
HeM?

A6env ®eppapa: [a3onnHmn — Mol
HaCTaBHWK, MO y4nTeNb, a A ByOAMUCT.
3HaeTe N1, MeauTaLmA Ha yuuTe-

JIA — 0WH 13 6a30BbIX 3/1EMEHTOB B
6ynam3Me. CKarky Tak: A BbIPOC Ha ero
du1nbMax, Ho OH e He BLIPOC Ha MOMX
dunbmax. C yuntenamm He CriopuLLb:
y4nTeNA NbiTaellb NOHATL, BOMIOTUTL
ero B cebe. MHe 6bl X0TeN0Ch, YTObbI
Ma30MHX oMU [0 HaLLWX OHEN, — Mbl
6bl TOrAa NOroBOPUIIN.

- A Korga Bbl OLLYTWU/IN, YTO MPUHATU
Ma3onuHu, Ha KakoM ¢unbme?

- B meHb, Korga A nocMoTtpen «Canoo.
B nmeHb, Korda A nocMoTpen «[eKa-
MepoH». A BoobLLie co BpeMeHeM A
noniobun Bce, 1 He ToNbKO GubMBI, HO
1 ero CTUXK, NOSIUTUYECKME NaMPeThl,

KapTUHbI, aKTepcKMe paboTbl... A MoHsAs,
YTO OH BENUKUIA PerUCCep, Koraa MHe
661 21 rog.

- A 4TO 3HaAuYUT ANA Bac cuTyaums,
Korga Bbl CHUMaeTe ¢UJibM 0 pealib-
HoM 4yenoBeKe? Y Bac 6bin cobnasH
CHUMaTb CKopee 6onee nogpo6Ho,
unu bonee abctpakTHo? Hackonbko
65113K0 Bbl X0TeNM NOAOWTU K BaLle-
My repoto?

- Peanuam — oguH 13 cambix 60MbLLMX
noasIoroB B KMHOpermccype. A Xxouy
CKa3aTb, YTO MEPCOHaM — BOT OHM,
nepen Tobol. Korma nuileLws cleHa-
puvIiA, TO CaM pellaelLlb, Kakoe nMA byaeTt
HOCWTb repoi, KakMMK ByayT OeTanu.
Hanpumep, oH 6egHak, Ko, oH e3auT
Ha «LLleBporne», Ha 3e1eHOM... HeT,
NyyLUE Ha CUHEM. VInn HeT, oH e3auT
Ha aBTobYCax. A B cnydae c [asonuHum
Mbl 3HAEM, YTO OH €3aW/1 Ha AblMYaTo-

cvHen «Anbda PoMeo», Mbl 3HaeM, Ka-
KO y Hero 6bin ronoc. Kctatu, Yunnem
[edo BHeLLHe Noxo Ha 1a3onuHu, aTo
TOMEe MMENO0 3HaYeHure... Peannsm — 3to
6onbLUoi nognor B KMHo. C 3TMM NpocTo
HYXHO CMUPUTLCA.
- Bbino nu y Bac UcKyweHue caenatb
13 MasonuHu nkony?
- Het. A menan ¢unbMm, A He xoTen,
YTOObI Mbl 3aHMMaMCb BOCCO3AaHMEM
HM3HK Na3onmHK, a Hac bkl cripalumnBa-
M: «KT0 3T0?». MEHA He BOSHYET, 4T
TaM 6bi510 B 1975 roay, MHe UHTEpecHo,
YTO MPOWMCXOAMT CErOA4HA U NPAMO
ceiyac. MHe xoTenock 6bl, 4Tobbl GpUIbM
C IHTEPECOM CMOTPENN MII0AN, KOTopble
NOHATMA He uMetoT o NasonuHn. U Yun-
1eM He cTan bl UrpaTb UKOHY. Yunnem
NFPaeT HMBbIX NoOen.

Unmepaoio senu Aca KonoduxcHep

u lemp LLlenomuHHUK
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oceMHaUaTUneTHUn [ren-

coH [lopKen *U1BET C CeMbel B

KOMMyHe eHuLLel BO $ppaHLLy3-
CKOW My6UHKe — C py*KbeM HarnepeBec
KaTaeTcA Mo NycTbIpAM Ha Morede, Cuaa
3a Crnu1HoW y ABolopodHoro 6pata Mowca,
W FrOTOBMWTCA K 06pAaY KpeLleHua — nog,
MPUCMOTPOM BCe TOro e Mowuca, pbAHOro
XpUCTUaHuHa. [JoMolt Mexay TeM BO3-
BpaLLaeTcA cTapLumi 6pat QrelicoHa

6yp, v uctoBo Nto6AT Toro Bora, UcTUHa
KOTOPOro [OCTYMHA TOJIBKO Mocnefo-
BaTenaM GpyHOAMEHTaNICTCKON LIepKBU.
MaBHbIM repoeM «KpyTol FoHKW» BbiN Kak
pa3 ®pepg, KOTOPOMy TO 1N GpyHOAMEHTa-
JIUCTCKWIA Bor, To N NpoBeaeHUe nocnanm
B Ka4eCTBe BO3MOXHOCTU UCKYMEHUA
6€CCMBICIEHHOTO €ro CyLLIECTBOBaHWA B
MNOMYTYMKM Hu3HU Benoro nca. B «CrtHbl»
Opef B KaKOW-TO MOMEHT TOXKeE Bblfie3aeT

Ha MepBbIi NNaH, XoTA Bkl NPOCTO Mo 3Ha-
UMMOCTM aKTypbl: OH MOMPOCTY CIULLKOM
FPOMKWU, C/IMLLIKOM Be3[e, CIULLKOM
noaMUHaeT rnop cebs Bce 3eMto, BCe
Hebo v Bcero Bora. Bonwwe6HasA Kamepa
Pukbypa coBepLLaeT Kakue-To HeBepo-
ATHble PUrypbl KMHEMaTOrpadu4eCKoro
MWUNOTaMa: B NepBoi MosloBUHe GpuibMa,
KOTOPY!0, KaXKeTCA, He 0COBEHHO MOKPUBMB
[JYLLIOM, MOXKHO Ha3BaTb [JOKYMEHTaNIbHOM,
OHa MeyeTcA BOKpYr [lopKesnoB, enosuT no

HWM, BCE BPEMA MbITAETCA 3arTIAHYTL UM

B WX 71333, YT06bl 3aTeM — B GpUHANEHOM
4acTu — ¢ pa3Maxy B/IeTeTb Ha TEPPUTOPUIO
0QHOBpeMeHHO ¢uIbMa Hyap U NepBo
yactn «be3yMHoro Makcar. B TemHoTe

HOYM 60/1€3HEHHO CBEPKAIOT pefKue
HKeNTble OrHM — CKBO3b anaTWyHbIN U 3a-
paHee 0b6peyeHHbIN Ha NPOBa KPeCTOoBbIM
noxof [lopKenoB CKBO3UT HeBbIPaHKeHHbIN
yrKac nepef, 6eCCMbICTIEHHOCTBIO BCErO
npowucxofALLero. «<Mbl He aunepsl, Mbl —
BOpbI», — opeT ®pef Mo HanpaeieHHbIMM
Ha HKX AyraMu MUCTONETOB TaK, byATo 310
4T0-To 06BACHAET. Mepont «CritHbl», Kak
HW CTpaHHO, 06peTaloT Kar bl CBOM 0CO-
6bIi X3NNWU-3HL, HO B MPOTUBOBEC APYroM
M3BECTHOW UCTOPUM NP0 YeTbipex Apy3en
W Henenoe NpecTynneHue, bonkLue Bcero
B 3TOT MOMEHT X04eTCA CKa3aTb: Hamnko
BCeX, BCeX.

Oneza Apmembeaa

Opef - BO3BpPALLLAETCA OH U3 NATHaAUa-
TUNEeTHero NpebbIBaHUA 3a peLLeTHON,
KyOa OH YroAwn, yrHaB rpy30BUK C
MACOM, — «M0ABUM», KOTopbIn cam Ppef
BOCMPUHUMAET KaK CO6CTBEHHO MOABMI,
B TO BPEMS KaK ero poaHble 04eBUAHbLIM
06pa3oM TAFOTATCA U ero NPUCYTCTBUEM,
1 Tynom rpoMornacHoi 6pasagoit. MNoka
Opep 1 ewe oauH oHbIM [Jopken, Mainkn,
BbIACHAIOT OTHOLLEeHUs, Mouc 6outces,
yTo [IHENCoH, C yMepeHHbIM BOCTOPIroM
B3MpaloLLMIA Ha cTapLuero bpara, B KoHLe
KOHLI0B, MonAeT o ero cronam. Bckope
BCE YeTBEPO OTNPAB/IAIOTCA YrOHATbL
rPY30BUK C METasINI0/IOMOM.

370 BTOpOW pas, Koraa c/laBHoe ceMel-
ctB0 [lopKenoB. nosenseTcs B duibMe
Han-Lapna I0 — HenpodeccuoHanbHbIe
aKTepbl, UrpaioLLme 6osbLLYI0 YacTb Bpe-
MeHM camux cebs, OHW MbIOT ByTbINOYHOE
MUBO, OXOTATCA HA KPOJIMKOB, CUHXPOHHO
MOuYaTCcA Ha 0604MHE [OpOork, KynaloTcA B
Jly4ax AHTAPHOMO COJHLLA, KOTOPbIM LLieApO
3anvBaeT Kagp onepatop [woHataH Puk-

!

CTO JIET
o)1

MHOYECTBA

BAXTUEP XY[OMHA3APOB

- Y Tebs ecTb Bax33cKa «bpataHa»? A Tebe ee Korga-To
naean. Cto net Hasag.

- [aBan, neicteuTensHoO, MoMHI0. Bpoade aa, nopotocs,
MOMET ObiTb, Hanay.

- A MOXKeT, He HaaeLLb...

- A MOMeT, He Haltfly, HO re-To BanAnach.

- «BanAnack»! 3Haelub, Kakan 3To pearocTb?! Ee HUrpe
HeT, dare Ha «[opbyLLKe», cripalumBan cTo pas. KTo y MeHa
TOMBKO He NpoCu: GpaHLLy3bl, HEMLIBI, AMOHLbI... Vcuesnn
BCe Kyfa-To, A UX M He KommMpoBasl 0cobeHHo. Hu Bax3ackw,
H OVBUONLLKM, HUYEro, 0OHa KOMWA rOe-TO Ha «TafMHuK-
GunbMe» ecTb, FOBOPAT, HUYEro KavecTBo, He ApaHan, He
BbILIBETLLIAA. Hafo KaK-To nepeBecTv B Lndpy, Ho Tyaa
ceitvac He fobepelLibeA... Bce-Taku nopoiica, nopoica.
..INopbinca. JletT nATHaaUaTh HUKTO He 6pan B pyKu 3Ty
KacceTy, re caM B1UAaK — He 3Haio, xopoLumii 6ein MADE
IN JAPAN, B ilepeBHe rae-To NbIAUTCA, Cerdac v NymbT He
HanaeLLb. BbIHyn KacceTy 13 KOpobKM, TaM LLIAPUKOBO
Py4KOM HammcaHo «bpataH».

®unbM, CHATLIN 33 «CTO NeT» A0 «bpatan.

[elcTBuTeNtHO, B 3TV ABaALIATL C YEM-TO IET YMECTUNOCh
CTOSBKO, YTO TAHET Ha BCe CTO a To M bonbLue. HeomunaaH-
HOe npumaLLeHue Ha BeHeLmaHCKui knHodecTuBars ¢
KapTuHOM «KoLLl 6a KoLL»... «A KaK HasblBa/icA BaLl nep-
Bbli GWNbM, OH Bpoge Moy fpu3 B TypuHe?» — Bonpoc
HEVCKYLLIEHHOIO ¥ypHanucTa (Toraa He 6bl10 MHTEpHETa K
KaK-To He NpeaBMaencs).

- <<EpaTaH».

- 370 KaK e NepeBecTV Ha aHMUIACKKiA? «Brother»?

- [a He, He brother, a... «bpataH». Bratan.

- Buddy?

...[Ja Hy Bac Bcex, YTO-TO MeCTEYKOBO-aMEePUKaHCKOe eCTb
B 3TOM 6anau, bpaTaH 1 BCe TyT.

Kak 06BACHULLb, YTO B HEM, B 3TOM MaLl@aHCKOM Ha3Ba-
HUM GUIbMa — BECb PACMaXHYThIN HApYHy aBTop — BCer-

[a nioboin BOCTOpHEHHbIM Nadoc COMBAIOLLINIA MPOHUMEN,
NOMAOMTE-Ka, «TafMMK», «racTapbantep» TMMa...
[Nopoit Oarke KarKeTcA CTPaHHbBIM, YTO TaKoM YIOTHBIN,
JOMALLHWIA, YMEIOLLMI MPUrOTOBUTL HA CKOPYIO PYKY
PU30TTO («M3 CaMOro NyyLLiero 6epIMHCKOro MaraswHa,
JPYroi puc BapuTCA He Tak!»), Bpode BOCTOYHbIN MPUHL,
a Ha CamoM [Jes1e MOCKOBCKMIA MHTEIUMEHT, — CMOT
cobnasHUTL NPoACEPCKyto EBpomny CBOMM OTKPbITHIM
BCEM CpeJHea3naTCKMM BETPaM TanaHToM. TaM ero
nosobunu. CobnasHunm obelaHmAMA. Y10-To cObINOC,
6onblue — He cbbINoCh. 30eck ero Toxe Niobunu Bee,
OH pacnansnca oT 3Toi NiobBM be3ynepHHo, 0CTaBnAA
BCEM, /1A KOro 37a J1lo60Bb 6blna BpeMeHHbIM MPoeK-
TOM, BCE, YTO TAFOTWUIO CaMo MOHATKE NI060Bb — KoM
OT KBapTWPbI, KpeaUTKK, LMKNoMMYecKue AeKopaLum
B necKax KapaKymoB, MaLLMH HUKOrda He 3aBodun — 1
npasuibHO. OH cnan Ha HOYHOM a3pOoGIOTOBCKOM pelice
BepnunH-Mockea Ha 3agHeM nosynycToM pAgy. «Bpoge
NeTULLIb, @ BPOZE — HET, HeHaBWHYy, Korda 6onTaHKa.
OH cHAN Mano ¢rneMoB, Mo CyTW, BCE OHU NPUMEpHO 06
OQHOM U1 TOM e — 0 BeYHOM JOHKMXOTCTBE POMaHTUKOB,
KOTOpbIE MOTYT B MyCTbIHE (KaK B puibMax «/TyHHbI
nanax» 1 «B orunagaHnm Mopsa») Unn B KpbiMy (Kak B
duneMe «LLInK») passecTy cagbl 1 3aCTaBUTb GOHTaHBI
6utbcA. Fopen MaeAMM, *aaHo UMK OeNUNCA, 3aparan
UMW MOMEHTANBHO, Nay3bl MeX/y KapTUHaMK 3aMonHA-
JINCb «TyYLLIKM B MMpe PU30TTO», KOTOPOE Bapuiock B
TOT MOMEHT, Korfa caMoneT «/liodTraH3bl» eLLe ToNbKo
3aX04MN Ha NOCafKy B YIOTHbIN aspornopT Terenb.
[0BOPAT, TEMEPb U3 UIJTIOMUHATOPA BUOHO KNaabuLLe,
rre oH noxopoHeH. [laBaiTe nepecMoTpuM «bpataH»
— cHacTMBbLI cTapT BaxTrepa XygoiHasaposa, 1nu
npocTo baxTuKa, B 90-e, KOTOPbI OKa3ancA CTapToM
CMpWHTEpPa, a He CTanepa.

Memp LLlenomuHHUK



MY3bIKAJIBHAA UCTOPUA
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NANANAY NOAHOMMA CKABI (MISONO UNIVERSE) / PEXK. HOBYXPO AMACUTA

epedpasupys 13BECTHyI0 LMTaTy U3 «Bpunnuax-

TOBOW PYKM», MOMHO CKa3aTk: «LLlen no ynuue,

MOAOLLIN HECKOSTBKO YENOBEK, 04HYIICA — HAYEro
He MOMHI0». [T1aBHbIN M3 COXPaHUBLLMXCA Y MapHA HaBbl-
KoB — NpodeccuoHarnbHoe yMeHVe NeTb. TakoBa 3aBA3Ka
¢unbma Hobyxupo AMacuta. CloeT He3aMbIC/I0BaT 1
npefcKasyem: 6egonary (ero Urpaet pok-3se3ga Cybapy
CvbyTaHmM) noabupaeT MecTHLIM aHCaMbs1b, NOCTeNneHHO
NaMsATb BO3BPALLAETCH, U OH NPUHUMAET y4acTvie B Gu-
HanbHOM KoHuepTe. Ho cobcTBeHHO pasBuTHe CobbITUiA
MMeeT BTopOoCTerneHHoe 3Ha4eHue, B NepByio o4epesib 3T0
BCe e GUIbM-BOCTOMUHaHWE.
Bbina y 3aMeyatesibHOro ANOHCKOro pexkuccepa Xupo-
Kan3y Kopasga KapTuHa «[locne su3Hu», rae nepelues-
LLIMM B MMP MHOM fi0fAM NOMOrany BoCCo3aTh U B3ATb C
co60M1 B MHOE 13MepeHUe KaKoe-HWbYab camoe NpUATHoe
BOCMOMMHaHU1e 13 U3HW 3eMHOW. fiMacuTa e, byoyum
permMccepoM, B MOSTHOM Mepe BOCMO/b30BasICA NpenMy-
LLiecTBaMM NMpodeccum 1 cam BocKpecun anA cebs Ha
3KpaHe aTMocdepy cTyaeH4YecKux feT. Bea kapTuHa
MOJSIHa HeABHBIX anio3uii K 0CAaKCKOMY NEPUOAY HU3HU
KuHeMaTorpaducTa, Koraa, 0byyanch B yHUBepCUTETE,
OH beran cyLLaTh 3TOT CaMblid PeasnbHO CYLLIECTBYIOLLIA
aHcaMb11b «AKanHy», 3arnsaabiBas B TOT CaMblid peasibHo
cyLLecTByloLLiA 6ap «BceneHHaa MycoHo», Hacnam-
LLanca TeMy CaMbIMU peasibHbIMU NECHAMM, CeroHA
3ByYaLLMMM C 3KpaHa. JTiobonbITHO, YTO OH HE MepeHOCUT
3puTeNA Ha3ag, B AeBAHOCTbIE Mokl @ KaK Obl NogKa-
[bIBAET Mo MUP CEeroAHALLIHMIA accoLmaLmmy Tex neT.

AMacuTa yBneyveHHo, C HacnamaeHUeM BOMJIOLLAeT Ha
3KpaHe cBOW paHTa3uK, 0fHa U3 KOTOPbIX — YBUAETH Ha
CLIeHe MeCTHYI0 OCaKCKyYI0 Mpyny 1 MPOC/IaB/IEHHOMO BO
Bcelt AnoHum Cybapy CnbyTaHu, YTo B peasnbHOi HU3HM
B MPVHLMMNE HEBO3MOMHO, a Ha 3KpaHe BbIrmnAaeso bl
HaTAMKOM, e/ Bbl He aMHE3MA IMaBHOMO repos.

[lo HeKoTOpOW CTerneHM 3Ty KapTUHY BOO6LLIE MOMHO BOC-
NMPUHUMATB KaK CBoeobpasHbIv pemeiik dpunbMa «JTuHaa,
JNvHpa, Nvnpax (2005), Bnepsble NpuHecLuero AMacuta
LLIMPOKYI0 M3BECTHOCTL. B 0benx neHtax masHoro repos
UYyTb HU CUIOW 3aTAaCKMBAIOT B aHCAMOJ1b, Irie OH YyBCTBY-
eT cebs He B cBoel Tapesike. B ¢punbme 2005-ro a1a 6bina
[JeBYyLLIKa-KOpeAHKa, eiBa FOBOPUBLLIAA NO-AMOHCKM,

U LKosbHaA rpynna. B o6enx KapTMHax conucT Bbibbl-
BaeT M3 CTPOA U3-3a HECHACTHOr O C/Ty4an U ero HYHHO
CPOYHO XOTb KEM-TO 3aMeHUTb, 06e NeHTHI 3aBepLUaloTCA
ycrneLUHbIM KOHLLepToM. Ho 1 Ha 3TOM NOTOK KUHeMa-
TorpaduyecKmX accoLMaLmii He UCCAKaeT, Mbo nepeble
KaZpbl, B KOTOPbIX [MaBHbIV repoii NMOKUAAET CTeHbI TIOPb-
Mbl, BbI3bIBAlOT B MAMATU FaHrcTepcKume neHTbl Knuhasu
DyKacaKy, TPaAMLIMOHHO HAaYMHABLLIMECA C BbIX0Aa Ha
cBo60Ay raBapA AKYA3a, a CIOXHETHbIN X0[ C [EeBYLUKOMN-
CTapLLEKaccHULLeN, B3ABLUEH Ha cebA posib MeHeKepa
rpynnbl NOCNe CMePTU 0TL, ABHO CO3BYYeH UCTOPUM U3
KapTuHbI CvHa3u CoMam «Matpocka v nynemet» (1981),
rae eLle bonee loHas ocoba rnosy4ana B HaclefcTBo
Lenyto 6aHay NpodeccoHanbHbIX AKyA3a.

Te, KTO He UCMbITLIBAET HEMHbIX YyBCTB K Ocake 90-x 1
AMOHCKOMY KWHO, CMOTYT MPOCTO CJTyLLIATh XOPOLLYH0 My-

MIFF JdHILY  maner B «okTAGpe»

3blKy, CeaM1Tb 33 Pa3BUTUEM OTHOLLIEHWI PELLUTENLHON,
Haropw1CcTon M OGHOBPEMEHHO €LLe MO-AeTCKU HauBHOM
[eByLUKM-MeHeyKepa (Ha NosTHOM cepbes3e NnonaraioLLen,
YTO €C/IM OrpeTh Yesl0BeKa Mo ronose 6encbonbHoM
6u1TOM eLLie pas, To NaMATb K HeMy BePHETCA) U YrPoMoro
pacTepsAHHOr0 MapH#, YNOPHO MbITaloLLEerocs BCNOMHUTD,
KTO K€ OH TaKOW, U — HAaCNamaaTbCA aKTEPCKOM Urpom
(@ ®ymmn HuKamgo cumTaeTca cerofHA 0QHOM M3 NyYLLIMX
MOJI04bIX aKTpUC AMoHNUK). TeM, KoMy MHTepecHo,
fAMacuTa npefnaraeT pearnpoBaThb Ha pacchinaHHble B
N306UMM KMHeMaTorpaduyeckime NoLCKasKM 1 CMOTPETb
KapTUHY Y¥Ke B KaknX-HW1byab 4 unm 5D.

Mapus Tepaxonau

OUJ1IbM- COLI,MAJ'IMBM

K 100-JIETIO KNHO BEOJITAPUIA

YPOK / PEX. KPUCTHA TPO3EBA, METEP BbIJTYAHOB

POK», Marno6I0HETHbIN U MUHM-
(( ManucTCKuin aebioT KpucTuHbl

po3esoit v lNeTepa BbinyaHoea,
BepHy/ 60/IrapcKoe KMHO Ha KapTy M1pa
NPUBNM3UTENEHO TaK e, KaK 3To caenan
¢ PymblHmeit Kpuctvan MyHOy B «4
MecALax, 3 Hedenax u 2 gHAx». ManeHb-
KWt pUbM 13 MarneHbKoM nocTcoumanu-
CTUYeCKOM CTpaHbl, CYLLLECTBYIOLLIEN Ha
nepudepum Esponbl, M1pa, rmobanucrcKo-
0 CO3HaHWA, BOPYT, KaK U B Cly4ae C py-
MBIHCKUM Yy[0M, OQHUM KacaHWeM Orofns
peanbHOCTb — €€ CKPbITbIE KOHG/IUKTI,
TYMWKM, KPU3UCI, aKTYarbHbIE He TObKO
LU1A BbIXOALEB U3 cOLIONIOKa. XOTA OHU, B
CUITY UCTOPUYECKOTO OMbITa, BCE e YyTb
6oree YyBCTBUTESbHbI K COLMANBHOMY, 3K-
3UCTEHLMANBEHOMY LUTOPMY, OXBaTUBLIEMY
ceinyac nocTKanuTanucTuiecKyto Espony un
He ToNbKO. U 6onee yA3BUMI.
®abyny byayLuero dpunbMa [posesa u
Bbln4aHoB BbluMTaNM B ra3eTHOM 3aMeTKe
0 LLIKOJBHOM YuuTeNbHULE, [OBEOEHHOM
L0 TOYKU KWMEHWA v npenofaBLLen cebe
HEOMWAaHHbIM ypoK. [abbl n3beratb
CrownepoB, orpaHUYUMCA MHbOPMaLIMeR,
YTO OHa XOYET BbIYUCTIUTL CPeaM YHEHUKOB
TOr0, KTO TaCKaeT U3 ee CYMKU ieHbIM, U
06BACHUTL €My, YTO BOPOBATL HEXOPOLLIO,
HO MOCTENeHHO CaMa OKa3bIBAETCA B CEPOM
30He Mo Ty CTOpoHy fo6pa v 3na. Bephee,
MNiiaHOMepPHO BbITECHAETCA TyAa ToM «Be-

PO v NpaBaoM», KOTOPYIO MCNOBEAYET MO
YMOMYaHMIO, KaK W BCAKWIA CpeaHecTaTy-
CTUYECKUI rparaaH1H itoboro oblLLecTsa
(TyT ocobeHHo BarKHa Npodeccus reporHM,
OTChINAIOLLAA K NEKTOPanbHOMY AAPY U
CaMOMy LLIMPOKOMY KIaccy HaceseHus).
Korpa npeans! cayBaloTcs, Kak BO3-
[yLUHbIe LLApWKK, @ OMopbI U CKperbl
06HapyHMBAIOT CBOK KOPPYMMUPOBAHHYIO
TOBAPHO-[EHEHHYI0 MpUpOY, eauH-
CTBEHHbIM OTBETOM Ha 3Ty NPECTYMHYI0

MOpaJib MOMKET ObITb NWLLL MOpasibHOe
NpecTynieHue, 1 PeLUMTCA Ha Hero — 3To
TOT HEBO3MOMHbII BbIGOP, O KOTOPOM MNK-
Canwm 3K3UCTEHLMANWCTBI U CHUManu efBa
NV He BCe IMaBHbIe MYMaHWCThI NocrieHe-
ro BpeMeHu — oT KecbneBcKoro 1 Tpuepa
1o Kpuctu MNyiin v 6patees [apaeHH

(1x «[Ba aHs, oHa HoYb» — CTapLLMIA
6pat «YpoKa»). He cTo/b rpoMKuiA, Ho He
MeHee NpoHuULaTeNbHbIN dunbM Mpo3esoit
1 BbinuaHoBa ToxKe chOKyCMpOBaH Ha
r1y6MHHOM 3KCTPEMASTEHOM OrbITe, He-
OTNYMMOM Tenepb OT MOBCEAHEBHOCTH,
NpuYeM B ee CamOM PYTUHHOM BUzE.
OnibiTe, KOTOPbIN NPOXKMBAETCA TUXO, B
OJMHOYKY U He OMO3HaeTcA ApYruMu,
XOTA OHU HaXOLATCA B TAKOM e 3KC-
TpeManbHON CUTYaLmK U eeHEBHO

BbI¥KMBAIOT TOYHO TaK e, KaK U1 Tbl, a
eLLe — 1 3TO COBCEM TParuyHo — TOYHO
TaK e HOCTanbruyIoT Mo CONMAAPHOCTU U
coumanmsmy.
KaMepHbIi «YpoK» cHAT 6e3 My3bIKK U
NPaKTUYECKMN B peanibHOM BpeMeHH, a Han-
60ree NMKoBbIE MOMEHTbI ABMAKOTCA TYT
CaMbIMM 6eCLLyMHbIMY: OrflyLLIMTESbHAA
JpaMa yuuTenbHULbI (KCTaTu, 0TMeHHan
pabota MapruTel [oLLeBO), Neperu-
BalOLLiel MOSHbIN KOMManc, oT4asH1e 1
6YHT, NPOVCXOAMT Ha rT1a3ax HUYero He
BUOALLMX, HUYEro He CrIbILIALLMX BIN3KMX
U eLLie bosiee OTUyHAEHHOrO 0bLLecTBa — B
MUpe, KOTOPbIV HaY4MIICA Aenatb BUg, UTo
B HeM Bce croKowHo. [axe Toraa, Koraa
OH NETUT B TapTapapbl.

EszeHuli lycamuHcKuli




ORLEANS

COMPETITION
DIR. ANDREI PROSHKIN

Orleans is a sonorous name of a dusty concrete backwater
Russian town; it should come as no surprise, though, as there
are villages scattered across Russia that are called, for ex-
ample, Paris (such a village exists in practically every region,
and there’s indeed Orleans in the Altai mountains). The name
“Orleans” is more widely known as part of “New Orleans”,
because of the 2005 hurricane that looked like an almost Bib-
lical punishment — which corresponds to apocalyptic ending
of Andrei Proshkin's film. One can't help thinking of Babylon
(“Alas! alas! that great city, Babylon, that mighty city"); cov-
ered in ashes Sodom and Gomorrah (there are ashes in “Orle-
ans” too, although of a different origin) go without saying. An
almost Biblical - or anti-Biblical - story is closely intertwined
here with the esthetics of poor apartment blocks, dilapidated
hospitals and police stations — basically, with everything that
stopped being mere decorations and became part of the very
language of the new Russian cinema.
The thing our “new wave” representatives have in com-
mon is not only this language but also the idea that absurd,
grotesque and buffoonery correspond to the Russian reality,
and there’s no need to look for boring, realistic plot to express
the “Zeitgeist”, hits its very nerve. Aleksey Balabanov became
one of the pioneers who created the bridge between what
esthetes tend to call “trash” - and stylistically opposite films
that convey the same message. In this context it becomes
especially symbolic that Executor in “Orleans” is played by
Viktor Sukhorukov - one of Balabanov's favourite actors.
Another person who “made” “Orleans” is Oleg Yagodin. He can
certainly be called this year's discovery of the Russian cinema.
However, he's already quite well-known as a theatre actor,
and in 2009 the French newspaper “Le Monde” called Yagodin
“an actor who Luchino Visconti would have kidnapped without
thinking twice to film him in his “The Damned” if the two had
been contemporaries”. However, Yagodin was “kidnapped”
much later — and brought straight to the town Orleans, where
his character, a doctor, together with his fellow losers, a cop
and a hairdresser, becomes an object of particular interest
of a prophet, who might as well be Antichrist or personified
conscience.
Andrei Proshkin and Yury Arabov's collaboration produced
an interesting and in a way dangerous combination: the story
written by Arabov is utterly Biblical, full of parables and cul-
tural references, and the outcome bears some resemblance
to the concept of Dostoevsky's “The Grand Inquisitor”. How-
ever, Proshkin turns the movie into an unbelievable mixture
of Andy Warhol, whose reproductions hang on the walls, and
Tarantino. But this multi-directional movement resulted in a
totally natural, dynamic and surprising film.

Igor Savelyev

- Your new work gives an impression your style has
changed a little. Would you agree?

Andrei Proshkin: It's clear from the beginning it's a gro-
tesque story which has nothing to do with realism. Everything
has to be galvanized a little, so to speak. 'm always looking
for challenges, and in this sense meeting Yury Arabov during
his “grotesque” period was definitely a challenge. We had

a basic idea about the film, and then we discussed it a lot,
worked on all the components, naturally, starting with ac-
tors. We were choosing actors accordingly — those who liked
grotesque, had a specific exaggerated manner and a sense of
humour... in a word, smart actors. | also worked on the visual
part. We were looking for the most appropriate way to film
this story. But | can't call it a global discussion, as in, we didn’t
sit at a table for hours “discussing”. It happened naturally,

as we worked: a bit here, a bit there... In this respect, Yury
doesn'’t belong to the authors who pay too much attention

to how their masterpiece is being adapted. But of course the
degree of change applied to his script is important to him.

- You have a wonderful trait: you can take an unknown
actor and turn them into a star, show them in a way
that highlights all their strengths to people who haven't
known him before. In your previous film “The Horde” it
was Roza Hayrulina, in “Orleans” it's Oleg Yagodin.

- It wasn't hard to place Yagodin in the limelight as he didn't

have much experience of working in cinema. Fedorchenko’s
“Angels of Revolution” just about sum it up if we're talking
about cinema, as opposed to theatre, where he is a real star,
a principal actor, the person who pulls forth the repertoire
of Nikolay Kolyada's theatre in Yekaterinburg. It was his
propensity to pompous intellectual humour that attracted
me, and also the fact he's a hero, not just a character actor.
He can pull off the topic. Apart from that, Oleg contributed in
awonderful way: as he's not from the capital, he could sense
this provincial story very acutely. It wasn't me who was telling
him anything, it was vice versa: ‘I'm quite familiar with these
seedy provincial playboys’. And he contributed a lot to the
film. He even started to grow a belly to show he’s ‘not a young
heartbreaker'. He came up with a special gait...
- But Yagodin is not the most grotesque actor in this
story, | mean, for example, Sukhorukov’s character, the
image he creates, is much closer to grotesque. How did
you build this hierarchy: which image is more gro-
tesque, which is less?
- It was defined by the movement of grotesque in the film.
When we start, the situation is more or less close to life, but
then we brazenly get out of it, add some humour and an ele-
ment of comedy and at some point cross the boundary - and
then the characters'’ life becomes so weird we don't accentu-
ate grotesque, don't interpret it ironically, don't increase the
degree of humour and irony. Grotesque turns into realism.
Interview by Asia Kolodizhner and Peter Shepotinnik

PASOLINI

NG PICTURES
DIR. ABEL FERRARA

This is nothing short of a thermonuclear fusion: Abel Ferrara
makes a film about Pier Paolo Pasolini. The king of American
trash who shot “The Driller Killer”, “Bad Lieutenant” and last
year's controversial “Welcome to New York” makes a film
about a brilliant thinker and poet, the author of “Teorema”,

the Trilogy of Life and “Salo, or the 120 Days of Sodom”. No
wonder that many people felt cheated, as they had expected a
way more powerful explosion. But in “Pasolini” Ferrara chose
to drop his provocative and eccentric guise, to give up gibes
and unnecessary fantasies and to show himself as a keen
psychologist who tries to get the feel of the great Italian’s in-
ner world mere hours before it was tragically and irrevocably
ruined. This is a film about the last day of Pasolini’s life. He is
successful, famous, fearless in life and art: his last movie, a
screen rendition of Marquis de Sade’s works, was so radical
that it still remains unsurpassed. This man who knows no
boundaries cannot imagine that death is waiting around the
corner in the guise of a boy prostitute picked up at the Termini
station in Rome, a hungry and wild creature who seems to
have stepped off an unpainted Caravaggio canvas.

Ferrara accurately and meticulously traces the chronology of
every minor event, recreating Pasolini's conversations with
his friends and family including his mother as well as his last
interviews, which are now involuntarily considered some

sort of a testament. He manages to record and express the
impossible - the integrity of this amazing personality which
combined the beastly and the divine, the instinctive and the
intellectual. Of course the credit here goes to Willem Defoe,
one of the best modern actors (this is his fourth film with
Ferrara) who was able to reach an amazing degree of resem-
blance to his prototype. It was achieved not with the help of
the skillfully applied make-up or Pasolini's authentic coat but
through capturing the protagonist’s gestures, gait, intona-
tions. The decisive factor is that it takes a personality to play
another personality. The same notion was proven by Ferrara’s
previous and opposite in many aspects movie about the lusty
former IMF director brilliantly played by Gerard Depardieu.

Of course, “Pasolini”, just like “Salo”, is a movie about violence
and death, even though it becomes obvious after you watch

it. Admiring the fragility of existence that turns into fertile
ground for the poet's talent before our very eyes, Ferrara
shocks us with the harsh final chord that turned Pasolini into
a tragic legend. But even in this situation, where no hope for
redemption or consolation is possible, there remains a stair-
case to heaven and a city of wild pagan sensuality, denying
and cancelling the drab Catholic morality: the director took the
liberty of screening episodes from Pasolini’s last two unreal-

ized scripts. In these fairy-tale and heretic episodes Pasolini's
muse and lover Ninetto Davoli is played by a sex symbol of
modern Italian cinema Riccardo Scamarcio, and his partner,
elderly cheerful Epifanio, is played by Davoli himself.
Probably it is thanks to these scenes, not immaculate but
still wonderful and unique, that in “Pasolini” soul and thought
triumph over the tragedy of flesh. Ferrara is able to step over
the limits of a film biography and move in the direction of
sacred shores of fantasy and unlimited freedom, which his
character chose to walk ever since his very first movie.
Anton Dolin

- Would you say you engaged yourself in a sort of a
dispute with Pasolini while making a film about him?
Abel Ferrara: Pasolini is my master and my teacher, and
being a Buddhist, | know that meditation on your master is
one of the most basic principles in Buddhism. So let me put it
this way: | grew up watching his films, while he didn't grow up
watching mine. You don't argue with your teacher - no, you
try to understand them better, try to sort of recreate them in
yourself. | wish Pasolini was alive now so we would be able
to talk.
- What was the moment when you felt like you fully
embraced Pasolini’s art? Which one of his films made
you feel like it?
- The day | saw “Salo, or the 120 Days of Sodom”... The day |
saw “Decameron’, too. But to be honest, | grew to love eve-
rything he had done, not only the films, but poems, political
pamphlets, paintings, his works as an actor — everything... |
realized he was a truly great filmmaker when | was 21.
- How does it feel to be making a movie about a real
person? Were you more tempted to fill your film with
details, or to make it more abstract? How close did you
wish to be to your protagonist?
- | believe that realism is one of counterfeits in filmmaking.
| mean, your characters are always right in front of you -
when you are writing a script, it's you who decide what your
character’s name will be, what his features will be like - for
example, you decide it would your typical guy, Joe, and he
will be driving a Chevy, a green one, or maybe a blue one... Or
better yet still — Joe will be riding a bus! So if we take Pasolini,
we know that he drove an asphalt blue Alpha Romeo, we
know what his voice sounded like... By the way, Willem Dafoe
bears a resemblance to Pasolini, which also mattered a lot
to me. So | want to emphasize my point again - realism is a
huge counterfeit when it comes to films. | think we should
just all come to terms with it.
- Were you somehow tempted to present Pasolini as a
sort of a cult figure?
- No. I'm not particularly interested in what's been going on
in 1975, I'm more interested in what's going on right here and
now. So | wanted to make a movie that would be interest-
ing even for people who have no idea who Pasolini was. And
besides, Willem wouldn't have played a cult figure. Willem
plays only real human beings.

Interview by Asia Kolodizhner and Peter Shepotinnik

EAT YOUR BONES /
MANGE TES MORTS

CHIZASINYE DIR. JEAN-CHARLES HUE

18-year old Jason Dorkel lives with his family in a Yeniche
commune somewhere in Northern France; he rides a moped
sitting behind his cousin Moise and carrying a rifle in one hand
- when he's not preparing for his baptism ceremony, enforced
on him by his mother and furiously religious Moise. Jason’s
older brother Fred comes back home from prison, where he
spent the last fifteen years after stealing a refrigerated meat
truck. Fred is openly and loudly proud of this act as some sort
of an achievement, while his relatives don't even try to con-
ceal the fact that they are bothered by both his presence and
his drunken and dull bragging. Tension rises between Fred
and the middle Dorkel brother, Michael, and Moise becomes
disturbed by Jason’'s immediate fascination with their prodigal
brother, as he is worried - and not exactly without a reason

- that he might follow Fred's footsteps. One night the four of
them set out to nick a truckload of copper.

This is the second time the charming Dorkel family appears



in Jean-Charles Hue's movie — in “Eat your bones” these
non-professional actors and real life relatives, who mostly
play themselves, drink bottle beer, hunt rabbits, pee in synch
on a side of night road, soak in the amber sun rays, and love
fundamentalist church goers' true God. “The Lord's Ride”
was centered around Fred, who was gifted - either by the
fundamentalist church goers’ God, or destiny, or whatever —
with a white dog as an unexpected life companion and a sort
of a way to atone the meaninglessness of his existence. In
this new film a moment comes when Fred also crawls out in
the spotlight — he is just simply too loud, he is everywhere,

at every moment overshadowing the earth, the sun and the
God. The camera of the film’s DP Jonathan Ricquebourg does
magic tricks, in the first half of the film that can be considered
almost documentary it twirls around Dorkels, it comes so
close to the characters it almost touches their skin, it looks
them straight into the eye, while in the action-packed finale
the cinematography suddenly bursts into film noir stylistics,
and even something resembling the 1979 “Mad Max".
Painfully yellow light flashes through the dark of the night,
just like through the apathetic and seemingly doomed
crusade that the Dorkels embark on, shines the unspoken
horror of the pointlessness of their being. “We're not dealers,
we are thieves”, - shouts Fred in one scene, as if this could
explain something. There is a sort of a happy ending for every
character even, but that doesn’t promise a sense of meaning,
nor does it promise any atonement — rather a vague chance
of something different.

BAKHTIYOR

KHUDOINAZAROV
SPECIAL VEARS

‘Do you have a VHS cassette of “Brother”? | gave you one
ages ago.’

‘You did indeed, | remember. I'll have a look, maybe I'll find it.’
‘And maybe you won't.’

‘And maybe | won't. But it must be somewhere...’
"Somewhere”! You have any idea how rare it is? You can't
find it anymore, even at the “Gorbushka” market, I've asked
a hundred times. So many people asked me about it: the
French, the Germans, the Japanese... All the tapes seem

to have vanished, and | never made many copies. No VHS
cassettes or DVDs. There must be one copy somewhere

at Tajikfilm studio. They say it's decent quality, not torn or
bleak... | have to remaster it, but it's hard to reach it now... So
have a look!

| did. For about 15 years no one’s touched this cassette, |
don't know where the video recorder is — and it was a good
one, made in Japan. Must be somewhere at my summer
house, covered in dust. | won't be able to find the remote
control either. | took the cassette out from the cover. It says in
pen: “Brother’.

That was ages before “Brother” by Sergei Bodrov appeared.
So many things happened during these 20-something years
that it feels like a hundred, or even more. The director was
unexpectedly invited to the Venice Film Festival with the
movie “Kosh ba Kosh”. An inexperienced journalist asked
him, ‘What was the title of your first film? If I'm not mistaken,
it was awarded in Torino?’

“Bratan”.

‘And how can it be translated into English? “Brother™?’

‘No, not “brother”. Bratan.’

‘Buddy?’

... To hell with you all. There's something about American
slang in this “buddy”. It's “bratan”, full stop.

How can | explain that this slangy title of the film told
everything about the author, who was open to the world,
conquering pompousness with irony, ‘a Tajik, a guest
worker!’

At times it seemed somehow weird that such a canny,
house-proud man, who took pride in his special risotto
(“the rice always comes from the best grocery store in
Berlin — any other rice just wouldn’t work” — he used to

say) — seemingly an Eastern prince, but really a Moscow
intelligent in his nature — was able to conquer European
producers with his talent opened to all Central Asian winds.

Olga Artemyeva

He was loved abroad. Seduced by promises. Some promises
came true; most didn't. Here, he was also loved by everyone.
This love ignited him enormously, and he left everything

that contradicted the very concept of love — keys from the
apartment, credit cards, huge sets in the Karakum desert

to people, he never even had a car, and rightly so — although
they considered this love as nothing more than a temporary
project. He liked to sleep through a redeye flight from Berlin
to Moscow, alone, somewhere in the back: “When you sleep,
you're kind of flying, but kind of aren’t, and | hate it when
there is a bumpy flight”. He didn't make that many movies,
but the ones he did was all about pretty much the same - the
everlasting quixotism of romantics, who somehow are able
—whether it's in a desert (like in his films “Luna Papa” and
“Waiting for the Sea”), or in Crimea (like in the film “Chic”) - to
plant a garden and to make fountains sing, so to speak. He
was full of ideas, always eager to share them and to get
other people inspired by his ideas too, straight away.
‘Pauses between movies were filled with “the best risotto

in the world” which was on fire at the moment when a
Lufthansa plane was landing at the cosy airport Tegel.
People say you can see from the illuminator the graveyard
where he's buried. Let's watch “Brother”, the film that in the
90s gave a happy start to the Bakhtiyor, or simply Bakhtik,
Khudoinazarov's career — which proved to be the career of a
stayer, not a sprinter.

LALALA
AT ROCK BOTTOM /
MISONO UNIVERSE

SH/ZASINYE DIR. NOBUHIRO YAMASHITA

Peter Shepotinnik

The starting point of Nobuhiro Yamashita's film can be
expressed by a slightly changed quote from a famous
Russian comedy ‘The Diamond Arm”: “| was walking along
the street, some people came up to me, and when | regained
consciousness | lost my memory”. The main skill that the guy
retains is his ability to sing professionally. The plot as such

is simple and predictable: the poor guy (played by the rock
star Saburo Shibutani) is picked up by a local band, gradually
regains his memory and eventually performs at the final
concert. But the story is secondary, first of all, it is a film or
reminiscences.

There was a movie by Hirokazu Koreeda, a remarkable
Japanese director, called “After Life", where recently
deceased people were helped to recreate one of their
sweetest memories of the earthly life which they could

then take with them to a different world. Yamashita, being

a director, made full use of the benefits of his profession

and transferred the atmosphere of his student days to the
screen himself. The movie is filled with covert allusions to the
Osaka period of the filmmaker’s life, when, while studying

at the University, he used to listen to this very band “Akainu”
which exists in real life, dropped into that very bar “Misono
Universe”, which exists in real life, enjoyed the sound of
those very songs which today are heard from the screen.

It's curious he does not take the viewer back to the 90s,

but in a way adds the associations with that period to the
present-day settings. Yamashita passionately and joyfully
brings his fantasies to the screen, and one of them is to place
on stage the local Osaka band and Saburo Shibutani who

is famous throughout Japan. This is something absolutely
unfathomable in real life and would have looked unnatural on
the screen had it not been for the protagonist's amnesia.

To a certain extent this movie can be looked upon as a
remake of “Linda, Linda, Linda" (2005) that first made
Yamashita famous. In both of them the protagonist is almost
forced to join the band and feels out of place. In the 2005
movie it was a Korean girl who hardly spoke any Japanese,
and a school band. In both films the soloist is unable to
perform due to an accident and has to be replaced by no
matter whom, both films end with a concert. But this is by no
means the end of cinematic associations, for the first scene
in which the protagonist leaves prison calls to mind Kinji
Fukasaku's gangster movies which often open with a yakuza
being released from prison. The story of a teenage girl who,
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following her father’s death, undertakes the management of
the band, echoes the plot device from Shinji Somai's “Sailor
Suit and Machine Gun” (1981), where an even younger lady
inherited an entire yakuza gang.
Those who do not harbour tender feeling for Osaka of the
1990s and Japanese cinema, can simply listen to good
music, follow the interplay of the wilful, energetic and at
the same time childishly naive girl manager (who honestly
believes that hitting a man on the head with a baseball club
can restore his memory) and the sullen lost guy eager to
remember who he is, or enjoy the acting (in Japan Fumi
Nikaido is considered one of the most promising young
actresses). To those who are interested, Yamashita offers to
react to numerous cinematic clues and watch the movie in
something like 4 or even 5D.

Maria Terakopyan

THE LESSON / YPOK

T0 THE
DIR. KRISTINA GROZEVA,
PETAR VALCHANOV

Kristina Grozeva and Petar Valchanov's low budget and
minimalistic debut film, “The Lesson”, pinned the Bulgarian
cinema back on the world's cinematography map, just like
Cristian Mungiu’s “4 Months, 3 Weeks & 2 Days” did with
Romanian cinema. “Small” film from a small post-socialist
country that exists on the outskirts of Europe, the world
and globalist collective conciseness, suddenly - just like
Mingiu’s movie — managed to reveal the core of reality - its
inner conflicts, dead ends and crises that feel relatable not
only to natives of former socialist countries. Regardless of
the fact that people with such cultural and social heritage
are probably more sensible about the existential crises that
post-capitalistic Europe is going through — sensible and more
fragile at the same time.
Grozeva and Valchanov found the story which later became
the plot of their movie in a newspaper article about a school
teacher, nearly driven to insanity and forced to teach a valuable
lesson to herself. At the risk of distributing spoilers, | will only
say that she sets out to find out which one of her students is
stealing money from her purse, simply to try and explain to
him that stealing is actually not a very nice thing to do. Instead,
she soon finds herself in a grey area, where the boundary
between good and evil is blurred. To be more precise, she is
basically forced to the said area by her own system of beliefs
that she shares with any typical citizen of any society (and
that's why the protagonist’s profession is so crucial here!).
When ideals deflate like toy balloons, and ethical values
turn out to be based on financial benefits, the only adequate
answer to these corrupt morals can be a crime against
morality in general. And the decision to commit such a crime
is something out of existentialists’ works, something all
of the great humanitarians of the recent years chose to tell
their stories about - Kieslowski and Trier, Cristi Puiu and
Dardenne brothers — whose “Two Days, One Night” seems to
have inspired “The Lesson” in a way . Much like Dardennes’
film, “The Lesson” also focuses on the extreme personal
experience that is now fully incorporated in our everyday life,
in the core of its routine. It's the kind of the experience that
one lives through alone and doesn't usually get recognized by
others, even though the same “others” are most likely going
through the same extreme situations, all the while —and
this is the most horrifying part actually - feeling a sort of
nostalgia for “solidarity” of the socialist era.
“The Lesson” is truly minimalistic: made practically without
any music and with the story happening almost in real time, it
also keeps most of its climatic scenes quiet and simple. The
earth-shattering drama of the leading character (excellent
performance by Margita Gosheva) that has to go through
deepest despair having her world crashing around her,
happens right in front of the people she considers her loved
ones. And the real tragedy is, those people choose not to
hear or see anything that might be wrong with this world -
even when it's about to collapse.

Evgeny Gusyatinski
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Dazs (Xaaren-[Jac) npuxoaut B Poccuio. Tenepb Ha npunaeKax

TyHLLMX CynepMapKETOB ¥ B MEHIO CaMbIX M3bICKaHbIX pecTopa-
HOB NOABMTCA YHWKabHOE MOPOKeHoe, KoTopoe ¢ 1961 roga, Aatsl
0CHOBaHWA KomMnaHuv Haagen-Dazs, cTano cMHOHMMOM «cnaaKoi
Hu3HU». Dolce vital
Bnaronapsa boratoit NanuTpe BKYCOB W UCMOMb30BaHMIO UCKITIOH-
TeNbHO HaTypanbHbIX MHMPeAneHToB MopoxeHoe Haagen-Dazs 3a-
BOEBAJI0 NPU3HaHWe 60raTbiX ¥ 3HaMeHWTBIX No BceMy MUpy. CrioraH
6peHaa - «Haagen-Dazs - HaM cKpbIBaTb Heyerox (nothing to hide),
MMeHHO MO3TOMY MPOM3BOAUTENN C YAOBOMLCTBYEM AENATCA BCEMM
TOHKOCTAMM 1 CEKPETaMM CBOEM0 MacTepCTBa.
MoporeHoe FoTOBWTCA Ha OCHOBE CBEMAMLLIMX HaTypasbHbIX dpaH-
LI3CKVX CIIMBOK 11 MOJTOKa, 11 BCA MONOYHaA NPOAYKLMA NOCTaBnA-
eTcA ¢ GepM HebONbLLOMO ropofiKa K ceBepy oT Mapurka. [naBHbIM
3arycTuTeneM ABNACTCA ANYHBIN HESTTOK, 1A €ro Noy4eHuA
MCrOMb3YIOTCA AMLIA TaK Ha3bIBaEMbIX «CHACTMBLIX KypyL (free
range), yCOBYA COAEPHaHNA KOTOPbIX MaKCUMaTBHO MPUBANMKEHD
K €CTECTBEHHBIM.
Apkan ramma Bryco Hdagen-Dazs bbina coznana bnaroaapa nep-
BOK/MACCHbIM HaTypasbHbIM MHrpeaueHTam. B cBoe BpemA ocHoBa-
TeNb KoMraHum Pyber MaTyc 1ckonecun Becb MUp, UTobb! BLIGPATL
nyyLLee. MArKWiA 1 Teprkuii BRYC MoporeHoro Vanilla — pesynbtar
[L106aB/IeHMA CTPYYKOB BaHWMM copTa 6ypboH ¢ Magarackapa (3Ta
MPAHOCTb MpV3HaHa rypMaHamyt yuiueit B mvipe). [1nA usrotosne-
HuA MoporeHoro Belgian chocolate 6epeTca TomnneHbIi ropbkoBaTto-
Cnapkvii Wwokonag u3 benbrim. NMprMeyatenbHo, YTO Ha Co3aaHe
3HameruTon Strawberries & Cream y cneupanmcros Haagen-Dazs
YLLINO LLECTb JIET: MMEHHO CTOMNBKO BpeMeHM MoTpe6oBanock, UTobel
HaMTW NOAXOAALLIYIO KNYOHVIKY, apOMATHYIO, IYBOKOro KpacHoro
LiBeTa, a MaBHoe, HeobbIHANHO COUHYIO.
Ocoboe BHMaHKe B Haagen-Dazs yaenseTca xpaHeHwio 1 TpaHc-
MopTVPOBKe. TaK KaK MPU 13roTOBNEHNM UCMOMb3YeTCA TOMBKO ANY-
Hbli4 YKENTOK, @ HE KOHCEPBAHTI, MOPOHKEHOE [OMHKHO XPaHUTLCA
npv 6onee HU3Koit Temnepatype. CobniofieHne yHUKanbHoM peLien-
TYPbI M TEXHONOMMM MPOM3BOACTBA U XPaHEHWA N0 NPaBy fenaeT
MoporeHoe Haagen-Dazs HoMepoM oauH B M1pe.
Camble nonynApHble BKycbl Haagen-Dazs
- Vanilla: BaHvnb, KoTopyto MCMonb3yloT [/1A CO3AaHMA BKyca, CO-
6bpaHa Ha ceBepHoM bepery ocTpoBa Magarackap, e noyssl, K-
MaT14eCKVIe YCNOBMA 1 TPOMUYECKME feca CocobCTBYIOT PacKPLITUIO
BCEX CBOMCTB OPXULENHBIX JIMaH, K KOTOPbIM OTHOCUTCA BaHWTb.
- KnybHuka: CrieLivanucTsl Haagen-Dazs LuecTb neT Tpyaunucs
Ha[l BEIOOPOM COPTA, KOTOPbLIF AACT HEOBXOAUMBIN HaChILLIEHHBIN,

3HaMeHVITbH?1 BpeH MopoHeHoro npemmuym Knacca Haagen-

Anekcangp Pannonopt, YynnaH XamatoBa 2. EBrenun LipiraHos
3. I0pui KonoKkonbHuKoB 4. MonuHa MpuywimnHa
5. Erop KopetlukoB, Anekcangp lMNanb

TENMbIN 1 MATKWA BKYC V1 @pOMaH, KOTOPbI CMOMKET CoxXpaHATCA 6e3
AOMOMHUTENBHBIX KOHCEPBAHTOB.

- Makadamus: Bribupan «Kopona opexos» B Haagen-Dazs octaHo-
BIIMCb Ha NNOAAX MaKaaamuu, cobpaHHbIX Ha [aBanx 1 B I0rHO
Adpuike. V13 H1x Mony4aloTcA XpyCTALLIE v TEPIKVE KPOLLIKWA, KOTO-
pble MAeasbHO COMETAIOTCA CO CIIMBOYHOM CTPYKTYPOW BAaHWIBHOMO
MOPOHEHOTO.

Hdogen-Dazs
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dagen-Dazs, the famous brand of premium ice cream,
H comes to Russia. Now, on the shelves of the best

supermarkets and in the menu of the most refined
restaurants there will be a unique ice cream, which since 1961,
the date of foundation of Haagen-Dazs company, has become
synonymous with «sweet life». Dolce vita!
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Thanks to its rich palette of flavors and natural ingredients,
Haagen-Dazs ice cream has gained the recognition of the rich
and famous around the world.

The brand's slogan is «<Haagen-Dazs - nothing to hide», which is
why the manufacturers are happy to share all the subtleties and
secrets of trade.

The ice cream is prepared on the basis of fresh natural French
cream and milk; all the milk products are delivered from the
farms of a small town to the north of Paris. The main thickener
is egg yolk; for its production are used the eggs of the so-called
«happy hens» (free range), the housing conditions of which are
as close as possible to the natural environment.

The bright palette of Hidagen-Dazs flavors was created using
premium class natural ingredients. Back in his day, Reuben
Mattus, the founder of the Company, traveled all the world to
choose the best. The soft and tart taste of Vanilla ice cream is
the result of addition of bourbon vanilla pods from Madagascar
(this spice is recognized by gourmets as the best in the world).
For the manufacture of Belgian Chocolate ice cream, Haagen-
Dazs uses melted bittersweet chocolate from Belgium. It is
noteworthy that the creation of the famous Strawberries &
Cream by Haagen-Dazs specialists extended over six years: that
is how long it took them to find the right strawberries, fragrant,
of deep red color, and most importantly, extremely juicy.
Haagen-Dazs pays special attention to storage and
transportation. Since only egg yolk is used in the manufacture,
and no preservatives, the ice cream should be stored at a lower
temperature. Strict compliance with the unique formulations,
as well as with the production and storage technology rightfully
makes Haagen-Dazs ice cream number one in the world.

The most popular Haagen-Dazs flavors are:

- Vanilla: Vanilla used to create the taste is gathered on

the north shore of the island of Madagascar, where the soil

and climatic conditions of tropical forests contribute to the
development of all the valuable properties of orchid lianas
including vanilla.

- Strawberry: Haagen-Dazs specialists worked for six years to
choose the variety that would give the desired rich, warm and
mellow flavor and aroma that could be stored without adding
preservatives.

- Macadamia: Choosing the «king of nuts», Hiagen-Dazs
experts decided upon macadamia, the fruit gathered in Hawaii
and in South Africa. It makes crisp and tart crumbs that
perfectly combine with the creamy texture of vanilla ice cream.
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23 VIIOHA / JUNE, 23 1300 OCEMEHWTEMb / NGUOI TRUYEN GIONG LK, 1
1200 B3MAAQ TULLMHBI/ THE LOOK OF SILENCE OKTABPb, 2 1400 MIARb SEM/INA/ PATCH OF LAND WIHOSHOH, 1
1330 AHEOH/BEN 0 DEGILIM OKTABPb, 6 1415 PHIBA/BALKK OKTABPb, 8
1245 PIOBOBHUKR LAVANT OKTAEPD.7 1415 3EMA KAPTENEN / CARTEL LAND OKTABPb, 2
1545 VBIHAHLA/ NRBASHITO pap— 1430 OBJENEHHBIE / IMENA VISNJE OKTABPb, 7
P ————— piy—— 1430 BTOFOHE 3AMEYTOV / DREAMCATCHER OKTABPb, 5
14:30 BOCMOMWHAHUA HA KAMHE / BIRANINEM LI SER KEVIRI OKTABPb, 8 1430 HOPOTA/THE ROAD OKTABPb, §
15:5  APBEHTYP/ARVENTUR OKTABPb, 5 1445 LLIATBAYM/TOLL BAR OKTREP, &
1545 POCHTA/ROSITA pap—— 1500 JY3EPbI/ KAPBLM OKTABPb, 6
1615 VBUVLIATIO KOHTPAKTY / MURDER BY CONTRACT OKTABPb, 7 15:00  FEPOW3/IA/LOS HEROES DEL MAL Radd
115 HETIPUMVPVBLLIVIECS, W TTIE TIPABUT HACWIIVE, TIOMOMET TOTIKO HACWIIVE / OKTAEPb, 7 1600 DOMPUATIYTE FOMOV / IENTVAT T KEM JIOMA WIIIOSVIOH, 1
NICHT VERSOEHNT, ODER ES HILFT NUR GEWALT, WO GEWALT HERRSCHT 1600 BYIb NAVHBKOM / KIMI WA IKO OKTAGPb, 1
ol AT AT —— 1615 10 Tz 100TH ANNVERSARY OF BULGARIAN CINEMA OB ¢
1630 TOTO M EF0 CECTPbI/ TOTO SI SURORILE LUI OKTABPb, 2
1630 CABAC SVAS OKTAEPS, 6 1630 [OPOTAA, HE MEPECEKAV 3TV PEKY / MY LOVE DON'T CROSS THAT RIVER OKTABPb, 2
1630 FEPOM3NA/LOS HEROES DEL MAL pays— 1645  3BEPMHAA JI0BOB / TIERISCHE LIEBE OKTABPb, 5
1645  KOHOKPAL/DAO MA ZEl OKTABPb, 8 1645 OPJIEAH/ORLEANS OKTABPb, 7
1715 MEPNAMYTPOBAA MYFOBMLIA / EL BOTON DE NACAR OKTABPb, 5 1700 KACCHP/GISE MEMUR OKTABPb, §
1745 CTPAHA CAPORHA / SAROYANLAND Pay—— 17.00  PEKABE3 TPAHMLL/ MEI YOU HANGBIAO DE HE LIU OKTABPb, 9
19:00  3EMA KAPTENEN / CARTEL LAND OKTABPb, 2 1700 TIPMWECTBHE /THE VISIT madd
1900 OPIIEAH/ ORLEANS pap— 1715 CMEPTb B BY3HOC-AMPECE / MUERTE EN BUENOS AIRES OKTABPb, 6
1900 OTEL| COIATA / JARISKATSIS MAMA WINIO3MOH, 1 1800 BACCE/H/ BACE/HET WVTIOSIOH, T
1900 KPETKAA OPELLMHA / DYKE HARD OKTABPb, 8 1900 BONEWEON/VOLEY OKTABPb, 11
1900 CIVHbL/ MANGE TES MORTS pay— 1900 OHbIM MATPUOT / A YOUNG PATRIOT OKTABPb, 2
19:00  APAMKAPCH, B/ MOPPUCOH / ARAM KARS, BILL MORRISON OKTABPb, 11 1900 HHEL/KOSAC UK 1
1915 <MOCKBY U, JIOBOBL MOR/ MOSKVICH IM SER OKTAEPS, 6 19:00  MUANbIAXAHC, [OPOTOM METP/ MY GOOD HANS OKTABPb, 1
1915 SABELAHUE ) TESTAMENT pays— 1900 KOCMOJPAMA / COSMODRAMA OKTABPb, 4
1930 BOANM OT OBE3YMEBLLEN TOMMbI / FAR FROM THE MADDING CROWD OKTABPb, 7 1915 MOR TOLLAA CECTPA/MIN LILLA SYSTER OKTABP, 10
1930 BCE, 4T0 J03BOMEHO HEBECAMM / ALL THAT HEAVEN ALLOWS OKTABPb, 5 1915 KIWB/ELCLUB OKTABPb, §
w0 AT A o e 0
19:45 13 MUHVT/ELSER OKTABP, 9 1930 TOPA/JEBCTBEHHOCTW/ FUSI OKTABPb, 7
2100  BWTBA3AOMOHb /LA GUERRE DU FEU WAMIO3MOH, 1 1945 PEATIOHOCT/ REALITE OKTAEPb, 6
21:15  BOAMHOYECTBE/SOLOS OKTABPb, 4 19:45  WU3THAHHULIA / NIRBASHITO OKTABPb, 8
21:15  TOYKA MCYE3HOBEHMA / VANISHING POINT OKTABPb, 10 2100 JABML/DAVID W00, 1
21:30  [JABAVTE BTPOEM/ATROIS ON Y VA OKTABPb, 8 2100 BOAMHOMECTEE/ SOLOS ™y
2145 TOPALEBCTBERHOCTH/ FUS i 21:30  KPUMALLME / SCREAMERS OKTABPb, 10
S MAHBAPUHBL MANDARIND o 2145 BOMbLLOM OTEL, MAMEHBK OTELL U IPYTVE UCTOPUM / CHA VA CON VA OKTABPb, 4
2145 KPbIMHALL / KRYMNASH OKTABPb, 6
2145 JY3EPBI/KAPBLN OKTABPb, 11 sias XUTAHHELLION glggr(E;bHMKAX
2200 TIA3OMVHIA/ PASOLINI OKTABPb, 5
2200 PUILAPb KYBHOB KNIGHT OF CUPS paysm— 21:45  NANANAY NOAHOMMA CKAMbI / MISONO UNIVERSE OKTABPb, 6
2200 [ONMUV NYTb AOMO / [BATVAT BT KbM JOMA OKTABPb, 6 2200 AH/AN OKTABPb, §
215 ERNATH ) MUNNARYIPPU Pap— 2200 NOCOMMENT/NO COMMENT OKTABPb, 2
2215 NANANAY NOAHOMWA CKAMBI/ MISONO UNIVERSE OKTABPb, 7 2215 HATAVCKAM M3P/ THE CHINESE MAYOR OKTABPb, 3
2215 HALLI3AMAX/ THE SMELL OF US OKTABPb, 7
2230 BIIOABAJE/IMKELLER OKTABPb, 8
24 VIIOHA / JUNE, 24 2230 HACTIEAHVKM / SUCCESSORS OKTABPb, 1
1200 TOTOW EFO CECTPbI / TOTO SI SURORILE LUI OKTABPb, 2
1215 A~ HAPOR/JESUSLE PEUPLE piy——— N - NETHAV VOHEP  LLAK — LIEHTP IOKYMEHTATIEHOT O KUHO

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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