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I cvex, 1 criesbl 0avHaKoB! Bce Mbl HaxovMcA B MoroHe
Ha BCEX A3bIKAX. 3a BreYaTIeHnAMA.
Randhir Kapoor Viktoria Isakova

Laughter and tears are the same It's impressions we're all after.
in any language.
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Hiopw / BvkTopua Vcakosa

A — AKTPUCA

- B HoBoM ¢unbme Kupunna CepebpeHHuKoBa «Yye-
HUK» Bbl Cbirpany yuutend. Haxogunu nu Bbl B 3101
npo¢eccum He4To CXOAHOE C TeM, YeM 3aHUMaeTechb
camun?

Burkmopus Ucarosa: HasepHoe, 310 NMy6IIMUHOCTL: Y Y-
TeSA TOME 3PUTENN, Te HKe Camble, KOTOPbIX Mbl MbITaeMCA
KaKWM-To 06pa3oM M3MeHWTb. Ha caMoM fene, A coBeToBa-
12 YUUTENAM 3aHUMATLCA aKTEPCKUMU TPEHWMHIaMU, MOTOMY
YTO 370 CMOCOBHOCTH JOHECTU MBICSTb TOHHO, HYTOBLI JOCTUHb
Lienu. IToMy HKe y4aT B aKTepCKOM Npodeccum.

- A'y Bac 6bi1 cTpax ny6aM4YHOCTH, Koraa Bbl BCTynanu
Ha aKTepcKylo cTesio?

— HeT, H1Koraa He 6b1n10 Takoro cTpaxa. Koraa A B IoHOCTU
BCTYMana, KaK Bbl BbIPa3uvch, 3TOro CTpaxa He 6biro,
MOTOMy YTO Bblna KaKaA-To CymacLLeLLIaA HarmoCTk, bec-
rnpeLieeHTHanA, 1 A AyMalo, YTO 3Ta HarmoCTb MPOMCXOAUT OT
6e30TBETCTBEHHOCTW, BEPHEE, OT TOr0, YTO Al HE YyBCTBO-
BaJ1a 3TOM OTBETCTBEHHOCTW. YeM CTapLLie A CTaHOBUNACh. ..
Ceiyac yre, Mo maee, 3Toro cTpaxa He JOHKHO BbITb
BOO6LLIE, MOTOMY YTO €CTb OMbIT U YyTb JI1 HE eXKeJHEBHbIE
BCTPeUM C NybnvKoii B Teatpe, B KHO. Ho Yem danbiue, Tem
6OnbLLIe 3TOT CTPax pacTeT, MOTOMY HTO C Kar ol HOBO
paboTo NOABNAETCA OLLYLLIEHWE, YTO A [IOMHKHA 0TBEYaTb
3a 10, yTo Aenato. Korda Tbl AenaeLlb B CaMoM Havane
YTO-TO, — A MPOCTO BCMOMMHAI0 NEPBbIE CBOM OMbIThl KaKuMe-
TO, — MPUXOAMT CLIeHapWin Tebe B PyKU, U Tbl He AyMaelLlb,
YTO 3TO TaKOe, O YEM OH, YTO Tl CKaHKeLLIb 30eCh, KaK Thl
M3MEHWLLIb MMP B MEaNbHOM CMbICTe 3TOM0 C/10Ba, — a
[yMaelLLb TONBKO 0 TOM, YTO BOT Thl BECb TaKOW NMPEKPacHbIiA,
VKO KPaCKBbIN, TANAHTIMBLIN 1 YMHBIV, OKAHKELLILCA B 3TOM
KapTWHe, 1 BCe YBUAAT, U Thl MPOCHELLILCA 3HAMEHWUTBIM.
[PAMO MOMHIO 3TO CBOE OLLLyLLIEHMe B AETCTBE. i

[NoToM, YeM CTapLLie A CTaHOBMIMACh U YeM A 6orbLLIE CMO-

Tpena apyrux KapTuH, paboT Apyrix perncCepoB, akTepoB VI KTO R I A I S A KOV A
M TaK Janee, 1 YeM 6onblLie aHanM3vpoBana paboTsl apy-

X JIloAei, TeM 6onbLLE NMOHMMara: «3T0 BbicKasbliBaHWe JURY

MEHS KaK-TO MEHAET, @ 3T0 NMPOXOAMT MUMO, 1 A MOHUMAIO,

YTO 3TO B MeHs He MonagdaeT». MHe XoTenoch 1 xo4eTcA

[enatb YTO-To, YTO MOMafdaeT B LieSlb, YTO KaK-To MOBVIAET,

MPUHECET KaKYI0-TO MOMb3y — In Kirill Serebrennikov’s new film «Student» better | could see what changed me and what passed
- Bbl 0co3HaeTe, 4T Yepes 3KpaH pasroBapuBaeTe you play a teacher. Did you find anything in this by without affecting me at all. And I've always wanted
Cpasy ¢ MUAAIMOHaMV filofein? profession that makes it similar to yours? to do something that hits the target, affects people and
— MHe ¥ariKo, YTo Npodeccia Mos He BcecuribHa. XoTA Viktoria Isakova: That must be the audience: teachers ~ makes a difference.

A HUKOrOA MbICTIEHHO He XOAMNa B CTOPOHY PEHMCCYPbI, also have an audience, which they also try to transform  — Do you realize that through the screen you have

1 MOHMMAI0, YTO 3TO BOOBLLIE KO MHE HE MMEET HUKAKOro in some way — just like we do. In fact, | would advise the ability to talk to millions of people at once?
OTHOLLIEHMS, MHE MalKo, YTO B TeaTpe CTereHb Moei oT- teachers to take acting classes, because teaching — | feel sorry my profession is restricted in many
BETCTBEHHOCTV BOMLLLIRA, 1 A MOTY MOBAVATL Ha pe3ysbTar, means conveying a very clear message to achieve a ways. I've never thought about turning to directing, |

a B KWHO CTemneHb 3TOM OTBETCTBEHHOCTM 04eHb Mana, U A certain goal. And this is what actors are taught too. understand now it's not for me. Still, | feel extremely
MOTY MOB/VATE Ha Pe3yTaT TOMLKO CBOMM BbIGOPOM. TeM, - Were you scared of the audience when you started  sorry that in theatre my responsibility is much bigger,
YTO BIBEPY PermCcepa, B KOTOPOro A Byly BepUTL O4YeHb your acting career? and | can affect the result, while in cinema | don't have
CUNBHO, BbIBEPY MaTepuar, KOTOPbI MHe ByeT Ka3aTbcA - No, | never had this fear. When | started acting, that much power, and my only influence is my choice.
BarKHbIM V1 MHTEPECHBIM. 1 04eHb HadeloCk, YTO HYyBCTBO I had no such fear, because | had some crazy, | can choose the director | strongly believe in, or

BKYCa MHE He OTKaMeT B 3TOM CMbICTIE. unprecedented impudence. | think it stemmed from material | think is important and interesting. | do hope
- Ho noueMy Bbl He fyMaeTe 0 persuccepcKoit npodec- irresponsibility, or rather, the fact | didn’t feel any my taste won't let me down.

cun? responsibility then. But the older | got... Well, you'd - But why don't you consider becoming a director

— A BCe PaBHO By He TO, YTO [OMHeH BUOETb permccep, think | shouldn’t have this fear now, because | have yourself?

B pWIbMaX, Ha KOTopbIX paboTaio. Korma A cMoTpio CBo years of experience, and perform in front of the — | just fail to see what a director should see in the
dWNEM BriepBhle, To He MOry a[eKBaTHO OLeHUTL KuHo BLie-  audience in theatre and cinema practically every day.  films | work on. As | watch my films for the first time,
noM. Kora A CHMAIOCh, TO [JarKe He MOAXOMY K MOHUTOPY But the further on, the more this fear shows, because | can't appreciate them properly. During the shoot
MOCMOTPETL Ay6/Tb, EC/IN PEHICCED HE HACTaMBAET Ha STOM. each work makes it clear to me that I'm responsible | don't even come to see the playback, unless the
Koraa Mbl B KaHHax B nepBbiit pa3 mocMoTpent «YdeHuKan, for what | do. If | recall my first experiences, in the director insists. In Cannes, after we saw “Student’
MeHA CrPOCUAM 0 BrievatneHnn, A oTBeTUNa: «Kak KpacuBo, beginning you just get a script without thinking what  for the first time, | was asked about my impressions,
KaKue BCe KpacuBble, KpOMe MeHs». [oHMMaeTe, Bce-Taku it means, what you'll say here and there, and how and all | could say was: “It's so beautiful! Everyone's
aKTEPCKW Ma3 y MeHA AypaLkuii. BMecto Toro uTtobel you could change the world with these words. You so beautiful! Except me...". You see, | watch the films
MOCMOTPETH KapTVHY, Thl BCE PABHO CMOTPULLIL, KaK Thl Bbl- only think you're so wonderful, beautiful, talented through a stupid actor’s eyes. Instead of appreciating
MAQULLL, Ho 3T0 MPOXOaMT Yepes KaKoe-To BpeMs. BrisaeT and clever, and you're going to be in this film, and the movie, | focus on my looks. But it goes away

TaK, YTO Thl MOCMOTPEN GWbM Yepes rof, U Ha 3TV Mesoum everyone will see it, and you will wake up famous. | after a while. Sometimes a year later you ignore

y¥e He 06paLLigeLLib BHUMaHMA, a MPOUMTLIBAELLE CMBICSTbI remember clearly this feeling | had as a child. these details as you watch the film — instead you

W CYTb KapTUHBI. The older | got, the more films by other filmmakers | concentrate on the actual meaning.

Wumepasio senu Aca Konoduxcrep u lMemp Llenomunnuk  Saw, the more works by other people | analyzed, the Interview by Asya Kolodizhner and Peter Shepotinnik
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XYOLIAA M3 HKEHLLIH (CHOE-AG-UI YEO-JA) /

PEH. KM Y*{OH KBAH

MOHCKUIA MncaTeNb Npu-
H e3waeT B Ceyn, 4To6LI

npeacTaBUTb B CKPOMHOM
palioHHOM BUBMOTERE CBOIO
[ebioTHylo KHUry. o gopore nu-
caTenb BCTPeYaeT CUMMNAaTUYHYIO
[OeBYLLIKyY, KOTOpasA OKa3blBaeTcA
aKTpu1cow (B 3TOM ponu — BoC-
X0[4ALLaA KopencKan 3Be3aa XaH
Epw). 3a yawweyKkoin Kode, Bean
npe3abasHbli AManor Ha floMa-
HOM aHrIMMCKOM (OH He BnageeT
KOpemnCcK1M, oHa BoobLLe cHavana
NMPUYHMMAET ero 3a KUTalnLa),
nucartesb U aKTpUca BbIACHAIOT,
4YTO Meray HUMU [OBOJSIbHO MHOMO
obulero. 06a, HanpuMep, 3apaba-
ThIBAIOT Ha MM3Hb 0OMaHOM.
W nucatens, v akTpuca nepe-
YKMBAIOT HEYTO BpoAe TBOpYe-
CKOrO KpU3Kca: OH UCMbITHIBAET
«CUHOPOM BTOPOM KHUMM» (Ba u €
nepBOW, FOBOPA OTKPOBEHHO, He
BCe [MafKo), @ e HUKaK He faeTcA
ponb. He gaeTcA HacToMbKO, YTO
60nee OMNbITHaA Konsera noceinaeT
HabWpPaTLCA HU3HEHHOTO OMbITa.
TpeHMpoBaTLCA «Ha KPOSIMKaX».
Mocne Kode nyTv naeansHoM Napel
Ha KOPOTKOe BpeMsA PacxoaATcs,
YTO6BI BHOBb Nepeceyscs B pUHa-
ne. 06ouM B 3TOT AeHb npuaeTca
Henerko: ANOHCKOMY NucaTtesio
NpeacToAT TPU BONHUTENBHbIE

BCTpeYU, 04Ha OpYyrom 3aHATHeN —
C YMTaTeNAMM, U3OatesieM U My3oM.
[esyLLiKe — cBMAAHWE C ABYMA Ni0-
60BHMKAMM, H1 OOMH U3 KOTOPbIX
e, B 06LLIEM, HE HYHeH.

MOMHO NPeanonoKUTb, YTO
ncTopuaA 06 M3MeHHMLLe-aKTpuce
ynaKoBaHa B MCTOpWIO 0 mucaTerne,
61y Oal0LLEM B MOUCKAX CIOMETA.
M T0, UTO NpOMCXOOUT C reponHel
XaH Epu Ha npoTAKeHUM OHA,
ABNAETCA NPAMBIM Pe3y/bTaToM
TBOPYECKMX KOHBY/LCUIA aBTOPA,
33 KOTOpbIE OH MOJTyYaeT HeCTKUi
BbIFOBOP OT YKYPHAUCTKN, My3bl
Mo COBMeCTUTeNbCTBY. BripoueM,
3[ecb aBTOp 3aMyTbIBaET MPOCTYIO
MCTOPMIO, HaMycKanA TyMaH TaM, rae
BCe Ka3asocb O4eBUOHbIM — TaK
YTO KTO KOMY aBTOP, @ KTO Mepco-
HarK, ACHO He BronHe. Nucatenb
MULLIET O MEHLLMHAX, B KOTOPbIX
COBEPLLEHHO HMYErO HE MOHMMAET.
Huuero He noHWMaloOT 1 06a nito-
60BHMKa KanpW3HOM aKTPUCHI — OHa
6e3 ycunuii 1 gare 6e3 Buau-
MO0 YMbIC/a — MPOCTO MOBTOPSAA
CrloBa CBOEW ponu (HanmcaHHoM,
KaK MOMHO NPeanonNoHUTb, TOXe
KaKUM-To nucatenem) — byKBasibHO
CBOOMWT HECHACTHBIX € yMa. TaK
MY4YMHBI MPUOYMBIBAIOT, BOCMeBa-
10T W MPOKJIMHAIOT 06Pa3 HeCTOKMX,
POKOBbIX, XYALUMX 13 HEHLLWH.

Hainas BMHOBHOMO B 3TOM MHOMO-
BEKOBOM MYMCKOM 3abnyraeHun,
aBTOpP «XyALLUEeN 13 HEeHLLMH» Ha-
3Ha4aeT BHE3AMHO Npo3peBLLeMy
nmcaTesio COOTBETCTBYIOLLIEE Npe-
CTYNNEeHUI0 HaKa3aHWe — HOYHYI0
MPOrysKy C KOBAapHOW Mo Jopore B
HUKyZa.
TouHo KaK cnyyaeTca ¢ dunbMamm
XoHa CaH Cy, o4eBMOHO BOOXHO-
BMBLLUMMM KiMa YroH KBaHa Ha
«XyOLLYIO M3 HEHLLMH», HenenbIin,
3aHyOHbIV 1 3aMyTaHHbLIN B Nepe-
CKa3e, BHMBYI0 GUTbM BBIMMAOUT
HanpoTMB — MPOCTO U SIerKOBECHO.
B cyLHocTn, HexmnTpyio Mopanb B
ayxe «Komeauin n moroBopok» Po-
Mepa MOYKHO U He BpaTb B pacyeT:
ecnu ybpatb dpabyny, «XydLana 13
HEHLLMH» He CTaHeT xyre. CTUH-
HbIM MypMaHaM OT K1HO byaeT Yem
HacnagmTbCA — NPUATHOM 60N1TOB-
HelM HM 0 YeM Oa NerkuM OblXaHu-
€M 04apoBaTenbHOM MynocTy.
AHdpel Wuzones

MIFF dHLILY mane B «okTABpe»

WORST WOMAN /

CHOE-AG-UI YEO-JA

COMPETITION
DIR. KIM JONGKWAN

Japanese writer arrives in Seoul for the
Apresentation of his debut book in an unassuming

local library. On his way to the venue, he meets
a pretty woman (played by Han Yeri, a rising star of the
Korean cinema) who turns out to be an actress. During
an amusing conversation in broken English (as he
doesn't speak Korean) over a cup of coffee, where she
mistakes him for a Chinese, the two discover they have
quite a lot in common. For example, they both make
their living by lying. Also both of them are going through
a period of crisis: he is suffering from the second-book
syndrome (to be entirely honest, the first one come
out that smoothly either), while she has trouble with
a certain role. The situation’s so bad that her older
colleague advises her to gain more experience — on
“guinea pigs”, so to speak.
After coffee they part their ways, to meet again only
by the end of the movie. The day is going to be tough
for both: the writer is in for three meetings, each more
exciting than the other: with his readers, his publisher
and his muse; the actress has two dates — with two
lovers, neither of whom she’s really interested in.
The story about the cheating actress might seem to be
a fruit of imagination of the writer in search of stories.
Han Yeri's character’s adventures might be a direct
result of the writer's throes of creation — which evokes
the wrath of his journalist muse. Here the director
obfuscates a rather simple story, making it unclear who
the author and who the creation is. The writer speaks of
women - a field in which he’s not over-experienced. The
actress’ two lovers are none the wiser: she easily and
unintentionally, merely by repeating the lines of her role
(probably also created by an equally ignorant writer)
drives the poor men mad. This is how curses, myths
and songs about cruel, fatal, worst of women arise. The
director of the “Worst Woman” finds who is to blame
for this old as time misconception and allocates for the
culprit a punishment as bad as his crime: a night walk
into nowhere with the pernicious woman.
Just like San-soo Hong's films, which seem to have
served as an inspiration for Kim Jongkwan, “Worst
Woman”, the summary of which might sound ridiculous,
complicated and boring, is in fact very simple and light-
hearted. There's no need even to take into account a
simple message in the style of Rohmer’s “Comedies
& Proverbs™: if you remove the storyline, the film will
stay equally good. True cinephiles can expect a feat of
pleasant conversations about nothing and charming
silliness.

Andrey Shchigolev
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- C yeM 6bin cBA3aH BbI6OP MMEHHO
TaKOM KoHLenuuv BpeMeHun?

Excu CKonumoacKuli: CtaHfapTHoe,
NIMHENHOEe NMOBECTBOBaHME HAaBOAMWT Ha
MEHSA CKYKyY, 3TO 3Takuin paccKas oT A oo
fl, noapo6Hoe pacKpbITUe XapaKTepoB,
NPOAYMaHHbIE CloXKeTHble Xofbl. A TaK
4acTo 3TUM 3aHMMarncs. MHe xoTenoch
nonpoboBaTh YT0-To HoBOE. [103TOMY A
YCTaHOBWUI OrPaHUYeHWA Mo BpeMeH. A
noAyMan, 4to eciv nonpobylo paccKa-
3aTb 3Ty UCTOPUIO C TAKUMM HECTKMMM
BPEMEHHbBIMM OrPaHUYEHNAMM, TO CMOTY

060MTU YCNOBHOCTM TPAAMUMOHHOIO
noBecTBOBaHMA. Bce Ha4anock ¢ npu-
LiefLlel MHe B rofoBy naeun duHana
GunbMa. Y MeHs CIIOMMICA NOYTU NoKa-
OpoBbI 06pas. PaboTta Haa cueHapueM
6bina CaMblM CIOMHBIM 3TarnoM. MHe
HY}{HO 6bI10 ABUraThCA Ha3am, HyHO
6b110 HaMTK NepcoHarel. A eLLie He
3Haf, CKonbKo Wx byget - 8, 10, 12, 15.
HyHo 6bI10 HalMTV cCNocob 3acTaBUTb
MX OKa3aTbCA B OHOM MecTe B 0HO
BpeMA. 3To ObIN CIIOMHBIN MpoLiecc.
Hatv onA Kagoro ns HMX B Npegenax

3TUX 11 MUHYT YTO-TO BarKHOE, YTOObI
Mbl MOITIM Y3HaTb YTO-TO O HUX, MOXET
6bITb, Ha4YanM 6kl UM coneperkmBarth. INo-
TOM Al 33[yMarICA, CKOMbKO MepcoHarKel
cMory onmcatb. [1ATb — CAMLLIKOM Maro,
NATHaALUaTb — CIMLLIKOM MHoro. Ha-
BepHOe, YenoBeK BOCeMb MW AecATb. A
MPVHANCA MX CO34aBaTb. TaK Npoxoamn
npotecc paboTbl Haf cLieHapyeM.

- Bbl UMeHHO TaK MaTeMaTU4ecku Bce
¥ npocyunTbiBanu?

—Tam 65 ponen ¢ pennnKkamu, Ho rnas-
HbIX NepcoHarkem 12. 31 12 yenosek
pasfesneHbl Mo BOCbMU CIOHKETHBIM
NMHWAM: TaK Bbl A cKasan. Perumccep,
MY U ¥eHa — 3T0 ofHa UCTOpWA, B He
TPW y4acTHWKa. NpoaaseL, COCUCOK — 3TO
oTAenbHaA UCTOPWA, HO CBA3aHHaA C
NMHWEN ero CbliHa-HapKoKypbepa. Hy un
Tak fanee. Bpay, XyOOHWK, ManbymK,
[eBoYKa ¢ cobaKow, Napa anbnMHUCTOB.
Ho B HyHbI MOMEHT K $UHasy BCe OHU
OKa3blBaIOTCA TaM, rAe HyHO.

- Y10 Ux o6beanHaeT?

— Hapetocb, 0HM coBepLLEHHO pasHble.
[pencTaBnAOT pasHble criom 06LLecTBsa,
OT COCTOATESLHBIX UHTENNEKTYaNoB 40
TOProBLa COCMCKaMM, KOTOPbIV KOraa-To
6bIN y4MTENEM, HO COBEPLLIMI KaKoe-To
npecTynneHue, obuaen AeBoyry. OHa
NpVXO4MT M MITloeT eMy B NnLo. Ho 3To
N OTAENbHbIe CUrHanbl. Mbl e camn
OOMHKHBI MbIC/IEHHO BOCCTaHaBNMBaTb
BCe CObbITUA.

- KaK Bbl npoBoguTe rpaHb Mexay
peanbHOCTbIO U BUPTyasibHbIM MUPOM?
— [eicTBUTENBHOCTL peanbHa, Bee
0oCTarbHoe — 3T0 CUMBOSTLI, MeTadopbl. A
OTHOLLIYCb K 3TOMY DMSIbMY MOYTU KaK K
no3Me. MHe 04eHb CIIOMHO HaTK CIoBa,
4TOBbI 06 BACHWT, YTO 03HAYAET KarK kI
113 371IEMEHTOB. 3T0 KaK B CTUXaX — UCMOSb-

3yellb MeTahopy, @ 3pUTENb yHKe JOMHKEH
ee MPoYNTaTh, Kar b NO-CBOEMY.
— CMornu 6bl Bbl CHATb TakoW ¢punbM
[ecATb neT Hasag?
— He 3Hato, Torga MHe 3Ta uaen B rosioBy
He npuxogmna. Al cTapalocb CHUMaTb
pasHble GunbMbl. MbiTalcb He MoBTo-
PATLCA. 3Ta naeA poamnack y MeHA BOT
TonbKo yTo. [lyMato, B 3TOM pubMe ecTb
1 MeTadopa, KacaioLLlaAcA M1pa B Lie-
1IOM, 06LLe CUTyaummn B MUpe, KOTOpbI
CTPEMUTENBHO ABUMKETCA K KaTtacTpode.
A o4eHb NeCCUMNCTUYHO CMOTPIO Ha TO,
YTO MOMKET NPOM30MTU. XOTb B MONUTU-
Ke, X0Tb... O4eHb onacHoe BpeMA.
— A HoBble TexHonorMn? Bam Kak
peXuccepy oHM 4YTO-TO Aanun?
— Bonbluor pasHuuel HeT. CTano HeMHoro
npouue. HyKHo MeHbLLEe CBETA, MOXKHO
Cpa3y NOCMOTPETb pe3yibTaT. 3T0 XOpo-
LLIO, HO Ha TBOPYECKMIA MpoLecc 310 He
noenmAno. HaMHoro BarHee To, YTO A Ae-
nalo Ha nnoLLaare, paboTa ¢ akTepamu.
To, KaK, COBCTBEHHO, MPOXOAUT ChEMKA,
HEe MMEET TaKoro Y 60MbLLIOT0 3HAYEHMA.
CBol1 nocregHWin GUIbM A CHAMan Ha
naeHKy, Ha 35 MM. A BbIFMALUT OH TaK He.
HeT TyT 605bLLIOM pasHMLIb.
— Bbl ynoMAHynu o «pasHbix cnoAx
obLuecTBa», HO B 0TBejeHHOe repofiM
BpPeMA y3HaTb O TOM, KTO OHU, [0~
BOJIbHO CJIOXKHO...
— [a, y HUx pasHble npodeccun, a eLe
pa3HMLa NoOYePKMBAETCA TEM, YTO OHU
FOBOPAT HEMHOMO MO-pa3HoMy. MHe
0YeHb J0pOrv ANAnoru, UX HI0aHChI. 310
BCE MEJI04M, HO OHM BarKHbl ANA CO3-
[OaHuA obpasa nepcoHarka. Ham Begpb o
HUX COBCEM HEMHOIO M3BECTHO, MO3TOMY
3HaYeHNe UMeeT KarK bl HeCT.
HUHmepaoio cenu
Aca Konoduscxep u lMemp LLlenomuHHUK

JIOBOBb

SRZAONI=\[els TOH 3POMAHH (TONY ERDMANN) / PEXK. MAPEH A13

OHW IpAMaHH» — OTKPbITWE NOCeaHero
(( KaHHcKoro KnuHodecTmBansa, TpuyMdbansHo

He 3aMeyeHHoe iopu. TpeTui duneM MapeH
Ap3, popManbHo npuumcnAemoit K «bepnnHekoi
LLKone»: B « TOHW 3pAMaHHe» MPU3HAKM 3TOM LLIKONbI
TOMe eCTb, HO OH ABMAETCA UCTOYHMKOM Kyda bonee

CJIOHOMO M 06BEMHOTO B3T1A4a Ha COBPEMEHHOTO Ye-
noBeKa. A TaKyKe Ha ero MHOrO4UCIeHHbIE POSW, MacKu,
B KOTOPbIX TRYAHO He 3aryTaTsCA U He NMponacTb.

WNHec — 613Hec-MeHegrKep C Kapbepow, YCreLIHo 3a-
MeHWBLLIEN BCe OCTasbHble cdepbl Hm3HWU. OHa TacKa-
€TCA MO MUPY, KOHCYNBTUPYA TaKUX e HeCrMbaeMblx
areHToB rMo6anbHOro peiHKa Ha NpeaMeT CIIUAHKIA,
MOMTOLLIEHMI, ayTCOPCUMHIa 1 MPOYMX XUTPOCTEN Heo-
nubepanbHo 3KOHOMUKM. HUBET NO-COBPEMEHHOMY
Be3[e 1 HUrae — Meady EBponoi 1 KaknM-H1byab
CuHranypom, He Hy*[JaAck B MOCTOAHHOM [0Me,
CeMbe M 3KOHOMHO OrPaHUYMBas CBOIO JINYHYIO HU3Hb
NALLB HyXKOaMU Tena.

YuHdpen — ee oTeL, ObIBLUMIN OETCKUIA yumTeSb, @
HblHe NMeHCMOHep, OTCTaBLUMIA OT [04epU Ha He-
CKOSIbKO MOKONEHWI. BonbLLoM TAMeNbI YenoBeK, OH
ellle 1 banaryp co cneumdUYeCK1M HyBCTBOM IOMOPA.
Ero 6e306maHble LLYTKM NoaobHbl 3GdeKTY «CroHa

B MOCYOHOM 1aBKe»: OHW TaK e HeyMeCTHbI, KaK U1
€ro CTapoCTb, HEMPUKPLITOE OAMHOYECTBO U daTarb-
Hoe HeronafaHve Bo Bpems. [1oyb 06LLaeTcA C HM
NN M3 CO0BParKeHNI KOPMOPATUBHOMO 3TWKET], a
YuHdpen TMxo coobLLAeT elt, YTO HaHAN KOro-To UC-
MOSHATL €€ posib.

lMocne cMepTW CBOEro nca oH 6e3 crpoca HaBA3bI-
BaeTCA K Helt B ByxapecT — BpoZe Kak Ha napy AHel
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[(e/SEYE® r0noC BELLIEM (EL SONIDO DE LAS COSAS) /

PEH. APM3J1b 3CKAJTAHTE

r

'Cnv BepUTb 0OHOMY UCTOpUYe-
CKOMy aHeKkfoTy npo Pobepa
BpeccoHa, rmas UCTUHHOro

Ku1HemaTorpaducTa cnocobeH ysu-

[eTb PasHULYy Mexay YesI0BEKOM

6e3 LUNAMbI 1 YeI0BEKOM 63 KerKu.

B cBoelt 0e610THOM KapTuHe «3BYK

BeLLie» KocTapuKaHeL, Apuarb

ckanaHTe NbiTaeTcA 06HAPYHUTL Ty

e e[1Ba YI0BUMYIO Pa3HULLY Ha CIyX

— 3aBWCUT JIN 3BYK, M3aBaeMbIN

ynaBLLel Ha NoJ1 CKOBOPOAOW, OT

JIMYHOIO OMbITa YPOHUBLLIErO?

[Ba MecAua Ha3ag Knayama

noTepsAna ABOIOPOAHYI0 CECTpY:

Heboratyio Ha cobbITuA, Ho 6onee-
MeHee 06bIYHYI0 *U3Hb — XOOMUT Ha
paboTy, NepeKVabIBAETCA LLYTKa-
MU C KoJfleramu, BCTpeYaeTca ¢
poacTeeHHUKaMK. Ho aTo BHelLHee
CyLLLeCTBOBaHWE He UMeeT HUYero
06LLEro C M3HbIO HacTosLLIEN,
Kya NoCTOPOHHWM BX0[ CTPOro
BOCTpELLIEH.

Apuanb cKanaHTe U3yMUTESIbHO,
MacTepCKu KOHCTPYMpYeT Npo-
CTPaHCTBO. Myp, B KOTOPOM HKUBET
Knaynwva, ofHOBpeMeHHO MOXOX U
He MOXO0X Ha peanbHbIi. 3To paspe-
YKeHHOe NPOCTPaHCTBO He3 CBOMCTB
W 0ro3HaBaTesbHbIX 3HaKoB. Kak

06pa3 M1pa MeHay HU3HbIO U
CMepTbio, B KOTOPOM MoTepsAnach
Knaygua. Mbl BUOWM ee Takol B
3KCMO3MLIMOHHOM Kagpe — NeMa-
LLielt Ha 60MbHMYHOM KPOBaTU C 3a-
KPbITbIMK I1a3amu. To v yMepna,
TO JIM MPOCTO NpWeryia oTAOXHYTb
BO BpeMsl HOYHOIO AeXypCTBa.
[MpoBOAHWMKaMU B 3TOT CKpLITHIN
MUP OKa3bIBAKTCA CaMble 00bIY-
Hbl€e BeLLW — Mac/fAHbIE KUCTH,
npuHaanexasLLMe NOKONHON,
KoTopble Knayava nepemelua-

€T 13 0HOr0 fALLMKA B ApyroMn,
C030aBaA UIMIO3MIo ee MPUCYT-
creuA. [natbe CunbBum, KoTopoe
npuMepseT Knayaua, nepesonno-
LLIAACh B CECTPY Ha KaKoM-To efBa
YNI0BUMbI MOMEHT. Unu rpoxoT
NMOTPEBOMEHHbBIX METaNTIUYECKUX
nocyauH, Ha MrHOBeHWe BO3Bpa-
Laowmi Knayauio K peanbHOCTU.
Kamepa MoHOTOHHO QUKcHpyeT
MeXaHWKy exeOHEeBHOro CyLLe-
CTBOBaHWA, KaK BOpPYr B pacTe-
KaloLLIeMcA Ha CKoBopofe fAlLe
MepeLLMTCA TpaHcLeHaeHTHoe. Tak
u3 adpderTa Kynewosa v aHeKkgoTa
npo bpeccoHa poxpgaeTca Marun
KUHO.

lNoanyn, eAMHCTBEHHOE, Yero

He XBaTaeT 3ToW No-HacToALLEMY
CTUNIbHOW, TOHKOM, aKTEPCKM TOYHO
WCMOSTHEHHOM KapTUHE — perkuc-
cepcKow onbiTa. Korga B cueHax

B 6acceliHe JcKanaHTe UMTUpYeT
«CnHuIM» KecneBcKoro — oH otaaeT
JaHb MacTepy, NoAMUIrMBaeT Npo-

6yay4m cMepTenibHO 60/1bHOM, Ta
MOKOHYM/A *U3Hb CaMOYBUIACTBOM.
CrpbiBas cBoI0 60/1b OT OKpYHKato-
WX 1 camoli cebs, Knayaoua Beget

605bHULA, B KOTOpOM paboTaeT
Me[cecTpor repouHa JlunmaHsl
BbAMOHTe — 370 1 60/1bHULA 1

CBELLieHHOMY 3puTenio. U TeM e
CaMbIM KWaeT TeHb BTOPUYHOCTU
Ha cobCcTBeHHYIo paboTy.

AHdpeli LWuzones

MOCMOTPETL FOPOA, HO MOTOM TalHO ocTaeTcA. Ha-
3biBaeT cebA ToHW IpAMaHHOM, HaNANIMBAET KNOYH-
CKUMIM NapwK, BbINAYMBAET BCTABHYIO YesoCTb, 0eBaeT
OypaLKue 04KM 1 B TaKOM BMAE HAYMHAET XOOMTb 3a
Helt moBciogy. [oABNAETCA OTKYAA HX BO3bMUCH Ha ee
OenoBbIX BCTpeYaXx, YHMHaX, BeHepUMHKax 1 BCAKUIA
pa3 BBOOWT BCEX B CTYMOpP CBOMMW 3CKanafgaMu, 3a-
CTaBNAA 40Yb 3a4bIXaTbCA OT CMYLLIEHUA 1 NPOBOLM-
pyA ee — 3aCTerHyToro Ha BCe MyroBuLbI KOpNopaTUB-
Horo ¢pyHKUMOHepa — Ha OTBETHYI0 Mrpy. Ha cboi nnm
JINYHBIA «3KOHOMUYECKUI KPU3KC», BbITANTKMBAIOLLIA
MHec 13 ee cTepunbHoM 30Hbl KoMdopTa. OHa He —
30Ha KOMPOPTHOIO OTUYHKAEHWA, YXKe He oro3HaBae-
MafA B TAKOM KayecTse.

HecMoTpA Ha 3aABNEHHbIN CIOXKET, « TOHWM IpAMaHH» —
He 0 KOHJIMKTE OTLIOB W [eTei, KOTOpbI TparnyecKn
N3HMN cebA BO BpeMeHa MosIHOMo pacnafa SIuHbIX

1 MOKOMNEeHYeCKNX cBA3el. He 0 ToM, KaK rnobanmam
pa3pyLUaeT CeMbM 1 pa3MbIBaeT OCTaTKM Tpagauum-
OHHbIX 06LLIECTB (OeicTBMe HecnpocTa MPOUCXOAUT B
PyMbIHWW), pa3nyyan Bcex co BCeMU. XOTA 3TW MOTMBSI
1 cyLLiecTBeHHbI. [perde Bcero ato nctopuaA iobsm —
nccnefoBaHme A3blka COBPEMEHHOMO YesloBeKa B 3Mo-
Xy nocne nspedenunsa YM6epTo Ko 0 ToM, 4To dpasa «A
Tebs NIBI0» YHe HAYero He 3HaUMT, eC/IN MPOm3-
HOCUTb ee HanpAaMyto. MapeH A3 naet ganslue v ge-
f1aeT MafieHbKOoe OTKPbITWE: CerofHA ANA BblparKeHnA
Mo6BM yrKe He[OCTaTO4HO CTaBUTh ee B MPOHWUYHbIe
KaBbIYKW, KaK 3aBeLLan UTanbAHCKMIA KNacCcuK. HyrHo
6onblLee: NoHoe, paaMKanbHoe BeinadeHne 13

yHe He paboTaloLLMX posien «oTua» 1 «godepu» (Mnm
«MyHa» U «HeHbl», Kak B NpeablayLieM d)I/U'IbMe A,D,E)

«Bce gpyruve»). BoinageHune Yepes urpy B HentoboBb, B
MOMOTOB, Yepes NpUTBOPCTBO, KOYHaZy, MacKapag.
[Mob6anbHbIM pa3pbis Meay ViHec 1 YuHopeoom
npeofosieBaeTCcA IULLb TOrAa, KOrAa OHU Nnepe-
CTaloT CTPOUTL 13 cebA 0TLa U 40Yb — U CTAHOBATCA
COOBLLHMKaMM B Urpe Mo HapyLLIEHUIO r1o6anbHeIX
«MPaBW UMPbl», MPeanUCaHHbIX UCTOPUER, HCTUTY-
TOM CeMbW, 06LLLECTBOM, KOPMOPaTMBHOM 3TUKOM. A
HaunbonbLUee CONUHKEHNE MeHOY HAMW CTaHOBUTCA
BO3MOMHBIM NWLLIb TOFAQ, KOrAa OAWH U3 HUX COBCEM
nepecTaet 6bITb CO60M, CTaHOBACL ANA 6/IM3KOMO He-
3HaKOMLIEM B KOCTIOME YyHOro.
B «ToHM 3pamaHHe» moparkaeT eLLe 1 To, KaK 3ToT
KOHLLENTYarbHbIN CIoXKeT BOPYr obpeTaeT YyBCTBEH-
HOCTb 1 YepThl 6e3yC/IOBHOIO KMHO, KOTOPOE Nepe-
YKMBAETCA Ha PU3NYECKOM YPOBHE U, He Byayun HU
CeKyHbl CEHTUMEHTASbHBIM UM MaHUMYNATUBHBIM,
[0BOMWT 10 CMeXa U cries.
Bpope 6kl paboTan Ha TeppUTOPUM COBPEMEHHOTO
coupmanbHoro peanuama (Byxapect nockinaeT eLLe 1
MPVBET PYMbIHCKUM perkunccepam), A3 TOHKO BCKPbI-
BAET, TUXO B3pbIBAET €0 U3HYTPU, MHKOPMOPUPYA
B HEro CBepXyC/IOBHOCTb W TeaTpanbHocTb. Coeau-
HAA, CONUMKAA MUHUMANN3M 1 ByprecK, CeBepHBbIin
(xonofHbIin) odUCHBIN Apecc-Kod U cBOBOAHbIN
rPOTECK, JOKY-Peann3m 1 KapHaBarl, POMaHTU3M U
6€3bIM11I030pHOCTL, 06HaPYHKMBaA OHO B APYroM, OHa
OTKPbLIBAET peanbHOCTb M YENIOBEKA, @ HE TOMBKO HaHp
1 NMepcoHaren, 3aHoBo, C YACTOro NncTa. HactoALmin
(HeMeLKMIN) peHeccaHC Nof CKPOMHOM MaCKoM 0CTPO-
YMHeWLLEeN KOMe K NMONOMEHNI.

EszeHuli lycamuHckul

MIFF dHLILY maner B «okTABpe»
"TPAHULIA

[IORYMEHTAJIbHOI O KUHO

KOHRYPC
[OCIMOMA B. MICTOPUA HEHLLIHBI

13 CEBEPHOW KOPEV (MADAME B,
HISTOIRE D'UNE NORD-COREENNE) /
PEH. YEPO t0H

aMepa NeTuT HaJ ropoAoM Ha BbICOTE MTUYBLErD
roneTa, a Nof HeK, No ynuuaM CTeneTca rosioc
13 rPOMKOroBOPUTENSA, NPU3bIBAIOLLMIA FparaaH
XpaHWTb 6auTenbHOCTb. Bedb Bpar He gpemnerT, a
BOKPYT LUNMOHBI. K TOMy e Npu3biBaloT NO3YHM M Ha
3/1EKTPOHHOM TabJ10 BHYTPW BaroHoB MeTpo. Bpsag
JIN MOMHO KOro-HMbYOb CerofHA LLOKMPOBATb TaKUM
CIOYKETOM — Mbl JJABHO MPUBLIKIIN YATaTb HEYTO Mo-
no6Hoe o CeepHoi Kopee. BoT TonbKo npomcxoaut
BCe 370 He rae-HMbyap B lMxeHbAHe, a B caMoM cepaue
Ceyna. Cronuue, Kasanock bbl, 04HOM U3 caMbIx BypHO
pa3BMBAIOLLIMXCA CTPaH A3un.
Ta caman lNocnoka b., BbiHeceHHas B Ha3BaHWe duib-
Ma, — KOHKpPETHaA repouHs, COBEpPLLIEHHO OrpeaesieH-
Hasl ¥KeHLLMHA CNoMHOM cyab6bl. Poamslumcs B Ce-
BepHov Kopee, oHa TaM e BCTpeTU/Ia CBOEro NepBoro
My}a, 0T KOTOpOro poauna AByx cbiHoBew. Mocre Yero
caenbHbIM TOBapoM oTnpaBunack B Kutain, roe 3a-
KIloUMIa GUKTUBHBIN 6paK 1 3aHMMasack 0CTasbHbIMU
neranbHbIMU U He 04eHb Aenamu. Bce ona Toro, Uto6bl
3apaboTaTb [OCTAaTOHMHO AEHET, NepenpaBnTb CEMbIO B
l0kHyto Kopeto — 1 HaKoHeL-TO C Hel BOCCOeAMHUTLCA.
M ogHoBpeMeHHo ¢ TeM [ocnoa b. — xygoecTBeH-
Hoe 0606LLIeHMe, KOJINIEKTUBHIN NopTpeT. Mogo6Ho
«locnoguHy X» unu «lfopogy N». JTioboi u3 Hac.
TouHee - nioban.
B npencraBneHu aBTopa, XoTb U poamBeLLerocs B I0-
How Kopee, Ho yumBLLErocA Npodeccum perkuccepa Bo
®paHumm, coBpeMeHHanA Kopesd no obe cTopoHbl 6ap-
pWKag CTpagaeT OT 0[HOMO U TOro e U3bAHa. 06Lan
03/10611eHHOCTb ApYr Ha Apyra. bopbba ¢ B1aAnMBIM 1
HeBMAOMMbIM BparoM. OxoTa Ha BebM.
Kak TonbKo geno goxoauT Ao nponaraHAbl, pasHuua
MeM Iy KanuTasMCTUYECKNM U COLMANNCTUHECKUM
CTPOeM CXOauT Ha HeT. OcTaeTcA ToNbKO 6e33aLMTHLIN
repon nepes SMLLOM He3aBUOHbBIX 06CTOATENLCTB. ToT
cryyai, Kora, yberas oT 0OHWX areHToB CreLCyH6,
nonagaellb Ha [OMNPOC K ApYrUM — C, B 06LLEM-TO,
TEMM e NMLaMK, Ho B crierka apyroi dopme.
«fA HeHaBuaen nonuuerickmx B CeBepHon Kopee», — ro-
BOPWT CblH [T1aBHOW repoMHM U TYT e, 6e3 nay3bl, Npo-
JomKaeT: «KaKk A HeHaBUKY NonMLeNcKmX B FOrKHOM.
[NoKkasartesibHo, YTO MOKa My*KYMHBI CTPaAAIoT OT
nonuTnYecKon nosecTku AByx Kopein, caMa lNocnoa
B. BOpyr obHapy<mBaeT B cebe TocKy no Kurato. U
MOSIMTUYECKUI CTPOM TYT Y3Ke COBCEM HU MPU HeM.
[MpocTo TaK BbILLISO, YTO CPeam BCEX STUX MPaHuL, 1
CTPaH, IMEeHHO TaM OHa HalLLJ1a YeloBeKa, KOTOpbIN
No-HacToALLEMY ee MOHUMAET.

Hukuma Kapyes




KOJIbIBEJIbHAA

CEKC, ELA, KYJIbTYPA, CMEPTH

KOMbIBENBHAA NMEYATBHOV TAMHE
(HELE SA HIWAGANG HAPIS) / PEXK. TAB INAC

Ma JlaBa [Quaca xopoLuo n3sect-

Ho cMHedMNaM U 3aBcergatanM

decTvBanen, Ho He BCe 3HalOT,
yTo J1aB — coKpalLieHHoe oT J1aBpeH-
TuA. MNana, o4eBMIOHO, HencnpaBMMbI
KOMMYHWCT, Ha3Ban CblHa, poauBLLe-
roca B 1959 rogy, B 4ectb bepuun, Ho
TOT UCKYMWI FPeX, CHAB HECKOJIbKO
NOTPACAOLLMX aHTUTOTANIUTAPHBIX
¢1IbMOB, Kam bl U3 KOTOPbIX ANIUTCA
Mo HECKOJIbKO YacoB.
[lencTBMe NOYTK LLIECTUHACOBOM KapTU-
Hbl «OT NpeLLIecTByIOLLLEr0» MNPOUCXO-
OVWT B OCTPOBHOW fepeBHe, He TPOHYTOM
Jawe aneKkTpuduKaument. AbopureHsi
BeOyT TPYOHYI0, HO [JOCTOMHYIO HU3Hb,
6oploTcA C Manapyen 1 NPoYnMM anuade-
MUWAMU, BbICTPAMBAIOT CBOM BbIT, pacTAT
1 yyat geTen. OHU, XOTb U UCMIONHAIOT
XPUCTUAHCKKWE 06pAabl, COCYLLLECTBY-
10T C NPU3paKaMm NPEHHMX KymbTyp:
LLaMaHbl, Oyxu 1 NoBepbsA aKTUBHO
BTOpraloTca B NapafoKyMeHTasbHYo
TKaHb. Mudonornyeckoe BpeMs Teuet
Me[iNIeHHO, W Mocrie TPETLEero Yaca
KarKeTCA, YTO ero Te4eHune — 3To U ecTb
BEYHOCTb. PUTM QpunbMa BTArMBaeT Hac
B NnoJpo6Hoe 3THorpaguyecKoe Ha-
6nioaeHne, Ha GoHe KoToporo chory-
CYPOBaHO HECKOJIBKO YacTHbIX cyned
1 NoKanbHbIX ApaM. MNoTom roe-To Ha

nepuepum NOABNAIOTCA JI0AM C MayeTe,
OHM MPOCaYMBAIOTCA CKBO3b [MKYHI -

NW, BHeJPAIOTCA B NaTpuapxanbHbIi
reii3a, pas3buBaloT CBOW Narepb Bo3ne
LUKOJbI. 3TO BEMBbIE NoAM: obeLuatoT
HaBECTU MMIrMEHUYECKYI0 YUCTOTY, No-
YMHWTB paspyLLEHHbIA MOCT, a [T1aBHoe,
1o 3aAaHunio MpaBUTeNbLCTBA 3aLLUTUTL
MECTHbIX uTenew oT Bparos. Kakmx
BParoB, He YTOYHAETCA, HO MoApasyMe-
BaeTCA, YTO Bparu BClody M Be3fe, UX He
06A3aTeNbHO Ha3bIBaTb M0 UMEHM, MYCTb
370 ByOyT NpocTo «oHW». B nocnenHeit
TPETU KapTUHbI PUTM YBbICTPAETCA, U 3a-
BepLUAETCA CUA NacToparb CLEeHaMu Mbl-
TOK, Teppopa 1 06bABIEHNEM B CTPaHe
BOEHHOI0 MOJSIOMEHMA. 3TO MPOM3OLLIIO
B 1972 roay, n ®unmnnuHbl No cex AeHb
He OMpaBUNCh OT FOPLKOIO OMbITa.
«KonbibenbHana nevanbHoOM TakHe»
eLLe ASIMHHee — LieNblX BOCeMb YacoB.
370 pedneKcua Ha TeMy GUANNMKH-
CKOM peBonloLmmM (NMpUHABLLEN GopMy
0cB060AMTENbHOM BOWHBLI NPOTUB
MCMaHLIEB) U NOPOMHKAEHHBIX eto MUDOB.
B LeHTpe — Bonpoc o naTpuotusMe, uc-
TUHHOM U JI0XKHOM. [lpaMaTypruyecku
KapTWHa CKOHLLEHTPMPOBaHa BOKPYT
ABYX 3M130/0B, CHATLIX C MOJTHLIM
norpy-eHueM. B 0o AHOM TpU HeHLLMHBI
B AJIMHHBIX NaTbAX 60CUKOM NPoYechl-

BAlOT OMacHble AHYHITIM U 3/10BOHHble
PEKU B MOMCKaxX Tesia ybuToro Mya
0QHOW U3 HUX — NPeaBOaUTENA PEBO-
niouunm Angpeca bonndacuo. B gpyrom
Mo3T, TOMeE NPOKNaapIBan NyTb Yepes
OMYHITI, BBIHOCUT B 6e30MacHoe MecTo
MCTEeKaloLLLero KpoBbIo Apyra, copar-
HWKa AHgpeca. B ocHoBHOe gencteue
BTOPralTCA FPOTECKHbIE AeKaAEeHTCKMeE
cueHbl M MUGONTOrYecKue NepcoHarHm
(HanpwuMep, Nlogu-noLanm), repou Yn-
TaloT CTUXU 0 CBOEeW NiobUMoN CTpagaio-
el pogrHe — OuUAUMNUHAX.

Mo ¢popMe 3Ta rpaHaMO3HaA YepHO-
6enan (HO C MTI030PHEIM MepLaHueM

LBeTa) KapTWHa NpubMHKaeTca K Bo-
nnoLLeHunto MeyTbl AHapea TapKOBCKO-
ro 0 «3arnevyaTieHHOM BpeMeHW»: ero
ONNTENIbHOCTb, JIOMaloLaA yCNioBHbIe
MOHATUA O MeTParKe KMHO3penuLLa,
CTaHOBUTCA HOBbIM XyA0HECTBEHHbIM
npopbIBOM K peanbHocTu. OcyLecTButb
ero noMoraeT coBpeMeHHaA CbeMoYHasnA
TEXHUKa, KOTOPOWA He BbII0 BO BpeMeHa
TaproBcKoro. 3aTo Torga 6bi1u CUIbHBbI
W [OCTaTO4HO MHOMOYUCIIEHHbI MbICNA-
LLiKe perkuccepbl-aBTopbl, CerodHA NX
0CTanUCb eAuHULLBI — TaKKe, Kak J1aB
Owac.

AHdpel Mnaxos

pbl

MY3bIKAJIbHAA

NCTOPUA

— Ha MockoBcKoM ¢ecTuBane npefcraBneHa
Lesiad nporpaMMa Ballmx My3blKaJlbHbIX
¢dunbMoB, dpunbMoOB, rae uccnegyeTcA Mysbl-
Ka. MysbiKa - Balua nepsas no6oeb? Unuy,
MOXKeT 6bITb, BTOpan?

— HasepHoe, nepsan. MoA Mama 6bina nnaH1cT-
KOW, OHa [aBana KoHLepTbl. A BCIO MU3Hb HUBY
B OKPYEHNN My3blK. A CHAN 6orbLLEe COPOKa
bUNbMOB, 1 cumTal: BCe Mou GUNBbMbI
KanbHble, B TOM WM MHOM CMbIcre. A Moe rT1aB-
HOE OrOpYeHVIe B HM3HM — TO, 4TO Al He yMelo
WCMOMHATbL My3bIKy: A HE MMaHCT, He CKpunau.

- Korpa A cMoTpen «ApreHTUHY» — caMblit
HOBbI GpUNbM 13 NporpamMMbl, A NoAyMan:
NIOAM Ha 3KpaHe He NPoCTo MOoT UK TaH-
LlyloT, @ paccKasbiBaloT HaM UCTOPUIO CBOEN
HU3HW.

— B MoeM ¢dunbMe nokasaHa YacTb UcTopum
ApreHT1HbI. MeHA MHTepecoBano cMmeLLieHme
KyYNTYp, KOTOPOE CyLLeCTBYeT B VcnaHum, B
J1aTnHCKoM AMepuKe, M HEMHOMKO, HaBEPHO,

B Poccuu. TaM cocyLLiecTBYIOT pasHble KynbTy-

— CeBepHble U I0MHble, TPaAVLIMOHHBIE U He
O4eHb. A My3bIKa Tol 4acTu ApreHTUHbI, KoTopan
MoKa3saHa B MoeM ¢uiibMe, MpeKpacHa TeM, YTo
370 Lief1an 3HUMKIoNeanA, COlo3 PasHbIX Kyrb-

— My3bl-
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OWJTIbMBI, KOTOPbLIX 3D,ECI3 HE BbIJ10

BECKOHEYHAA M033MA (POESIA SIN FIN) /
PEXK. ANEXAHZPO XOL0OPOBCKMI

— loBopA o cBoelt KapTUHe, Bbl Ha3bl-
BaeTe ee «McKyccTBOM». Ho B punbme

UcnosibdyeTcAa apyroe CyoBO — «Mno3asna».

AnexaHdpo XodopoacKu: 10331 — 310
e[MHCTBEHHAA GOpPMa MCKYCCTBa, Ha KOTo-
pyto HeT cripoca. Ee 6ornee Bcero yBarator,
1 B TO e BpeMA CO3[aBaTb ee TpyaHee
BCEro, Beflb OHa He MHTepecyeT u3fatenen.
[py HaNW4MK KapaHaaLla 1 bymaru Ko
YrO[IHO MOMKET YePKHYTL Napy CTPOK U BO-
06pa3uTb cebA No3ToM. Ho, Kak rosopuTcA
B ¢unbMe, No33nA — 370 AeiCTBo, 06pa3
HU3HM. 3TO He paLMoHanbHbIM NpoLiece 1
[iarKe He MOLLIHOe TBOPHECKOe Meperu-
BaHwe. 310 cnocob NoBUTL HI3Hb. HTobbI

6ObITb MO3TOM, He HYHHO ncaTb. HanplAMep,

AnexaHapo B dunbMe BoOBLLE He MALLET.
- BepHo. OH co3pgaet cobbiTusA, aeit-
cTeuA. Kak MaKcuMyM, BbiAaeT napy
CTPOK 3KCNPOMTOM.

- W 310 BCe. [Mo33uA anA Hero — 310 cnocob
CaMOoBbIpareHA. Y Hero ecTb naearn, oH
He NlaguT C OTLIOM, MaTepblo, [a W BCel
CBOEW CeMbEN, 1 NMOTOMY CTPEMUTCA K
CaMOoBbIpareHUIo Mtoboli LieHol. MporKmB
JOMNTYI0 MW3Hb, MEPEMB TAMEN0e rope 1
HECKOMBKO CMepTel B CeMbe, A 3aayMarcs,
B 4EM CMBICST MCKYCCTBa: 3T0 pasBreve-
Hue, BOOBparKaeMblii MU, Kyda MOMHO
cberatb, UTobbl paccnabutsca? Het. [na
MeHA MUCKYCCTBO, KOTOpOE He MoMoraeT
MCLIENUTBCA — 3TO BOOBLLIE He UCKYCCTBO. A

Koro oHo ucLienAeT? MNperae Bcero, MeHs
camoro. Bo BTopyto o4epeb — Moto ceMbio.
V1 nvLwb B TpeTbio o4epeab — r1noTeTYe-
CKOIO 3pUTess.

- HeceT nu 310 aBTO6MOrpadmyecKoe
«ucueneHue» B cebe HeKUA pUcK?

— Korga npucTynaelwb K YeMy-To nofdo6-
HOMYy, ECTb PUCK CKaTWUTbCA B HAPLIMICCKI3M,
TO, YTO Ha3bIBaeTCA «b6aoMMK», Koraa bl
paccKasblBaellb O MOKOMHOM. F NoABNACH
B durbMe crieumansHo 4R Toro, HToob
[l0Ka3aTb, 4T ef10 BOBCE He B HapLmC-
CUYECKUX MPOABEHUAX. BbITb MO3TOMY

— 3HA4MT rOBOPUTL O Cebe C MaKCUMasTLHOM
rTybuHOM. BOT YeM 3aH1MaloTeA MoaTh.

- Bbl aKuieHTUpYeTe BaykHOe pasnuuue:
«TaHeL, peanbHOCTU» — 0 AETCTBE, U
noToMy No3TW4eH no ceoeit npupode. Ho
«BecKoHeyHanA No33uaAx» — 310 GUNIBLM 0
MOJI0Z0M My4MHE, U ero NO3TUYHOCTb —
370 BaLL Bbibop.

— Kro-To TanaHmmBo neyet xneb, ay
KOro-TO TanaHT K NOMMTUKE. Merkay MomM
LIETCTBOM U IOHOCTHIO He BbISI0 HAKAKOro
NepesioMHoro MoMeHTa. Mol TanaHT K
(aHTa3MpoBaHKIo 06HaPYHMIICA, Koraa
MHe 6bIf0 YeTbIpe. ITO MPOM30LLINIO O4eHb
€CTeCTBEHHO. HeKoTopble AeTY OLLyLLIAIoT
onpegeneHHble 3MeHeHuA. B CaHTbAro A
UM B paboyeM parioHe, OAHOM W3 CaMblX
IYCTOHACENEHHBIX, C CaMbIM BHICOKIM
YPOBHEM MpECTYNHOCTW. BbixoaA HoYbio 13

[I0Ma, A BCerga HocWi ¢ coboi ManeHsKUi
peBosbBep, B3ATHIN y oTUa. A Aepran ero
HaroToBe, UTO6b! 3ALLMTUTLCA OT JI0AEw,

HKOTOpble YCTparBasin NOTAaCOBKM C HOHaMU.

[nA MeHA ToYKa 3peHnA B 0601X drbMax
ofHa v Ta We. Korga A yexan 13 Tokonu-
bW, MHE J0NT0 6bIN0 04eHb 6omnbHO. Y
MeHsA bblna HacToALLAA Aenpeccus, NoKa A
He OTKPbIN 4715 cebA N033MI0 M NPOTECT.

- Kak BaM yganocb Boccosgatb nepuof,
Benukou denpeccun?

— A poannca B 1929 roay, B cambiii pa3rap
Benukoit [Jenpeccum, Bo BpemA YepHo-

ro YeTBepra 1 brprKeBoro Kpaxa. 70%
YWNMIALIEB UM B HULLIETE. Ha BUTpUHaX
MarasvHoB B TOKOMWIIbe BICENN 3HaKu:
«3aKpbITO B CBA3M C HAHKPOTCTBOM».

BoT TaK npuBeTCTBOBAN MeHA Mup. Mou
POLMTENM MbITANMCh KOE-KaK CBECTU
KOHL{bI C KOHLLaMK, paboTan B cOBCTBEHHOM
MarasuHuYVIKe.

Typ. MNperae Bcero aTo KynbTypbl MHAENLIEB U
MCMaHLEB, HO TaKMKe EBPEVCKAA, UTANBAHCKAA...
BoT 4TO MHTEPECHO: 13 CMeLLIEHWA KyNbTyp
pOMAAETCA YTO-TO HoBOE. OHO MOCTENeHHO Bbi-
3peBaeT. BoT 4eM npekpacHa ApreHTiHa — Tam u
CerofiHA PO AAETCA HEYTO HOBOE.

- Kak BaM yaaeTcA cHUMaThb TaHel, B BaLlew
MaHepe - B 4YeM Ball ceKkpeT? Bbl e He
Mo}KeTe MpuKasaTb onepaTopy ynaBnavMBaTbh
MMEHHO TO, YTO Bbl XOTUTE B KaXKAyl0 MUHYTY.
Takoe oLyyLeHMe, YTo B BaLmx punbMax
perKuccep 1 onepaTop cpacTaloTcs, cocyLe-
CTBYIOT B OGHOM Tere.

— C caMoro Ha4ana, KaK TonbKo A Hayarn
CHWMaTb, A NPULLIEN K YETKOMY BbIBOAY, YTO
KMHOKaMepa [OHHa ObiTb YacTbio Xopeorpa-
dun. 1 rmaBHoe — 3acHATL MOMEHTbI, 6n1arofaps
KOTOPbIM TaHeL|, KaHeTCA KaKUM-TO HEMbIC-
NMBIM YyaoM. BaanmopeiicTare My3biki 1
YeNIOBEYECKOr0 Tefa — 3To Bceraa BonLLe6CTBo.
Mol MeTog, HaBepHOE, 04eHb-04eHb HIN30K K
MMMPOBU3aLMK. F UMMPOBU3UPYIO JOBOSIEHO
MHoro. [lare ecniv B NpUHLMNE 3HaelLb, Kakune
TaHLEeBasbHble HoMepa by ayT UCMOoNHEHbI,
Herb3A NMPUHATL PeLLeHMe, NOKa He YBUAMLLIb
3TOT TaHeL, CBOMMM r71a3aMu. Mbl HEMHOMKKO

— A cumralo, 4TO €CTb ABa TPAANLIMOHHBIX MeToAa
CHUMaTb My3blKarbHble GubMbl. [epBbIi — Koraa
B dunbMe ecTb KaKanA-To nctopuA. Cpeam Momx
d1nbMoB 370 «TaHro», «KapMeHs... BTopoit MeTon
- Korzia B ¢uiibMe BOOBLLIE HAYETO HET, KpOMe
My3bIKkK. A cumTalo, 4To «CoHAa» OTHOCUTCA K TeM
G1nbMaM, KOTOpbIM CBOMCTBEHHbI NIerkan npu-
Mecb BonLLIebCTBa M abCoMoTHaA YMCTOTa HaHpa.
B HeM HeT HrKaKol uctopun. TouHee, eCTb UCTO-
PUA B CMbICS1E UCTOPUM CTPaHbI, HO HET KaKOM-TO
KOHKPETHOWM UCTOPUM — HET CIOMKETa.

— WUHTepecHo, uTo B BaweM ¢punbMe HeT HU
MonoAbIX, HU cTapuKoB. BospacTHble pas-
nuuusA ctupaiotca. Bece BegyT cebs, Kak gety,
a getu... Kak Bbl aToro gobunucs?

- [a, v 0bpaTuTe BHMMaHWe, 4To B GUnbMe HET
Ype3MepHO KPacKBbIX HeHLLWH. HeT XoneHbIx
YKEHLLUWH. Hy-y, A Hag 3TiM paboTan BMecTe co
CBOEM KOMaHOoM, A XOTes1 NOKa3aTb apreHTUH-
CKMI Hapo[, KaK OH ecTb, @ He BblAeprmBatbL
TO/bKO CaMoe NyuLLiee 1 camMoe Kpacmeoe. A xo-
Ten NoKasatb HapoL4 peannCTYHo. [o-Moemy,
[arke OrbITHble apTUCTBI Y MeHA BCe-TaKu
3abbIBany o Kamepe, Korga BXoAWM B par. B
3TOM MfIaHe y MeHs He 6bI10 0cobbIX MPoBIEM.
[la, HeKkoTOpble apTUCTLI BOPY PELLIAIOT, UTO

MIFF dHLILY maner B «okTABpe»

A He Mor No3BonKTL cebe oLMGKY. ECTb
CTapUK — Al — KOTOPbI HMBET B COBPE-
MeHHOM Mupe. A ecTb loHbIN AnexaHapo,
KoTopbli nepexoaut 13 1930-x B 1950-e.
YT06bI NO3BONWTL 3TVM [BOVM COCY-
LL|eCTBOBATL B 8AMHOM MPOCTPaHCTBE, A
BEPHY/ICA Ha ynuLly, rae Bce Npoucxoauno,
1 TIOKPbIN €€ OMPOMHBIMM pacrieyaTkamm
ncropmyeckmx dotorpadmit, 6onbLLMMM
YepHo-6enbIM1 NaHeNAMK, NoKa3sbIBalo-
LLIMMM, KaK 3TO BCE BHIMMALENO0 B TO BpeM.
Bpems 0T BpeMeHu Mo yruLe NpoesaeT
COBpPEMeHHaA MaLLMHa, HO OHa MOMKET
YCKOMb3HYTb OT BaLLIEro BHUMaHWA. 3T0
O4eHb TOHKaA paboTa. Kak TonbKo Oybrb
b1 CHAT, A ybpan doTo. A He cTpemsTioch
3ar1nHOTU3MPOBaTL Bac, YTobbI Bbl MoBe-
PWIK, YTO 3TO pearbHOCTb. A MoKasbiBaio
BaM QWM U MbITaloCh MOCTOAHHO Harmo-
MUHaTb 06 3TOM.

Unmepaoio sen @ununn Pylie
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pupoaHan Bogda «HemuyuHa Baiikana» (BAIKAL PEARL) — aTo

apTe3naHcKan Bofa M3 NMof3eMHOMo UCTOYHMKA rybuHoi 6onee
60 meTpoB Heganeko ot baikana. Bofa 13 MecToporkaeHus BniagaeT
B Balikan 1 npaKkTM4ecKy MoeHTUYHa No CBoeMy COCTaBy rTy6UHHOI
BOAE, HO NP 3TOM MMEET BaXKHOE 0TIINYME — OHA COAEPHKMT MoJie3HbIe
MUHeparnbl. BospacT Boabl 0Koso 20 MUSIIMOHOB JIET — 3TO BO3pacT
camoro Baiikana. MpvpoaHan Boga «HemMuyrmHa Barkana» (BAIKAL
PEARL) HafieXkHO COKpbITa B TOJILLLE 3eM/IU U He MoLBEepKeHa BHELLIHe-
My BIIMAHUIO, YTO ABMIAETCA rapaHTUel ee BbICOYaMLLEro Ka4ecTBa.

peneTvpyem, a NoToM A NpUHUMaIo peLlieHie. A
peLLalo MOMeHTabHO — e [OMHHa HaX0aUTb-
cA Kamepa. 1A MeHA 3To 0CHOBOMOMaraioLLiee
— MOe BuAeHVe, MO NIMYHBIN B3rMAd. BoT Tak A
MOry BOOBP@3UTh U CHATb TO, YTO MHE CaMoMy
HpPaBUTCA.

- 3T0 JeNCTBUTENBHO UMNPOBU3ALMA: BaLLU
NepcoHau 3arnuHaloTcA, KYpAT, MPUCaKu-
BaloOTCA...

[OMHHbI BbIKNAObIBaTLCA Nepes Kamepor no
MosHOM, NPeB30TK caMu CebA. A A MbITaloChb X
yCMOoKoWTb. [1NA 3TOr0 HYYKHO HanaamTb XOpo-
LLIME OTHOLLIEHWNA C TeMU, C KeM Tbl paboTaelLlb.
W 0bbI4HO MHe 3T0 yaaeTcA. PaboTats ¢ HUMK
— ONA MeHA 601bLLIoe YA0BONLCTBUE. APTUCTHI —
yyfecHble noau.

Humepaoio senu Aca KonoduxcHep

u Memp LLlenomuHHUK



11 MINUTES

8 1/2 FILMS
DIR. JERZY SKOLIMOWSKI

- Why did you choose this particular concept of time for
your film?
Jerzy Skolimowski. The traditional, linear narrative bores
me - you know, all those traditions of telling the story from A
to Z, detailed character development and elaborate plot twists.
I've already done this so many times. So | just wanted to try
something new. That's why | decided on that time limitation.
| thought that if | try to tell this story with such strict time
limitations, then | can avoid following the formalities of the
classic narrative rules. It all started when | came up with the idea
for the ending. | had an almost shot-by-shot image in my head.
Script development turned out to be the most complicated thing;
I had to move backwards, had to find my characters. | didn't
even know how many of them there'd be - 8, 10, 12, 15. | had
to find a way to make them gather all together at once. It was a
challenging process. | had to find something important in them
within those 11 minutes, so that we could learn more about
them, and maybe start sympathising with them. Then | came
to thinking — just how many characters | would be able to come
up with. Five would be too few, while fifteen would probably be
too many. Eight or ten people sounded possible. So | started
creating them. And that's what the script writing process was
like in this case.
- Were you literally calculating all this?
— There are 65 characters with dialogue in the film, but only 12
of them are the main ones. These 12 characters are divided
between 8 different storylines. That's how | would put it. The
director, and husband and wife - that's one storyline, with three
protagonists. The hot-dog vendor has a separate story, but it's
connected to the story of his son, a drug courier. And so on,
and so forth. The doctor, the artist, the boy, the girl with a dog, a
couple of climbers. But by the time X they all appear in the right
place, where | needed them.
- So what's the connection between them?
-l actually hope that they are all very different, and they
represent different social classes - from wealthy intellectuals
to a hot-dog vendor, who was once a teacher but ended up
committing a crime — he has hurt a girl, who later also appears
to spitin his face. But all these things are no more than tell-tales,
because we need to reconstruct mentally the events of the past
ourselves.
— Where do you see the line between reality and virtual
world?
— Reality is real, all the rest is symbols and metaphors. | see this
film as a sort of a poem. And | fail to find words to explain every
single element. It's just like with poems — you use a metaphor,
and you expect the audience to try and take it in their own way.
- Do you think it would have been possible for you to make
such a film ten years ago?
-l don't really know, back in the day this idea hadn't occurred
to me. I'm doing my best to make films that would be really
different. I'm trying not to repeat myself. And this particular idea
only occurred to me now. | think this movie contains a metaphor
which describes the general situation we live in, our whole world
that is moving rapidly towards an ultimate disaster. I'm very
pessimistic about our prospects. This concerns politics too. It's a
very dangerous time we live in.
- What about new technologies? Do they help you in your
directorial work?
- don't see a big difference. It's just made some things a bit
easier. For example, you don't need that much natural light, and
you can watch the footage immediately. I'm glad technology
hasn't affected creative processes largely. What's more
important to me is what | do on set and how | work with actors.
And what is being used for actual filming, doesn’t make that
much difference. My latest movie was made with the 35 mm
film, and it looks exactly the same as if it were digital. It really
doesn't make that much of a difference.
- Your mentioned “different social classes” before. But it
seems it’s not easy to get to recognize all this fully in such a
short time...
— Well, they all have different professions, and the distinction is
emphasized by the different ways they speak. | literally cherish
their dialogues. All these nuances might seem insignificant, but
really it is them that is making these characters. We barely know
anything about them — so every single gesture matters here.
Interview by Asya Kolodizhner and Peter Shepotinnik

TONI ERDMANN

81/2 FILM
DIR. MAREN ADE

“Toni Erdman” is a discovery of the latest Cannes Festival which
the jury largely ignored. This is the third film by Maren Ade,
who formally belongs to the Berlin school. But although “Toni
Erdman” follows some traditions of this school, it offers a wider
and much more complicated approach to modern society with
its multiple roles and masks that can easily confuse us and
lead us astray.

Ines works as a business manager, and her career has
gradually replaces all the other spheres of her life. She
travels around the world, consulting other tough agents of
the global market on the subject of mergers, acquisitions,
outsourcing, and other details of neoliberal economics. She
seems to live everywhere — and nowhere at the same time;
she travels from Europe to Singapore and doesn't really
need a house or a family to come back to; her private life is
limited by the body’s basic needs.

Her father Winfred used to be a teacher; now he’s retired and
seems to be lagging much more than one generation behind
his daughter. He's big and clumsy and has quite a unique sense
of humour. His harmless jokes always seem out of place: they
seem as inappropriate as his old age, undisguised loneliness or
fatal falling out of time. Out of corporate etiquette, his daughter
talks to him, when Winfred quietly mentions he's hired some-
one to play her.

After his dog dies, he imposes himself on her in Bucharest.
According to him, he'll just enjoy the city for a couple days and
leave, but then he secretly stays, calls himself Toni Erdmann,
puts on a clown’s wig and stupid glasses, sticks out his false
teeth and starts following her everywhere. Out of the blue, he
comes to her business meetings, dinners and parties, para-
lyzes everyone by his stunts, embarrasses and provokes his
daughter - a buttoned-up official - for a return match, a glitch
or acrisis that'll make Ines leave her sterile comfort zone — or
the exclusion zone, which she’s long since failed to recognize
as such.
Contrary to the formal plot description, “Toni Erdmann” is
not really about the classic “fathers and sons” conflict, which
seems to be irrelevant and outdated in our time of total
decay of interpersonal and generational bonds. Neither is
does this film depict the processes of globalism destroying
families and the remains of traditionally-oriented socie-
ties (it's telling that the action takes place in Romania),
breaking up everyone. All of those things matter here, but
first and foremost, it is a story about love and the explora-
tion of human language in a post-postmodern world after
Umberto Eco’s famous quote claiming that the phrase “| love
you madly” doesn’t mean anything anymore if said blankly.
Maren Ade goes ever further and discovers something
new: these days to express love it's not enough to put that
expression in ironic quotation marks, as the ltalian classic
suggested to. More is required: complete and absolute fall-
ing out of the outdated roles of “father” and “daughter” (or
“husband” and “wife”, like in Ade’s previous film, “Everyone
Else”). Falling out that is made possible by taking up some
other roles instead - by pretending and wearing masks.
Ines and Winfried's conflict can only be resolved when they
dtop the classic father and daughter relationship routine, and
become “partners in crime” in the grand game of breaking the
rules of a “traditional society”, forced on them by the history
of humanity, institution of marriage and corporate ethics. And
they finally are able to come to the “terms of endearment”
when one of them drops his personality and comes to the other
wearing the mask of a stranger.
“Toni Erdmann” is also curious in the way how it turns its
conceptual storyline into the magic of absolute cinema, which
doesn't have to be sentimental or manipulative to get the audi-
ence laugh or cry.
Seemingly working in the field of modern social realism (and
Bucharest is once again, very telling here), Ade is corrupting
it from inside, delicately incorporating hyper-conventionalism
and theatrics into this tradition. By combining minimalism and
burlesque, docu-realism and carnival, romanticism and disil-
lusion, discovering that there is always one in the other, she
also discovers the new reality. Which turns this film into a real
(and German too!) Revival underneath a simple mask of a witty
comedy drama.

Evgeny Gusyatinski

THE SOUND OF THINGS /
EL SONIDO DE LAS

COSAS

COMPETITION
DIR. ARIEL ESCALANTE

According to a legend about Robert Bresson, a true film-
maker’s eye is able to see the difference between a man
who's not wearing a hat and a man who's not wearing
a cap. In his debut movie Costa Rican Ariel Escalante is
trying to capture the same barely perceptible difference by
ear: does the sound of a pan falling on the floor depend on
the listener’s personal experience?
Two months ago Claudia lost her terminally ill cousin who
committed suicide. Claudia hides her pain from the people
around her, as well as herself, and leads a life which might
lack excitement but is more or less ordinary: she goes to
work, exchanges jokes with her colleagues, and sees her
fam-ily. But this fagade has nothing in common with her
real life, where no strangers are admitted.
Ariel Escalante is brilliant at constructing space. The world
where Claudia lives seems both real and not. This is a thin
space without any characteristic properties or features.
For example, the hospital where Liliana Biamonte's
character works as a nurse is both an ordinary hospital
and the image of the world between life and death where
Claudia is lost. The exposed frame shows her lying on the
bed with her eyes closed - did she die? Or just lay down to
rest during a night shift?
The guides to this secret world are simple objects: the
cousin’s oil brushes that Claudia moves from one box to
another to maintain the illusion of their existence. Silvia's
dress that Claudia tries on, for a fraction of a second
turning her into her cousin. Rattling metal vessels that for
a moment bring Claudia back to reality. The camera reg-
isters monotonously the mechanics of everyday routine
until something transcendental starts glimmering through
it. This is how the Kuleshov effect and a leg-end about
Bresson create cinematic magic.
The only thing this really stylish, subtle film with exquisite
acting lacks is the experience of its di-rector. When
Escalante quotes Kieslowski's “Three Colors: Blue” in
the pool scenes, he bows to the maestro and winks at
the cinephiles among the audience - yet by doing so, he
highlights the fact his work is secondary.

Andrey Shchigolev

MRS. B. A NORTH
KOREAN WOMAN /
MADAME B.,
HISTOIRE D'UNE
NORD-COREENNE

DOCUMENTARY COMPETITION
DIR. JERO YUN

The camera offers a bird-eye view of the city where a voice
inundates the city from speakers, instructing the dwellers
to keep vigilant: the enemy is awake, and the spies are
everywhere. Slogans in metro strike a similar chord. It's
hard to shock someone with a plot like this today. We're
all too used to reading something along these lines about
North Korea. What's surprising, however, is that it's not
happening in Pyongyang. This is the very center of Seoul,
the capital of one of the most rapidly developing Asian
countries.

Mrs. B. from the film'’s title is a real woman with a
complicated story. Born in North Korea, she met her first
husband there and gave birth to two sons. After that she
was sold as a slave to China, where she entered a sham
marriage and dabbed her hand at many legal and illegal
things — all to earn enough money to smuggle her family to
South Korea to finally reunite with them.

At the same time Mrs. B. is a collective portrait, a



generalized image that could be any of us. Although the
director was born in South Korea, he studied filmmaking
in France, and in his opinion both Koreas, on both sides of
the fence, share the same shortcoming. They are equally
spiteful towards each other and both fight with the visible
as well as invisible enemies. Witch-hunt is thriving.

When it comes to propaganda, the difference between
capitalism and socialism disappears. The helpless
character faces the grim circumstances, left to his own
devices. Effectively, fleeing from special services of one
country, you'll be interrogated by the agents of another.
Their faces look very much alike, but it's the atmosphere of
the interrogation that makes a difference.

“I hated the North Korean police”, the protagonist's son
says, and adds, without making a pause: “Just like | hate
the police in South Korea”. And while men pine over two
Koreas and their political agenda, Mrs. B. suddenly feels
nostalgic for China. The regime has nothing to do with it. It
just so happened that in the chaos of crossing the borders
and moving countries this was the place where she found
the person who is able to understand her.

A LULLABY

TO THE SORROWFUL
MYSTERY /

HELE SA HIWAGANG
HAPIS

0D, CULTURE, DEATH
DIR. LAV DIAZ

Nikita Kartsev

Lav Diaz's name is well-known to cinephiles and festival's
regular audiences all over the world. However, the fact
“Lav"is short for “Lavrente” is far less reknowned. His
father, a dedicated communist, called his son after
Lavrentiy Beria — but Lav Diaz did credit to the once
discredited name by shooting several brilliant anti-
totalitarian films, each of which is several hours long.

The story of his six-hour feature “From What is Before”
unfolds in an island village that doesn't even have
electricity. The villagers lead a hard yet dignified life: fight
against malaria and other diseases, do their everyday
chores, bring up and teach their children. Christian
traditions in their life co-exist with the shadows from

the past long gone: this semi-documentary film features
shamans, spirits and legends. Time is slow, and after three
hours this slow flow of time seems to epitomize eternity
itself. The film's rhythm engages the audience in a detailed
ethnographic study, which serves as a background to
several private tragedies. Suddenly people with machetes
turn up from the jungle and settle in a camp near the
school. They promise to introduce cleanliness, fix the
disrupted bridge and - following the government'’s orders
— protect the local residents from enemies. Who these
enemies are, is not specified, but apparently they are
omnipresent and it's not really necessary to know their
name. In the last third of the film the rhythm gets faster,
and the pastoral gives way to tortures, terror and martial
law. These are the events of 1972, and the Philippines still
haven't fully recovered from the tragic experience.

“A Lullaby to the Sorrowful Mystery” is even longer, a full
8 hours. It is a reflection upon the Philippine revolution
(which turned into liberation from the Spanish rule) and
legends connected to it. Central to it is the subject of true
and false patriotism.

Two episodes are key in the film's composition. In the

first one, three barefooted women in long dresses search
high and low through the dangerous jungle and stinking
rivers to find the body of Andrés Bonifacio, the leader of
the revolution and the husband of one of them. In the other
one, a poet takes his bleeding friend, Bonifacio's supporter,
through the jungle to a safe place. The main plot lines are
overlapped by grotesque decadent scenes and legendary
creatures (for example, centaurs), and characters recite
poems about their beloved ailing homeland.

This grand black-and-white (with occasional phantom
glints of colour) movie is very close to fulfilling Andrey
Tarkovsky's dream of “Sculpting in Time”. Its length,

which conflicts conventional approach to a film's running
time, helps art to make a new breakthrough to reality. It's
become possible thanks to modern film equipment that
didn't exist in Tarkovsky's time. However, what did exist in
that time was strong and thoughtful filmmakers. But in our
time, Lav Diaz is one of the very few.

Andrey Plakhov

CARLOS SAURA
IN MUSIC

- The Moscow Film Festival features a whole program of
your films which examine music. Is music your first love?
Or possibly your second one?

Carlos Saura: My first big love is music, definitely music.

My mother was a concert pianist. I've lived my whole life
being surrounded by music. | directed more than 40 films
and | think all of them are music films to a greater or lesser
extent. My greatest disappointment in life is that | cannot
perform music myself — | am neither a pianist, nor a violinist.
- When | was watching “Argentina”, the most recent film
in the program, | caught myself thinking: people don’t
simply sing and dance on the screen - they tell us their
life stories.

— My film shows part of the history of Argentina. | was

also intrigued by the cultural mixture that exists in Spain,

in Latin America and a bit in Russia, probably. There are
different cultures — Northern and Southern, traditional and
more modern. The music of that specific part of Argentina
shown in my film is remarkable because it is a sort of an
encyclopedia, a blend of different cultures. First of all those
are the cultures of Indians and Spaniards, but there is also
the Jewish culture, the Italian culture... What is interesting is
that this mixture of cultures gives rise to something new. It
comes to fruition gradually. That's what makes Argentina so
interesting — even nowadays something new is born there.

- How do you manage to film dance your own way?
What is your secret? You can’t direct your cameraman

to record exactly what you want every single minute.
Your films give an impression that the director and the
cameraman blend into a single being.

- Since the very beginning, when | was just starting as a
director, | clearly realized that the camera must be part of
the choreography. The most important thing is to record
those moments that make the dance look like an impossible
miracle. The interaction of music with human body is always
amiracle. My method is probably very close to improvisation.
| do improvise a lot. Even when you know which dance will
be performed, you can't make the decision before you see it
with your own eyes. We rehearse a bit and then | make the
decision. | do it in a wink, | just determine where the camera
should be placed. It is essential for me, it's my vision, my
personal point of view. That is how | can imagine and film
what |, myself, like.

- It really is an improvisation. Your characters stumble,
smoke, sit down...

— | think there are two ways to make music films, two
traditional ways. The first one is used when there is

some sort of a story. Among my films I'd name “Tango”

and “Carmen’”... The second way is preferred when there

is nothing but music. | think “Sonda” is an example of a

film which is tinged with magic and where the genre is
crystalized. There is no story. Or, to be more exact, there is
the history of the country, but no specific story, no plot.

- Curiously, there are no young and no old people in your
film. Age differences are blurred. Everybody behaves like
children, and children... How did you achieve it?

- Oh yes, and also note that there are no beauties in the
canonic sense in this film. No sleek women. Well, that's
what my team and | tried to achieve, we wanted to show
Argentinian people as they are instead of picking out the
best and the most beautiful. | wanted to show people
realistically. | believe in case of my films, even professional
actors started forgetting about the camera when they got
carried away. | didn't have a problem with that. Yes, there
are actors who feel as if they must do their very best in
front of the camera, must basically outshine themselves.

In cases like this | try to cool them down. The way to do it

is to establish friendly relations with people you work with.

MIFF JdHILY manege in «octyabrs

Usually | succeed. For me it is a pleasure working with
them. Actors are wonderful people.
Interview by Asya Kolodizhner and Peter Shepotinnik

ENDLESS POETRY /

POESIA SIN FIN

NG PICTURES
DIR. ALEJANDRO JODOROWSKY

- When you talk about your work, you say you're
creating “Art.” But in the film, the term used is
“poetry.”
Alejandro Jodorowsky: Poetry is the sole art that doesn't
sell. The most respected of all, and the most difficult,
because no publisher wants to publish it. With pencil and
paper, anyone can write a few lines and imagine he's a
poet. But as it says in the film, poetry is
an act. A way of life. It's not something rational, or even a
very powerful creative experience. It's a way of loving life.
You don't have to write to be a poet. And in fact, in the film,
Alejandro never writes.
- That's true. He creates happenings, or acts. At most,
he improvises a few lines orally.
- That's it. Poetry for him is the symbol of self-realization.
He has an ideal, he is in conflict with his father, his mother,
his whole family and he realizes himself at all costs. At the
end of a long life, after having experienced deaths in my
family and terrible grief, | asked myself what the point of
Art was: is it simply entertainment, an imaginary world to
which you can escape for a while and relax? No. To me, an
art that does not serve a healing purpose is not art. Who is
it out to heal? Mainly myself. Secondly, my family. And only
in third place, a hypothetical audience.
- Does this autobiographical “healing” process carry an
element of risk?
- The risk, when you embark on something like this, is
narcissism, what's usually called a “biopic,” when you talk
about someone who's dead. My appearances in the film
are designed specifically to prove that it is never a question
of narcissistic exhibition. Poetry means talking about
oneself as profoundly as possible. That's what all poets do.
- You make an important distinction: “La Danza” is a film
about childhood; it's poetic by nature. “Endless Poetry” is
a film about a young man; it's poetic by choice.
- Some people have a talent for making bread, other have
a talent for politics. There was no turning point between
my childhood state and my adolescent state. Since the age
of four, I've had this talent for imaginative fantasy, for me it
was natural. Some children perceive certain
transformations. In Santiago, | was in a working class
neighborhood, in one of the densest and most violent
areas of the city. When | went out at night, | had a small
revolver on me that I'd taken from my father. | kept it ready
in hand to protect myself from people who were fighting
with knives. To me, the viewpoint is the same in the two
films. There was a long moment of suffering when | left
Tocopilla, | went through a real depression. Until the day |
found poetry and rebellion.
- How did you recreate the period of the Great
Depression?
-l was born in 1929, in the middle of the Great Depression,
at the time of Black Thursday and the great Stock Market
Crash. 70% of Chileans were living in poverty. In the streets
of Tocopilla, signs hung on storefronts that read “Closed
due to bankruptcy.” That was the situation that greeted me
when | came into the world. My parents tried to survive
with their little store. | couldn't afford to get that wrong.
There's an old man, me, who lives in today's reality. And
the young Alejandro who moves through the 1930s to
50s. To make the two coexist, | went back to the street
where things took place and covered it with huge period
photographs. Big black and white panels that show how
things were. Sometimes a modern car goes down the
street in the foreground, but you don't necessarily notice
it; it's done very subtly. And once the take was done, |
removed the photos. I'm not hypnotizing you to make you
believe you're facing reality. I'm showing you a film, and |
try constantly to remind you of the fact.

Interview by Philippe Rouyer
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25 UIOHA / JUNE, 25 1230 MRAHHA [VNEMAH, HABEPEMSHAR KOMMEPLIV 23, BPIOCCEST 1080 / OKTABPb, 11
y : JEANNE DIELMAN, 23, QUAI DU COMMERCE, 1080 BRUXELLES
13.00 MAPK/LE PARC OKTABP, 1 12:30 LIEHTP MOET0 MU PA / DIE MITTE DER WELT OKTABPb, 1
13:00 BPATbA / BRODRE OKTABPb, 2 12:45 LENALOVE / LENALOVE OKTABPb, 5
13:30 LUAHXAVICKAA HEBECTA / UNA NOVIA DE SHANGHAI OKTABPb, 5 1300 [IYCTOE MECTO / PUSTOE MESTO p_
13:45 B OMHOYECTBE / ASSOLO OKTABP, 4 13:00 CUACTBE / SCHASTE e
14:00 KOMbIBE/TbHASA MEYAMBHOV TAVHE / HELE SA HIWAGANG HAPIS OKTABPb, 6 13:00 CUBHPCHUE 3APYCOBKM | SKETCHES OF SIBERIA LK 1
1400 ATAKA/ L ATTENTAT OKTABPb, 10 13:30 HAPOLIHBIE MECHOMEHMA / LANG ZAI DUI MEN CHANG SHAN GE OKTABP, 4
14:00 K CEBEPY YEPE3 CEBEPO-BOCTOK / DONG BEI PIAN BEI OKTABPb, 8 13:30 KAMUTAH GAHTACTU / CAPTAIN FANTASTIC OKTABPb, 1
14:30 BT HOBOE MOKOJIEHVE MEPOEB / BILAL: A NEW BREED OF HERO OKTABPb, 7 14:00 SEMJI OBETOBAHHAR / ZIEMIA OBIECANA OKTAEPb, 10
14:30 BAM M HE CHIMOCb... / VAM | NE SNILOS... OKTABPb, 9 1500 FONOC BELLIEN / EL SONIDO DE LAS COSAS UK 1
15:00 BAM 11 HE CHUJIOCh... / VAM | NE SNILOS... T 15:00 TPOH /SADO OKTABPb, 6
15:00 HOH HHY: MOPTPET MO3TA / DONGJU LAk, 1 15:00 OXOTHVKM 3A MIPUBUOEHWAMM 2 / GHOSTBUSTERS Il OKTABPb, 5
15:30 OXOTHUKM 3A NIPYBUOEHUAMM / GHOST BUSTERS OKTABPb, 5 15:15 TIPOKTATLE KPACOTBI/ ZKAZA KRASOU OKTAEPb, 2
! TOCTIOMA B. UCTOPUA HEHLLIMHI 13 CEBEPHO KOPEM / OKTABPb, 2 ]
15:45 el A e 15:30 KO3HM / LA MACCHINAZIONE OKTABPb, 1
15:30 MIAHETA BYPb / PLANETA BUR T
16:00 KUHO-TTIA3 1924 / KINO-GLAZ 1924 ™1
16:30 MIIAHETA BYPb / PLANETA BUR T 1
16:00 YETIOBEK C KMHOAMTIAPATOM / CHELOVEK S KINOAPPARATOM ™1
16:00 BENAA [IEBYLLIKA / WHITE GIRL OKTABPb, 7
16:00 21-A KVAHO-TIPABJIA. JIEHUHCKAR / KINOPRAVDA Ne21 ™1 A !
16:00 ®OMA FOPLEEB / FOMA GORDEEV OKTABPb, 9
16:00 KOPOJIEBA / THE QUEEN OKTABP, 4
] 16:15 CEKPETbI CEKCA U JTIOBBM / KIKI EL AMOR SE HACE OKTABPb, 4
16:15 MAPV U HEYIAYHWKM / MARIE ET LES NAUFRAGES OKTABP, 10
v 16:30 OPAHLIY3CKW KAHKAH / FRENCH CANCAN OKTABPb, 8
16:30 BLICOKMIA BJIOHAMH B YEPHOM BOTUHKE / LE GRAND BLOND AVEC UNE CHAUSSURE NOIRE OKTABPb, 8 W !
. 16:45 MIMO3bI / MIMOSAS OKTABPb, 11
16:45 BYOVLLEE UCTOPUM / HISTORY'S FUTURE OKTABPb, 11
" 17:00 HA TIEPENYTBE: MAPVHA ABPAMOBIAY U BPA3VTIUA / ESPACO ALEM — MARINA ABRAMOVIC E O BRASIL LK, 1
17:00 EXUK B TYMAHE / YOZHIK V TUMANE OKTABPb, 9
18:00 TEHb LAMMCCO / CHAMISSOS SCHATTEN OKTABPb, 6
17:00 TIACA VI 3AALL/ LISA | ZAYATS OKTABPb, 9 !
18:00 BE/KME CBEPLUEHMA / GREATER THINGS OKTABPb, 5
17:00 CKA3KA CKA3OK / SKAZKA SKAZOK OKTABPb, 9
y TIATOH U CTOPOMK / PITON | STOROZH KTABPb,
17:00 LIATIIA M HKYPABST / TSAPLYA | ZHURAVL OKTABPb, 9 1800 OH M CTOPOK/ 0 5
18:15 BALLATb [IBE / TWENTY TWO OKTABPb, 2
17:30 XYIILLARA 13 SEHLLMH / CHOE-AG-UI YEO-JA OKTABPb, 9 RBARUATL ZIBE /
18:15 OTEMb «TPOBMEMCKY» / PROBLEMSKI HOTEL OKTABPb, 7
17:30 MIIEKOMMTAIOLLIEE / MAMMAL OKTABPb, 7
: BALbBA / QORTSILI KTABPb, 9
18:15 11 MUHYT/ 11 MINUTES OKTABPb, 5 18:30 CBATISBA/ 0
1830 P — OKTAEP, 2 18:30 MY3bIKAHTbI / MUSIKOSEBI OKTABPb, 9
18:30 MNEKOMMTAIOLLIEE / MAMMAL OKTABPb, 10
19:00 TYNUK / PAKUGHI OKTABPb, 11
: b / DOKHTAR KTABP, 1
19:00 TPA® B AMENIECIHAX / GRAF V APELSINAKH OKTABPb, 8 18:30 Rots/ 0
18:30 30HTUK / QOLGA OKTABPb, 9
19:15 MOPHO M CBOBO/A / PORN E LIBERTA LK, 1 !
18:45 TPA® B AMETECHHAX / GRAF V APELSINAKH OKTABPb, 11
19:15 3AMOPOLLEHHBIE MEMIOM / PELNU SANATORIJA OKTABP, 10
19:00 COBPEMEHHAIi! MPOEKT / DET MODERNA PROJEKTET OKTABPb, 8
19:30 TAHIO/ TANGO OKTABPb, 9
19:00 3BA HE CMUT / EVA NO DUERME OKTABPb, 4
19:30 MOJTYAHME MOPA / LE SILENCE DE LA MER MOCKBA, 9 !
- 19:00 DALIOLIKW-TAHMCTEPbI / LES TONTONS FLINGUEURS MOCKBA, 9
20:00 BECKOHEYHAA 10338 / POESIA SIN FIN OKTABPb, 7
- 19:00 TAH M3TTW / MAGGI'S PLAN LK, 1
20:30 TONI0C BELLIEW / EL SONIDO DE LAS COSAS OKTABP, 1
| KRY( !
21:00 KOHKYPC KOPOTKOMETPAMHbIX OUNbMOB / SHORT FILM COMPETITION OKTABPb, 5 2100 HPHO/KRYO OKTABPL, 5
21:00 TMAHAMA / PANAMA LK, 1
21:00 BCTPEYHOE TEYEHVE / CHANG JIANG TU LK, 1
21:00 KOHKYPC KOPOTKOMETPAM{HBIX ®U/TBMOB / SHORT FILM COMPETITION OKTABPb, 5
21:30 BPATBA / BRACIA OKTABPb, 2
21:00 OPVAH [PEVI B 3EPKANE YENTOV MPECCHI / DORIAN GRAY IM SPIEGEL DER BOULEVARDPRESSE ~ OKTAIEPb, 10
21:30 KOHELL / THE END MOCKBA, 9 A !
21:00 ONAMEHKO, ONTAMEHKO / FLAMENCO, FLAMENCO OKTABPb, 9
21:45 OPVIK OPIAHO / FREAK ORLANDO OKTABPb, 10
21115 YESIOBEK-LLIBEVILIAPCKII HOM / SWISS ARMY MAN OKTABPb, 4
22:00 37/37 OKTABPb, 11
21:30 TINM U TONN / TELI I TOLI OKTABPb, 1
2215 TII0B0Bb U [IPYMKBA / LOVE & FRIENDSHIP OKTABPb, 4 !
21:30 CYIN MIACO AANA XAHBI / HANACHAN NO MISOSHIRU MOCKBA, 9
22:30 MAHAMA / PANAMA OKTABPb, 8
21:30 MEPWKIE YEPHBIN / PERICLE IL NERO OKTABPb, 7
2300 TOHY 3POMAHH / TONI ERDMANN OKTABPb, 1
: 1/ EXODUS TO SHANGHAI \
o MAMO351/ MIMOSAS JSy—— 21:45 JCXO/1 B LLAHXAM / EXODUS TO SHANG OKTABPb, 8
21:45 VIEPOHM BOCX: BLIOXHOBMEHHbIV IABOSIOM / JHERONIMUS BOSCH, GERAAKT DOOR DEDUIVEL ~ OKTABPb, 11
2315 BEAA [AEBYLLKA / WHITE GIRL OKTABPb, 2
21:45 COHMTA / SONITA OKTABPb, 2
2359 SEXXX / SEXXX OKTABPb, 6
22:30 PA3BEYEHVE / ENTERTAINMENT OKTABPb, 6
23:30 QALY / FADO OKTABPb, 4
26 UIOHA / JUNE! 26 23:59 CTOJIKHOBEHME / ESHTEBAK OKTABPb, 8
00:30 TEO W 1070 B O[HOM JIOAKE / THEO ET HUGO DANS LE MEME BATEAU OKTABP, 4 2359 CTOFTS MPAMO / RESTER VERTICAL OKTABPD. 2
12:30 [IMVM: UICTOPUA [IEMMCA GOYSIA / JIM: THE JAMES FOLEY STORY OKTABPb, 2

Tr - TPETbAKOBCKAA TAJIEPEA  LLOK - LIEHTP OKYMEHTA/IBHOIO KMHO

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / Wb KOMbINOB / HUKWUTA KAPLIEB / AHOPEW LLMIONEB / MAXAWUI KYKMH / METP LWENOTUHHVK
NEPEBOAbI: KMPA TY/TYMOBA / MAPUA TEPAKOMNAH ®OTO: ANEKCEN I0LLIEHKOB BEPCTKA: MAPUA PEBAKVHA MAKET FA3ETbI: AMUTPUA METENKMH / OfTbIA IbHAHAA
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38 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
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