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SERGEI DEBIZHEV
KRZYSZTOF GIERAT
THOMAS BALMES

JURY

MIFF, the three members of Documentary film

competition have declared their main principles -
what they consider the greatest achievements in modern
documentary films and what they're going to look for in
docs. Thomas Balmes said that he is more likely to praise
the directors who strive to “go outside the boundaries”, and
that the subject of a documentary should be traditionally
less important to the Jury than the way it is executed - i.e.
the form in this case prevails over the substance. If you
were to take Balmes’ words literally, it would appear that
Russian directors have a jump over everyone else, since,
according to the doc Jury Chairman, American filmmakers
lean too much towards journalism, the French — towards
politics, etc. Krzysztof Gierat and Sergei Debizhev backed
their fellow Jury member in putting the form over the
substance. The former confessed that when it comes to
docs, newsmaking agenda is the least interesting thing
for him, while the latter complained that the flood of
information in the world is already overwhelming.
The three of them are very different — both in their creative
methods, and in the topics that they choose. Thomas
Balmes started his career with films about films, exploring
the works of Michelangelo Anonioni and James Ivory,
but then switched to making documentaries about the
contrasts of the world - life of the Papuans of New Guinea,
Kenyan army men, Chinese workers, sumo wrestlers and
Buddhist monks. Krzysztof Gierat combines creative work
with administrative one, as he is currently the Director of
the Krakow Film Festival, with lots of other administrative
positions in his background. On the contrary, Sergei
Debizhev is hard to imagine in the realm of any official
posts, as he dedicated his career in art to the xploration of
the counterculture Soviet era’s last decades - for example,
the art of iconic avant-gardist Sergey Kuryokhin is the
topic of many of his works.
So what can possibly be the connection between such
diverse filmmakers? Most probably, it's the intolerance
for any form of didactics in documentary film, as well as
for too straightforward creative methods. There's also a
curious detail here: in the interviews of different years,
all three doc Jury members declare their resentment for
Michael Moore’s films as the most representative of the
“all-knowing” method in doc, when the director believes
he knows better and is set to impose their point of view
on the audience. No, this is not the way to do it: Thomas
Balmes specifically talked about how he, himself, likes to
“ask questions, because there are no simple explanations
or definitive answers”. Krzysztof Gierat, while speaking
about the paradigm of the Krakow Film Festival, declares
his dislike of “simplified docs about human rights,
environment issues, etc. — because they are very formal,
and such topics are better covered in journalistic work,
not docs”. Sergei Debizhev, while commenting on what
combines his films into a specific series by a nominal name
“In real time”, claimed that he is against the “traditional
informative narrative”. Every member of the Jury had to
go through their own journeys to reach such conclusions,
but the most telling in this respect was the personal story
that Balmes shared, saying that his parents, being inspired
by Parisian events of 1968, have been raising him with the
idea that there are no obvious answers, so he was always
encouraged to look for them himself.
Self-sufficiency and intolerance for didactics - these are
the principles that strive to prevail in the documentary
competition at 38 MIFF.

During their press-conference at the start of 38

Igor Savelyev

Hiopu / Cepren [ebures, Kwuwwtod lepat, Toma banbMec

KUHOINPABOA

bICTyNan nepen HypHanm-
BCTaMI/I B OHW OTKpbITWA 38
MMHKQO, Tpun uneHa wiopun
[OeKNap1poBann NPUHLUMMLI: YTO
B COBPEMEHHOM [JOKyMeHTaslb-
HOM KMHO OHM CYMTAIOT BbICLLIMMM
OOCTUHEHUAMM 1 Ha YTo byayT
opueHTMpoBaTbeA. Toma banbmec
noobeLLan, 4to, nperae BCero,
6yOeT obpallate BHUMaHWe Ha
TEX PEHUNCCEPOB, «KTO BLIXOOMUT 33
PaMKM YCNOBHOCTEM», U HAMOMHMT,
YTO 06BEKT UCCNIe[0BaHNA [0-
KYMEHTASICTOB UHTEPEeCYeT Hiopu
B nocnefHiol ovepenp, To eCTb
BarkHee GpopMa, a He copepHKaHmne
(B 3TOM cMbIcne). Ecniv noHuMaTh
cnosa banbMeca bykBasnbHo, TO
MOMKET CITOMUTLCA UII03MA, YTO
Y PYCCHKMX PEHNCCEPOB LLIAHCOB
60onbLLie, MOTOMY YTO aMepUKaHLIEB
npeacenaTenb HIopy YrpeKHyn
B U3/IULLIHEM KpEeHe B HypHanu-
CTURY, GpaHLy30B — B NMOUTK-
Ky... Kwuwod Mepat v Cepreit
[ebures nogaepranu Konnery B
[OeKnap1poBaHuM npmMata Gopmbl
Ha[ cofepraHueM: NepBbIi Npu-
3HarICA, YTO «<HOBOCTHaA MOBECTKax»
He MHTepecyeT ero B [JOKYMeHTa-
JIUCTUKe BoobLLe, BTOPOIA Mo-
CeToBafl, YTo NOToK MHGopPMaLIMK B
MMPE W1 TaK CIULLIKOM BENUK.
OHW abCoMIOTHO He MOXOMM
OpYr Ha Apyra — HY TBOPYECKoi
MaHepoW, HY TEMamm, KoTopkle
UM MHTepecHbl. ToMa banbmec,
HaYMHABLLWM C <KUHO O KUHO»

1 MCCNeJ0BaBLUMI TBOPHECTBO
AHTOHWOHM 1 AlBOPW, [OBOSIBHO
paHo NepeKsIIoUNICA Ha U3ydeHne
KOHTpacTa MMPOB — ¥M3HW Ma-
nyacos Hosol [BUHeN, KEHUNCKMX
BOEHHbIX, KUTANCKMX pabounx,
60pLIOB CYyMO M 6yOOMMCKMX MOHa-
xoB. Kwnwitod Mepat pabotaeT B
rorpaHnYHbIX 0651acTAX TBOpYe-
CTBa WU afMUHUCTPUPOBAHUA: pe-
HUCCEPCKYI0 paboTy OH coveTaeT
C PyKoBOACTBOM KpaKoBCKMM
MK®, a B pa3Hble rogsl — ¢oHAOM
KWHO, KUHOUHCTUTYTOM U MoSb-
cKkmM aHanorom TACC. HaroHed,
npeacrasutb Cepren [ebuxea

B KOHTEKCTe Kaknx-1nbo opurum-
anbHbIX MOCTOB HepeanbHO: MOYTY
BCIO CBOIO TBOPYECKYI0 brorpaduio
OH MOCBATWST KOHTPKYNLTYpe
Mo3Hero COBETCKOro BPEMEHH, B
YaCTHOCTH, K GUrype KyNbTOBOro
aBaHrapaumcra Ceprea KypexuHa
OH 0bpalLiaeTcaA B pa3Hbix paboTax
BOT Y€ TpeTbe AecATUneTve.

Y710 MOMKET 06 beAMHATL CTOSb
pa3HbIX XyO0HWKOB? [Noranyi,
anneprua Ha Nioby AMOaKTUKY B
[OKYMEHTaIbHOM KMHO U He-
NPUATUE «/T0H0BBIX» TBOPYECKMX
pelleHuin. 3abaBHanA aetanb: B
WHTEPBbIO Pa3HbIX J1ET, FOBOPS O
pa3HbIX acneKTax JOKYMeHTanm-
CTUKW, pasHble YneHbl HblHELLHero
YKIOpY [lEKNapUpYIOT HeNpuATUe
«KMHO Maitkna Mypa» Kak MeTado-
pbl METOAA, Korda persumccep Bce
3HaET NyYLLle BCEX U HaBA3bIBaeT

CBOIO TOYKY 3peHunA 3puTento. Her,
HY B KoeM cnyyae: Toma banbmec
paccKasblBaeT YTO eMy «HPaBUTCA
33[aBaTb BOMPOCHI, MOTOMY YTO
Ha caMoM [iefe B MMpe MnpaKTuye-
CKM HET NPOCTBIX 06BACHEHNI 1
0[IHO3HaYHbIX 0TBETOBY. KLLmLITOd
lepar, noBecTByA 0 CUCTEME LieH-
HocTei KpakoBcKoro dectueans,
NPW3HaeTCA B HeNMIOBBU K «ynpo-
LLIeHHbIM GUIbMaM o 3aLLumTe NpaB
YenoBeKa, OKpyHaloLLiet cpefe U
T.0., MOTOMY YTO OHW TE3UCHBIE, U
TaKue TeMbl fyyLLie PacKpbIBaTh B
dopme peropTarkax. Cepreit [le-
6UHKEB, MOACHAA, YTO 06beaMHAET
ero paboTbl B LMK nofg ycnoB-
HbIM Ha3BaHWeM «B peanbHoM
BPEMEHW», FOBOPUT, YTO MPOTUB
«0BbIYHOr0 MHGOPMALIMOHHOTO Mo-
BECTBOBaHWA». Karkaplit 3 YnieHoB
HKIOPY NMPULLIEN K TaKWUM B3MA-
[aM ro-CBOEMy, HO xapaKTepHa
WCTOPWA, pacckasaHHaA Toma
BanbmecoM: ero poguTenu, 3apas-
MBLLIMCb aTMOChepOoi NapuHCKOro
1968 rona, BoCnuTLIBANM €ro TakK,
4TO pebeHKy He [aBanu «4eTKMX
npeacTaBneHunit, Kaknx-nmbo
ACHBIX OTBETOB: A BCErAA BbIHYMH-
[eH BbIN UCKaTb UX 1 [o0bMBaTLCA
CaMOCTOATESbHO.
CaMoCToATeNbHOCTb M OTKa3 OT
OVOAKTUKN — BOT Te NPpUHLK-
Mbl, KOTOPbIE, O4EBUOHO, CTaHYT
rMaBHLIMW B JOKYMEHTaNIbHOM
KoHKypce MMK® 31oro roga.
Uaope Casenves
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REIEENEE OHEBHVK MALLIMHUCTA (DNEVNIK MASINOVODE) / PEXK. MIANOLL PALJOBMY

Kak 1 gep3octb. Y Munowwa PagoBuya oHa 3a-

KINIOY3ETCA, HAaNpUMep, B TOM, UTOBkI MyCTo 3aMe-
LLIaTb CMePTb Bo BCeX popMax v B1OaX, HO He CKaTUTLCA
B pasyxabucTyio YepHyto KoMeamio. VAnu B ToM, UTobbl B
KOMeZWAHOM (BCe-TaKw) 3pesnLLLe MHOTUX BbINo Harb,
MpU4eM He Tex, KTo pas3 3a pa3oM YarnjIMHCKU-Heneno
OKa3bIBaeTCA Ha MyTV Noe3aa... «HEeBHUK MaLLMHUCTa»
KOHLIeMTyareH, MoToMy YTO /1A HEro COHMHEHb! 0Cobble
3aKOHbI MMPa, B KOTOPLIX CMePTb Mof Konecamy MoHMMaeT-
CA KaK YTO YrodHo, HO He Kak TpareawmA. Ho, oymaeTcA, co3-
narensam «JHeBHWKa...» He MPULLINOCh Mpunaratb 0cobbIx
YCUAKIA, 4TOBbI 3TY KOHLLENLWIO COMMHUTL. Bee nerano o
MOBEPXHOCTW, OCTaBANIOCh TOMIBKO HEMHOTO «BOKPYTUTL» 1
BCbINaTb LLENOTb MPOTECKA, W CTPAHHO, UTO HUKTO 3TOr0 He
clienan paHbLLie — C TaKo cobasHUTENbHOM GaKTypoil.
CaMbIM «BKYCHbIM» B Helt ABMIAETCA TO, KaK AVKO coYeTa-
I0TCA PYTUHHbIE NPaBWa paboTel Ha enesHol fopore ¢
TaKoW HeOBbILEHHOM BELLIbIO, Kak cMepTb. Bedb «BBOAHYIO»
3[eCh He CLIeHapWCT NpuayMan: Aa, CTaTUCTUKeE TOYHO
M3BECTHO, CKOMBLKO Jliofelt 3a4aBWT MALLIMHICT 3a CBOIO
Kapbepy (B Poccum — B cpeaHeM oT 8 o 10). YyscTByeTe 3Ty
3bIBKOCTb MEMK Y MOHATUAMM «MOMET» U «O0MHeEH»? Pa-
[0BWY MPOCTO MEePERIOHAET phlvar ¢ NepBoro Ha BTOPOe,
KaK MepeKSI0YaloT pbivar B KabuHe ero repou, TopMo3a
CKopee uncTo AnA npodopMsl. bonee Toro, peasnbHbie
3aKOHbI M0 3Ty CTOPOHY 3KPaHa AeNoBIUTO MPOMNUCHLIBAIOT,
CKOMBKO [AHelt OTMYCKa NOMYYMT MALLIMHIACT, KOTAa C HAM
rapaHTMPOBaHO MPOV30MOET TaKaA HEMPUATHOCTb. TaKk
YTO Hy¥KHO COBCEM HEMHOIO YCUNUIA, UTOBLI MPEBPATUTE
3TO B «MPUATHOCTb». TpyOoBas AnHacTA ToOopoBUYei,
B YeTbIPEX MOKOMEHWAX CUAALLAA 3a PyNeMm JIOKOMOTVBa,
CKPYMyNe3Ho M ropAo BeAeT NoACHeT, NeproanIecki
6bIBaA Ha KNaabuLLie CBOWX HEePTB: OMATb e, He CBOWX, a
KaKOW-TO BbICLLIEN CMPaBe/IMBOCTY, OPYOMEM KOTOPOI U
TonopoBW4M, U KX Koneru no feno ceba OLLyLLAIoT.
AHTWYHOE B 3ToM? — Aa. U B 0coboM BocrpuATUM CMepTy,

TRAIN DRIVER'’S DIARY /
DNEVNIK MASINOVODE

0]V Z3Me DIR. MILOS RADOVIC

| (OHLLEﬂTyaﬂbelﬁ 3aMbICeJ1 — YHe NMonoBMHa ycrnexa.

MOTOMY YTO @HTUYHOE UCKYCCTBO He Pa3fdenAno HaLle K
HeW OTHOLLIEHWe — HerenaHue 1 cTpax. lepon «[JHeBHMKa
MaLLIMHICTax, HUBYLLIE B CMIMCAHHBIX BaroHaX MpaKkTu-
YECKM YrKe 0iHOM GOMBLLION CeMbel, yCnenu nepeaaBuTs
¥KeH 1 feTelt Apyr Apyra. Ho 370 TonbKo NoHauany nyraet
toHoro C1Mo, NMoMaBLLEero B KOMMyHy Ha NpaBaXx CoiHa Mos-
Ka. OHM M CaMU1 He NMPOYb 3aeYb Ha PesibChbl U3 KaKUX-TO
Cyry6o TaKTUHYECKX COOBPAKEHUIA, YTO BbILAET aHTUYHYIO,
OMATb e, YBEHOEHHOCTb, YTO CMePTb 3TO He KoHel. M no-
ABMEHME B MUPe HMBbIX AaBHO yLUefLLelt — He NocTapeB-
LLIeI HKeHbl coBCeM ceforo yre Mnum Togoposuya — Koc-
BEHHO 3TO NOATBEPHAAET. A BNpoYeM, BCe BOKPYT CHUTAIOT,
YTO CTapbIvt nmA NpocTo TpoHyncA ymoM. MunoLu Pagosuy
He OTCTYMaeT OT HKM3HEMNOoL0bMA, KaKUM-TO 06Pa30M Co-
YeTan 3T0 C NOLLIAAMHbIMM [103aMVW IpoTecKa, brnarogaps
KOTOPbIM HablofaTb 3a CTapeHvieM oaHoro TogopoBMYa 1

B3pOC/ieHWeM pYroro yMOpUTEBHO CMELLIHO.

MaHEeM B «OKTAOpEe»

Ecnu ¢ B3pocneHreM Bce B LIENOM MOHATHO (M noTepA
[EeBCTBEHHOCTW 3eCb BMOSTHE OPraHNYHO CIMBAETCA
C NepBOVt aBapueit Ha Nepeesfe KaK UHULMaLMeN),
TO CTapeHWe MOMHO CHUTATb eLLle OHWM CMbIC/TOBEIM
«3TarKoM» dusibMa. OH He MMeeT OTHOLLIEHWA HU K
KOMMW3MY CUTYaLUIA, HA K TeMe HeYMOSIMMOCTU Cyab0bl,
TOPMO3UTb KOTOPYH0 HeccMbICIeHHO. 3To UcCneqoBa-
HWe CTapMKOBCKOM YepCTBOCTW, KOTOPaA HapacTaeT
B YesI0BEKe, ECTIN B €0 HIW3HM BbIN10 CAIMLLIKOM Maso
nobau. MNpaeaa, y Pagosuya 31a IMHWA KoHYaeTcs
TeM, YTo e[} BCe-TaKwu pactonneH, n nva peluaeTca,
HaKOHeLl, X0TA 6bl NPOCTO 06HATL ChiHa W CKa3aTb eMy
[o6poe cnoBo. Ho [OMHKHO e 30eCk X0Tb YTO-TO HbiTb
TaKUM, K YeMy 3pUTENM NMPMBBIKIW: aHTUYHAA TpagMLUMA
¢urHana («B 0bLLEM, BCe YMEP/W») ONA HUX TOUHO bbina
6bl NepebopoMm.

Uzope Casenves

the job is done. Audacity is another

half. It took certain courage from
Milo$ Radovic to concoct death in all its
possible shapes and forms without turning
his film into a rampaging black comedy.
Or, in spite of the fact it's ultimately a
comedy, to make the audience feel deeply
sorry for some characters, although not
those who, almost like in Charlie Chaplin
films, stupidly end up under a train. “Train
Driver’s Diary” is conceptual in the sense
that there are certain laws operating in its
world which presume death under a train
is anything but a tragedy. But | suppose
the authors didn’t have to work too hard
to make up this concept. It was on the
surface, all they had to do was develop the
idea further and add a pinch of grotesque.
It is almost weird no one had done that
before.
The most curious element of the movie
is the odd combination of routine railroad

Devising a proper concept means half

regulations and such an extraordinary
thing as death. After all, the introduction

is not a fruit of the screenwriter’s
imagination: statistics knows for ceertain
how many people a train driver will kill
during their career (in Russia, 8 to 10 on
average). The line between “might” and
“should” is indeed very fine. Radovi¢ merely
shifts the focus from the former to the
latter, much like his characters shift gear in
the cab, braking more in accordance with
the rule than in an attempt to prevent the
inevitable. Moreover, real laws from this
side of the screen do allocate to the driver
a certain number of days off after such

an unfortunate incident. Just a bit of film
magic can turn this unfortunate incident
into a fortunate occasion. The Todorovi¢
clan, four generations of which have been
driving locomotives, industriously and with
a certain pride keep count and occasionally
visit the victims’ graves — not their victims,
mind, rather the victims of some higher

justice whose tools the Todorovi¢s and thir
colleagues think themselves to be.

There is some classic element to it,
especially to this unusual perception

of death, as classic art didn't share the
fear and reluctance we feel towards

it nowadays. The characters of “Train
Driver’s Diary” live almost like one big
family in written-off carriages; their
wives and kids sometimes get killed by

a train driven by one of their colleagues.
But young Simo only feels frightened at
first. They don’t mind lying on the tracks
themselves for some tactic reason, which
again gives out the classic belief that
death is not the end. The appearance

of grey-haired llija Todorovic's long

since deceased wife who doesn’'t seem

a day older, might serve as an indirect
proof of it. On the other hand, everyone
believes old Ilija has simply gone nuts.
Without departing even for a second from
the logic of the real life, Milo$ Radovi¢

miraculously combines it with huge doses
of grotesque, which makes watching
one Todorovi¢ growing old and another
maturing incredibly funny.
While coming of age is more or less
clear (with first sex as an initiation ritual
naturally turning into first incident on
the railroad), growing old obtains one
more level of meaning. It has nothing to
do with comic situations or the theme of
implacable fate that can't be stopped. It
is an accurate study of callousness that
grows in a person with age if they haven'’t
experienced enough love. However,
Radovi¢ chooses to end this storyline be
melting the ice in Ilija’s heart as he at last
plucks up courage to hold his son and tell
him something encouraging. After all, the
film must contain something the audience
is used to. And classic finale where
everyone dies might've betn a bit too much
for them.

Igor Savelyev



UI'Pbl PASYMA

[OEYEE MAMATL 3ABBEHA (QUASE
MEMORIA) / PEXK. PYW FEPPA

WIbM Mor bbl CITYXMTb CBOE06pasHoOi Unio-

CTpaumenrt K norosopke «Ecnu 6 MonogocTb

3Hana, ecnv 6 cTapocTb Mormiax. MpuyeM, ee
rpocTeLKoin dopMe BroJiHe OTBEYAET HECIIOMKHaA
nogBoAKa, ¢ Kotopor Pyit Meppa HaunHaeT, cTankmeas
B 0HOM npocTpaHcTBe Kapnoca-Monopgoro v Kapnoca-
CTaporo — To ecTb [iBa aBaTapa 04HOro YesioBeKa. o-
CTOAHHO paboTaeT paamo: B NEPBOW e CLIEHE MOJ YXOM
Monogoro 3By4at HoBocTM 3a 1968-14, y Ctaporo — 3a
1994-iA. 3aKOHUMB C aTpubyLMelt 3MoX 1 BO3pacToB, B
KoTopblx HaxoauTcA Kapnoc(bl), pagvo nepexoauT Ha
CMJTOLLHOW «Besbll LLUYM», Ha NOXKHYI0 becneyHocTb
MopTyranbCK1X BanbCoB, POKCTPOTOB U onepeTT 30-X,
NpUMepHO COOTBETCTBYIOLLIMX «Pro-PuTtex. Y leppel
CTapoCTb HUYErO HE 3HAET, @ MOJI0J0CTb HE MOYKET U
BOOOLLe BBIMMAAMT HasKo. Mo opuumansHom Bepcuu,
Kapnoc-crapLumii ctpapgaeT paccTporMcTBOM NaMATH,
no3ToMy O0T6bIBaEeT Kyaa-To TyAa, K obpasam oTua u
(HeMHoOro) MaTepu, KOTOPbIX CUITUTCA MOHATb. MHdaH-
Tunu3M Kapnoca-Monogoro (Ha caMoM ferne, BNojiHe
CpeLHUX JIET) OTAESbHbIX 06 BACHEHUI He YOOCTOEH.
Mo cym, «MaMATb 3a6BeHUA» — 3T0 GKbM 06 onpo-
KuObIBaHUW TPAAMLMOHHBIX POSel, MOTOMY YTo, — U TyT
[pyraf NpoCcTeHbKasA NMoroBOpPKa, — «CTapbli YTO MabIiy.
W ¥M3Hb B NpUHLMME He TauT B cebe KaKoii-To 0co-
6eHHOM 1aeu Nporpecca, Kakx, BripoyeM, 1 perpecca: U
Havana, 1 KoHLa (B JaHHOM CJly4ae — KaK KOHKYPEHTHbIX
npeumyLect) HeT. Korga Crapbiit roBoput Monogomy:

«fl NPOCTO BUIKY TO, YTO Thbl MOMHULLIb, ¥ NMOBTOPAIO TO,
4TO A yHKe 3abblf», — MOMKET NMOKa3aThCA, YTO 3TO YHKe Ha
rpaHu 6eccMbICULIb, @ HA CaMOM [ierle 3A4eCk NPOCTo
HepasnuyeHwue ponen. B koHeYHOM cyéTe, BCe 3T0 npe-
BpaLL,aeTcA B beCcKoOHeYHoe BonpoLLeHue cebs: Kora A
6bIN CHACTMB? — HUKOTda.

Pyt Teppa — Knaccuk 6pasunbCKOro KUHO, ero, B TOM YMC-
ne, u pecTvBanbHan UCTOPUA 3a MOSIBEKA BieYaTrAeT, a
Le610TOM, HOMUHWPOBABLLIMMCA Ha bepnMHCKoro MeaBeaA

B 1962-M, 6binu «beccoBecTHble». MIHTepecHo cpaBHUTL
NepBYIo 1 NMOCNEAHIO Ha CErOAHALLHWUIA AeHb paboTy.
Bpoge 6bl CHATbIE Ha MOPCKUMX Nel3arkax, YepHo-benble
«beccoBecTHble» co34aBanu oLLyLLiEHWe OeKopaLm:
3T0 KaK B HauBHbIX NaBWUIbOHAX, rae NPAMO oLLyLLan-
CA YepHbI 3a0HWK, U306parKasny BbICaAKM Ha UHble
nnaHeTbl. [Tyxoe Hebo, 3aMKHYTOCTb U HeeCTECTBEHHOCTb
[IOH. 3[1eCb — TO ¥Ke: 3aMKHYTbIV JOM, B KOTOPOM pasBo-
paumMBaeTcA AKOObI MUP, KaK B KYKOJIbHOM TeaTpe, TOJNIbKO
Ha cel pas 3Ta TpaauLMA pa3BuTa Aare MacCoBbIM KMHO,
re KUTYeBas HarOMarKeHHOCTb CriensieHa C OLLyLLLEeHN-
€M MMpa B LLKaTysKe — oT «[leHbl gHev» o «Benunkoro
[31COm».
34eck MHTEPECHO NOCTOAHHOE NpUCyTCTBUE TeMbl «Ha-
KaHyHe BeJIMKOM BOMHbI», MPUYeM B CKNEPOTUYHOM
HEepas/IMYEeHUM — KaKOM UMEHHO; 3TO KaK CagKui MUr
MoKoA Nepe rpPOMOM, KOTOPOMY MOCBALLEHa, BoobLLIe-
TO, MOJIOBMHA TaKNX KapUKATYPHO-TMPAHNYHBIX GUITEMOB
Bpode «Otena «IpaHg ByganeLwu». MpucyTcTane kopones-
CKMX UMEH, BU3WThI B TEATP, BCE OMEPETOHHO, KapTOHHOWM
[JeKopauuen...
«f He BUKY NOrMKK B BOCMIOMUHaHUM 06 3ToM». — «Jloruka
B XOPOLLIEN UCTOPUM He MOKasblBaeTCA A0 KoHLa». Kriove-
Bble croBa. Ha caMoM fene, ocTpble Yrmibl Nepuoauyecki
NPOrNAQbLIBAIOT, AAXKE ECIIN PEHUCCEP MOYTU U3LeBaTeslb-
CKM Ha HWX YKa3blBaeT, KaK, HarpuMep, B NedanvpoBaHum
TeMbl npoLueHua Otua. Tema GyayLen niocTpaummn Kak
CMYTHOI0, HENMPOroBOPEHHOI0 €BPOMENCKOro — U He ToSlb-
KO — rpexa (nerkoro, Kak 1 BCE: Kakne-To CTaTbM, Kakue-To
noe3axu K Mycconunm). Tema 3acTbiBaHWA NpeKpacHom
3MOXW HaKaHyHe 6onbLLUMX BoMH. Ho Bce 3T0 3aMackupo-
BaHO, 06/10MeH0, KaK He COYBLUMMCA [0 KOHLa BO3yLL-
HbIM LLApoM (a B Habope feKopaLmii eCTb M BO3AYLUHbINA
LLIap), — 1 3T0 BriagaHue B CragKyto ApeMy, rae Monogomn 1
BOBCE OTMEHSETCA MO MpUYMHE [T1YMNoCTH, a CTapbii 3HaeT
60/1bLLEe, YeM FOBOPUT 3pUTESTIO.

HUzope Casenves

KBAPTUPA

OWJTbMOB

CbEPAHEBA[LA (SIERANEVADA) / PEXK. KPUCTU MNYIO

OHyMeHTasIbHaA B CBOe KamMepHo-

ctn «CbepaHeBafa» (0a, UMEHHO

TaK, B 0AHO C/T0BO U C OAHOM «p»
MULLIETCA Ha3BaHWe) — NepBbi UM
KpwicTut Mylo, BKMIOYEHHBIN B KaHHCKUM
KOHKYpC, HO 06OMAEHHBIV HIOpU, ONATL
OTAaBLLEN NpegrnoyTeHye 6oree [oCTyn-
HoMy Kpuctn MyHopRy U ero «Attectaty
3penoctu». 06a ¢purnbMa — KuHo nocne
CXTbIHYBLLEN Y¥Ke «PYMbIHCKOM BOJTHbI»,
HeKoraa NPOC/aBneHHON 3TMK AviaMe-
TpasibHO MPOTUBOMOOMHBLIMU PerUcCe-
pamu. «CMepTb rocrnogymHa J1asapecky»
(2005) - npopeis lyto — B peantHoM
BPeMeHW 1 Ha NPOTAMKEHUM TPex YacoB
PUKcpoBan nocniegHWe Yachl FU3HW
0bbI4Horo uTens byxapecta: ogHa bl
€My CTasio NyoXo B ero TUMUYHOM NocTco-
BETCKOW KBapTWPe, OH BbI3Basl «CKOPYIO»,
Ta npuexana He cpasy, a NoToM cTana
BO3MTb €ro o Kpyry, nepebpackisan U3
0[1HOM 60MbHMLBI B ApYry0, NMOKa YeloBeK
He CKOHYarCA, TaK 1 He Mosy4mMB NepBon
nomoLuu. 31a 6blnia cunbHas, NoYTU roro-
NeBcKas MeTadopa NnocTcoLpanmcTye-
CKOro 06LLIeCTBA, KOTOPLIM MO-TIPEHKHEMY
NpaBAT 6I0pOKPaTUA 1 anaTus, CTaBLLMe
elLe 6osee abcypaHbIMU M BA3KUMMU, A
BCe CBA3W MY NI0ABMU — Nperae
BCEr0 FOPU30HTasIbHbIE, CaMble BaXKHbIE

1 YenoBeyeckue, — GaTaibHo HapyLue-
Hbl. U oTaenbHbIN YenoBeK 3HaUMT Kyaa
MeHbLLIE, YeM KaKMe-To KaHLenapckue
CrpaBKw, KoTopbIx TpebytoT oT Jlasapecky
Ha NPOTAMEHWUW ero NocreaHero nyTu, u
OTCYTCTBYE, OXMOaHWE KOTOpbIX NpUBN-
YKaeT ero CMepTb.

«CbepaHeBafja» B pearibHOM BpeMeHM 1
Ha NPOTAMEHW TPEX YacoB GUKCHpYeT
HECKOJTBKO HYacoB U3 HU3HU 0BbI4HBIX
yuTeneii Byxapecra, cobpaBLumxcA B TU-
NUYHOM NOCTCOBETCKOM KBApTUpE — TecHas
KyXHA, LWKah-CTeHKa B FOCTUHO, 060U C

y30p4mKamm — Ha 40-11 AeHb nocne cMepTU
oTLa 3Toro ceMelicTBa. OHM cobupaloTcA
Me[J1eHHO, C pa3HbIMK MHTEpBasaMu,

a NOTOM [0/Ir0 OMMAAIOT CBALLIEHHMKA,

HOTOprVI, HOHEYHO e, HMKaK He NoABUTCA.

M Bce BpeMA UTO-HMbYOb 06CyHOaI0T — OT
HenasHero «LLlapnn 3600» v 11 ceHtAbpA
10 FOTOBKMU U MN1aHOB Ha OTTTYCK.

B3rnag Myt — ropysoHTanbHbIA, cin-
BalOLLIMI MeJIKoe U BarHOe, 6bIToBOE U
BHEDLITOBOE, JIMYHOE U UCTOPUHECKOE

B Npeaenax 0fHON COBETCKOM KyXHU.
OmMYMA coupmannaMa oT KanuTtanmsma
3[1€Cb YpaBHEHbI C OTIN4YMAMM 6opLua OT
4op6bl, @ 0 MOKOMHMKE BCMIOMUHAIOT C TV
e NepUOAMYHOCTLIO U C TOM e MHTOHa-
LIMEA, C KaKoW FOBOPAT O PasHbIX MeNouax.
KT0-TO NOCTOAHHO BXOAWT B CTAaTUYHbIN
Kagp, KOTOpbIN [UTUTCA U LJTATCA, KTO-TO
MOCTOAHHO BbIXOOUT U3 HEMO — COCYUTATb
BCeX NMepCoHarKew v He 3anyTaTbCA B HAX

NpaKTUYeCKM HEBO3MOMKHO. B KaKoi-To
MOMEHT 13 LUKada-CTeHKM BblBanMBaeTcA
napa-TpoviKa ceMelHbIX CKeNeToB, HO U
OHM He CroCcobHbI HUYEro B3opBaTh MK
HapyLUMTb.
HazsaHue dunbMa KoHLenTyansHo
Hu4ero He o6o3HauyaeT (Cbeppa-Hesapa
HW pasy He YNOMMHAETCA Ha 3KpaHe). OHo
ABNAETCA TaKWUM e MyCTbIM 6eCCMbICTEH-
HbIM 3HaKOM, cepoit (Mof LBeT ¢punbma n
PYMbIHCKOI (paKTyphbl) ObIPOiA, KaK v BCe
0CTasIbHOE, YTO 06HYNAET, AEMUCTUDMLIN-
pyeT peskuccep. Kak 11 ceHTabps, «LLlapnu
3600», KOMMYHU3M, KaNWUTaNN3M, HU3Hb,
CMepTb M MpoYee, YTO Mbl MyCO/UM, 3aban-
TbiBaeM, MOMUHAEM Ka bl [eHb, He B
CUIax NOCTUYb UX CMbICIT UM CMUPUTLCA C
€ro oTcyTcTBMEM. 3anosHAA STUMM MOMbIT-
KaMu pyTUHHbIEe ByaHW, 0bMaHbIBasA ceba
1 HaMBHO BepA B COBCTBEHHYIO MPaBoTY,
KaK 0[1H U3 repoes duibMa, HaXoaALLMIA
OTAYLLUMHY B TEOPUM 3arOBOPOB.
MoHonuTtHanA «CbepaHeBafa» — KUHO
NPUPOMHAEHHOTO PEHMCCepa, KOTOPBIN,
YTO Ha3bIBAETCA, MOKET NOCTaBUTL U
TeneoHHyI0 KHUry (B JaHHOM Cilyyae
MOMHO FOBOPUTB O 3aMUCHOM KHUMKKE C ee
BOPOXOM MOMETOK Ha MOJIAX U OTCYTCTBUEM
LieHTPanbHOM NIMHAM U IMaBHbIX FePoEB).
lMoyKanyi, eMHCTBEHHbIN 6€3YCNoBHbIN
repoit dunbMa — camo BpeMs, HE0JoNn-
Moe, B/IaCTHOe U e[iBa /1 He ToTanMTapHoe
no csoet npupofe. OHo paboTaeT NpoTvB
BCeX, BKItou4an 1 caMoro [Nyto, KoTopoMy
«[ManbMy» Hy*Ho 6bln10 JaBaTb 3a «/l1asa-
PecKy», HO TOT GuNbM bbin HE3aCITyHEHHO
oboiaeH KaHHCKM KOHKypCOM.

EszeHuli lycamuHcKuli



VIP/ Kapnoc Caypa

BECKOHEYHAA NMO033UA

6LLaACh co 3puTenaMm 38

MMHK®, Kapnoc Caypa genan

KOMM/IMMEHTbI PYCCKOMY
A3bIKY, Malte MNnucewuKon 1 ysepan,
YTO XOPOLLIO MOHUMAET NpobneMbl
POCCUIMCKOr0 KMHO, B YacTHOCTU —
¢uHaHcoBble. [1a, 0Kasanock, 4To
[LlaXe Y Krnaccuka He Bce bnaro-
Mosy4YHo ¢ GMHAHCUPOBaHWEM
¢unbMoB. OTBEYas Ha Bonpoc —
HaMepeH JI1 OH NOCBATUTL HOBbIE
KapTWHbI OPYrvM, eLLLe He OXBaYeH-
HbIM *aHpaM, Hanp1Mep, canbce 1
caMbe, — Caypa paccKasasn 06 04HOM
13 TaKUX NPOEKTOB. «3T0 ObIT PUIBEM
o0 TaHuax bpasunum n nx ceAsm ¢
adpuKaHCKoM My3biKoW, BCe bbi10
MOYTU FOTOBO, HO, K COMarneHuio, y
Npoftocepa He HaLLoCh JOCTaTO4YHO
cpeAcTB. [POeKToB MHOIO, Ha-
npuMep — ¢dunbM o TaHuax Kapub-
CKOT0 pervoHa, Ho Bce baHarbHo
yn1paeTca B AeHbrn». BripoveM,
Ma3CTpo CaM e U3ALLHO NpeceK
HaMeTMBLLYIOCA 6bINo NeYanbHyo
HOTY, 3aKJI04MB, YTO «HY HUYEro, No-
CTaB/Iio: A MOSI0[, BPEMS eLLe eCTb».
Bce TaKk 1 oyManu, 4to Npo3By4aB-

LUMe neped TeM ApYrue NpusHaHus,
CBA3aHHbIe C BO3pacToM — «Pycckui
A3bIK NOTPACAIOLLMN, O4eHb ¥arb,
YTO B 3TOM BO3PacTe MHe ye Nno3a-
HO €ro y4uTb», — 6bInn He Bonee YeM
NErkUM KOKETCTBOM.

Kapnoc Caypa npeacran nepeg
MOCKOBCKUMM 3pUTENIAMM OT-
KPbITbIM XyZOMHHMUKOM, OH 0XOTHO
06bACHAN, KaK MMeHHO fobuBaeTcA
addeKTa NONHOro NOrpyHeHUA B
CaMbIM LLeHTp TaHua. Kak aTo yacTo

1 6bIBaeT, MHOTOE B TBOPYECKOM
MeTofie — POOOM U3 JEeTCTBa, U CBA-
3aHO C TaKoW MpaYHON CTpaHULLEN
WCMaHCKOM UCTOPUK, KaK par-
[JaHCKanA BovHa. «f NpUBLIK K TOMY,
4To6bI 06X0AUTLCA MasibIM U AeNaTth
MHOrOe CMOHTaHHO, YTobbI He Tpa-
TWUTb MHOIO cpeacTB». KTo 6bl Mor
nogyMatb, 4To 3KOHOMMA 6yKBanbLHO
BCEro MOXKeT MocrnocobCcTBoBaTh
CTaHOBJIEHUIO OPUrMHANBHOMO Me-
Tofda. «fl He genalo MHoro ay6nei,
6yKBanbHO 1 - 2, 1 Jare penetvumm
Yy Hac He C/IULLIKOM NOApPobHble: Hado
0CTaBWTb MPOCTPAHCTBO AJIA UMMpPO-
BU3aLmii». Bonee Toro, UMNpoBu-

3aLMK KacaloTcA He TOSIbKO TaHLa U
TPAEKTOPUM KaMepbl, HO U CLIeHapus.
Caypa npwu3Hancs, 4To, MocMoTpeB
cenyac «TaHro», ¢ yamBneHuem
YBUAEN, KaK 3aKo/bLieBanmCch He-
KOTOpbIe AWaNoru: Co3HaTeNbHOM
YCTaHOBKM Ha 3T0 He 6bio.

KaK 1 Bce MMnynbcuBHbIe Moy,
Caypa He CIULLIKOM JIBUT He TOSBKO
3ay4eHHOCTb, OTPENeTUPOBAHHOCTb,
Ho 1 camy aTMocdepy akafeMuye-
cKoro mckycctsa. OH npusHanca:
«PazsymeeTcs, A 661 B bosnbLLoM
TeaTpe, BULen Ball baneT, BCe 3T0
3aMeyaTesibHo, HO Ha CLiEHe OH
NpOV3BOAMT BrieYaTiieHWe IerKocTy,
[are CKa304YHOCTU NEPCOHAMHEN.
Bce cnenaHo TaK, YTo He BUZEH UX
afcKui Tpya. B cBomx dunbMax
MMEHHO M0 3TOM NpUYMHe A Npeg-
MoYmMTalo NoKasbIBaTb PeneTuLmK,
MOTOMY YTO 3TO MOT, 3TO 3MOLMK,
rOTOBHOCTb BbI/IOXKUTBLCA Ha BCE
100%». BnpoyeM, ycnbiwag, 4to
Maiia MNnuceuKkan nHTepecoBanach
€ro TBOP4eCTBOM (06 3TOM pac-
CKasana oHa 13 3pUTesbHUL, U3
6anetHol cpefpl), Kapnoc Caypa no-
COManeJ, YTO COBMECTHbIE MPOEKTbI
C BE/IMKOW pyccKoii 6anepuHom He
BOM/IOTUIUCH B HU3Hb.
«[JocTanock» He TOMBKO KNaccuKe,
HO M TOMY, YTO MOA Hee MacKkMpyeTcA
(«A He xo4y HUKOro 06MAaETh, HO
«TaHro» BepTony4un — 310 KoLLMap,
a He TaHro, 1 C HACTOALLMM TaHro

He UMeeT Huyero obLuerox). Caypa
MMeeT NpaBo Ha TaKoe CyAeHue,
MOTOMY YTO BbIPOC B 3TOM pUTME
(«<MHe 6b1n10 4 - 5 neT, Korga A cny-
LLIaJT, KaK MO OTeLl, HaneBaeT TaHro
BO BpeMs bpuUTbA»), BNPOYEM, U ero,
KOrZla OH Npuexan B ApreHTuHy,
3acMednn («A MHe Kasanock, 4To A
Hensoxo TaHuyio!»). Ho oH He 06u-
¥ancA 1 yumncs, v Toraa, 1 ceivac,
1 eMy BCerfa MHTepecHo HOBOE: B
JaHHbIA MOMEHT — CBA3b (pr1aMeHKo
C TaHLLaMM1 MHOMNCKKX UpiraH B Pag-
¥acTaHe. Komy 370 Boo6LLie MorT10
6b1 NpuiTK B ronoBy? — a Caypa ye
CHAN — 1 Ha 3TOM HefleNie NpUCTynaeT
K MOHTaMYy.

Uzops Cacenves

MaHEM B «OKTAbpE»

BXO[ B MNYCTOTY

QUMb K [
PA3BEYEHVE (ENTERTAINMENT) /
PEYK. PVIK 37TBEPCOH

0 3aKOHY aMEePUKaHCKOro KUHO — YeM MeHee

entertainment, TeM 6onee indie. Mo YacT He3a-

BUCMMOCTU PvRy SnBepcoHy efBa fiv MOXKHO HauTu
[OCTOVHbIX KOJer-KOHKYPEHTOB, OH OAWH U3 TeX ame-
PUKaHCKUX perMccepoB, KoTopbIM [onnvByL B NpuHLMME
He cBeTuT. KaK BpsAg /v KOro-To HacMeLLws npeablayLLmii
¢unbM 3nBepcoHa,nof HaseaHneM «KoMeaus», Tak efiBa
JIX 3TOT CMOMKET KOr0-TO Pa3BrieYyb.
«Pa3BneyeHune» — 310 roronesckas «LLnHenb» B HTep-
npetauun Byau Annena u cHataA [dauaoM JTuHyeM,
NCUXOLENMYECKOE NYTELLECTBIE MO KanUdOpHUICKOM
MyCTbIHE CAMOI0 HECMELLIHOTO KOMUKA B MUPE B MOMCKax
HEeW3BECTHO Yero 1 ¢ HeobbABNEHHOM Lienblo. Boobuue,
Hein Xambyprep efieT K Jovepy — Ho 3Ta AeK/apypyeman
Lie/1b 3aMPOCTO MOMET OKa3aTbCA PUKLIMEN, K TOMY e, K
[04epu OH He foefieT. A eCny NbITaTbCA 0603HAUUTL BEK-
TOP ero ABUHKEHMA, TO 3T0 BYLET NOrpyreHue B NycToTy,
NMPAMUKOM K CyLLIECTBOBAHMIO C NMPUCTABKON «HE».
KapTuHa npaKT14eckun He UMEeT CBA3HOIO CIOMEeTa:
GunbM pasbuT Ha oTaeNbHbIe AMU30[bI, CBA3AHHbIE MEXK-
Jy coboV 06LLYIM NepcoHaXKeM 1 KaHBOM, Ha 3apUCOBKM,
He UMetoLLIME OYEBUIHOM NPUYUHHO-CIEOCTBEHHOM
cBA3u. Mo nytn Xambyprep faeT npeAcTaB/ieHWe B CaMbIX
CTPaHHbIX MECTaX — KOJIOHMAX [/1A 3aKIMio4eHHbIX, 6apax,
MOTeNAX, FOe ero HUKOMY He HyHble NeppopMaHChl He-
M3MEHHO OXMIAET MONHanvBbIA NpueM nybmKu.
MeTadopa uM3HWU KaK 6ECKOHEYHOIO CKUTAHWA YeM Aarb-
LLie, TeM OTYETIIMBEN HaNOMUHAET 0 CMepTU. YeM rybixe
B MYCTbIHIO, TeM MpadHee 6e3Ha, TeM HeorpeaeneHHel
1 CTpaLLiHee cTaHoBUTCA bypyaHbe Helina XaMbyprepa,
K duHany obopaymBatoLLLeec HYTPAHbIM, HeYIeHopas-
JeSbHbIM.
HenoruyHeiM 06pa3oM 3Ta KapTUHa 06 yMUpaHUU 3a-
KaH4MBaeTCA OBOMHOM CLieHOM poxaeHuA. PeanbHoro
— Korjia Ha rnoJsty B TyaneTe Kakoro-To 60rom 3abbitoro
MOTESIA Ha I71a3aX KOMVKA CTOHYLLIAA HEHLLMHA POHaeT
KYCOK KpacHoro mAca. U porkaeHnsa MeTadbopuyecKoro,
rfe nepcoHar Hewina Xambyprepa BbIKonynbIBaeTcs
13 CKOpYMbl B CLIEHE NpeiofMm rMaBHOro LY CBOEN
HM3HU. U He B cunax «pasBreKaTtb», NafaeT Ha KoMeHu,
MblYa 1 pblgan.
B npoctpaHcTBe KapTWHbI Prika 31BEpCcOHa, 3TW HyT-
KOBaTble CLieHbI — KBUHTECCEHLINA HU3HU-CMepTV 6e3
MpUKPac, KOTOPYIO BEHYAET NO-FOrofeBCKU U3ALLIHOE
pacTBopeHue NepcoHaka B MPOCTPaHCTBE MaKabpuyecKo-
o CUTKOMa.

Andpeli Luzones



FTEHUNU

KOHKYPC JOKYMEHTAJTbHOIO KMHO
MAIHYC (MAGNUS) / PEXX. BEHOXAMUH PU

arHyc KapsceH — LuaxMaTHbIn

reHun Hawmx aHen. K ceomm 25

roiam OH YCrien 3aBoeBaTh BCe
MBICTIVMBIE Harpafpl, CTaTb OOHUM U3 Ca-
MbIX MOJI0ibIX FPOCCMENCTEPOB B UCTOPUU
W NepBbIM, KTO [o6MICA 3BaHWA YEMMNMOHA
cpasy B Tpex KaTeropusx. Ewue 6ynyum 13-
JIETHUM HOPBEMCKMUM Majb4UKOM, CbIHOM
OpYyroro — CUAILHOO, HO He BblAaloLLeroca
- WwaxmarwucTa, MarHyc noobeLuan cebe
CTaTb YeMMUOHOM. Y Hero 6binn Ha To BCe
OCHOBAHWA — y}Ke Toraa OH Mor NoxBea-
CTaTbCA aHOMAJIbHO BbICOKWM PENTUHIOM.
OH [are ycnes B KpalHe IoHOM Bo3pacTe
cpasuTbea ¢ lappu KacnapoBbiM Ha 3akate
Kapbepbl NoceaHero: AeNCTBYIOLLAA U
OynyLLan fereHAa LWaxMat coracunmcs
Ha Hu4bto. Ho To, YTo 3T0 NpounsonaeT
TaK CKOPO W OH NPOM3BeeT Takon ¢pypop,
OMMOATb He MOl HUKTO, JarKe pofHble
MarHyca.
OunbM Bengrkammta Py nowaroso fo-
KyMeHTUpYeT NyTb KapnceHa K Lwaxmar-
HOW KOpOHe. YOMBAET TO, HACKONBKO
6oratblil apx1BHbIA MaTepuran nonasn
B pacrnopsieHue peruccep. [loma, Ha
TYpHUpaXx, Ha OTAbIXe, — KAXKeTCA, BCe TO
BpeMs, 4To MarHyc Len K BepLunHe, pAa-
[10M C HUM MOCTOAHHO paboTana Kamepa.
C BocbMM N1eT, Korga 6yayLumii YeMnuoH
BrepBble B3/ B PyKM LLAXMaTbl, 40
HoA6pAa 2013 roga. Toraa, 3a ABa OHA
o coero 23-netna, MarHyc B uctopu-
YECKOM MoeauHKe LOCPoYHO nobeann
[OeNCTBYIOLLLEr0 YEMMNUOHA MUPA, UHOUN-
CKoro rpoccMeictepa AHaHga. MNpuyem
caenan 3To Ha poJunHe COMepHUKa, B
ropoge YeHHam.

Mpupoay napa MarHyca MoMHO 06 bAC-
HWUTb cebe ToNbKo NpUbNM3uTENLHO. Pe-
¥uccep dunbMa, BCeq 3a HypHanmcTamm
W 3KCepTamK, AeNaeT aKLEHT HA MHTYU-
LM LLIAXMATUCTa, M0 YMEHWUM KaK HUKTO
[pYyron «4yBCTBOBaTb Urpy». Cuna Toro e
AHaHAaa 3aKi04anack B MHOr04acoBbIX
TPEHUPOBKaX B UrPe C KOMMbIOTEPOM: 3ay-
YMBaHUM OFPOMHOIO YMCI1a KOMOUHALIMIA.
MarHyc e — c ero LLMPOKOA ynbIBKOM,
CropTMBHOM GpUrypor (MoMMMO LLIaXMaT OH
aKTMBHO 3aHMMaeTcA ¢pyT60/10M 1 BoobLLE
yaenseT MHOro BHAMaHMWA GU3NYECKUM
Harpy3KaM) U MoZesIbHON BHELLIHOCTbIO
(4To HemMeZIeHHO B3ANM B 060pOT MOAHbIE
6peH[bl) — pa3uTeNbHO OTNIMYAETCA OT CO-
NepHYKOB. BoT 1 nepenoM B ero noeguHke
¢ AHaHAOM CJTy4nICcA POBHO TOrAa, Koraa
KapnceH nepecran gencrsosatb Mo Ha-
BA3aHHOM eMy CTpaTeruu, a nycTunca B
YUCTYI0 UMMPOBM3ALIMIO.
B dunbMe 310 BbIMAOUT U34eBaTeNbCKU
JIErko: BMECTO YCUIEHHbIX TPEHUPOBOK
MarHyc NpoBOAUT BbIXOQHOM MeXIy
WrpoBbIMM OHAMM, flypadack B 6acceiHe
o cBoeW ceMbeit. [Tocne Yero, CBEXHUN U
OTOOXHYBLLIW, CAAMUTCA B KPECTIO U TaK e,
Urpatoyuu, pasaesbiBaeTcs C CONepHUKOM.
MMeHHo B 3TOM KpoeTcA ceKpeT deHome-
HarneHoM nonynApHocTn MarHyca, pac-
NpOCTPaHMBLLIENCA AaneKo 3a npeaesbl
LLiaxMaTHoro coobLuecTsa. He B ero Bbl-
JalOLLIMXCA CTAaTUCTUYECKMX NMOKa3aTeNAXx,
a B TOM, C KaKOW JIerKOCTbIO OH B3NieTaeT
Hag noboit cTatTucTMKoi. OctaBanAck Npu
3TOM CaMbIM 06bI4HBIM NMapHeM: poauTeny,
cecTpbl, baccerH aa GpyTOOMBHLIN MAY.
Hukuma Kapyes

HAI'PA

Tanu U3BECTHbI NMOAPOBHOCTM 0
npu3ax 38 MocKoBCKoro KuHode-
CTUBaNA: B KAYeCTBe NapTHepa v
odpuumansHoro tosennpa MMK® KoMnanms
Chopard npefcTaBuna Ux 06HOBJEHHBI
[LM3aliH, pa3paboTaHHbIf IMYHO compe-
3UOEHTOM W KPeaTUBHBLIM OVPEKTOPOM
KaponuHoit LLoiidene. B wiBeiLapckux
MacTepckux bpeHa bbIo U3roToBIEHO
13 3KCKMIO3MBHBIX Harpag, Kawaan us Ko-
TOpbIX CO3/aBanach BPY4HYI UCKYCHBbIMU
toBenvpamu. Harpagbl 3a «Jlyutimii dunem
KOHKYPCHOW MporpaMMbl» 1 «3a BRNag,
B MVPOBOW KMHEMATOrpad» BbIMOJHEHbI
13 no3os104eHHoro cepebpa. Slaypeatbl
B CEMU HOMVUHaLMAX ByayT HarpamaeHsl

bl OT CHOPARD

cepebpAHbIMK «CBATLIMM [eoprAMm».
Komnanua Chopard Takke npefcTaeuna
06HOBIEHHbIN AK3alH Npu13a 3a MoKo-
PeHVe BEPLLIMH aKTEPCKOMO0 MacTepcTea

- «Bepto. KoHcTaHTH CTaHUCaBCKuMit».
M3ALuHaA Harpaga 13 No30/104eHHOM Meau
U306parKaeT OMUBLLIYIO KUHOMIEHKY, Npy-
HVMaloLLyto GopMy ApeBa, YBeHYaHHOro
JlaKoHWYHOM Haanuebio «BEPIO». B 3HaK
npY3HaHKA ocoboii ponm Npefcenartens
wiopy MMK® 13BeCTHbIN LLIBEMLL@PCKUA
6peHa U3roToBW 30/10TYI0 LiEMb C TPeMS
MeZ[anboHaMK U3 NMo30/104eHHOro cepebpa.
KpoMe Toro, B paMKax coTpyaHu4ecTBa ¢
MMK® 29 uioHs byneT BpyyeHa cneum-
anbHas npemus Chopard Trophy ons
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MOJI0[ibIX AKTEPOB POCCUIMCKOIO KUHO.
lMo30n04eHHasn NeHTa KMHOMMEHKN Nof-
HUMaeTCA BBEPX MO CNVpanu U CUMBONK-
3UpyeT BOCXOMAEHWE MOMOAbIX aKTEPOB K
BepLUMHaM npodeccun. He UcKntoYeHo, YTo
MHOM006€LLiaI0LLIMEe POCCUIICKUE aKTephl,
OTMeYeHHble Harpafo, CTaHyT CTOSTb e
ycreLuHbl, Kak MapuoH Kotuiap, Ogpum
Toty, Jlea Ceinay, yoocTtoeHHble npemMum
Chopard Trophy B KaHHax B Hauane csoeit
Kapbepbl.

TpagrumoHHo MocKoBCKWI MerayHapoa-
HbIl KUHOGECTUBASb CTAHOBUTCA APKUM
CobbITUEM He TOMNbKO KHeMaTorpada, Ho v
CBETCKOM ¥M3HWU. B YecTb aToro exerogHo-
ro MeponpuATMA KoMnaHua Chopard npea-
CTaBWT HOBYIO KOJJIEKLMIO YKpaLLeHuit High
Jewellery, neMoHCTpYpYIOLLYI0 MacTepPCTBO
HKEHEBCKUX 10BeNMpPOB. BonbLUMHCTBO
3Be3[ LiePEMOHWM OTKPLITUA NOAYEPKHYN
CBOIO KPacoTy 1 371eraHTHOCTb U3bICKaHHbI-
MU 10BENMPHBIMU U3aenuAmMmn Chopard. Tak,
Hapexoa MuxankoBa ocTaHOBWIa CBOM
BbIOOP Ha U3ALLIHBIX Cepbrax U3 KOJeKLUm
Green Carpet v bpunnraHToBoM 6pacreTte
Mercury 13 konnekuum Classic. B cepbrax
Chopard 6nucTanu B 3T0T BeYep aKTpUChI
Arnas LLnnosckan, Mapua KoxeBHuKo-
Ba, EkatepuHa lNyceBa, MpuHa lpuHesa...
Yacamu Chopard [onosnHM Knaccuyeckui
KocTioM [NaBen TabaKos.

neraHTHble yKpalleHus Chopard Bcerga
6b11IM HE3aMEHUMBIMU CITYTHWUKM KPacHbIX
KOBPOBbIX OPOMKEK, Byab To KaHHCKMIA
KUHOdECTMBANb, LIePEMOHMA BpyYeHUA
npemun «Ce3sap» B lMapurke nnm LepeMo-
HUA «OcKap» B Jloc-AHenece.




KOPOTKUE BCTPEYUA

KOHKYPC KOPOTKOMETPAHHbLIX OWJ1bMOB

3TOM roJy KOHKYpPCHas nporpam-
Ma KOpOTKOro MeTpa paspoc-
nacb go 14 ¢unbMoB, a 0anH
ceaHc — fo OByx. [epBanA nporpamma
OTKpbIBaeTcA GuIbMOM KoHcTaHTUHa
®ama «bpyT» 13 ero KMHoanbMaHaxa
«CBraeTenu», pacckasblBaloLLEero
o Katactpode rnasamu HeobbI4HbIX
HabnofaTtenei: KpacHbIX 6allIMaYKoB
B ¢punbMe «TydenbKu», CKPUNKK — B
rOTOBALLENCA TPETbEW YacTW anbMaHaxa
1 HEMELKOV oBYapKuM BpyT B KapTuHe,
OTKpbIBAIOLLLEM KOHKYPC KOPOTKOIO
MeTpa Ha 38 MMKQO. MNpogoniaeT-
cA nporpaMma ¢unsMoM «[pycTHbIN
JeHb» (pe. KueoH B3, Pecnybnuka
Kopes) — NATUMUHYTHOI 3apUCOBKON
Ha TeMy H6ecCMbICIEHHOCTU HacuWA B
COBPEMEHHOM MUpe, 3aBepLuatoLLen-
cA uutaTon us TypreHesa. Hanblue
cnenyeT «ToHKaA rpaHb» [aHbl Jlepep
(M13pamnb) — NcUxonornyeckun To4Hana 1
0JHOBPEMEHHO TporaTesibHaA KapThHa
0 MOMbITKaxX CHATb NOCTENbHYIO CLIEHY C
y4acTveM HauMHaloLLel akTpucel (bne-
cTAwan ponb Haomu JleBoB). MNpobnembl
HaYMHAIOTCA C He3HaYMTENbHOW Bpoae
6bl HENPUATHOCTM: B Kagpe BUOHO
6enbe reporHU, U perkmnccep N1IackoBo
NpoCuT ee, BONPEKM U3HaY4anbHoM [o-
rOBOPEHHOCTM, CHATb TPYChl; AeBYLLKA
COrMNaLLAeTCA, U CbEMOYHBIN NpoLecc
OKOHYaTesIbHO NIETUT B TapTapapb!.
B ¢unbMe aHmMiACKoro perkuccepa
WtaHa [OrexaHa «3BOHOK» [MaBHbIN
repoit 6e3BblfiasHO CUANUT B KBAPTUPE,
06K/eeHHo ra3eTHbIMU Bblpe3KaMu
1 U30/1EHTON, U CAyLLAET no TeniedpoHy
WHCTPYKLWMK, BENALLME eMY He MOKMAATb
nomeLLieHne, He MUTb BoAY U, B KOHLe
KOHLL0B, He AblaTh. CaM perkuccep
0XapaKTepu30Basn KapTUHY KaK ero
JIMYHBIV B3MMIAL Ha TO, YTO He CTOUT
[0BepATb TOMY, YTO Mbl C/IbILLMM U3
Tenesusopa. «[lo Toro, Kak npuexarb
B MocKBy, — cka3an [xkexaH, — A Toe

JyMarn, YTo y Bac TYT KPU3MC U CaHKLMMK,
a TYT, KaXKeTCA, BCE 0YEHb [arKe OKel».
[Oeicteue dunoMa Oapem JNebeneson
«Ka bl 88» HauMHaeTca Ha nose 6oA
BO BpeMeHa Benvkon OTevecTBeHHON, a
NPOOOIIKAETCA B COPPEANTUCTUHECKOM
NpocTpaHcTBe 3arpobHOro MUpa, Kyaa
nonagaet Mono4ow COBETCKMM conpat
1 re oH JOJIHeH OTCTOATbL 04epesb,
YTO6bI NONTY4UTE BUMET B HOBYIO HU3Hb
— BUneT He Takol, KaK oH oxuaan. OuH-
CKafA KapTuHa «MbIcnv o No6BM» (perk.
AHn MinoMsKwM) NocesALLEeHa pOMaHTUYe-
CKWM MepeXmnBaHWUAM NOAPOCTKA, 1 aB-
TOPbl MacTepPCKU NMOSUMHAIOT CTUIb 3TOM
TeMe, 3aCTaBNAA 3KpaH 6yKBanbHO GoH-
TaHUPOBAaTb APKUMU KPacKamu — B COOT-
BETCTBUM C peasiuAMN FOPMOHANBHOMO
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¢doHa TMH3IMOKepa. 3aBepLuaeT npo-
rpammy ¢puneM TaTbAHbl OeJopoBCKON
«Happy Paradise», B KOTOpo 3K3UCTeH-
LpanbHan TeMa TaKKe BblpacTaeT us
KOJIU3UU C HUMHUM 6enbeM. [MaBHbIN
repow, onpoMEeTUYMBO NOJSILCTUBLLUCH
Ha peKnamy TpycoB, B Ka4ecTBe 6oHyca
rMoJly4aeT BO3MOXKHOCTb COaTb 3K3aMeH
Ha npaBa uHcnekTopy MMBAL Ha noMy.
KapTuHa, HauaBLLIAACA KaK KoMeaus,
rocTeneHHo npuobpeTaeT Tparnyeckme
06epToHa 1, B KOHLLe KOHLLOB, OKa3blBa-
€TCA UCTOPUEN O TOM, KaK Masio Hy*KHO
YesioBeKy, YTO6bI BCIOMHUTBL O CBOEN
YenoBEYECKOW CYLLIHOCTU.

BTopaA yacTb KOHKypca OTKpbIBaeTCA
dpaHTacTnyecknM dunemom «Kprox
(pexk. Kpuctod Xaiimep) 13 epMaHmm

MaHEM B «OKTAOPEe»

0 Yyecax KpUOHUKM, KOTOPbIE BMECTO
o6eLLaH1A Be4HOM HU3HK obopa-
YMBAIOTCA HATypasibHbIM KOLLIMapOM.
KapTtuHa Hukonb BpenauHr (KaHaga)
cOenlaHa B aHpe Jarke He MOKbIOMEH-
Tapy, a B opMe ¢anbLIMBOro BULEO-
6rora, B KOTOPOM «KoposieBa cendu»
AxHa BaHaHa 6opeTcA 3a «nanku»

W «LUI3pbI» C APYro CTap/IeTKOM.
«YeTBepTbIN», peXnccepckun aeboT
n3BecTHoro axktepa Kupunna Cadpo-
HOBa, AeNCTBME KOTOPOro NMPOUCXOAUT
B ABcTpum Ha rpaHuue XIX n XX BeKos,
HO KaeTcA — Ha FpaHuLLe peanbHOCTU
1 paHTasmu. «Bpema BbiGMpaTh» (pesk.
INeoH J1n, TaliBaHb) NogHUMAET TeMy
CMEepTHOW Ka3HK: B 4OM MOJI0A0rr0
afiBoKaTa NPUXOAAT ABOE HE3HAKOM-
LieB M CTaBAT ero nepes HEBO3MOMKHBIM
BblbopoM. KocBeHHO TeMy npoJonKaeT
MEKCUKAHCKUI GUIbM «Xecyc» (pesK.
Bumepd), rnaBHbI repoit KoToporo
CTaHOBWTCA ¥epTBOW NpeOpacCyaKoB,
KOrJa 13-3a BHELLUHOCTW ero nNpuHuMa-
10T 3@ MPECTYMHWKA, U OH NOCTEMNEHHO U
CaM HayMHaeT COOTBETCTBOBATb TAKOMY
obpasy.

Perkuccepcran paboTa akTpuchl
Tamunnbl CnvuerKo «JTio60oBb ecTb»
UCMosb3yeT A3bIK 06pa3oB, NOHO-
CTblo UTHOPUPYA BepbanbHOCTb, YTObbI
paccKasaTb UCTopuio oaHou Niobeu. B
¢dvHane nporpaMMbl — KOMeAUIMHbIN
¢wmnbM ns Utanum «3gpascteyite! A
npogiocep Byau AnneHa» (per. Hukona
[eopcona): pyccKas TypucTKa (ucnon-
HUTEeNbHULA rMaBHoW ponv MapuHa
OprioBa — TaKe Npofiocep v aBTop
cLeHapuA) BcTpeyaeT B PuMe npofioce-
pa Byau AnneHa, KoTopbiv npeanaraet
NpoBeCTU ee Ha NMPeMbepy ero HoOBOro
¢dunbMa. 31a MpoHWYHas paboTa us-
ALLHO NOABOAMT YepTy Nnof TeMOW, Bbl-
XoAALLe Ha NepBbli NiaH B 60MbLIMH-
CTBE KOHKYPCHbIX KapTWH: B 3TOM MUpe
C/LLIKOM Mario BeLLeN, U eLLe MeHbLLe
— NlofeN, KoTopble OKa3bIBalOTCA TEM,
YeM KarKyTcA.

Kupa Tynynosa




OBLIVIOUS
MEMORY/

QUASE MEMORIA

COMPETITION
DIR. RUY GUERRA

This film could serve as an illustration of the famous
proverb “If only the young knew and the old could”.
Its unsophisticated shape corresponds perfectly to
Ruy Guerra's unsophisticated introduction of throwing
together Old Carlos and Young Carlos, two avatars of
the same person. The radio is constantly working. In
the first scene Young Carlos listens to the 1968 news,
and the Old, to the 1994. Everything's deliberately clear
and obvious. The Maker, probably chuckling to himself,
tries to pass for a naive letter, so throughout the film the
characters keep on repeating, tongue-in-cheek, that, for
example, “a balloon is a metaphor”. Once through with
defining Carloses’ eras and ages, the director moves on
to pure white noise, mocking nonchalance of the Portu-
guese waltzes, fox-trots and operettas of the 1930s. But
let’s return to the original proverb: in Guerra’s film, the
0Old knows nothing, and the Young is unable to do any-
thing and looks rather pathetic. The “official explanation”
is that Old Carlos is suffering from a memory disorder,
which is why he tends to drift off to the images of his
father and, to a lesser extent, mother, whom he tries to
understand. However, the infantilism of Carlos Junior
(who is actually well into his forties) is unaccounted for.
Essentially, “Oblivious Memory” is about turning over
the traditional roles, because, as Rosencrantz said in
“Hamlet”, “an old man is twice a child". Life isn't about
any particular progress, or indeed regress. There's no
beginning, no end and no competitive advantages. When
the Old says to the Young, “l just see what you remember
and repeat what |'ve already forgotten”, it might seem
almost nonsensical, but in fact it's simply because the
roles aren't differentiated. Eventually it all boils down to
asking oneself the same question, again and again: when
was | happy? - Never.
Ruy Guerra is a classic of Brazilian cinema. His 50-year
festival history is quite impressive, with his debut film
“The Unscrupulous Ones” participating in the 12th Berlin
International Film Festival. Comparing his first and lat-
est films is very interesting. Although shot at seaside,
black-and-white “The Unscrupulous Ones”, with its
desolate sky, limited space and unnatural dunes, left
an impression of stage scenery, like in the times when
simple studios where you could all but see the wooden
backdrop were used to film landing on alien planets. This
is also the case here: the action is set in confined space,
like in a puppet theatre - although now this tradition is
exploited by the mainstream cinema too, with kitsch
glamour meeting the feeling of the enclosed world, in
films like “Mood Indigo” or “Great Gatsby".
The feeling that the Great War is coming is present in
the background throughout the film, although it remains
unclear what war it is. This is a sweet serene moment
before the storm, which is the subject of many candy-
sweet grotesque films like “The Grand Budapest Hotel".
People drop names of the royal family and go to theatre,
all against cardboard backdrop...
“I don't see any logic in the memory of this event” - “In
a good story, the logic is never entirely clear” - this
conversation is key in the film. In fact, the raw edges
come out from time to time, although the director points
them out himself, almost sarcastically, like, for example,
with the theme of the character forgiving his father. His
vague and unnamed “sin” doesn’t seem to be too signifi-
cant: there were some articles and visits to Mussolini. A
beautiful era freezes on the eve of great wars. But this is
all masked, hidden as if by a semi-deflated balloon, and
the world drifts off to sweet slumber, where the young
ceases to matter because of his stupidity, and the old
knows much more than he reveals to the audience.

Igor Saveliev

SIERANEVADA

8 1/2 FILMS
DIR. CRISTI PUIU

Monumental in its insulated setting, “Sieranevada” (this is
how the title is spelled, in one word and with only one “R")
is the first film by Cristi Puiu to be included in the Cannes
competition and neglected by the jury, who preferred
Cristian Mungiu and his more understandable “Graduation”.
Both films were made after the Romanian New Wave, once
celebrated by these almost directly opposite filmmakers,
had already subsided. Puiu’s breakthrough work, “The
Death of Mr. Lazarescu”, which registered in real time
the last hours of an ordinary Bucharest resident for three
hours. In his typical post-Soviet apartment, he felt bad and
called the ambulance, which first took time to arrive and
then drove him from one hospital to another, until he died
without receiving first aid. This was a powerful metaphor of
the post-socialist life, where absurd bureaucracy and apathy
still rule and all the connections between people, even the
most important ones — horizontal - are irretrievably dam-
aged. A person means infinitely less than some bureaucrat-
ic certificates which Lazarescu is required to present on his
final journey and the absence of which speeds up his death.
“Sieranevada” for three hours registers in real time several
hours from the life of ordinary Bucharest residents who
have gathered together in a typical post-soviet apartment
with a traditional tiny kitchen, wall cabinets and patterned
wallpapers, to mark the 40th day since the death of the
father of the family. Slowly, after irregular intervals, they all
arrive and then wait for the priest, who isn't turning up. As
they wait, they discuss everything, from the recent “Charlie
Hebdo” tragedy and the 9/11 attacks to cooking and holiday
plans.
Puiu’s view is horizontal, it mingles the great and the
insignificant, the routine and the extraordinary, the personal
and historical in one particular Soviet kitchen. The difference
between socialism and capitalism here means no more
than the difference between borscht and ciorba, and the de-
ceased is mentioned as often and with the same intonation
as insignificant trivia. Someone appears in the static frame
that lasts on and on, while someone leaves it — it's almost
impossible to count the characters without confusing them.
At some point several skeletons fall out of the Soviet clos-
ets, but even they fail do disrupt the atmosphere.
The title intentionally bears no meaning, as Sierra-Nevada
isn't mentioned in the film a single time. It's empty, mean-
ingless, truly a placeholder - like everything Puiu demysti-
fies in this film: the 9/11 attacks, “Charlie Hebdo", com-
munism, capitalism, life, death, and generally everything
we kick around, unable to fathom its meaning or accept the
fact there is none. We fill our days with attempts to find the
point, lying to ourselves and believing we've succeeded, like
one of the characters who distracts himself by conspiracy
theories.
Minimalistic “Sieranevada” was made by the born director
who would probably be able to film a telephone book (this
is rather a case of a notebook with notes in the margin and
no central line or main characters). The only main character
seems to be the time itself — implacable, overbearing and
almost totalitarian by nature. It works against everyone,
including Puiu himself, who should have been awarded the
Palme d'Or for “The Death of Mr. Lazarescu” - but that film
was overlooked by the Cannes Festival.

Evgeny Gusyatinsky

CARLOS SAURA

VIP

During his conversation with the audience, Carlos Saura
paid compliments to the Russian language and Maya Pli-
setskaya and assured he understood well the problems
of the Russian cinema, especially those connected with
funding. Apparently maestro too has trouble with financ-
ing. He was asked whether he was planning to make
movies on dances he hadn't covered yet, like salsa or

samba, and talked about one of such project: “It was to
be a film about Brazilian dances and their links to African
music. | spent a lot of time in Rio and had great plans.
Everything was ready, but, unfortunately, the producer
didn’'t have enough money. There are a lot of projects,
about the Caribbean dances, for example, but it's all a
question of money”.
However, the director himself stopped the conversation
from turning pessimistic, remarking: “Well, I'll shoot
them later. I'm still young, there’s plenty of time”. Well,
we did suspect that his previous complaints about his
age - “Russian is great, such a pity at my age it's too late
to take it up” — were something like fishing for compli-
ments.
Carlos Saura was quite open with the Russian audience:
he eagerly explained how he was able to get to a dance’s
very soul. As is often the case, his creative method to a
significant extent stems from his childhood, and one of
the darkest pages in the Spanish history - the Civil war. “I
am used to making do with what | have and doing things
on the spot to spend as little as possible”. Who would
have thought saving up on virtually everything would
result in an original creative method? “I never do many
takes, just one or two, and even the rehearsals aren't too
thorough, as we need to leave the space for improvisa-
tion”. It concerns not only dance and the camera'’s spon-
taneous moves but also the script itself. Saura confessed
that as he was watching “Tango” then, he was surprised
to see some of the dialogues coming full circle: it hadn't
been his original intention.
Like all impatient and emotional people, Saura doesn’t
take kindly not only to rehearsals and overlearning but
also the very atmosphere of the academic art. He con-
fessed he's indifferent to ballet: “Of course | visited the
Bolshoi Theatre and saw your ballet performances. It's
truly great, but on stage it looks effortless. You don't re-
alize it's exhausting work. This is why in my films | try to
show the rehearsals too - with all the sweat, emotions,
the desire to do your best...” When one of the viewers,
who turned out to be connected to the ballet world, told
him Maya Plisetskaya liked his films, Saura expressed
his regret that they had never come to collaborate. How-
ever, she hardly belonged to the academic style.
He came down not only on the classic art but also on
what disguises itself as such (‘I don’t want to offend any-
one, but Bertolucci’s tango is a hideous and has nothing
to do with real tango”). Saura is so secere as he grew up
listening to these rhythms (“At 4 or 5 years | was con-
stantly listening to my father humming tango melodies
as he shaved”). However, when he arrived in Argentina,
the locals laughed at his dancing (“And | always thought
| was a pretty good dancer!”). But he never got offended
and tried to learn, fascinated by the new experiences —
and the new film he’s just shot and is now editing will
give an insight into the connection between flamenco and
the dances of Indian gypsies in Rajasthan.

Igor Savelyev

ENTERTAINMENT

NG PICTURE
DIR. RICK ALVERSON

Traditionally, the closer to indie an American film is, the
less entertainment it offers. When it comes to “indie”,
Rick Alverson is unparalleled: he's one of those American
directors who will never ever make it to Hollywood. His
previous film “The Comedy” hardly made anyone smile;
this one is hardly going to entertain.

“Entertainment” is what Gogol's “The Overcoat” would
feel like if Woody Allen wrote the script and David Lynch
filmed it: a psychedelic and seemingly purposeless travel
across the Californian desert of the least funny comedian
in the world. Actually Neil Hamburger is supposed to be
driving to his daughter, but this might very well turn out
to be a hoax, and in any case he won't reach her. And if
you try to define the vector of his movement, it assumes
the destination is void and non-existence.

The film has no coherent plot: it’s divided into separate



sketches connected through characters and setting,
without any obvious cause and effect. On his way,
Hamburger performs in weird places, like, for example,
a prison camp, various bars and motels — where his
unrequired performances inevitably face dead silence.
The metaphor of life as endless wander is ever more
reminiscent of death. The further in the desert — the
darker the abyss becomes, the scarier and less distinct
Neil Hamburger's mumbling gets. By the end it's almost
incomprehensible.

Surprisingly, the film about dying ends with double birth:
areal one — when a groaning woman gives birth to a
piece of red meat in the bathroom of some godforsaken
motel in front of the comedian; and a metaphorical one,
when Neil Hamburger gets out of his shell during the
prelude of the greatest show of his life — and falls on his
knees, weeping, unable to “entertain” anymore.

Rick Alverson presents these dismal scenes as the
quintessence of life and death unvarnished, and in the
end the character himself gracefully blends in with the
macabre environment.

MAGNUS

DOCUMENTARY COMPETITION
DIR. BENJAMIN REE

Andrey Shchigolev

Magnus Carlsen is a chess genius of the 21st century. By
the age of 25 he's won all possible awards, and become
one of the youngest grandmasters in history and the first
person to be ranked as number one in classical chess,
rapid chess, and blitz chess.
When he was only 13, Magnus, son of a relatively strong
chess player, promised himself he would become the
champion. He had all the reasons to hope for it, as his
rating even then was exceptionally high. At a very young
age he even played with Garry Kasparov as the latter
was finishing his career - then the present and the future
legends agreed on a draw. But no one, even Magnus's
family, expected his dream to come true so quickly and
to create such a furor.
Benjamin Ree’s movie depicts Magnus'’s every step on
the way to the chess crown. It's surprising the director
had so many archive footages at his disposal. It
seems the camera had followed Magnus everywhere —
at home, at tournaments, in his leisure hours - all the
time he was striving to the top, since the age of eight,
when he for the first time sat at the chess board, to
November 2013. Then, just two days before turning
23, Magnus defeated the reigning World Champion
Viswanathan Anand - in the latter’'s home town
Chennai.
The nature of Magnus'’s gift can't be fully explained. Just
like journalists and experts, the director ascribes it to his
intuition and the unmatched ability to “feel the game”.
The thing is, Anand’s strength is the result of many
hours of playing against the computer and learning a
great amount of combinations. However, Magnus is
very different from his opponents: well built (apart from
chess, he has a serious interest in football and spends
a lot of time on physical activities), he sports a shining
smile, and generally looks like a model (which hasn't
escaped the notice of fashion brands). And the turning
point in the match against Anand happened at that
very moment when he stopped following a pattern and
started improvising.
In the film, it looks excruciatingly simple: instead of
training, Magnus spends his day off between the games
fooling around in a swimming pool with his family - and
the next day, fresh and relaxed, easily finishes off his
opponent.
And this is the secret of his phenomenal popularity
that has spread far beyond the chess world: it's his
outstanding rating - it's his unique ability to reach
remarkable results and remain a simple guy who loves
his parents and sisters, plays football and goes to the
swimming pool.

Nikita Kartsev

SHORT FILM
COMPETITION

The MIFF short film competition this year has expanded
to 14 films, dividing the program into two parts. Program
#1 starts with “Brutus” by Konstantin Fam, which is

the second part of his trilogy “Witnesses”, showing the
Holocaust through the eyes of unexpected “bystanders” -
a pair of red shoes in the first film “Shoes” and violin in the
upcoming short by the same title, and a German Shepherd
called Brutus in the film that opens the MIFF shorts
competition. The program is continued by the Korean film
“Sorry Day”, directed by Kiwon Bae, a 5-minute essay on
the topic of the absurdity of violence, which concludes
with a quote from Turgenev. It’s followed by the Israeli
short, “The Fine Line” by Dana Lerer - both delicate and
psychologically precise depiction of a film crew trying to
shoot a sex scene, starring a young, inexperienced actress
(masterfully played by Naomi Levov). The problems

arise when an itty-bitty detail is brought to the director’s
attention —the actress’ underwear can be seen in the shot,
and so the director gently asks the girl to remove her
panties, despite the fact that it wasn't the original plan.
The girl reluctantly agrees, but that is only the beginning
of the shooting process’ problems.

The protagonist of Ethan Jahan'’s film “The Call” (the

UK) locks himself up in his apartment, following the
instructions of mysterious “authorities” on the phone,
telling him not to leave the place, not drink the water, and
then - literally forbidding him to breath. Jahan himself
referred to the film as his personal take on the modern
society in which you're better off not to trust the news
from the media. “Before coming to Moscow, — said Jahan,
- | also thought that you have a crisis going on here, but
as | can see now, everything is actually fine".

Daria Lebedeva's film “Every 88" starts at a battlefield
during WWII, and continues in some sort of a surreal
limbo, where a young Soviet soldier who just died, ends
up, and where he should stand in line to get a literal
ticket to a new life — which turns out to be a ticket he
would have never expected. Finnish film “Thoughts about
love”, directed by Jani llomaki, talks about romantic
misfortunes of a teen, and the authors quite elegantly
subject the visuals of their film to this theme, turning their
imagery into a splash of bright colors - in correspondence
with an endocrine profile of a teenage boy. The first
program is concluded with Tatiana Fedorovskaya's short
“Happy Paradise”, the existential theme of which is also
curiously head-started by an issue with underwear. The
protagonist, a simple man who recklessly succumbs

to the idea of buying a set of boxers through a TV
commercial, gets a bonus in the form of a possibility to
get his driving license exam at home. The film starts as

a comedy, but gradually moves on to look more like a
drama, as it turns out to be a reminder to all of us that it
doesn't take that much for a person to remember what it
actually means - to be human.

Program #2 opens with a German sci-fi film “Kryo”,
directed by Christoph Heimer, and focusing on cryonics,
which promises the characters the miracle of eternal

life, but ends up as an absolute nightmare. “Selfied”

(dir. Nicole Brending, Canada) is made in a new genre

of a mock video blog, which the protagonist, the Selfie
Queen Anna Banana uses in her ongoing battle for likes
and shares with another upcoming Internet star. The
story in famous actor Kirill Safonov's directorial debut
“The Fourth” takes place at the turn of the 19th and 20th
centuries, but also looks as though it was “at the turn” of
reality and surrealistic fantasy. “The Day to Choose” (dir.
Leon Lee, Taiwan) brings up the topic of death penalty,
using the plot that revolves around a young lawyer who

is forced to make an impossible choice by two strange
men. This theme is tangentially continued by the Mexican
short “Jesus” (dir. Wimerf) — the titular character first
falls a victim of society prejudice when, because of his
appearance, he’s falsely taken for a criminal, only to later
start exploiting this new unexpected image.

manege in «octyabr»

“Love Exists”, directorial work of the actress Tamilla
Slichenko, utilizes imagery and figurativeness instead of
words, to tell the story of one true love. And finally — an
Italian comedy “Hello, I'm a producer of Woody Allen!”
(dir. Nicola Deorsola) about a Russian tourist (played by
Marina Orlova, who is also the script writer and producer
of the film) encountered in Rome by Woody Allen’s
producer, who offers her a spare ticket to the premiere.
This utterly ironic short is quite an elegant conclusion to
the shorts competition program, the films in which seem
to be united by a certain refrained subtext: very few
things in this world — and least of all people - are what
they seem to be.

SLACK BAY /

MA LOUTE

EUROPEAN EUPHORIA:
BETWEEN HEAVEN AND HELL
DIR. BRUNO DUMONT

Kira Tulupova

Most French movies mention in the credits a region or
a department: practically all films produced in France
partially get the funds from the local budget. This means
whole France, from Aquitaine to Brittany, from Alsace to
Provence is represented on the cinema chart. However,
it's less often that the location is used not in the interests
of a budget but as a key element in its atmosphere and
concept.
“Slack Bay” is set in Normandy. Bruno Dumont, the
director of the movie, shot most of his films in his
native Bailleul in French Flanders; his crime/comedy
mini-series “P'tit Quinquin” is also set in the same
department, Nord-Pas-de-Calais. The director’s early
movies “The Life of Jesus”, “Humanity” and “Flanders”
are over-realistic, feature mostly nonprofessional
performers, as well as alternate scenes of depressive
sex and somber landscapes of Northern France.
“Slack Bay” is lighter, sunnier, and sparkles humour; in a
way, it's a costume version of “P'tit Quinquin”. Two police
officers, who seem to have walked in the movie straight
from some Laurel and Hardy's slapstick comedy, are
searching for missing holidaymakers — the beastly-
looking Brufort family, who earn their living by mussel
harvesting and transporting people across the water
during high tides.
However, it doesn't take much shrewdness to see where
the criminals are heading. To make things clear, the
Bruforts are cannibals and don't even try to hide it. And
their neighbours, the rich Van Peteghem family, are
coming to their pseudo-Egyptian mansion for summer,
like they do every year. The cannibals’ stomachs seem
to be in for an impressive feat! Mutual attraction of the
morally decayed ruling class and the inherently immoral
rabble culminates in a love affair between a rat-looking
son of the cannibals and a teenager of unidentifiable
gender - a fruit of incest in the decadent bourgeois family.
Perhaps this queer and at times awkward narration
wouldn't end up in a watchable movie had Dumont not
found for it a perfect location — beautiful and filled with
air. The story was shot in the Mont Saint-Michel Bay, and
its picturesque dunes and tides make the film’s crazy
twists and grotesque elements look very natural. The
movie features national stars Fabrice Luchini, Valeria
Bruni Tedeschi and absolutely reckless here Juliette
Binoche - despite the recent complaints of the director
he can't invite the performers who live as far as 50
kilometres away from the location, because they have
a different accent. However, Didier Despres in the role
of the chubby police officer who constantly falls over
speaks such a heavy accent that even the French have
trouble understanding him without subtitles. Let's wait
for Dumont's next project, a musical about Joan of Arc,
where he intends to combine professional actors and
local residents of Nord-Pas-de-Calais.

Elena Plakhova



1. Cepreit MoKpuuKui

2. [lapba EkamMacoBa

3. EkatepuHa Bonkosa

4. CveMoyHaA rpynna ¢punsma «Tanu u Tonux

5. Ynbpuke OTTUHrep

6. CbeMoyHas rpynna ¢punemMa «opora K matepu»




MaHEM B «OKTAbpE»

28 UIOHA / JUNE, 28 29 UIOHA / JUNE, 29
12:30 CEMEMHOE [ENO/ A FAMILY AFFAIR OKTABPb, 2 11:15 BEFEMOT / BEI XI MO SHOU OKTABPb, 2
13:00 PA3IPOM HEMELIKMX BOVCK N0 MOCKBOW / RAZGROM NEMETSKIKH VOYSK POD MOSKVOY  OKTABPb, 5 13:15 JIUMB / DANS LES LIMBES OKTABPb, 2
13:45 [JAJTEKAA TOPA TAHBCIOH / YAO YUAN DE TIAN XIONG SHAN OKTABPb, 8 13:30 TUBETCKAA MECHb NIOBBM / KANG DING QING GE OKTABPb, 6
13:45 NYTELIECTBUE C OTLIOM / NEULICH DIE REISE MIT VATER OKTABPb, 6 14:30 KOPOJEBA / THE QUEEN OKTABPb, 4
14:30 MEPOHMM BOCX: BLOXHOBJTEHHbIN AbABOJIOM / OKTABPb, 4 14:30 MYXAMMAL - NMOCNAHHMK BCEBBILUHEMO / MUHAMMAD: THE MESSENGER OF GOD OKTABPb, 8
. JHERONIMUS BOSCH, GERAAKT DOOR DE DUIVEL
14:45 XOPOLLIAA YKEHA / DOBRA ZENA OKTABPb, 5
14:30 COBPEMEHHbIVI MPOEKT / DET MODERNA PROJEKTET OKTABPb, 7
- - 15:00 BAM W HE CHANOCS... / VAM | NE SNILOS... 1
14:30 POKOBAA KPACOTA / ZKAZA KRASOU LAK, 1
15:30 10/ CHErOM / UNTER SCHNEE OKTABPb, 11
14:45 KOHKYPC KOPOTKOMETPAMHbIX ®AJTIbMOB / SHORT FILM COMPETITION OKTABPb, 5
15:30 TMEPVIKINE YEPHBIV / PERICLE IL NERO OKTABPb, 2
15:00 CYACTJIMBASA HW3Hb / JEUL-GEO-WOON IN-SAENG OKTABPb, 9
- 16:00 TEHb LWWAMKCCO / CHAMISSOS SCHATTEN OKTABPb, 6
15:15 NHEBHUK MALLMHMCTA / DNEVNIK MASINOVODE OKTABPb, 1
16:15 MNAHETA BYPb / PLANETA BUR OKTABPb, 9
16:00 NANIOLIKN-TAHICTEPbI / LES TONTONS FLINGUEURS OKTABPb, 8 -
16:15 COBJTA3H / CORKI DANCINGU OKTABPb, 7
16:30 [BALLATb [IBE/ TWENTY TWO LUK, 1
16:30 3ABTPA/ DEMAIN UK, 1
16:30 3KCLIEHTPUKM / EXCENTRYCY, CZYLI PO SLONECZNEJ STRONIE ULICY OKTABPb, 11
16:30 MENEHA / HAMOG OKTABPb, 1
16:30 TEHb LUAMUCCO / CHAMISSOS SCHATTEN OKTABPb, 6 -
16:45 BOJbLLVHCTBO OBUTAIOLLVX 30ECH AYLL / AZ ITT ELO LELKEK NAGY RESZE OKTABPb, 10
16:30 [104b/ DOKHTAR OKTABPb, 10
17:00 MPEOBPAMKEHWE / PREOBRAZHENIE OKTABPb, 4
16:30 BECEMOT / BEI XI MO SHOU OKTABPb, 2 .
17:00 MAMATb 3ABBEHWA / QUASE MEMORIA OKTABPb, 5
16:45 YENOBEK-LUBEMLIAPCKIM HOX / SWISS ARMY MAN OKTABPb, 7
17:30 YBULIA TIPOYKMBAET B IOME 21 / L’ASSASSIN HABITE AU 21 MOCKBA, 9
16:45 LENALOVE / LENALOVE OKTABPb, 4
- 18:00 MCXOL B LLAHXAM / EXODUS TO SHANGHAI OKTABPb, 11
18:00 NAMATb 3AEBEHIA / QUASE MEMORIA OKTABPb, 1
- 18:15 BMHEP / WEINER OKTABPb, 2
18:00 XOPOLLIAA YKEHA / DOBRA ZENA OKTABPb, 5
18:30 041 YEPHBIE / OCI CIORNIE OKTABPb, 9
18:30 NYCTOE MECTO / PUSTOE MESTO OKTABPb, 9
18:45 CUBUPCKME 3APUCOBKM / SKETCHES OF SIBERIA OKTABPb, 8
18:30 CYACTBE / SCHASTE OKTABPb, 9
19:00 MH17: HALMA CKOPBMT / MH17: HET VERDRIET VAN NEDERLAND OKTABPb, 7
19:00 A-KYBA/YA - KUBA 1
19:00 HAHHA OUSIbMAH, HABEPEXKHAA KOMMEPLI 23, BPIOCCESTb 1080 / OKTABPb, 10
19:00 MEHA 30BYT HYXYM, MHE 10 JIET U A PA3BE[IEHA / OKTABPb, 8 ’ JEANNE DIELMAN, 23, QUAI DU COMMERCE, 1080 BRUXELLES
: ANA NOJOOM BENT ALASHERAH WAMOTALAGAH
19:00 MOHAX 1 BEC / MONAKH | BES OKTABPb, 1
19:00 OXOTHWKM 3A NPUBMAEHNAMMW / GHOST BUSTERS LAK, 1
19:00 OXOTHMKM 3A NPUBWUOEHNAMK 2 / GHOSTBUSTERS I LUaK, 1
19:00 CbEPAHEBA[A / SIERANEVADA OKTABPb, 7
19:30 BbICOKWI BNOHANH B YEPHOM BOTUHKE / LE GRAND BLOND AVEC UNE CHAUSSURE NOIRE ~ MOCKBA, 9
19:00 CMBUPCKME 3APUCOBKN / SKETCHES OF SIBERIA OKTABPb, 10
19:30 NAPK / LE PARC OKTABPb, 5
19:00 MAIHYC / MAGNUS OKTABPb, 2
19:45 CYN MUCO /1A XAHbI / HANACHAN NO MISOSHIRU OKTABPb, 6
19:15 MOLLIME BALLIMAKK / PEESHTITE OBUVKI OKTABPb, 11
20:15 [IHEBHUK MALLIMHICTA / DNEVNIK MASINOVODE OKTABPL 11
19:30 BEJTAA [IEBYLLIKA / WHITE GIRL MOCKBA, 9 -
20:45 YEOMHBIN OTOHEK / MI GRAN NOCHE OKTABPb, 8
20:00 APTEHTUHA / ZONDA: FOLCLORE ARGENTINO OKTABPb, 6
21:15 KYOA Bbl ELLEE BTOPMHYTBCA / WHERE TO INVADE NEXT OKTABPb, 2
21:00 28:94 MECTHOE BPEMA / 28:94 TEGHAKAN ZHAMANAK OKTABPb, 5
21:30 TUKKYH / TIKKUN UK, 1
21:00 KPOBABbIE B/BHW / KROVAVYE BIVNI OKTABPb, 1
21:30 TUKKYH / TIKKUN MOCKBA, 9
21:15 MOJTYAHWE MOPA / LE SILENCE DE LA MER OKTABPb, 10
2145 TAHro/ MUOHEP
21:30 BPATbA / BRODRE LAK 1 ! TANGO (COKOMBHMKM), 1
21:30 KE-Abl / KE-DY MOHEP, 1 2145 KATUTAH OAHTACTUK / MMOHEP (MAPK
’ CAPTAIN FANTASTIC FOPBbKOr0), 1
21:30 CTONKHOBEHWE / ESHTEBAK MOCKBA, 9
21:45 A, IOH XYAH /10, DON GIOVANNI OKTABPb, 9
21:45 AKT MATHUTCKOT0. 3A KYJTMCAMMW / THE MAGNITSKY ACT - BEHIND THE SCENES OKTABPb, 8
21:45 HALLIA HATALLIA / NASHA NATASHA OKTABPb, 7
21:45 JIUMB / DANS LES LIMBES OKTABPb, 2
22:00 CbEPAHEBA[IA / SIERANEVADA OKTABPb, 5
21:45 NPEOBPAMEHUE / PREOBRAZHENIE OKTABPb, 4
22:00 HEM3BECTHAA / LA FILLE INCONNUE OKTABPb, 1
2145 ATTECTAT 3PESIOCTU / MAOHEP (NAPK
: BACALAUREAT FOPLKOI0), 1 22:00 JI060Bb 1 [IPYKBA / LOVE & FRIENDSHIP OKTABPb, 4
22:15 BCTPEYHOE TEYEHME / CHANG JIANG TU OKTABPb, 6 22:30 MPOPOYECTBO / NHA TIEN TR OKTABPb, 11
22:15 KOPOJTb M LUYT / WANG-UI NAMJA OKTABPb, 9 22:45 ®ALY / FADO OKTABPb, 6
22:30 XEJTbMYT BEPTEP, AKTEP / HELMUT BERGER, ACTOR OKTABPb, 11 23:30 3ATAP / SUNTAN OKTABPb, 8
23:59 B TXOM OMYTE / MA LOUTE OKTABPb, 2 23:59 TEO 1 1010 B OOHOM JTOAKE / THEO ET HUGO DANS LE MEME BATEAU OKTABPb, 2

Tr - TPETbAKOBCKAA TAJIEPEA
UAK - LIEHTP JOKYMEHTAJIbHOIO KMHO

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



38 MOCKOBCKWIA MEXYHAPOLIHbIN KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
38 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION

CMOHCOPbBI 38 MMK® / 38 MIFF SPONSORS
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