MaHeXK B «OKTAbpe» / manege in «octyabr»

€peMoHUA OTKpbITWA 38-ro MocKoBcKoro

MeOyHapoaHoro KMHoGecTVBans npoLuna

HErpoMKO, XOTA «ABKa» MOCKOBCKOIro 60MoHa
6bina oYty cTonpoLeHTHo. MaccoBoe NpucyTcTBYe
noaei us Mupa Mofbl 06bACHANOCH TeM, YTo decTuBanb
— TPaAMLIMOHHO Nnapag Hapaaos. CrneKTp 6bi LUMPOK
— OT KpacHoro nnaTbA boreHbl PeiHCKoM (Mo crioBam
CBETCKOW HYPHANUCTKW, OHa noaMesia LuneidoM BCio
IMyLIKWHCKyI0 NoLLaak) Ao pacnmcaHHoro BpyYHyto Hu-
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MOCHOBCHMIA
MEHOYHAPOOHLIA
KMHO

MECTHMBANL

KacoM CadpoHOBbIM NnatbA akTpuchl MpuHb! MpUHEBON.
CueHa 6bina odopMieHa 04eHb JIAKOHWYHO W CTUSBHO
— NoXKanyw, nydtie Bcero 3a nocnegHue rogsl. Cronb
¥Ke NlaKoHW4YHa 6bina LepeMoHuA. Mpeacenatento Hiopy
BpYy4Mn Lienb cobcTBeHHOpyYHO Cepreit CobAHMH: Map
npvexasn Ha LiepeMOHMI0 He NPOCTO Mo JIYHOM Npockbe
HuKWTbI MiXanKoBa, Ho U YTobbI MoA4EePKHYTL y4acTue
MockBbI B pecTvBare, 1 paccKasarb, YT OTHbIHE erKe-
rofHo ropop 6yaeT BpyyaTh peruccepam no Tpu npusa
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Cepre ConosbeB MyK Ipacten
TarnaHmmBbIX Mioaei BUAHO cpasy:  Hall ¢ribM — 370 TPeBOMHBIN
¥ HVX CBEPXMOLLHBIN M3altH 16a  3BOHOK BCeMy 06LLIECTBY
Sergey Solovyov Puk Grasten
Talented people are easy to notice: ~ Our film rings an alarm bell
they have a superpowerful forehead  to the society

design

3a co3faHve o6pasa MocKBbI B KMHO.
Cepreit CosioBbeB NpefcTaBui CBOW HOBbIN ¢uIbM «Ke-
[Jbl» 04eHb U3bICKAHHO: Ha CLieHe BbiCTynu panep ba-
CTa, a 3aTeM Ha NepeaHeM NnaHe NOABUMCH NOACTABKU
KaK pa3 nop CTaTb TeM, Ha KOTOPbIX MEPAIOT MOAHYI0
06yBb B MarasuHe. K karxpgon Cepreii ConoBbeB BbI3Ban
unieHa CbeMOYHOW rpyNbl U paccKasar 6aiikuy NpsAMo co
CbEMOYHOW NOLLAMKM — TaK, KaK YMeeT TOJTbKO OH.
CycarnHa AnenepuHa

peknama

«mnepuan»

IMPERIALE

ByTtuku Chopard
Mockea: LUYM, Ten. 8 800 500 8000
TpeTbAKOBCKUIA Npoesn, 9, Ten. 495 933 3383
KyTysosckuii np-1, 31, Ten. 495 933 3031
Bapsuxa Luxury Village, Ten. 495 225 8870
C.-Metep6ypr: ANT, Ten. 812 648 0850
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¥iopu / MBAO XPICTOB

NMPEOCEOATEJ1b

Bano Xpu1crosa BMnos-
M He y*{e MOXHO Ha3BaTb

«aBopuToM» MOCKOBCKOMO
KMHODECTVBANA: 3@ HECKOMBKO NeT
OH MpOLLES MyTb OT KOHKypCaHTa
[0 npeAcefatesnA *iopw, ¢ Npo-
MEeMyTOYHOM OCTaHOBKOW B BUE
«3onoToro leopruAx, KOTOpbIM
B MPOLLSIOM rofly 6bin 0TMeYeH
dunbM «J1y3epbl». Ecnn rke ce-
pbe3HO, TO B TBOpYeCTBe XpUCTOBa
ecTb Ta YepTa, bnarogapa KOTopoi
ero npeaceaatesisCTBO B HiopU
MMeHHO B MOCKBe BbIMAAUT He
cny4anHbiM. TemMa «InLHero
YenoBeKa» OaBHO CTana BU3UTHOM
KapTO4KOM PYCCKOM KySbTYpPbI.
lepov prboenoBa, MNyLIKWHa,
JlepMOHTOBa Aare 3aTMUIIN
6anpoHNYeCK1e NEPBOUCTOHHUKM;
NPOOOIHKUBLLINCE Yepes PyCCKUi
KPUTUYECKMI peanusMm, 3ta Tpaau-
LMA NpULLNa 1 B KMHeMaTorpag:
ee BapuaL1 MOXKHO HalTV edBa
JIN He B MOMOBKHE 3HaUUTESbHbIX
0TeYeCTBEHHbIX KapTUH MOCNeOHMX
net. TpaauLmmM COYYBCTBUA «IALLI-
HeMy YenoBery» BepeH 1 MBaiino
XpucTos. [0 Ha3ag, eLLe He cTaB
nobeautenem MMKQ, perkuccep
NOLLYTWA Ha decTVBanbHOM npecc-
KOHepeHLmK, obbIrpbIBan Ha3Ba-
Hue ceoero ¢punbMa: «Y nysepos

BCEX MOKOJIEHMIA eCTb 06LLaA
YepTa: 3T0 YyTKOCTb U UHTENN-
FEeHTHOCTb». ECcnn BrnAaeTbea B ero
TBOPYECTBO BHUMaTeNbHEE, TO 3T0
He BbIMMALNT TaKOM YK LLIYTKON.
MHTepecHO, YTo TeMy «/IULLIHKX
nogen» y XpMcToBa NoyTty Bceraa
COMPOBOMOAET TEMA HeM3BeHHOM
3MUrpaLmm, NpUYeM, Yallle BCero,
MEHTasIbHOW, BHYTPEHHeM (He B
Y3KO-MOSIUTUYECKOM CMbICSIE, B
KaKOM MPUHATO 3TO CI0BOCOYE-
TaHWe B POCCUICKOMN Tpaamumm).
«3MUMPaHTbI» Ha3bIBaCA €ro nep-
BbI1 UNBbM, CHATBI COBMECTHO C
JTiogMmnom TogopoBbIM: Ha CaMOM
aene, pU3NHECKM HUKTO B HEM He
nepeceKaeT rpaHuL, a cam XpucToB
OMUCBIBAET KAPTUHY KaK UCTOpWIO
«Tpex pebAT, KoTopble Menu
60MbLLIO TanaHT, HO He CMOMTN
ero peanu3oBatb». [1pMmepHo To
e NpoucxoauT ¢ bonee cTapLuMMm
repoAMmM «[py3bA Ha3bIBalOT MeHsA
OA0ei», N ToNbKo repoit VeaHa
BbipHeBa 13 «CnegoB Ha necke»
(KoHKypc 32 MMKQ) nepecekaer,
HaKOHeLl, 3Ty YepToBY rPaHuLLy...
[pw 3TOM XprcToB BCAYECKN JaeT
MOHATb, YTO 3Ta BHELLHAA KaHBa,
HOBaA BOCTOYHOEBPOMeNCKan
TPaAULIMA eMy He BarkHa: ClnLL-
KOM Y HEBMomnag repoi CoumnHAeT

«60opbHY C PEHMMOMY, YTOOLI BONTM
B IParKdaHCTBO KancTpaHsl, B
KoTOpYyto coerarn.
TanaHTuBble, HEBOCTPE6OBaHHbIE,
OTBEpKeHHbIe. XpUCTOB BCeraa
MnblTaeTcA yBUAETb CBOUX Mepo-
€B TaKUMW, JarKe eciv 370 He
CIULLIKOM fApKME (1 [arKe, MOMKeT,
MO3TOMY CHATbIE B YepHO-6e/10M
PEXMME) LLUKOIBHUKM U3 YHBINOro
MUPa HECTOMNYHBIX MaHEeNbHbIX
TpyLL06 («JTy3epbi»). PasrnsageTsb
B HMX KIENMO «JIULLIHWX JTloOe»
MELLIaeT TO, YTO HUKTO U3 repoeB
XpucToBa — 34€eCh 1 paHee — He
CTaHOBUTCA B BalpOHUYeECKYIo
no3y 1 He TpebyeT OT 3puTena ceba
¥aneTb. MoreT, MOTOMy, YTO CaM
MBaiino XpucToB He ycTaeT no-
BTOPATL C/10Ba 3eHa MoHecKo o
TOM, YTO MOCSIe TParu4Horo BCeraa
MPUXOAMT CMeLLHoe. Pernccep
CYUUTAET, YTO TOSBKO OTHOCACH K
6enaM C KMOpPOM, a He Xanes
cebA, MOXKHO BbIMUWTb. YTO U [OKa-
3bIBaIOT repou B NocneHel cLeHe
ero nocnedHero dunsma. Mocne
BCEX rOpecTen 1 UCTbITaHWM, Mo-
nnesbIBaA C MOCTa Ha NPoxXoAsALLmMe
rnoesaa, OHU yTUpaloT pasbuTble
HOCbI M NEHMBO 0BCYKAAIoT, a He
CXOOMUTb SN B KMHO Ha «ABaTtap.
Uzopb Casenves

Moscow Film Festival's “favorite”, as over the

course of several years he has worked his way
up from a competition participant to the Jury
Chairman, with the “stopover” in the form of the
Golden St. George prize awarded last year to his
film “Losers”. On a more serious note, Hristov's
works bear a sort of a feature that makes his
chairmanship in Moscow festival very logical, as
the concept of a “superfluous man” has already
become the trademark of Russian culture. Iconic
characters of Griboedov, Pushkin, and Lermontov
have even come to outshine Byron's ones; this
tradition has continued through Russian critical
realism, and then spread to cinema - variations
of it can be traced in the majority of the most
famous Russian films of recent years. Ivaylo
Hristov also sticks to the tradition of sympathy for
a “superfluous man”. Last year, prior to becoming
one of the MIFF winners, he made a joking
observation at the festival press-conference,
referring to the title of his film: “Losers of all
generations have one thing in common - it's their
empathy and intelligence”. If you take a closer look
to Hristov's art, that doesn’t come off as that much
of a joke though.
It's curious that the topic of a “superfluous man” in
Hristov’s films is almost always accompanied by
the topic of inevitable emigration - notably, more
of an inner, mental kind, not the more narrow
geopolitical sense which seems more common
in Russian tradition. “Emigration” was the name
of his first feature, which he made together with
Lyudmil Todorov, even though no one physically
crosses any borders in it, and Hristov himself
describes the film as the story of “three guys who
had great talent but couldn't fulfill it". Similar fate
awaits the more mature characters of “My Friends
Call Me Old Chap”, and only lvan Barnev's hero
in “Footsteps in the Sand” (presented in 32 MIFF
competition) manages to finally cross this darned
border... With that, Hristov makes it very clear that
it's no more than a formal outline — the newest
Eastern European tradition doesn’t mean much
to him, and even the story of “fighting against
the regime” his protagonist makes up to get the
citizenship of a capitalist country he has run off to
seems pretty out of place.
His characters are talented, superfluous and
miserable. Hristov consistently strives to see his
characters as such - even if it's not the brightest
or most flamboyant (and even showed in black and
white) teenagers from the depressing world of
provincial slums, like in his film “Losers”. There’s
one thing that prevents the audience from seeing
them as “superfluous men” though - they don't
strike a typical “Byronian” pose and don't beg
for anyone’s sympathy. That might be because
Ivaylo Hristov, himself, likes to quote Eugéne
lonesco, saying that the tragic is always followed
by the funny. Hristov firmly believes that taking
misfortunes with humor and without any self-pity,
is the only recipe for survival. Which is exactly
what his characters prove in the last scene of his
latest film. After all they had to overcome, they sit
leisurely on the bridge, wiping blood from their
noses and discussing whether they should go and
see “Avatar” in cinema.

I vaylo Hristov can be easily referred to as

Igor Savelyev
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| (yanOBbuZ permccep Cepren Conosbes 60MblLe

OPYrnX NOOXOAMT Ha POsib KaMepTOHa CBOEro
BpeMeHW. KnioveBoe CoBO 34eCb KaMepToH: He
pynop, He neBeL,... HeKni1 0TpeLLEeHHbIN MHCTPYMEHT,
O[IMHAKOBO TOYHO MOHUMAIOLLINI XOTb CKPUIKY, XOTb
XOp, HO BbIBOAALLMIA abCTPaKLMIO: ero «1aeansHo» He
03HaYaeT HalLle «BOXKECTBEHHO», C KaKUM Mbl CyLLIaEM
naearnbHylo CKpUNKy. «Pancoduio pacnaga» No4yBCTBO-
BaM 1 Nepedani MHOMMe PerNCCepbl: KTO-TO yXoaus
B NMy6MLMCTUYHOCTb, KTO-TO, HA060POT, B CUMBOSTN3M;
KTO-TO MOAYEPKHYTO OTBOPAYMBAJICA OT HOBbLIX BPEMEH,
a KTO-TO BOCTOPHEHHO NPWBETCTBOBAST, YTOObI MOTOM
oTpuLaTh. B conoBbeBCKoM He Tpunornm KoHua 80-x —
Hayana 90-x, oTKpbITOM «ACCOM», HaNPOYb OTCYTCTBYET He
TOMBKO BCAKOE «A», HO M TOYKM OMOPb, KYEBbLIE TEMBI,
OTTasNKMBaACh OT KOTOPbIX, PEHKMCCEp bl FOBOPUST: YTO
A 0TpMLIaI/ MPUHMMEI0 1 MoYemy. HeT, 3T0 pasMbITbIi
PE30HaHC 63 KOHKPETHBIX CMYCTKOB CMBIC/IOBOM M10T-
HOCTW, 3aTO — BCEOXBATHbI: TOTaSIbHaA ABOMHAA HW3Hb
1 CyMepeYHOCTb MO3AHEr0 3aCTOA, CryLLIEHHaA YepHyxa,
BceobLLiee NOMyTHeHWe paccyaKa (HanpuMmep, Ha noyse
MUCTUKK, KaK B «[JoMe nof 38e3aHbIM HeboM»), Bepa B
TO, YTO re-To eCTb MAEasbHbIN MUP (HanpyMep, MU 06
3MUrpaLnK, KaK B «HepHoit po3e...»). B HeManoi creneHu
3TOM «Pa3MbITOCTU» U «BCEOXBATHOCTW» CMOCOBCTBOBANA
6apOYHOCTL CIOKETOB, MOSTOBUHY M3 KOTOPbIX TPYAHO
[are 6erno nepeckasatb.
B a10M OTHOLLIEHWM JonrowaaHHble «Ke-abl» HaBep-
HAKa YAMBUAM NOCTOAHHOrO 3puTenaA ConosbeBa U
CIOMETHOW NMPOCTOTOM, 1 ACHON CHOPMYIMPOBAHHOCTLIO
MaBHOMO MOChINa, MaBHOM — BbIABNEHHOM — 6051eBOM
TOYKOM BpeMeHW. KaMepToH pacTeKkancA no Makcumarb-
HO LLIMPOKMM aMMnTyaaM, 0XBaTbiBas MHOroobpasue
PYCCKOro KoHLa XX BeKa, YTobbl BO BTOPOM AECATUIIE-
Tm XXI-ro BOpYr CHOKYCMPOBaTLCA Ha OAHOM, KaK bbl
npefynperaan, YTo 310 yrke Kpai. Kasanock 6bl, roe
MOCTMOAEPHWUCTCKAaA CIOMHOCTb, PAGUHMPOBAHHOCTL
ConoBbeBa, a rae — MakcMMarbHaA MPoCToTa A4aBHO

SNEAKERS

OPENING FILM
DIR. SERGEY SOLOVYOV

M OTHPBITUA KE-bl / PEX. CEPTEM COJTOBLEB

yledLLe B Hapoa NpUcKasku «JTuLb bkl He 6bio
BOWHbI»? A BOT Beb. HbiHYe Bce B 0fHOM TOYKe.

B «Ke-nax» ConosbeB Bo06LLE HANMPaEeT Ha «HeC TbIXaH-
HyI0 MPOCTOTY», YeMy CrocobCTBYET BLIGOP MaTepuana:
3T0 pacckas AHgpen lenackMoBa 0 TOM, Kak Mofiodom
YenoBeK, 0TOLIBAA B apMUI0 M Tep3aACh HEACHEIM YyB-
CTBOM Mpefena HOCTY, pasdeniAeT napy 0byBu Meray
TEMU, KTO OMPEAeNAN ero *u3Hb B 3TW NOCNIeAHNE OHU.
CraHOapTHble, B 0BLLIEM, CUMBOJTLI OHOLLIECKOrO BYHTap-
ctBa (MKoHLI Muka [rKarrepa, «butnos») y ConoBbeBa
3aCTaBnAIOT BCMOMHWTL M 0 N0A3a0bITOM HblHe MaumducT-
CKOM MOChINe 3TOro MacTa KynbTypbl KoHLA 60-x — Ha-
yana 70-x. ConoBbeB He CKpbIBaET MaKaTHOCTU M Korga
BbIOUPAET B Ka4eCTBe T1aBHOM W 60/bLLIOM KMHOLMTATH
«J1eTAT HypaBAn», 0OMH U3 CaMbIX M3BECTHBIX PYCCKUX

IMLF= dRELILY maner B «okTAGpe»

¢unbMoB. BoobLLie, A KMHOKPUTUKa-PacLLMdPOBLLMKA
30eCb NOYTU HET paboTbl: Ha4aB Bbino (BOT 30eChb
umTaTa 13 «MI0NbCKoro Ao aA», TONbKO BMECTO SI0Ael,
NPAYYLLMXCA Mo HABECOM, MaHeKeHbl, U T.z.), OH Bro-
CNeACTBUN HaTaNKMBAETCA Ha exuaHbl TUTP «LinuTtata,
[a 6onee Toro! ConoBbeB, B o4epeHoit pa3 nokasbiBas,
YTO /1A HErO He CYLLIeCTBYET MpaBws, BRIIOYAET B TUTPLI
B Ka4eCTBe aKTepoB CBOEM KapThHbI AnekceA baTanosa u
TatbAHy CamoinoBy (MocnegHel yrke HET CPeaM HMBLIX,
HO 3TO, M NOPOMAAEMOE 3TUM 3aBEJOMOe OTCYTCTBUE CO-
I71acA, PEHNCCEP KOMMEHCMPYET TEM, YTO BKIKOYAET No-
KOMHYI0 aKTpUCY B CBOM CloXKeT). Buammo, Taryto cMenocTb
MOMHO 0O BACHWUTL YOEHOEHHOCTHIO B TOM, YTO «Ke-abi» 1
«J1eTAT HypaBn» — BbiCKa3blBaHWA OOHOHAMPABIEHHbIE.
M BMecTo «B Koro nanuts bygem?» — «KakanA pasHuua,
He 6epw B ronoBy, cHa4arna Ha 3anaf, NoToM Ha BOCTOK...»
B GMHane BCeM XO4eTCA YC/bILLATh CKa3aHHOoe Koraa-To
repovHei CamoinoBoit: «HenoBeK JomHeH HageATbCs
XOTb Ha YTO-TO XOpoLLIee».

Uzopb Cacenves

Solovyov is a perfect candidate to be

a resonator of his time. “Resonator”
is the proper word, as he's neither a
mouthpiece nor a voice - rather an
impersonate instrument that can equally
well perceive a violin or a choir yet gives
out nothing but an abstract evaluation:
its “perfect” is far from our exclamation
“divine!” as we listen to a perfect violin
playing. Many directors have sensed
and expressed the “rapsody of decay™:
some took a journalistic approach,
others turned to symbolism, some
resented the new era while the others
welcomed it with all their hearts only
to reject it later. Soloyov’s trilogy of
the late 80s and early 90s that started
with “Assa”, however, lacks any ego,
key topics or points of bearing that
would allow the director to explain
what he rejects or accepts and why.
This blurred resonating cloud lacks

I conic Russian director Sergey

any specific meaning, yet it is able to
reflect everything: the double life and
gloom of the stagnation period, general
distraction (caused by mysitcal events,
like in “House Under the Starry Skies”),
the faith in the existence of a perfect
world (like the myth about emigration
in “Black Rose Is an Emblem of Sorrow,
Red Rose Is an Emblem of Love”).
Fragmentary plot lines, half of which
are almost impossible to describe,
contributed to a great extent to this
blurred and all-encompassing effect.
This is why “Sneakers” have probably
surprised Solovyov's regular audience
by its simple plot, clear message

and pinpointed sore spot of our time.
The resonator spread to the widest
amplitude possible in the late 20th
century in Russia only to focus on a
single issue several decades later, as

if to warn us this is the end. Solovyov's
postmodernist complexity which seemed

to be almost completely opposite to the
popular saying “as long as there’s no
war” now intertwines with it.

In “Sneakers” Solovyov exploits
simplistic concepts, which is partly
due to the source material — Andrey
Gelasimov's story about a young man
who, as he joins the army, feels his
youth is almost over and divides a pair
of shoes between the people who had

defined his life these last couple of days.

More or less standard symbols of youth
rebellion (Mick Jagger and The Beatles)
bring to mind now vaguely remembered
pacifist message of that culture. Using
one of the most famous Russian films
“The Cranes Are Flying” as the largest
and most important film references in
his movie, Solovyov also adds some
poster-like tint to his film.

There's no work here for a film critic
who likes deciphering movies. He has
barely started (this is a reference to

“July Rain”, only there are dummies
hiding from the rain instead of people!),
when he’s already presented with a
sly title “Reference”. Moreover, once
again proving there are no rules for
him, Solovyov includes in the final
credits actors Aleksey Batalov and
Tatyana Samoylova (who died several
years ago - the fact which, along with
the obvious absence of consent, the
director makes up for by using the
deceased actress in the plot). This
impudence might probably be explained
by his belief that “Sneakers” and “The
Cranes Are Flying” are going along the
same lines. So instead of “Who are we
going to shoot? — What's the difference?
Never mind. First west, then east” in
the final scenes the audience wants to
hear what Samoylova’s character once
said: “A person should at least hope for
something good”.

Igor Savelyev



MATI: N CbiH
m KO0 BOCTOKA

XEOW (INHEBEK HEDI) / PEMX. MOXAMME[] BEH ATTUA

- Baw Xepau BbIrNAAMT KaK YenoBeK, KoTopblii BoobLue usberaet
BCAKOro Bblbopa B ¥uU3HWU. Kakoi Bbi6op 6bin AnA Hero caMbiM
cnoxHbiM? U gna Koro 3ta uctopuaA 6onee TparuyHa — gna Hero,
ero Matepu, Bo306s1eHHON, HeHbl?

Moxammed BeH Ammua: CaMbIM COMHbIM 6bIN10 caenaTh Bbl-

60p MeXay NMYHBIMU MHTEpEcaMm CBobodbl M MHTEPECAMM CEMBM,
CTabUNBLHOCTM U, K COrKaneHuio, KoHbopMmama. Beeraa ectsb epTaa,
Korza NpuxoamuTca Aenatb NofaobHbIM Buibop. K corkaneHuio, aei-
CTBUA XeauM OKa3bIBaIOT BAIMAHKE Ha BCex. Hanpumep, MaTb MoKeT
Ka3aTbCA YyO0BULLIEM, OMKTATOPOM, KOTOPaA BCE 3a BCEX PELLIGET, HO
A BCE e CYMTal0, YTO Y 3TOr0 MepcoHarKa ecTb CBOM HI0AHChI, MOTOMY
YTO e TOXKe CTpaLLHO. Beab ee BOCMMUTLIBANM TOYHO TaK e, OHa
HWYEero Apyroro He 3Hana, e 06bACHANM, YTO BCE JOMHKHO NPOMC-
X0OMTb TOMbKO TaK. [Mocie cMepTy MyrKa oHa NModKpenuna 3Ty uaelo,
cobpaB BOKPYI CBOMX CbIHOBEW, YTOOLI 06ecrneunTb cebe 3aLLuTy.
Xenw Bcerga 6b11 pAOOM C Heit, AxMef, CTapLUMiA CbiH, BO3BpaLLaeTca
13 OpaHumK: MyCTb Aare B ry6uHe AyLUK OHa 3Hana, YTo OH He
BEPHETCA, HO OHa BEPUSIA, NMOTOMY YTO MHAYe U1 BbITb HE MOMKET.

— HeHwwuHbI B TyHUCe BoO6LLE CUNbHEE MYMHUUH?

— Ha 310T BOnpoc nerko otBeTuTb. Y HutensHUL, TyHnca 6bim1 npaga,
KOTOPbIX HAIE B apabcKOM MUPE Y HeEHLLMH He bbino. Mo3ToMy A

B KOHLLE KOHLIOB peLLIM paccKasaTb MCTOPMIO MOMIOAO0r0 YeNoBEeKa,
Beb MyrKUMHbI BCeraa npucyTcTBoBav 1 3aH1UManu yaobHyio no-
3ULMI0 Ha BTOPOM MfiaHe.

HeHLMHa Yepe3 KoHKpeTHble MpobrieMbl boponack 3a cBoio cBoboy.
Hocutb napaHgy unm He HocuTk? [denatb abopT unu HeT? Beerga
CYLLIECTBOBASM NPOBIIEMBI, BbIHYAABLUME €e CaMOYTBEPHAATLCA.

A My¥UMHa 0CTaBAsICA MyMUMHOM, OH M1kl MO TEYEHWIO 1Y HEro He
6bI10 HU HKENaHWA, HUA 3HEPT UM MOPBaTh C 3TUM MOJIOMEHUEM BELLIEN,
C 3TUM KOHHOPMU3MOM.

- Kak Bbl camu noHumaete puHan punbma?

— [1ns MeHs 04eHb BarKHO, KaK OH By[eT NoHAT 3puTenieM. Mbl no-
MbITaNUCb COENaThb 3T0 04eHb HEHABA3YMBO, PUCKYA, YTO dUHAn Mno-
KaMeTCA HeACHLIM M Kar bl MOMMeT ero no-csoeMy. Ho HamepeHue
Y MeHsi 6bI710 04eHb MPOCTOE: MOKA3aTh Pa3pbIB C MPOLLSLIM. Xeau
HWKOraa He BepHeTCA Hasag. Ho To, YTo B KOHLLE OH MPU3HAETCA B
CBOEM BOJTHEHWM, FOBOPUT O TOM, YTO OH UCMbITHIBAET obieryeHne ot
TOr0, UTO MPUHAS peLLIeHMe, MyCTb Aare pau 3TOro emMy NpULLIOCL
nopBaTh C NiobyMoi. OH 3HAET, YTO NPeANPUHUMAET PELLIUTESBHLIN
Luar, v B3rmsg, KoTopblii OH 6pocaeT B ¢uHase, MofoH Cuslbl, MOTOMY
YTO OH bY[ET caM yrpaBnATb CBOEH HM3HbI0 B TyHMCE.

- Xeau nobeautenb Unu noberaeHHbIN?

A cumTaio, 4to NobeauTesb. O4eHb CIIOHHO OOCTUYL TAKOM 3penocTy,
MOHATL, KEM Thl MOKELLIb ObITb, MPUHATL 3T0. ITO AAET HAM BO3MOM-
HOCTb [BUraTLCA Briepes, MyCTb Aare Mbl U 0CTaeMcA Ha MecTe. Ho
O[HO TO, YTO Mbl YTO-TO Y3HAMM O HAC CaMUIX, e BarHO. A He xouy
CKas3aTb, YTO 3TO MPOCTO — MOPBATH CO BCEMM LIEHHOCTAMM, 3TO 04eHb
TPYZOHO — CAenaTh TaKoi paauKkarbHbIN Belbop. Ho elLe criorHee
no3HaTb cebA v caenaTb NpPaBubHBINA BLIOOP, 0CTaBaACh HA TOM e

MecTe, HO M3MeHAA BCe BOKPYT.
Unmepaoio senu Aca KonoduxcHep u lMemp LLenomuHHUK

EE3 CBM,EI,ETEJ'IEM

H
37/ PEH(. MYK FPACTEH

yK [pacTeH Bbibpana anAa aebtoTa UcTopuio

1 MPOCTYI0, U KOBapHYIO ANA perumccepa

ofHoBpeMeHHO. Ybuiicteo Knttu [ikeHo-
Be3e bosiee nosyBeKa Ha3af: UMA 3TOM OeBYLLKM
BOLLIJIO BO BCe y4ebHMKM ncuxonorum. «CunH-
OpoMm [IxKeHoBe3e» OnMcbIBaeTCA Kak addekxT,
Kora o1, MaccoBo CTaBLLMe CBUAETENAMU
Y, genaioT BUA, YTO HAYEro He MPOU30LLIIO,
W He MbITAloTCA MOMOYb NOCTpaAaBLLMM. U cam
CUHOPOM, U [larKe CIOKET, 6/IU3KUM K Hblo-
MOPKCKOMY «MePBOUCTOUHUKY», FAe KarabIi 13
37 6auTenbHbIX COceaert Mor CracTu AeBYLLKY, He
pa3 nobbIBanu Ha KMHO3KPaHe. B aKpaHuM3aLmm
JTiokun BenbBo gencTBUe He TONBKO NepeHecnoch
B HopMaHguio, — perumccep HasBan dpubM
«38 cBuOeTenen», — He 37... Mox<eT nokasarbcs,
yto MyK MpacTeH Ha 3TOM poHe NoaHepKHYTO
6yKBankbHa. KareTcs, Uto ee BOT-BOT 3aHeCeT B
Ny6AMLMCTURY, U HA 3KpaHe BONOTUTCA 04eBUa-
Haf, a OTTOr0 CKy4HaA, PUTOPMKA NOMENTEBLUMX
AMEPUKAHCKMX ra3eT oT MapTa 64-ro: Kyaa Mbl
KaTWUMCcA, rae cocTpagaHue brnykHeMy, noyemy
YEsI0BEK YesIOBEKY BOJIK.
Ho npovicxoaut Habop apyrux, He OXMaaeMbIX,
a NoTOMY MHTEPECHbIX BELLEM.
CobcTBeHHo, caMa uUcTopus youiicTea Kuttm dixe-
HoBe3e KoBapHa /1A «BGyKBasbHOM» MOCTaHOBKM
eLLe W MOTOMY, YTO MOJIHOCTHIO Pa3oLLIIach C
«CUHOPOMOM [IKeHOoBe3e» KaK CO CBOMM CMbICSIO0-
BbIM AAPOM. McTopua npo 37 To IN UCTyraHHbIX,
TO NV paBHOZYLLHbIX COCeiei OKasarnack cCKopee
raseTHoM yTKon. HecKonbKo YenoBeK Buaenm
YTO-TO CTPAHHOE, HO HE MOHANM, YTO Y HUX Mo
OKHaMW coBepLLaeTcA npecTynneHve. Kak pas
3Ta HeyBfA3Ka faeT [yK [pacTeH cHacnByto
BO3MOYKHOCTb BOPYI BbIPY/IUTbL Nepes CaMom He-
Ne306eTOHHOM CTEHOW MYBNLIUCTUKMA U yMUYaTLCA
B HEBeJOMble Janiv UMNPeCCUOHM3Ma: TaK, YTo
«37» OKa3bIBaeTCA eLLle U 0 cBobode perkucce-
pa, MUKCYIOLLIEro camble pasHble TpaauLmum Nog,
MPUKPBITUEM CBALLEHHON, KaK OTLIbI-OCHOBATESNN,
nctopum. A 0BpbIBOYHOCTb U TPEBOXKHOCTb TOMO,

YTO Ha caMoM [ene BUAeny CBUAETENN, 1aeT BO3-
MOMHOCTb Pa3BEPHYTb MHCTPYMEHTapUI aHpa
MUCTUYECKOrO TPUIMIEPA B NOJHYyLO cuny. BarmAg
B3T1AY PO3Hb, HECT HECTY, U BOT y*e BCe repou
[Ny [pacTeH MeyyTcA B napaHouaankHbIX BUOE-
HUAX, HAAOMO «3aNMMAlOT» B NYCTbIX NOABE3AAX,
CNyLLIAIT MONYaHWe Apyr Apyra, 3aTavBLUMCh
MoA, ABEPbIO, U YaLLle BCEro 3T0 U He CBA3AHO C
ybuiAcTBOM nof, okHaMuW. Hapo ckasarb, 4to Bce
cneumduyecKkme BO3MOKHOCTU «KOHOOMUHUYMa»
KaK BapyaLmn XOPOLLIO 3HAKOMOW PYCCKOMY 3pu-
TS0 XpyLL,EBKM 3a0eCTBOBaHbI 30ech 1306pe-
TaTeNIbHO M arKe C loMopoM. Tpybbl ryaAT, rofioca
cocefiey NPEKPACHO CIIbILLHbI Yepe3 CTeHbI U
nepeKpbITUA, 8 FPOMKaA My3bIKa Pa3paraeT: TyT
pasBe YTo Mo 6atapee He Hay4YUSIUCh CTy4aTb.
OfHaKo CHAT 3TOT GUIIbM, KOHEYHO, He paau
Urpbl CTUAW3ALMIA. 3apAg «3arnaBHOM»
ncTopuu BCE-Takum yaeprueaeT lNyk pacteH B
¥aHpe CoLMasnbHOro BbICKa3biBaHWA, HO OHO
HEMHOro 0 ApyroM. EQMHCTBEHHbIE, KTO B UTOre
6YKBasnbHO GM3MYECKM NbITaeTCA NoATaLLUTL
B3POC/IbIX K OKHaM U ABEPAM, — AeTU. TeMHo-
Ko¥ero Tpos oTeL, NbITaeTCA Hay4nTb ApaThCA,
a MaTb — TaHL,eBaTb; CyaA N0 TOMY, KaK Uc-
MyraHHO Masnb4vK 0B6HMMAET JeBYauYbio KyKNy,
6e3 OpaMbl ¢ caMougeHTUdUKaLmen 3aecb
He oboiTuck. [enpeccusHan [ebu noTepana
MaTb, Terepb TeP3aeTCA, YTO AEBOYKM He XOTAT
C Hel obLaTheA, MULWET YTo-To B Ayxe «[do-
porow OHEBHUMK!» U MUBET CO CNerka TPOHyToM
Mapa3MoM 6abyLuKoi. HakoHed, ywnbin Bunnm
pacTeT B ceMbe, rMaBa KOTOPOW NMOXOK Ha BCexX
M3BECTHBIX MaHbAKOB Cpasy, U OTCbINKa K «Kpa-
COTe M0-aMepPUKaHCKM» MOKET CYKUTb B €ro
obpa3se eMHCTBEHHbLIM CBET/IbIM NATHOM. [riioc
KO BCEMY, 3T NTI0AM HUKOTAA He CMAT, U3BOAA
pyr Apyra TpeBoroi 1 6eccoHHuuen. Ecnu He
HecyacTHasa Kuttu [xkeHoBese, To BCe paBHO B
3TOM [IOME K YTpY KTO-HWUOYAb 66 yMep, NOToMy
YTO TaK HMWTb HeNb3A.

HUzope Cacenves



YYOAKU

K MAPU N HEYOAYHIKIM (MARIE ET LES NAUFRAGES) /

PEH. CEBACTbEH BETBELIEP

oBbIi punbM CebacTbeHa BeTbenepa Mackupyetca

nof ¢ppaHLy3cK1e KoMeaun BO BCEM: OT JI0OU-

MbIX HAPOLOM LIBETOB U MHTEPLEPOB — 10 AKO6bI
CnefoBaHWA KOHLEMLIMM, CTaBLLIEN M3BECTHOM bnaro-
LapA «AMenun» (CnoHoe nneTeHue Yyaec B atMochepe
NapuHcKuX KadeLuek). Ha camom gene, dunsm npeactas-
TIAIET CKopee NapoAMIo Ha 3Ty KoHLenumio, U Betbenep
L,06VBaETCA 3TOr0 OTKPOBEHHBLIM CTEHOM: 3ayMHBLIMM
repeckasamu CHOB, HUKyAa He BefyLLMM MeTadopamu,
BKa4VBaHWEM MHOIO3HaYUTENBLHOCTY Tyaa, FOe ee HeT.
TaM, roe Bo dpaHLy3CKo TpaaMLmMM COYETaeTCA Nlerkoe
[JblXaHWe U He[JOCKa3aHHOCTb, NMPOLIBETAET UCKYCCTBO
ocoboro ¢pnmpTa cKasku 1 pearnbHocTy, y Betbeaepa Bol-
NAYMBAETCA, CKOPEee, MANOTU3M HM3HM NOJ 04apoBaTeSlb-
HOW LLIYTOBCKOM MacKoW. Perkuccep yeunusaet spdeKt
COYEeTaHUA HECOYETAEMOT 0, KOra HaChILLAET NIMPUYECKYIO
KoMe[uio TEMOI CMepTu BO BCeX BUAax U dopMax — ot
MPOrynoK ¢ pebeHKoM Mo KnaabuLLy Ao cTpaxa nepes
HeoCo3HaBaeMbIM CaMOYOMIACTBOM, HaCbILLLAET B MPUHLW-
re OKCIOMOPOHOM. BbipareHneM ero ABNAETCA «rpycTHaA
TaHLeBasbHanA My3blKax: 6yayT i1 Nof, Hee TaHLeBaTb
oM — BOMPOC, KOTOPbIV TEP3aET FepOeB Ha NPOTAKEHUM
Bcero punbma.
HasBaHHble «HeyJa4HUKaMW», OHW TO U Aeso ocTa-
HaB/IMBAOTCA U HAYMHAIOT aBTONPe3eHTaLMM C CamMoro
LETCTBa, NapoampyA pasoM 1 NCUX0aHanus, 1 HauBHbIe
¢new63ku, v waHp cendm nnoxoro Kayectsa. Kawaaa
6uorpadus pasMaTbiBaeTCA [0 3MU300B POOUTENBCKUX
OLUMGBOK U KaK 6bl NpU3BaHa 06bACHWTL CTPAHHOCTb
B3poC/ibIX. CUMEOH BbICTYNaeT KaK 3aTOPMOKEHHbIN
rnapeHb, NoMeLLaHHbIN Ha Blobi1eHHOCTAX U dnermMa-
TUYHO CTPafaAloLLMI M3-3a Kawadoro paspbiea. HangeH-
HbI Ha YN1LLe KOLLIENEK 3aCTaBlIAET ero npecrenoBaTb
Mapwu, Becb 06pa3 KOTOpoW — OMPOBEPHEHME TOTO,
KaK1M [0/MKHa BbITb repounHA $ppaHLy3CcKou ioboBHOM

uctopuu. B cBoto oyepefb, 3a HAM LUMUOHUT AHTYaH,
6biBLIMI NI060BHUK Mapu, nucaTenb ¢ peaKkMMuy Npo-
6neckamu ycnexa. Ero nopuma ngmMotnaMa saknoyuaetca
B CKIIOHHOCTU K OKKY/NBTHBIM NPaKTUKaM ropoACcKuX
cymacLueLmx (Bpoae TeX, KTo XoauT B LUfieMax u3
¢donbru, onacaschb 3NeKTPOMarHUTHBIX BOSIH) U Hanu-
CaHuW 6ecKoHeYHOM Yepebl 0AHOTUMHBIX POMaHOB 0
CBOWMX CTPaaHUAX: B PYCCKOM CaTUPUYECKOM TPaanLmm
3T0 NPUMEPHO COOTBETCTBYET «[aBpunMage» U3 poMaHa
Mnboda v MeTposa. B Kako-To MOMEHT K KOMMaHW
npucoeaunHaeTcAa u OcKap, MoHavasny UrpakLLmin YuCTo
BTOpOCTeNeHHylo posib WyTa. B nepBble pAgbl «<Heyday-
HUKOB» OH BJIMBAETCA MOTOMY, YTO M €ro 3apa3vniv uamo-
TU3MOM bbITWA. OBHapYKKMB, YTO CTPAAAET SYHATU3MOM,

IMLF= dRELILY maner B «okTAGpe»

Ockap ycTaHaBnMBaeT Mo BCeMy AOMY Kamepbl U LiefbIMU
JOHAMU, MepTBeA OT HeJOChINa, C YXHacoM nepecMaTpumBa-
€T CBOM HOYHbIE NMOXOMAEHNA.
Ockap nuLueT My3biKy, B 3TOM OH Konnera Kocmo — npe-
CTaperoro LLAHCOHLE, KOTOPOMY B MOMEHT KIIMHUYECKOM
cMepTu [loub MOpCKKX BOSH B 06pase Mapw Hanena,
YTO HaQO MUCaTb NEKTPOHHYIO My3bIKY, MOTOMY YTO ee
6UThI NyyLLIEe COOTBETCTBYIOT KAKUM-TO PUTMaM MUpO-
30aHuA. Bonpockl Teopum HakNapIBAlOTCA Ha CyAeHUA
AHTyaHa 0 fiMTepaType 1 NOKPLIBAIOTCA TAMKESBIM CII0EM
3aKa[poBOI OpraHHOM My3bIKOM, KoTopaA MorTa bbl
COMpOBOMAaTb IKPaHU3aLMI0 rOTUYECKOro poMaHa. Bee
BMeCTe, 3T0 NOABOAMT 3pPUTENA K KPaMOJILHOM MbICIIU, YTO
B MCKYCCTBE HET HUKaKOro CMbICI1a, KpoMe 6eCKOHEYHOM
pedneKcun TBOPLOB, CPeay KOTOPbIX «<HOPMarbHbIX» J1t0-
[JeW — eLLe NoucKaTb. 3Ta MaKcUMa 06 bACHUT U NapafoKe
aToro dunbMa: Becenas (3ameLLaHHas Ha TeMe CMepTy,
MUCTUKM, 60/1€3HEHHOCTU U FOTUKM) beccMbicnnLa 060-
paYMBaeTCcA OCMbIC/IEHHbBIM TE3UCOM.

HUzope Cacenves

U

UTE -KEHLLUHY

C JOKYMEHTAJIbHOIO KMHO

HA MEPEMYTHE: MAPUHA ABPAMOBIY 1 BPASITNA
(ESPACO ALEM — MARINA ABRAMOQVIC E O BRASIL) /

PEH. MAPKO [EJ1b ®b0/J1b

apvHa AbpamoBuY — ofHa U3

CaMbIX BIMATENbHbIX XYOOHHWKOB

HaLLmMX fHel — obperna cBoe npu-
3BaHvWe 6rarofaps yHWKanbHbIM nepop-
MaHcaM. BoT yre HecKombKo [ecATMNeTUN
OHa NpefnaraeT nybnvKe B Ka4eCTBe IMaB-
HOro 06'bEKTa UCKYCCTBa cebs: CBOE Tero,
3MOLMK, HEMOW B3ITIAA, HAaNPaBeHHbIN
rnasa B rmasa. [oBopA cnosamu camon
XYLOMHMLLbI, Ha BpeMs nepdopMaHca oHa
npeBpaLL,AeTCcA BO YTO-TO BPOAE 3epKana.
Tak, 4TobbI My6NMKa Morma yBUaeTs CBoe
oTpareHue. A XyOOoHHMK — To ecTb Abpa-
MOBUY — B Ny6/nKe yBUAaena cebs.
Ho, KaK 1 ntoboe CTeks1o, 3epKasno 310 co
BPEMEHEM MOMET MOTYCKHETb. A OTpare-
HWE B HEM — CTaTb 6/1EKIBIM, HEYETHMM.
OunbM Mapko Oenb ®bona 3aknoyaet
B ce6e OTHOCUTENLHO KOPOTKWUIA 0TPE30K
¥M3HWM ABpPaMOBWY — ASIMHON B HECKOSTb-
Ko neT. B HauanbHoM TouKe Mbl BUOUM
yCreLLHOro, MPU3HaHHOMO XYAOMHMKa C
MUPOBbLIM MMeHeM. C HaneToM ycTanoro
6raronosy4ma 1 NOYTU CBETCKOO JIOCKa
CHapyu. M cnpsATaHHbIM ry60Ko BHYTpM

NINYHBIM KOHGMKTOM. OTCloa M Hauu-
HaeTCcA Josroe nyTeLlecTBve AbpamoBuy
M0 OTAANEHHbIM yrofikam Bpasunum: yem
JarnbLLe B JHYHITIM, TeM 61ne K cebe.
Pesuccep cneayeT Bcneq 3a CBOMM
repoeM, NoJSIHOCTLI0 NMOOYUHAACH ee Bosle,

Ho u3beran ponu 6esy4acTHoro Habnioda-
TenA. 3aMeTUB, C KaKoW TLLLATeIbHOCThI0
A6pamoBWY ONMCLIBAET Karkabl CBOM
[JeHb B 3aMeTKaX, 0CTaBJIeHHbIX OT PYKU B
6710KHOTE, OH NPEAJIoMWN eit AenaTb T
e caMoe, HO BCNyX 1 Ha KaMepy. TaK po-
WICA aBTOPCKUI TEKCT, KOTOPLI FO/I0COM
3a KagpoM (ros1I0CoM XyLOHHMKa) Conpo-
BOXOaeT Becb punbM. CKpennaeT B 0gHO
Bce ero YacTu. TouHee ABe ero mMasHble
COCTaBMALLME: MOJYaHME, Co3epLiaHue,
TO €CTb B3I, 06paLLeHHbIi BHYTpb Ccebs,
1 HeMocpeACTBEHHO ro/10C XYAOMHHMKa

— BCM/ECK 3MOLMI, MbICTel, uaen, obna-
YEHHbIX B XyOMeCTBEHHYIO (OpMY.

B nepeoM cry4ae A6pamMoBwWY BbICTyrnaeT
B PO/M pALOBOro HabnioAaTesns, NOKOPHO
MOBUHYIOLLLEr0CA UCXOAHOMY MUY, MOYTH
He TPOHYTOMY LiBuAn3aumen. Pasrosa-
PUWBAET CO 3HaXapAMU U CTaperLLIMHaMK,
UCMbITLIBAET Ha cebe 0aWH 3a [pyrM
[peBHYe 06pAaabl. PacTBopAeTcs — unu,
Mo KpaWHen Mepe, NpeanpUHUMAET TaKyio
MOnbITKY, — B NpUpoAe.
Bo BTOpOM Cnyyae AbpaMoBuY — Niny-
HOCTb, Cy6bEKT, KOTOPbI ABaOLATb Ye-
Thbipe Yaca B CyTKM NpebblBaeT B COCTOA-
HUW NOWCKA, OCMbIC/IEHUA, CO3UAAHMA.
0OfHO cocToAHMe NNaBHO NepeTeKaeT B
pyroe, cocTaBnAA apyr ¢ ApyroM HuBYio
3KocucTeMy. CBOKO CO6CTBEHHYIO, HOBYIO,
npupoay BeLLed.
BrpoyeM, easa nu He caMoe LieH-
HOe B NPeAJI0rKeHHOM JyX0BHO-
3THOrpadu4ecKol aKceauLmm — To, YTO
BPeMA 0T BPEMEHM CBEPKAET MEHAY 3TUMU
[JBYMA rnosocamu. Y1o-To coBCceM MHoe —
MOHATHOE W y3HaBaeMoe Kar[oMy U3 Hac.
A6paMOBWY KaK YerIoBeK.
To, KaK oHa B BecesioM 3abbiTbW Noj-
neBaeT HpasunibLCKOM NecHe U UCKPEHHe
pagyeTca, Koraa HauMHaeT NoHUMaTb
MopTyrasnbCKyto peyb peibakos. Mnm o,
KaK OTKPLIBAET CEKPETHbIN «MeTof Abpa-
MOBWY», MOMOTaloLLIMIA eil NpeKpacHo cebA
YyBCTBOBATH B JI0OOM NyTeLLeCTBUM: OLHY
[0J1bKY YeCHOKA 33eCTb CBEXMM JTYKOM — U
WUMMYHUTET Bac He NoaBefeT.

Huxkuma Kapyes



8 7 OV I5MOB
ATTECTAT 3PEJIOCTV (BACALAUREAT) /
PEH. KPUCTUAH MYHOHINY

- 0 3aragouHocTu KpuctaHa MyHaKuy roBopAT yike
MHoOrue rofbl. A KaKMM CcTan BaLl JIMYHbIN ONbIT paboTbl
C HAM, KaKWUM OH CTan pexuccepoM ana sac?

Mapusa [pazyc: 370 6bin NperpacHbii onbIT. A MHOMMe
rodbl BOCXMLLIANACh ero TBOPYECTBOM eLLie 0 TOr0, KaK

Mbl BCTPETUAMCL. TaK YT, Kora MHe, HaKoHeLL, [J0BeNoCh
C HUM MO3HAKOMUTLCA, A1 BbiNa B BOCTOPre, a Y Koraa
Ha4ara paboTaTb ¢ HAM — MpocTo 6e3 yMa oT cHacTeA. o
TOrO, KaK Mbl MO3HAKOMMUIMCh, Y MeHA Tore BbINO 3TO OLLYy-
LLieHWe 3arafjo4HOCTU, U A 33[yMbIBASIaCh O TOM, KaKUM e
OH OKarKeTCA PEKINCCEPOM: CAANCTOM, O4EHb HECTKM C
aKkTepamn? Kakmnm 06pa3oM oH NoABOAMT UX K TOUKe, rae
MPOABNAIOTCA TaKWe CuTbHble 3MoLmM? Ho Ha caMoM aene
B paboTe OH Bcera 04eHb COKOMHbIN. TakoMy YernoBeky A
Bbl C NErKOCTbLIO pacckasana Bee CBou cerpeThl. OH 13 Tex
MYHUMH, KOTOPbIE U3/y4aI0T SHEPr 0 3aLLUMTHUKA. TaK YTo
Al BCe BpemA YyBCTBOBara CebA 3aLLMLLIEHHOW, YTO B pabo-
Te coBepLLIEHHO beclieHHo. Beab AnA akTepa HeT HU4ero
XYM€, YeM PErmCCcep, KOTOPOMY M1eBaTh, UTO Tbl Aefiaelllb
M KaK Tbl K 3ToMy npuien! A pabotatb ¢ KpucTtvaHoM 6bino
300poB0. OH BbIn 04eHb MAMKIAM, U Mbl MOCTOAHHO BEIXOAW-
V1 33 BCE HOBble PaMKM MPMBLIYHOMO. [arke Ha CbeMoYHOM
MoLLAZKe Mbl 0BCYHOANM, KaK YTo CeaTh, XOTA 40 3T0ro
y Hac 6bina HegenA peneTrUMiA. 3To Gbno NoTpACaloLLE.
OH MblTaeTcA cam NOHATL BCe, A0 NOCNeAHeN MUHYTHI, MOo-
rpy3u1TbCA B COBLITWA, He OLeHMBas, He 3aABNAA: «H 3Halo,
KaK 3T0 HY*KHO AenaTbly. 3T0 B 3HAUUTESBHOM CTeNeHN
MPOCTO 06MEH MAEAMM MEHK[Y ONepPaTOPOM U PEHIUCCEPOM,
QKTEPOM U PEHMCCEPOM, MPOLIOCEPOM 1 PEHUCCEPOM. ..
370 Bceraa 06MeH, a He 60 C KUPMMYHOM CTEHKOM.

- Bbinu nu Kakue-To 3nn30Aab1 0CO6EHHO CIIOHHBIMU
ana Bac? MoeT, Bbl CbiFpasu B 3TOM ¢usnbMe YTo-To,

4YTO HMKOrAA He Aenanu paHbLue B au‘repcuoﬁ Kapbepe
1 B 06bI4HOM NU3HU?

- Korga s nonyymna ponb, KpuctiaH no3BoHun MHe 1
cnpocun: «Tbl yMeelllb BOAUTbL MOTOLMKA?» A roBopto:
«HeT...» Mo poautenu Bcerga 04eHb BOHOBaNMCh 3a
MeHA 1 roopunn: «MoToumKIbl — 3T Moxo! Hukorga
He e30M Ha HKX, Jare Ha Monede». M MHe mpumLnocs
6paTb YPOKM €3kl Ha MOTOLMKIIE, A HAy4Mach BOAWTS,
1 MHE B *M3HM HMKOrda He 6b110 Tak Beceso! Mbl mc-
Monb30Banu 310 B puibMe, B KOHLIE, KOrda Mos FrepouHsa
BbIXOAMT 13 NMOMMLIENCKOMO y4acTKa U pa3roBapusaeT

C OTLLOM. MHe 04eHb MNOHPaBMSICA 3TOT MOMEHT, MOTOMY
YTO B CLiEHE A BCE BPeMA MNyiady, a MOTOM, HaKoHeL,
CarKyCb Ha MOTOLMKII, 1 3TO 6e3yMHO KpyTo. A B oCTanb-
HOM... A MHOrOMy Hay4mnack ot KpuctnaHa, Agpvana
TWUTbEHW 1 OPYrUX aKTEPOB, B TOM, YTO KacaeTcA ToY-
HOCTM 3MOLMIA. 3TO BbINI0 NOTPACAlOLLIEE OLLyLLIEHWe

— [0BEPATb CBOWM HYBCTBaM, UHTYWLIMW, U MPOHUKHYTb
04eHb rMyBoKo BHYTPb caMol cebs, Mybre, YeMm, KaK A
npegnonarana, A CMory Korha-nnbo 3abpatscaA B CBOEN
urpe. Moyt Ka b pas K KOHLYY CbeMOYHOro AHA A
noparkanach, Haf CKOSIbKUMM AeTanaM1 Mbl nopaboTtanu
B AManorax, Kakol To4Hoi bbina Halla pabota. U A uc-
KpeHHe Hacnamdanacb 3TVM.
— Bbl He TonbKo BriepBble Cev Ha MOTOLIMKIT, HO U
BHOBb NEpPEeXuM LLKOJbHbIN ONbIT. 3T0 AaNo YTo-To
BaKHOe BaM U BaLuen urpe?
— Her. LLIKonbHaA Hu3Hb 313kl 04eHb CUMBHO OTIMYAETCA
OT MOel. Y MeHsA Bbinv NOTpACAIOLLIME YUMTENA, BCEraa
rOTOBble MNOAAEPHaTh, 04eHb NMPUATHBIE Moan. Y MeHA
HWKoOrda He 6b1110 NPo6GIEM Ha 3K3aMeHax, He MOTOMy, YTO
A BbIna NyyLLel YYEHULIER, @ MOTOMY, YTO YYMUTENA HUKOTAA
He MbITanuch 3aCTaBUTb MEHA NOYYBCTBOBATbL Ce6A TYMoM.
Hnmepaoio gen Memp LLienomuHHUK

MYHKYUHA U KEHLLIMHA

CEKC, ELA, KYJIBTYPA, CMEPTb

SEXXX / PEXK. HABMIE OEPPAPO

- YacTo roBopAT, 4TO TEaTpabHbIA
CMeKTaKNb HeBO3MOXHO NMepeHecTy Ha
KUHO3KpaH U, Ha060poT, GpUIEM He-
BO3MOHO NMepeHecTy Ha TeaTpasibHble
noaMocTKM. A Bbl KaK ayMaeTte?
Hasude @eppapuo: A gymato, 4To 3T
JII0AM CIIILLIKOM MHOMO yMaIOT, HO H1Yero
TaK TOSIKOM 1 He fenatoT. [o-Moemy,
HeJoMyCTUMO TOMBKO 0AHO — pabcKaa
BEPHOCTb OPUrMHaNLHOMY MPOU3BELEHMIO.
B cnyuae ¢ «Sexxx» A MpocTo mocMoTpen

MOCTaHOBKY, W OHa cama o cebe bbina
Be/IMKOMENHa KaK HaneTHbIM CNeKTaK b.
Hano ckasartb, A CMOTpes NoCTaHOBKY
MPOCTO KaK 3puTenib. Ho A byKBansHoO
YBUEN, KaK Cpeam TaHLIOPOB ABMHETCA
KMHOKaMepa. VTaK, Koraa A B3A/cA 310

CHMMaTb, A CKa3aJl, YTo HeJb3A MNPOoCTo
CHMMaATb CMNeKTakK/b, KaK OH eCTb, HeNb3A
CHWMaTb ero Kak bbl rnasamm 3putena,
HOTOprVI ot B 3ane. Tak CMOTPAT
CNeKTaKNb B TeaTpe, HO A-TO Xo4y caenatb

4TO-TO [ipYroe, creumarneHo paboTats ¢
TaHL,opamu, ¢ xopeorpadamu.

- B nepBo¥ 4acTu ¢punbMa Bbl UCMONb3Y-
eTe NpousBeeH s HUBOMUCU, KapTUHY
TuHTopeTTo. Kak Bbl Nog6éupanu stn
311eMeHTbI?

— A c camoro Havana peLuns, YTo Mo
duneM byneT He TonbKo o banete. Pelumn,
YTO HYYKHO PaCKPbITb TeMy ceKca bornee
LUMpoKo. VgenA ¢pureMa Briepsble NpuyLLia
MHe B ronoBy napy net Ha3ag, B 2014-m.

B 06LLiEM, A peLLInA, YTO KarkaanA «T1aBay
MOEro CIoMeTa [O/HKHA YeM-TO COMpPOBO-
HKOATLCA, U A PELLIMA, YTO 3TUM COMpo-
BOMOEHMEM [JO/HHA CTaTb 0BHarKeHHanA
HaTypa B caMblx pasHbIX popmax TBop-
4eCKOro caMoBbIparkeHuA. OgHa 13 3Tx
GOpM — KraccmyecKoe 13o6pasuTenibHoe
MCKYCCTBO. B KnaccuyecKkow smBonmcn
MHOr0 06HaMKeHHbIX Ten. /1 BOT 3aHATHbIA
MOMeHT: nctopuA o CycaHHe v cTapuax,
ctorKeT KynaHmA CycaHHbl. TeMa oueHb MH-
TepecHas, NoToMy 4To mcTopuA o CycaHHe
— OWH 13 HEMHOI WX 3MKM30408B Brbnn,
rae durypupyeT obHareHHanA Hatypa. 06-
HareHHble Terna B Brbnnmn nog 3anpeTom.
IMeHHO MO3TOMy XyAOHHWMKM 04eHb HacTo
6panu ciorkeT 0 CycaHHe. Hy, KoHeuHo,
OHV [1aBanM KapT1HaM B1aronpuUCTolHble
Ha3BaHWA: «41cToTa CycaHHbl», «Llenomy-
aperHan CycaHHa». Ho Ha camoM gene oHu
XOTeNM M306pasuTb Haroe Teno, U Mo3ToMy
BbIOMPanK 3TOT CIOHKET.

— Bbl KaK KMHOperuccep UcTbITbiBaeTe

3aBu1CTb K 6anety? Al umelo B BUAY 6anet
BWUA UCKyCCTBa.
— A 3aBKaylo 6aneTy, NOTOMy YTO B HEM
obxoanATcA 6e3 cnoB. A Kak perkumccep
CTapaloch Mo BO3MOXHOCTU AVCTaHLMPO-
BaTLCA OT C/10B. A CYMTal0, 4TO B KVHO C/10Ba
— MPOCTO XUTPaA YMOBKa, M Nlloay 06bIYHO
0bpaLLaloT Ype3MepHOe BHUMaHWe Ha
CI10Ba, XOTA ITIaBHOE — He Camw C1oBa, a To,
KaK OHW MPOM3HOCATCA.
Benukuin aktep — 370 He ero TeKCT, a To, KaK
OH MPOW3HOCKT CBOW TEKCT. HeKoTopble
BENMKME aKTepbl BEIMKONENHO UrpatoT B
KMHO, MOTOMY YTO OHW AePHKaTCA NPaBUb-
HO, OHW MOIYT HIYEr0 He FOBOPUTH, UM
[I0CTaTOYHO MPOCTO HaXOAMUTLCA B Kafpe.
Ho B Teatpe 3T0T TanaHT H1Yero He OaeT.
M HaobopoT, TeaTpanbHble akTepbl MHOTAA
He roATCA ANA KHo. B 3ToM cMbicne MHe
HpaBUTCA 6aneT, MOTOMy YTO HaneT — He-
BepbarbHan Gopma BeiparkeHUA. A 3HaeTe,
B 3TOM unbMe A, MOMKanyi, 0CyLLeCTBU
CBOIO MEYTY CHATb (MM, B KOTOPOM HUKTO
He FOBOPUT HU CroBa. TOMBKO My3bIKa,
TOMBKO ABUHKEHME.
A BcnoMHWn, Kak logap HanoBarcA, YTo B
Wranum ero dpunbmbl fybnmpyioT. OH roeo-
PN, YTO UTaNBAHCKU 3pUTENb He 3HaeT,
YTO TaKoe 3BYK B KuHemaTorpagde. B kiHo,
JarKe KOrAa CrbILLUMTCA TOMbKO 3BYK LLIAMOB,
3T0 3aMeyaTeibHo, MOTOMY YTO TULLMHA —
TOMe 3BYK.
Unmepaoio aenu
Aca Konoduxcrep u lMemp LLlenomuHrHuk



OCTPOB

EBPOIEVICKASA 3VIDOPVIA: MEMKIY PAEM 11 ALIOM
MOPE B OFHE (FUOCOAMMARE) / PEXK. [I-KAHOPAHKO PO3M

POLLIEYHBIN UTANTLAHCKMIA OCTPOBOK JlamMnegysa

(Bcero gBaguaTb MUIb B AMaMeTpe), pacroso-

¥KeHHbIV 6nuKe K Adpuke, yeM K Cuumnum, ¢
[aBHWX BPEMEH CyrKUWJ1 NepeBanoYHbIM NMYHKTOM B
MapLLpyTax OpeBHErpeveckux U ApeBHEPUMCKUX My-
TeLLeCTBEHHUKOB, CpeHEBEKOBbIX NupaToB. HoBoe
Ha3HayveHue v cyabby oH 0bpen B Hawwm gHu. 400
ThICAY UMMUIPaHTOB 13 AQpUKK, MOCTaBMUBLUMX Liefb
nepe6patbcA B EBpony, NpoLusiv TpaH3UTOM Yepes
Jlamnenysy, n3 Hux 15 TbicAY norménu B npouiecce
bercrea.
OunbM xaHdpaHKo Po3u OaeT BO3MOMHOCTb
BOOUMIO YBUOETb MacLuTab v yrac npoucxoan-
wero. MaTpynbHbIe IOOKWU BbIFPYHaOT OECATKU
TPYMOB U MOJYMBbIX JOXOAAr, Bpayy B HOYHbIX
KoLLIMapax ABMAIOTCA ero QHEeBHbIE NaLUEeHTbI —
LeTu 1 b6epeMeHHble HeHLLMHbI, NoCcTpadaBLUue oT
OXKOroB. YepHOKOMME My*KUMHbI, e[Ba OKa3aBLUUCb
Ha cyLue, pa36uBaloTcA Ha KOMaHbl U FOHAIT MAY:
3putpesa npoTtue Cupuu, CyaaH npotus TyHuca.
[MoTOM OHM NOIOT: U3 PUTYarbHbLIX MECHOMEHUM Mbl
y3HaeM, Yepes YTO MM MPULLIOCE MPOMTK Ha NYTH
13 0XBayeHHon BonHoM Hurepumu. Kak oHu us-
HbIBann oT 3HoA B Caxape, ronofganu B UrnnoBCKUX
TiopbMax, MUK cobCTBEHHYI0 MoYy. MX necHA — 3To
3aKNNHaHWe, MONIUTBA, CTOH LIeNIOr0 «4epHOro»
KOHTWHeHTa, 06peYeHHOro Ha BbIMMPaHWe Uin Ha
Heobubnencku ncxon.
Bce 370 MOMXHO cunTaTh rNaBHbLIM COAEPHKaHNEM
¢dnnbMa, Ho MOXKHO BOCTIPUHUMATL M KaKk $oH and
OCHOBHOrO Clo}eTa U OCHOBHOIO FepoA: 1 TOT, 1
Opyrol 3aHUMaIoT OKO0J10 NMOMOBUHBI SKPaHHOI0
BpeMeHW. [epos 30ByT CaMmyane, 370 ABeHaALa-
TUNETHUMA ManbyuLLKa: NPUYMOKMNBAA, ynneTaeT
crnareTTu, 3abupaeTca Ha AepeBbs, YBEYEHHO
CTpesiAeT U3 poraTkM B KaKTychl U NTuUL,. [ocnegHee
W3 3aHATUI JaeTcA eMy He 6e3 Tpyada: Camyane
CTpagaet KocornasueM. U aTo He edMHCTBEHHasA

ero xBopoba: 6efonara-daHTasep noaBepHeH
annepruu, UNOXoHOpPWUM U MOpCKoW 60ne3HK; No-
cnefiHee 0Co6eHHO YAUBNAET, €CNIU YYeCTb, YTO
CaMyasie — MNaALUIMIA NOTOMOK pbi6aLlKoi ceMbMm.
OTeL NbITaeTCA MPUYYUTb M0 K MOPCKOW HU3HU, HO
napHA HAYMHAET TOLUHUTb, KaK TOJIbKO OH MOKnJaeT
TBEpAyio noysy. 3ToT 06pas, HAYMHEHHbIN Henoa-
parkaeMblM OMOPOM, CUMBOJIU3UNPYET YCTaNoCTb

1 BblporKAeHue ctapoi EBponbl. B To e Bpems
My4yeHun CaMyane KOHTPacTUPYIOT C Kyada 6onee
HECTOKMUMU UCMbITaHUAMM, BbINABLUMMK Ha [0S0
6eXeHLeB: 3TOT Nepenag No3BoSIAET KapTuHe Bbl-
JepaTb 3MOLMOHASbHbINA 6anaHc, He CKaTUTLCA B
nadoc unu NybAULUCTURY.

OcTanbHble abopureHbl Jlamneysbl UBYT Tpaau-
LIMOHHOW KU3HbI0 — NPUMEPHO TaKOM e, KaK BO
BpeMeHa HeopeanusMa, korga JlykuHo BuckoHtn
CHUMaI B TaKOW e CULUITIACKON aepeBHe GUibM
«3eMnA OpOXUT». Mbl 3HAKOMUMCA C HECKOJIbKN-
MU TaKUMU NEPCOHAMaMM: 3TO MECTHbIV OUOMKEN,
TacyloLMin MesTIoAMN MO 3aKa3aM OCTPOBUTAH,
HbIPANBbLLMK, OXOTALLMIACA 33 YCTPULLAMU, UX POL-
CTBEHHWKU. Mbl HabnofaeM TeueHne 06bIAeHHON
¥M3HW C Tpanesamu 1 1lo60BHLIMU NPU3HAHWUAMM

— 1 CTAHOBUTCA 04€BUAOHO, YTO Tpareams U KoMeaus,
3KCTPWM U PYTUHA CYLLLECTBYIOT PALOM, Ha OOHON U
TOW e CLieHe, KOTOPOW CTasl B COBPEMEHHOW UCTO-
pun YenoBeyecTBa ocTpoB Jlamnenysa. TonbKo B
dvHane ¢unbMa bpe3rUT Haderaa Ha To, UTO YPOK
MPULLION F'yMaHUTapHoOW KaTacTpodbl He Npoiaet
6eccnefHo AnA KOpeHHbIX uTenei: Camyane, 6es-
OYMHO UCTpebnABLUMIA MTULL, Ternepb AeSIMKaTHO 06-
X0OMUT NTUYbe rHe340. OH NoYyBCTBOBAs XPYNKOCTb
1 LLeHHOCTb *KWBOWM MaTepUU — UHLIMM CJI0BaMU
noB3pocrien, Bedb pexuccep nposen Ha Jlamnegyse
CO CBOMMM reposiMu Liesbi rof,.

Enena lnaxosa

IMLF= dRELILY maner B «okTAGpe»

l—IEJ'IOBEH

C KWHOAINMAPATOM

COMAPWC / PEXK. AHPEV TAPKOBCKI

- B «Conspuce» y Bac 6binia 04eHb MHTepecHas one-
paTopcKad 3afaya: OjHU U Te e MecTa Bbl [OMHHbI
6bInM NOKa3aTb «3eMHbIMU» U OTpaXKeHHbIMU, BOCNPO-
n3BefeHHbIMU OKeaHoM. KaK Bbl 3Toro gobusanuck?
Badum FOcoa: 37a Tema B 3aMbic/1e 3aHMMana 04eHb
MHOMO MecTa, TO eCTb 3eMNA AO/HHa Bbia bbiTb NodaHa
[OCTaTo4HO B/IM3KOM HaMm, HyBCTBEHHOM Mo GpaKType, Mo
OLLLYLLIEHWAM, 3pUTENW JOMHHbI ObINK BMIUTLIBATH 3TO OLLlY-
LLIeHVe Yepe3 xapaKTepHble 06pasbl 1 AeTanu, KoTopble Mbl
CHWUManW, KaK Obl co3aBas 0BJIMK 3EMHOM HM3HW. 3T0 U
CTPyALLMECA BOJOPOCIN, U M306UIIE HIBOIA 3€M1EHM, KO-
TOpaA CUIOM 3eMM MPOM3PACTAET U HAMOSHAET BEC MUP,
OKPYHAIOLLIMIA HALLIM NEPCOHaMM. A CO34aHHOE KOCMOCOM
nopobue, UCKyccTBeHHaA 3eMA — 0Ha HEMOMHOLEHH3,
OHa He 0651adaeT TOM HUBUTESIBHOM CUIOI, KOTOPO Mbl
XOTENM HaNWTaTh Kaapbl, CHATLIE B « FU3HEHHOM» aTMOC-
dbepe. 370 BbINO HenpocTo. W HaM cnocobCTBOBaNM 3aech
YCNOBWA NOrofbl, TO, YTO Mbl CHUMAMM B KOHLIE OCEHM,
[arKe nepen Ha4anoMm 3vMbl, 1 BOT NEPBbIA MOPO3 CKOBas
NbaoM npya. MNpya BeIMAQWT Ha 3KpaHe 3aCTbIBLUWM, 3TO
KaK 3aCTbIBLLaA MOBEPXHOCTb HEro-To, 3T0 YHKE He HIBaA
BOAa, a 3epKano. M oepeBbA, KOTOpbIE NNLLIEHB 3e/1EHM,
3aCTbiBLLME.
- A BHYTpM fOMa HEOXKUAAHHO — CTPYA ropAYein
BoAbl...
— Mbl He MOYKeM MOHATL, FOpPAYaA OHa UMM HET, HO OT Hee
WOeT nap, 1 BoobLLE — Mbl CO3AaBanM MPOTUBOECTECTBEH-
Hble KaKme-To ABNeHuA. KocMocC 1 3Ta naHeTa, KoTopaA
BOcco3aana 3eMlio, He MorTIM y4eCTb Bce 06CTOATENLCTBA
3eMHbIX CBOWCTB M YTO-TO COEAMHMIOCH He TaK. To eCTb BOT
3Ta anorM4HOCTb, MPPeanbHOCTb, Ha Hall B3mAL, AOMHHA
6bli1a COCTaBUTL 3TY PasHALLY.
- BeposTHo, 60/bLUYI0 PoJib B 3TOM UIpaiiu KOMBUHU-
poBaHHble CbeMKU?
— [1a, CbeMK, KoTopble MPOBOAMI A, COeONHANNCH CO
crieupanbHbIMY CbeMKaMi, B KOTOpble MHOMO 6bI0 BIIO-
YKEHO GaHTa3uu, 3Heprm NioAen, UCMONHABLLMX 3aMblcen
permMccepa, NpMYeM OHM HaxoaWIn 1A 3TOF0 HEOHM-
[JaHHble peLLIeHMA, MOTOMyY YTO Befb NMpWOyMaTb MOMKHO
MHOr0€, @ BOT KaK pearni3oBaThb — 3T0 YrKe BOMpOC Herpo-
cToi. Hy, KcTam, AnA Toro, YTo6bl CHATL MaKET OCTPOBA,
CTaHUMM, KOTOPaA HaXOAMTCA HaZ M/IAHETOM, Mbl MPUBE3N
CTaHWHy 13 JleHHrpaga, NoTomy 4To B MocKBe He Mormin
HaMTN OAMHHAALATMMETPOBOM TOKAPHOM CTaHWHBI. 3TO
ZOJTHHO 6bI10 GbITh MPELIM3MOHHOE ABUHEHME KaMepbl Ha
GoHe MHPPasKpaHa, C MUKPOHHLIMYM [OMYCKaMu, MHaue 3TO
Henb3A ObI0 BLIMOMHUTL. W TakaA cTaHuHa bbina HaageHa
Ha 0HOM M3 NIEHMHIPaACKMX 3aBOLOB, M BOT, MpeCTaBNA-
eTe: YyryHHbIA MOHOMUT OOMHHAALATY METPOB J/IMHON Mbl
npwBe3n B MocKBy, YCTaHOBMMM B NaBUITbOHE, 1 bnaro-
[apA 3TOMy CyMe/M CHATb TOYHO 3a4aHHOE MPELM3NOHHOE
[BWrKeHWe. Horda TpyaHo Jarke NpeacTaBuUTh, C KaKoM
M306peTaTesibHOCTLIO CBA3aHa paboTa onepaTopa.
Unmepaoio sena Aca KonoduxcHep



HEDI /

INHEBEK HEDI

DISCOVERY: CINEMA

OF THE TURBULENT ARAB EAS
DIR. MOHAMED BEN ATTIA

- Your Hedi looks likes a person who avoids any choices
in life. What choise was the hardest for him? For whom is
this story the most tragic — himself, his mother, his lover,
his wife?
Mohamed Ben Attia: The hardest choice was between his
own freedom and the interests of his family, stability and, I'm
sorry to say, conformism. It's always a sacrifice when you
have to make such a choice. Unortunately, Hedi's actions
affect everyone. For example, the mother might seem like
amonster, a dictator who always decides for everyone, but |
think this character also has her own shades because she's
also scared. She was brought up like that herself, she's never
known anything different. She was told this was the only way.
After her husband's death she reinforced this idea by bringing
together her two sons to secure herself. Hedi has always
been at her side, her older son Ahmet is coming back from
Paris - although she knew he wouldn't, she kept believing
simply because there was no other way.
- Are Tunisian women stronger than men?
— This question is easy to answer. In the Arab world Tunisian
women are known for their strength, they had rights women
didn’t have anywhere else in the Arab world, they fought. This
is why | wanted to tell a story about a man at last, because
men have always occupied a comportable place in the
background.
A woman fought for her freedom through actual problems:
divorce, abortion, burga. Should she wear a burga or not?
Should she have an abortion? There were always problems
which forced her to assert herself. And a man remained a
man, he didn't worry: they're men, and this is a natural way
of things. A man goes with the flow having neither the desire
nor the energy to break this routine, this conformism.
- What did you imply by the film’s ending?
—For me it's very important to see how the audience will take
it. We tried to be very subtle at the risk of making the ending
unclear and everyone understanding it differently. But | had
a very simple intention: showing the break from the past.
Hedi will never come back. But the fact that he sighs in the
end and gets very emotional means he feels relieved after
making a decision, even though for this he had to leave the
woman he loved. He knows it's a decisive move, and his final
look is full of strength, because from now on he'll govern his
life in Tunisia himself.
- Is Hedi a winner or a loser?
— | think he's a winner. It's hard to reach such maturity, to
understand who you can be and accept it. It gives us an
opportunity to move on even though we remain in place. But
the very fact we've learnt something new about ourselves is
very important. 'm not saying it's easy to break with all your
values. Such a radical choice is very hard. Yet it's even more
difficult to know yourself and make the right choice while re-
maining where you are, without changing the world around.
Interview by Asya Kolodizhner
and Peter Shepotinnik

37

COMPETITION
DIR. PUK GRASTEN

For her debut, Puk Grasten chose a story that is both
simple and tricky to direct: the murder of Kitty Genovese
that more than 50 years ago. Her name entered many
books on psychology since. “Genovese syndrome” de-
scribes situations when bystanders do not offer victims
of an emergency they are witnessing any means of help

and pretend nothing is happening.

Filmmakers have used the effect itself and plots based on
the Queens story, with 37 vigilant neighbours who failed to
come to the woman's aid, more than once. Lucas Belvaux,
for example, set the story in Normandy and called his film
“38 Witnesses” instead of 37, distancing himself from the
original event. Compared to him, Puk Grasten might ap-
pear pointedly literal. She seems to balance on the verge

of journalism, which would have transferred to the screen
the obvious and thus boring rhetoric of the 1964 American
newspapers: the world is going to the dogs, people have
lost the ability to sympathize, “homo homini lupus est” and
So on.

What really happens is quite different and unexpected, and
thus interesting.

The reason the literal adaptation of Kitty Genovese's
murder would be tricky is that the essence of the Genovese
syndrome diverges from its original source. The story of 37
either frightened or indifferent neighbours turned out to be
more or less a hoax. Several people did notice something
weird going on but failed to realize it was a murder. And

this gives Puk Grasten a lucky chance to avoid the collision
with the journalistic approach at the last moment and speed
away to the impressionist lands, turning “37” into a tale of a
director’s freedom to mix utterly different traditions under
the cover of a sacred, like the Founding Fathers, story.
Fragmentary anxiety of what the neighbours really saw,
allows to resort to all the tools of a supernatural thriller.
There are looks, and then there are looks, just like there

are gestures, and there are gestures - and soon all Puk
Grasten's characters are haunted by paranoid visions, hang
around empty porches, listen to each other’s silence behind
the door, and none of it has anything to do with the murder
outside. All the specific opportunities of the condominium
are used here ingenuously and even with a certain humour.
The pipes are singing, neighbours’ voices are audible
through the thin walls, loud music is annoying. Thank God
no one is beating on the radiator.

However, this film was obviously created not just to play
with the stylizations. The powerful charge of the original
story confines Puk Graster within the limits of a social state-
ment, but the message she conveys is different. Children
are the only ones who literally, physically try to drag the
adults to the windows. Troy's father tries to teach him to
fight, and mother - to dance; judging by how desperately the
frightened boy clings to a doll, a self-identification crisis is
brewing. Depressed Debby has lost her mother, she worries
other girls don't want to play with her, keeps something like
a diary and lives with her slightly demented grandmother.
Billy grows up with a father who resembles all known serial
killers at once, and the reference to “American Beauty” is the
only positive trait in his character.

These people never sleep, eating away at each other with
their fears and insomnia. So if not poor Kitty Genovese,
someone else would have died by the morning anyway,
because you simply can't live in a place like this.

MARIE
AND THE MISFITS /

MARIE ET LES

NAUFRAGES

COMPETITION
DIR. SEBASTIEN BETBEDER

Sébastien Betbeder’s new film pretends to be a French com-
edy in everything, from popular flowers and interiors to the
concept that became famous after “Amélie” with its miracles
in Paris cafes. But in fact this film rather mocks this concept,
and Betbeder achieves this through obvious teasing: com-
plex explanations of characters’ dreams, empty metaphors
that aren't leading anywhere, implications of a meaning
where there’s really none. Where the French tradition

combines gentleness and significance marrying fairytale to
reality, Betbeder rather emphasizes the idiocy of life under
a pleasant mask of a jester. The director enhances the effect
of combining things that can't possibly be combined by filling
a comedy with death in all its shapes and forms - from
walks with a child across a cemetery to the unconscious
fear of murder. The metaphor for this oxymoron is “sad
dance music”; throughout the film the characters wonder if
people will actually dance to it.
From time to time the “misfits” pause and start introducing
themselves from the very childhood, mocking psychoanaly-
sis, naive flashbacks and low-quality selfies at the same
time. Each biography goes down to the mistakes of their
parents, as if in an attempt to explain why they grew up so
weird. Simeon is phlegmatic, obsessed with love affairs and
suffers violently after every breakup. A wallet he finds on
the street makes him follow Marie, who doesn't really look
like a traditional heroine of a French love story. He himself
is followed by Antoine, Marie's ex-boyfriend, a writer whose
career has more downs than ups. His share of idiocy shows
by his love for paranoid theories and passion for compos-
ing endless novels of his various trials. At some point this
group of “misfits” is joined by a new member: Oscar, who
at first plays merely a decorative role of a jester. He enters
the ranks of “misfits” after he too is infected with the virus
of the idiocy of life. Having discovered he is a sleepwalker,
Oscar installs cameras all around the house and day by day,
half-dead from the lack of sleep, watches in terror his night
adventures.
Oscar composes music, like Cosmo, an elderly crooner.
In the state of a clinical death the latter had a vision of the
Daughter of Waves impersonated by Marie who instructed
him to start composing electronic music as it resonates
better with the rhythm of the world. Theoretical issues
are overlapped by Antoine’s reflections on literature and
covered by a thick layer of organ music which could make
a wonderful accompaniment for a gothic novel adaptation.
All this suggests a treacherous thought that art actually has
no other meaning apart from the endless ruminations of its
creators — who for the most part can't boast of exceptional
mental health. This thesis might also explain the paradox
of the film: a funny absurd story based on death, mysticism,
morbidity and gothics, turns into a wise statement.

Igor Savelyev

THE SPACE IN
BETWEEN: MARINA
ABRAMOVIC

AND BRAZIL /

ESPACO ALEM -
MARINA ABRAMOVIC

E O BRASIL

DOCUMENTARY COMPETITION
DIR. MARCO DEL FIOL

Marina Abramovi¢, one of the most influential artists of our
time, has earned recognition for her unique performances.
For several decades she has been presenting her audience
with the main art object: herself, her body, her emotions,
her silent look straight into their eyes. To quote the artist
herself, during the performance she turns into something
similar to a mirror - so that the audience can see their
reflection, while the artist — Abramovic — can see herself in
them. But like any glass, a mirror can lose its lustre with
time, and the reflection will get pale and blurred.

Marco Del Fiol's film covers a rather short period of
Abramovic’s life - just several years. In the beginning we see
a happy world-famous artist, almost a socialite, seemingly
slightly tired of her success - yet hiding a serious personal



conflict deep inside. This is how Marina Abramovic starts
her long travel across Brazil, and the deeper she gets in the
jungle, the closer she is to her real self.
The director follows his protagonist closely, he totally obeys
her will without turning into an indifferent observer. He
noticed that Abramovi¢ thoroughly described every day of
her life in a notebook and suggested that she did the same
in front of camera. This is how the narration (that the artist
reads throughout the film) was created - connecting all
the parts of the movie, or rather, two its main constituents:
silence and observation, or the look within, with the artist's
voice as a wave of emotions, thoughts and ideas in the form
of art.
In the first case, Abramovic is a bystander who goes with
the flow of the primeval world barely touched by civilization.
She talks to healers and aldermen, and one by one explores
the ancient rites and rituals, disappearing — or at least trying
— within nature.
In the second case, Abramovic is a person, an active
subject who spends 24 hours a day searching, creating and
thinking. One state flows into another, constituting a living
eco-system, a special kind of nature of its own.
However, the most important element in this spiritual
and ethnographic expedition is what glimmers between
the two opposites, something very different, close and
familiar to each of us: Abramovi¢ as a human being.
Obliviously singing along to a Brazilian song, glad to
understand the fishermen speaking Portuguese, or
discovering the secret “Abramovi¢ method” which allows
her to feel comfortable in any journey: one clove of garlic
followed with a fresh onion — and your immune system
will never let you down.

Nikita Kartsev

GRADUATION /

BACALAUREAT

8 12 FILMS
DIR. CRISTIAN MUNGIU

- People have been talking about Cristian Mungiu’s
mystery as a director for years. What was your
personal experience of working with him, what kind of
a director he seems to be?

— Maria Dragus: It was a wonderful experience. | had
admired him for years before | actually met him. So | was
very excited when | finally got to meet him — and beyond
happy when | got to work with him. I had the same
sensation of mystery before | met him, and | wondered
what kind of a director he might be: sadistic? Really
tough on his actors? How does he make them come to
the point where such strong emotions appear? But in
fact he’s really calm. He's a person | would tell all my
secrets to, he's that kind of a man who has the energy of
areal protector. And that's how | felt most of the time:
very protected, and in work, it's everything! There's noth-
ing worse for an actor than working with someone who
doesn’t care what you do or how you get there! But with
Cristian, it was wonderful. He was gentle, pushing a lot
of boundaries during the shooting. Even on set we would
discuss how to do certain things. We had one week of
rehearsing before that. It was amazing. He tries to under-
stand everything himself, until the last minute, he tries
to go deep into things without judging them, without
saying “I know how it should be done!” It's pretty much an
exchange between a DP, a director, an actor, a director, a
producer, a director... It's always an exchange, it's never
hitting a brick wall!

- Were any scenes particularly difficult for you? Maybe
you did something in this film you had never done
before?

- When | got the part, Cristian called me and asked, “Do
you drive a motorcycle?” | said, “No”. My parents are

very protective, and they always told me, “Motorcycles
are bad, you should never ride them, not even a motor
bike!” So I had to take classes, and | learnt how to do it,

and it was the most fun thing I've ever done in my life.
We actually integrated it in the movie, at the end, when
my character goes out of the police station and has a
discussion with her father. | really enjoyed this moment,
because I'm crying the whole time in the scene, and then
| get on the motorcycle, and it feels so cool. But generally
| learnt a lot from Cristian, Adrian and my fellow actors
about the precision of emotion. | had the amazing sensa-
tion of trusting my feelings and my intuition, and allowed
myself to explore my own emotions deeper than | had
ever thought | could do with acting. Most of the time |
was stunned by the end of a working day by how many
little details we managed to cover, how precise our work
was. | really enjoyed that.
- You had not only driven a motorcycle for the first
time but also revived your school experience. Has it
given anything important to you and your acting?
- No. Eliza's school experience is very different from
mine. | never had any problems with exams, not because
| was the smartest student, but because | had amazing,
supporting teachers, who never made me feel dumb.
Interview by Peter Shepotinnik

SEXXX

0D, CULTURE, DEATH
DIR. DAVIDE FERRARIO

- People often say it’s impossible to adapt a theatre
production for the screen, and vice versa, that a film
cannot be transferred to the stage. What do you think?
Davide Ferrario: | think these people think too much
wihtout actually doing anything. In my opinion, the only
unacceptable thing is slavish devotion to the original work.
In case of “Sexxx” | just watched the performance, and it
was brilliant as a ballet show. | was among the audience,
but | could all but see a camera moving between the
dancers. So when | started filming it, | said it's impossible
to film a theatre performance as it is, as if through the eyes
of the viewer in the hall. This is how a show is seen in the
theatre. But | wanted to do something different, work with
dancers and choreographers.

- In the first part of the film you use works of arts, for
example, Tintoretto’s painting. How did you choose
these elements?

— | decided at the very beginning it won't be just about
ballet. | thought | should cover the topic of sex too. | don't
really remember all the details. | first came up with the
idea of the film a couple years ago, in 2014. | wanted each
chapter of the plot to be accompanied by something, and
decided it should be naked body as represented by all
possible forms of art. One of these forms is classic visual
art. Classic paintings display a lot of nudity. The biblical
story of Susanna and the Elders is quite curious because
it's one of very few episodes in the Bible which feature
anaked body. On the whole, nudity in the Bible was
tabooed. This is why the painters often exploited this story.
Of course, they would provide their paintings with decent
titles like “Susanna’s Purity” or “Chaste Susanna”. But what
they really wanted was depicting a naked body, that's why
they'd choose this episode.

- Do you as a director feel jealous of ballet? | mean
ballet as a form of art.

— | envy ballet because it doesn’t need words. As a director,
| try to distance myself from words as much as possible.

| believe words in cinema are just a cunning trick. People
pay unnecessary attention to words, while what matters is
not the words themselves but how they are said.

A great actor is not his text, it's how he interprets it. Some
great performers act brilliantly in cinema because they
present themselves in a certain way. They don't have to
say anything, it's enough for them just to be in the frame.
In theatre, however, this talent means nothing. And vice
versa, sometimes theatre actors are no good for cinema.
In this sense | like ballet because it's a nonverbal way of
expression. You know, in this film I've probably fulfilled

MIFFdRILY

manege in «octyabr»

my dream of making a movie where no one says a word.
There's nothing but movement and music.
Godard once complained that his films are dubbed in [taly.
He said the Italian audience doesn't know what a sound in
cinemaiis. In silence... In cinema, when all you hear is the
sound of footsteps, it's great, | think, because the silence is
also a sound.

Interview by Asya Kolodizhner

and Peter Shepotinnik

FIRE AT SEA /

FUOCOAMMARE

EUROPEAN EUPHORIA:
BETWEEN HEAVEN AND HELL
DIR. GIANFRANCO ROSI

Lampeduza, a tiny - no more than 20 miles in diam-
eter - Italian island that is actually closer to Africa than
Sicilia, for centuries has served as a transit station for
ancient Greek and Roman travelers as well as medieval
pirates. However, nowadays it has changed its purpose.
400 000 African immigrants who have left the continent
with the goal of reaching Europe, have travelled through
Lampeduza - with 15 000 of them dying along the way.
Gianfranco Rosi’s film allows to see with your own eyes
the scale and atrocity of what is going on. Patrol boats
unload dozens of corpses and half-dead, exhausted
people; a doctor has nightmares of his daily patients -
kids and pregnant women with burns. As soon as their
feet touch firm ground, black men divide into teams
and start playing football: Eritrea against Syria, Sudan
against Tunisia. Then they start singing, and their ritual
chants reveal what they had to go through on their way
from war-struck Nigeria. Scorched by the Saharan sun,
they starved in ISIS prisons and had to drink their own
urine. Their chant is an incantation, a prayer, a dream
of the entire black continent doomed to extinction or
neo-Biblical exodus.
This can be seen as the main plot of the film - or merely
the background for another story, as they both take
about half of the screen time. The main character is a
12-year-old school boy Samuele. He loves spaghetti,
climbs trees and passionately shoots from the sling at
birds and cactuses. However, the latter doesn’t come
easy for him, as he is wall-eyed. This is not his only
ailment: the poor day-dreamer suffers from allergy,
hypochondria and sea sickness; the latter is rather
unexpected if you know Samuele is the youngest son in
a seaman’s family. His father tries to involve him in his
sea life but the boy starts throwing up violently the very
moment his leaves the ground. This humorous image
is a symbol of tired and dying old Europe. At the same
time, Samuele’s trials stand in contrast to much crueler
ordeals the refugees had to face. This contrast allows
the movie to keep the emotional balance and avoid
pompousness or journalistic approach.
Other residents of Lampeduza live a traditional life that
isn't much different from the times of neorealism, when
Luchino Visconti shot his “La Terra Trema” in a similar
Sicilian village. We will meet several similar characters:
the local DJ mixing tracks on request of the islanders,
an oyster diver, and their families. We watch the flow
of an ordinary life with its meals and confessions, and
it becomes clear that tragedy and comedy, routine and
extreme exist side by side on the same stage - the
stage the island of Lampeduza has become in the
modern history. Only the ending harbours a hope that
the alien humanitarian disaster will teach the locals a
lesson: Samuele who once killed birds thoughtlessly
now respectfully walks past them. He has now seen
how fragile and precious life is, in other words, he has
matured. After all, the director spent an entire year on
Lampeduza with his characters.

Elena Plakhova
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24 VIIOHA / JUNE, 24

IMLF= dRELILY maner B «okTAGpe»

15:00 BAHHA / DIE BADEWANNE OKTABPb, 5
15:00 BbILLUKA / HOPPTORNET OKTABPb, 5
15:00 HWM3Hb [PAMA / ZHIZN DRAMA OKTABPb, 5
15:00 FAPOEPOBLLMLIA / GARDEROBSCHITSA OKTABPb, 5
15:00 KAK A CTPENAN B C/IOHA / SHOOTING AN ELEPHANT OKTABPb, 5
15:00 KOPOTKMI ©W/TbM MPO BOHTA KAP-BASl / WONG KAR WAI UZERINE KISABIR FILM ~ OKTABPb, 5
15:00 MOE CEPILIE CTYYMT: TYK-TYK/ PITTER PATTER GOES MY HEART OKTABPb, 5
15:15 COMAPUC. BOCCTAHOBJIEHHAA BEPCUA. POCCUMCKAA MPEMBEPA / OKTABPb, 5
SOLARIS. RESTORED VERSION
15:30 KPACHbIV TAONAH / HONG GAOLIANG OKTABPb, 7
16:00 TIKUM: UCTOPUA OHEAMCA ®OY/IU / JIM: THE JAMES FOLEY STORY OKTABPb, 2
16:00 MAPU U HEYOAYHUKM / MARIE ET LES NAUFRAGES OKTABPb, 1
16:30 YBULIA MPOXUBAET B IOME 21 / L'ASSASSIN HABITE AU 21 OKTABP, 6
16:45 Al-KYBA/YA - KUBA OKTABPb, 9
17:00 XE[OM / INHEBEK HEDI UK, 1
18:00 TOPHOCTAW / L'HERMINE OKTABPb, 8
18:15 TPOH / SADO OKTABPb, 5
18:30 ATTECTAT 3PEJI0CTW / BACALAUREAT OKTABPb, 7
18:45 MPOPOYECTBO/ NHATIEN TR OKTABPb, 10
19:00 MH17: HALMA CKOPBUT / MH17: HET VERDRIET VAN NEDERLAND UaK, 1
19:00 LLAHXAMCKAA HEBECTA / UNA NOVIA DE SHANGHAI OKTABPb, 6
19:00 HA NEPEMYTbE: MAPVHA ABPAMOBWY U BPA3UIA / OKTABPb, 2
ESPACO ALEM - MARINA ABRAMOVIC E O BRASIL
19:00 TYNUK / PAKUGHI OKTABPb, 11
19:00 37/37 OKTABPb, 1
19:30 A3A BE3 JINLIA / LES YEUX SANS VISAGE MOCKBA, 9
20:00 A, [IOH *YAH /10, DON GIOVANNI OKTABPb, 9
21:00 3ATAP / SUNTAN UK, 1
21:00 BYAYLLEE MCTOPUW / HISTORY'S FUTURE OKTABPL, 8
21:15 ATAKA / L'ATTENTAT OKTABP, 6
21:30 SEXXX / SEXXX MOCKBA, 9
21:30 MOPE B OMHE / FUOCOAMMARE OKTABPb, 1
21:30 MNAH M3ITW / MAGGI'S PLAN OKTABPb, 5
21:30 NOPTPET NbAHWLIbI. BUNET B OWH KOHEL| / OKTABPb, 7
BILDNIS EINER TRINKERIN. ALLER JAMAIS RETOUR
21:30 B OAMHOYECTBE / ASSOLO OKTABPb, 10
21:45 BEJIMKME CBEPLLUEHWA / GREATER THINGS OKTABPb, 11
22:00 MOPHO 1 CBOBOJA / PORN E LIBERTA OKTABPb, 4
22:15 KATMUTAH ®AHTACTUK / CAPITAN FANTASTIC OKTABPb, 2
23:59 MALLWHA JTIOBBW / MASHINA LYUBVI OKTABPb, 5
25 UIOHA / JUNE, 25
13:00 MAPK/ LE PARC OKTABPb, 1
13:00 BPATbA / BRODRE OKTABP, 2
13:30 LLAHXACKAA HEBECTA / UNA NOVIA DE SHANGHAI OKTABPb, 5
13:45 B OMHOYECTBE / ASSOLO OKTABPb, 4
14:00 KOMbIBENBHAA NMEYASIHOV TAMHE / OKTABPb, 6
HELE SA HIWAGANG HAPIS
14:00 ATAKA / L'ATTENTAT OKTABPb, 10

14:00 K CEBEPY YEPE3 CEBEPO-BOCTOK / DONG BEI PIAN BEI OKTABPb, 8
14:30 BWTAN: HOBOE MOKOMEHWE MEPOEB / BILAL: A NEW BREED OF HERO OKTAEBPb, 7
14:30 BAM W HE CHWNOCb... / VAM I NE SNILOS... OKTABPb, 9
15:00 BAM W HE CHUNOCb... / VAM | NE SNILOS... 1
15:00 JI0H YXKY: MOPTPET MO3TA / DONGJU LUOK, 1
15:30 OXOTHMKM 3A NPUBMOEHNAMMU / GHOST BUSTERS OKTABPb, 5
15:45 [OCMOMA b. UICTOPUA ﬂ-(EHU.lMHbI 113 CEBEPHOW KOPEW / OKTABPS, 2
MADAME B., HISTOIRE D'UNE NORD-COREENNE
16:00 KWUHO-TNIA3 1924 / KINO-GLAZ 1924 1
16:00 YENOBEK C KMHOAMMAPATOM / CHELOVEK S KINOAPPARATOM 1
16:00 21-A KNHO-NPABJA. JIEHVHCKAA / KINOPRAVDA N°21 1
16:00 KOPOJIEBA / THE QUEEN OKTABPb, 4
16:15 MAPU 1 HEYOAYHUKM / MARIE ET LES NAUFRAGES OKTAEBPb, 10
16:30 BbICOKWM BIOHAMH B YEPHOM BOTUHKE / OKTABPb, 8
LE GRAND BLOND AVEC UNE CHAUSSURE NOIRE
16:45 BYAYLLEE UCTOPWUW / HISTORY'S FUTURE OKTABPb, 11
17:00 EMKVIK B TYMAHE / YOZHIK V TUMANE OKTAEBP, 9
17:00 JINCA N 3AALL/ LISA | ZAYATS OKTABPb, 9
17:00 CKA3KA CKA30K / SKAZKA SKAZOK OKTAEBPS, 9
17:00 LIAMNA U HYPABJIb / TSAPLYA | ZHURAVL OKTABPb, 9
17:30 XYALIAA U3 HEHLLMH / CHOE-AG-UI YEO-JA OKTAEBPS, 9
17:30 MJEKOMUTAIOLLIEE / MAMMAL OKTAEBPb, 7
18:15 11 MUHYT/ 11 MINUTES OKTABPb, 5
18:30 24 CHETA / 24 SNEGA OKTABPb, 2
19:00 TYNUK / PAKUGHI OKTABPb, 11
19:00 'PA® B ANMENbCUHAX / GRAF V APELSINAKH OKTAEBPb, 8
19:15 MOPHO 1 CBOBOJA / PORN E LIBERTA LOK, 1
19:15 3AMOPOLLEHHBIE MEM/IOM / PELNU SANATORIJA OKTABPb, 10
19:30 TAHIO/ TANGO OKTAEBPS, 9
19:30 MOJTYAHME MOPA / LE SILENCE DE LA MER MOCKBA, 9
20:00 BECKOHEYHAA N033K1A / POESIA SIN FIN OKTABPb, 7
20:30 rO/0C BELLIEM / EL SONIDO DE LAS COSAS OKTABPb, 1
21:00 BPYT/BRUTUS OKTABPb, 5
21:00 TPYCTHBIA [IEHb / SORRY DAY OKTABPb, 5
21:00 HAPPY PARADISE / HAPPY PARADISE OKTABPb, 5
21:00 3BOHOK / THE CALL OKTABPb, 5
21:00 KAMK[IbIV 88 / EVERY 88 OKTABPb, 5
21:00 BCTPEYHOE TEYEHME / CHANG JIANG TU LaK. 1
21:00 MbICJIN 0 JIOBBM / AJATUKSIA RAKKAUDESTA OKTABPb, 5
21:00 TOHKAA MPAHb / GVULOT OKTABPb, 5
21:30 BPATbA / BRACIA OKTABPb, 2
21:30 KOHELL/ THE END MOCKBA, 9
21:45 OPVK OPJTAH[IO / FREAK ORLANDO OKTABPb, 10
22:00 37/37 OKTABPb, 11
22:15 JII060Bb M [IPYHBA / LOVE & FRIENDSHIP OKTABPb, 4
22:30 MAHAMA / PANAMA OKTABPb, 8
23:00 TOHW 3POMAHH / TONI ERDMANN OKTABPb, 1
23:15 MMMO3bI / MIMOSAS OKTABPb, 7
23:15 BEJTAA AEBYLLKA / WHITE GIRL OKTABPb, 2
23:59 SEXXX / SEXXX OKTAEBPb, 6

Tr - TPETbAKOBCKAA FAJTEPEA
UAK - LLEEHTP JOKYMEHTAJTBHOIO KHO

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / W/TbA KOMbINOB / HUKWUTA KAPLIEB / AHOPEW LLMIONEB / MAXAWUI KYKMH / METP LWENOTUHHVK
NEPEBOAbI: KMPA TYJTYMOBA / MAPWA TEPAKOMNAH ®OTO: ANEKCEN I0LLIEHKOB BEPCTKA: MAPVA PEBAKVHA MAKET FA3ETbI: AMUTPU METENKMH / OfTbIA JIbHAHAA
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