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Hiopw / Bpurutta ManTen

BOCTOK - 3ANAL

- B xiopy MocKoBcKoro MerkayHapoa-
HOro KuHodecTMBanA 6bIBaloT Npoploce-
pbl, HO Bac MOMHO Ha3BaTb NPOACEepPOM
YHUKanbHOro npodunsa: Bbl — creupa-
JINCT Mo rocyaapcTBeHHOMY $UHAHCUPO-
BaHMIO KMHO. CyLLiecTBYeT ToUKa 3peHus,
4TO rocpMHaHCMpOBaHKe YacTo CBA3aHO
C MOMbITKaMM rocyAapcTea NOBUATH Ha
MCKYCCTBO...

Bpuazumma Maxnmeli: Bol roBopuTe 0
LieH3ype? Xo4y Bac 3aBepuTb, YTO 3T
BOMPOCHI He CBA3aHb! Apyr ¢ Apyrom. [a,
Yy Hac ecTb rocyapcTBeHHble CPeACTBa,
KoTOpble BBIAENAIOTCA Ha K1HO. A y4a-
CTBYIO B pacnpefefieHnn 3TUX CpeacTs,
COCTOI0 B COBETE MO KMHO MMHUCTEPCTBA
Ky/bTYpbl M CPeACTB MaccoBoM MHpOP-
MaLwmmn MepMaHnK, ABNAKOCH COBETHUKOM
Mo BOMpOcaM PMHAHCMPOBaHWA KMHO B
doHIe NoAAepHKM KuHeMaTorpada bep-
nvHa v GeaepancHol 3emnn bpanaeH-
6ypr. Mbl 0TBKpaeM NPOeKTHI, KOTOpble
NOLAEPHMUT PeroHanbHbIi 1 Gede-
panbHbIi biogreT. EcTb nn Kakan-nmbo
LieH3ypa npw BblAENeHNM 3TOro GUHaH-
cnpoBaHmA? 3aBepAio Bac: HeT! [1a, Mbl
He NoAAEePHMBAEM MPOEKTbI, KOTOpble
cofeprar, HanpuMep, mopHorpauio,
UNN paguKanbHele NOUTUYECKKe B3MA-
Abl. Ho Mbl HageeMcs, 4To 1 3puteni

1X He MOALOEPHVMBAIOT Tore. TaKoe Mbl
He d1HaHcKpyeM, a bonbLLe BHUMaHKA
obpalLiaeM Ha Te 3aABKU, KOTOPbIe MOMyT
OKa3aTb MOMOHUTENBHOE BANAHME Ha
0BLLECTBO M Ha pPa3BUTHE MCKYCCTBA.

- B Bawwelt 6uorpadum ckasaHo, 4to
Bbl OL,eHMBaeTe NepcrneKkTUBbI He
TOJIbKO HaLMOHAbHbIX KUHOMPOEKTOB:
Baw «npo¢unb» — BoctouHasa Eepona.
Ha Bawu B3rnAg, Kakue npobnemsl B

6onbLuel cTeneHU BONHYIOT CEerogHA
BOCTOYHOEBPOMEMCKUX KMHeMaTorpa-
¢ducros?

- Ecnv roBopuTb MMEHHO 0 npobriemMax,
To AnA BoctouHol EBpombl 0HM cBA3aHBI,
B OCHOBHOM, C HEJABHWM MPOLLTLIM 3TUX
HapodoB. HTo KacaeTcA Hallero coTpya-
HUYeCTBa C 3TUMM CTPaHaMW, TO CerogHA
HeMeLKMe Npoaiocepbl TaKHe OYeHb 3a-
WNHTEpPeCoBaHb! B COBMECTHOM MPOU3BOA-
cTBe GUIbMOB CO CTpaHamu BocTouHoi
EBponbl. Kak MHe KareTcs, MHTEpEeCH!,
MpeMae BCero, UMEHHO SINYHble UCTOpUK,
KOTOpbIe BbI3bIBAIOT 6OSbLLIE COHYBCTBUA Y
06bI4HbIX SII0AE HE3aBUCUMO OT FpaHuL
1 HAUMOHAmNBHOCTK, 6OrbLLYI0 0TaAYY.
30eck NpYBMeEKaeT 1 pasHoobpasve:
TPaaMLMA TaKMX CTPaH, KaK MepMaHuA 1
KarkOaA U3 BOCTOYHOEBPOMENCKIX, 04eHb
pa3sHble. 3T0 MHTEPECHO AS1A MPOCTLIX
niogew, 3putenei, 1 odeHs onbLLaA 1
WHTepecHanA 3adava 1A Hac — noaaep-
¥aTb 3T0 pasHoobpaswe... A cBA3bIBalo
6onbLUMe Haferabl MIMEHHO C HOBLIM
MOKOJeHMeM perxmccepoB BoctouHoi
EBponbl. 0cobeHHOCTb 3TOro pervoHa B
TOM, 4TO He3 Toi NOAAEPHKN, KOTOpYIO
OKa3blBaeM, B TOM YWCIIE, Mbl, 3TO KMHO
eLLle He MOMKeT Pa3BMBaTLCA B MOMHYI0
cvny. A NOHMMaIO, YTO ANA KMHO BOC-
TOYHOEBPOMEICKIMX CTPaH BOMPOC 0 roc-
GMHAHCMPOBaHWM Bonee aKTyaneH, YeMm
ZNA KMHO MHOTUX ApYriX perMoHoB M1pa.
W ona Poccum 370 TorKe MOMKET BbiTb aK-
TyanbHbIM. Al BUMY 3[0eCb CXOACTBO NyTer
POCCUIACKOrO 1 BOCTOUHOEBPOMENCKOMO
KWMHO He TOMBKO B CBA3M C MCTOPUYECKON
1 reorpadu4ecKom 6nmsocTbio, HO U C TeMm,
410 B Poccum o4eHb MHTEpeCHOe Mosofoe
MOKOJTEHME PEHKIMCCEePOB.

BRIGITTA MANTHEY

JURY

— A onA poccuMMcKoro KMHO ecTb
nepcrneKTUBbI B paMKax ¢pUHAHCOBbIX U
MHCTUTYLIMOHHbIX MPOEKTOB, KOTOPLIMU
Bbl 3aHMMaeTecb?

— Y Hac ecTb NpoeKTLI, CBA3aHHbIe ¢ Poc-
Ccuel, XOTA A MoKa W He Mory paccKasbl-
BaTb 0 HWX NoApobHo. HanpuMep, nocne
MHOMMX NeT NOArOTOBKM COBMECTHO C
POCCUMCKMMI NMPOIOCEPCKUMM KOMMa-

H/AMK Mbl CO34a/11 NPOEKT, K KOTOPOMY
Mbl LLINN YeTblpe UK NATb NEeT. Hako-

HeLl, HaM Y4anocb CO3AaTb MporpamMmy
COBMECTHbIX [EeNCTBUM Me Oy PoCcUit-
CKMUMW U HEMELIKMMU MPOACcepamMm
BecTu ee BMecTe. OHa Anmnach Lienbii
rof, C 06enx CTOPOH K Hel Bbin 6onbLLOoN
nHTepec. Mpoatocepsbl ObinM pagbl 3ToM
COBMeCTHO paboTe. 370 6bI10 O4eHb
MHTepecHoe BpeMs. K corKaneHuio, 3ToT
MPOEKT He NPOOOHKMCA, HO A HaZeCh,
Hac *ayT Apyrue.

Humepaoio sena Mapusa Bonm

- Producers often become jury members at the
Moscow International Film Festival, but you may
be called a unique kind of a producer because you
are an expert of state film funding. There is a point
of view that state financing is often connected with
the government’s attempts to influence art.
Brigitta Manthey: Are you talking about the
censorship? | assure you, these issues are not
connected with each other. Yes, we have state
financing for the cinema. | take part in the allocation
of these finances, | am also in the cinema council of
the Ministry of Culture and Mass Media of Germany,
I'm an advisor for film funding at Medienboard
Berlin-Brandenburg. We decide which films will
receive financing from regional and federal budgets.
Do we have any censorship during that procedure?
No! Sure, we don't support films with pornography
or radical political views. However we hope the
audience doesn't support such films either. We don't
support such films but pay more attention to those
films which may be beneficial for the society and
the arts.

- In your biography | read that you analyze not only
German cinema projects but you also specialize on
Eastern European ones. In your opinion, to what
problems do East-European filmmakers pay more
attention?

— If we talk about problems, then for East European
countries they are mainly connected with the recent
past of these nations. What concerns our collaboration
with these countries, today German filmmakers are
interested in co-producing films with East-European
countries. | think personal stories are the most
interesting. They arouse more sympathy from ordinary
people regardless of the borders and nationalities.
Diversity is very attractive too: the traditions of Germany
and Eastern European countries are very different. It's
very interesting for ordinary people, for the audience,
and it's a very important and interesting task for us

to support this diversity. | pin big hopes on the new
generation of East European directors. The peculiarity
of that region is that without support, including ours,
the cinema can't develop at full pace. | understand

that for East European countries the problem of state

financing is more critical than for other parts of the
world. For Russia that may be important too. | think
Russian and East European film industries are similar
not only because of their historical and geographical
proximity, but also because of the new generation of
promising filmmakers in Russia.

— Are there any perspectives within the framework
of financial and institutional projects you are
monitoring?

— We have projects for Russia, but | can't tell you
about them in detail now. For example after several
years of preparatory work with Russian companies
we launched a project about which we had been
thinking for 4 or 5 years. Finally we managed to
develop a plan of collaboration between Russian and
German producers and work at it jointly. It lasted for
a whole year and both parties showed great interest
in it. Everyone was happy to take part in this work.
That was so exciting. Unfortunately that project had no
further development, but | hope there are many other
projects waiting for us.

Interview by Marina Bolt
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[CIEEVEE YTOMMEHHWK (DOOB) / PEHK. MOCTA®A CAPBAP GAPYKI

arKe yauBUTeNbHO, [0 Yero TOHHO pyccKanA
nocnoBuua «Ha M1py 1 cMepTb KpacHa»
nepedaeT HEKOTopbIE HI0AHCH CMbICTIOB 3TOM
aHMALELLCKO-MHOMIACKOM KapTUHbI. MoreT GbiTh, 63
TOW UPOHWK, KOTOPaA B MOCNOBHLLY 3anoreHa. Ho, no
KpalHei Mepe, 0CHOBHbIE KOMMOHEHTHI Ha MecTe. CMepTb
OKa3bIBAETCA M36aBNEHNEM U 06TIEMYEHMEM, A CEMEVHAA
apama [IaBeda XacaHa npoTeKaeT «Ha MVpy», MOA,
06BEKTUBaMM TefleKamep U 61nLLaMM CBETCKIX XPOHM-
KepoB. ABnAeTcA v [y<aBef «3HaMeHWTLIM MicatenieM
1 06LLIECTBEHHBIM AEATENEM», KaK CKa3aHO B aHHOTaLMK,
UMK e ero paboTa bosbLLie CBA3aHa BCE He C KUHO
(BneyvaTnieHVe CNOMKMIOCH TaKoe), CKasaTb TPYOHO, HO 3TO
1 He 04eHb BarkHO. [10CTaTouHO 3HaTh, YTO OH ABNAETCA
3BE3[10M, KOTOPYIO Ha YNMLAX MpecnefyioT OXOTHUKK 3a
astorpadamu. Ocobbli CTaTyC repos OTTEHAETCA TEM, HTO
ero urpaet VpdaH KxaH — 38e3na Bonnmeyaa, a npo-
TOTWMOM, KaK FOBOPAT, CTas Ky/bTOBbIA GaHIMaeLLCKUIA
nmcarenb XymatoH Axmeq. o KpaliHei Mepe, ¢ Heo-
BO/IECTBOM CEMbI MOKOMHOMO NicaTenA baHrmaaeLLcKan
npecca cBA3ana Npob/emsl C LIeH3ypoit, BO3HMKLLIME
MOCe OKOHYaHMA CHEMOK bUIbMa.
3Be3ma i, rypy /v (Mo 3ToMy NoBoAy B GUsIbMe TorKe
BO3HMKAIOT AMCKYCCUM-Nepenarnku), — [aseq nona-
[aeT B YHU3UTeNbHOe MosorKeHue. [pecca y3HaeT o ero
pOMaHe € MofIofdoM AeByLLIKOM — noapyrov govepw. [en-
CTBWA «TYPY» HAaMOMUHAIOT NMPOTUBOPEYMBLIE MOMbBITKM
TO S pBaHYTb Brepe, TO S OTbIrpaTh Ha3aA,. Pyranch
C PeLaKTopaMm raseT K3-3a «JIHu», [JrkaBen Bce-Taku
yxoauT K Hute... CKopee — yxoauT 13 cembu. [oToMy 4To
OMyCTEBLLIMIA JOM, NEPEMMBAHWA, KOTOPblE MO-Pa3HOMY
1 He BMeCTe MepeHOCAT HeHa, [04b W ChiH, OCTaloTCA Ha
NepBOM MNnaHe, Toraa Kak cyasba caMolt 3HaMEeHUTOCTH
OTHaNMBaET Kyda-To Ha nepudepuio. I Ha 3TOM «BTOPOM
nnaxe» He byaet [Jr«aBeny cHacTeA. Pycckoe HasBaHme
(bunnbMa HaMeKaeT, KaKolt y 3To ucTopum GrHarn.
Moctada Capap QapyKu HaxoamT cpeacTsa, YTobbl,
YKPYNHAA [eTanu, NoKasathb BCo ManuTpy Ncuxonory-

YECKMX HI0AHCOB MyBIMYHOCTM CeMelHOM ApaMbl. 3T0 U
Kanmnu noTa, BbICTYMNMBLLIME NPW HEMPUATHOM 3BOHKE B
NpAMOi 3dup («KaK e Bbl MOMETe Ha3bIBaTLCA yuMTe-
nieM 06LLecTBa?»), 1 BpaBypHble MOMbITKW CAeaTb XOpo-
LLIYIO MUHY Mpy nioxol Urpe. W pacTepaHHOCTb HeHbl, Y
KOTOPOW He YKNabIBAETCA B rofloBe, YTo HA0 NOBEPUTb
6yNbBaPHBLIM JIUCTKaM, @ He UCKYCHBIM yoerOeH!AM
MyHa — MOTOMY YTO B 3TWX IPA3HBIX Fra3eTKax NMoapobHo-
CTW, KaKMX He NpmayMaeLLb. To ecTb 06 3ToM, Bpoae Kak,
[arKe CMeLLHO BCepbe3 MOBOPUT, HO...
Maia (#eHa) cuMTaeT HMMKe CBOero 4oCTOMHCTBA U Mo-
BEPWUTb, M HE MOBEPUTD, B UTOre pa3 M HaBceraa AenaeT
KaMeHHOe JINLIO, BbIYepKMBaA My¥Ha 13 Hu3HW. BoobLue,
nepenaB BCIO «rOBOPUIIBHIO» OrOMTESBIM HyPHANMCTaM,
pEMIMCCEP CTAaBUT MHTEPECHBIN (4117 0BbIYHO AMOLIMO-
HanbHOMO UHANIMCKOrO KMHO) SKCMEPUMEHT C KaMeHHbIMM
NMLAMM U1 TOTanbHbIM MonvaHueM. CembA He obcyrpaeT
cuTyaumio. et NpuHLMNMansHo He FoBOPAT C OTLIOM-
npeaatenem. TuwmHa. EuLe B Havane, Koraa rxaseq
YHMBEE BCEX HMBbIX, MOMHO BOPYI 3aM0of03pUTh, YTO
OH Ha caMoM fiefne MepTB (3HaeTe, BCe 3TV NPUEMbI, KaK
B «LLlecToM uyBCcTBE»). ELLle [0 pa3naga — OH XoauT no
MyCTbIM KOMHATaM, He MOMKET [103BaThCA JOMOYaLIEB,
a MHOT 1@ 3pUTESTIO MOMKET NOYYOMTLCA, YTO OH [arke
He OTparKaeTcA B 3epKare. NogaeprmBan NoCToAHHOe
HanpsrKeHWe, 3BOHAT TenedoHbl, HO Frepoit fare He co-
6upaeTcA OTBeYaTb...
«3KCMEPUMEHT» He BblAEpHKMBAETCA 40 KoHLA. B
KaKOWM-TO MOMEHT BCe [IPYHHO BAPYI MO3BONAT cebe U
3MOLIMM, 1 CrIe3bl, M CI0Ba; HaMNpaLLMBAETCA — «B OAMH
MPEKPACHbI MOMEHT», 1 OTHACTW 3TO TaK. T0, YTO 3T0
CBA3aHO CO CMEPTHIO, HE JOMHKHO YAMBATL. 3aroBOpMB-
LLME repomn OXOTHO GOPMYIIMPYIOT TO, YTO CO CMEPTLIO
CBA3aHO He TOMbKO M1I0X0e, HO M BHe3arnHoe BbICBO-
60 aeHWe Bcero xopoluero. MNpeKpacHas 6eHranscKan
JeBYLLIKa, pblOatoLLan y 60raTo yKpaLleHHOro rpoba: YeM
He CHaCTBLIN KOHELL.

Hzope Cacenves
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NO BED OF ROSES /

DOOB

COMPETITION
DIR. MOSTOFA SARWAR FAROOKI

the beauty of death in public expresses certain shades

of meaning of this movie made jointly by India and
Bangladesh. Perhaps without the irony present in the
proverb. At least the basic components are there. Death
comes as a relief and deliverance, while Javed Hasan's
family drama unrolls in public under TV cameras and
spotlights of gossip columnists. It is hard to say if Javed is
a «famous writer and public spokesman» as the annotation
informs, or his work has more to do with cinema (I got
this impression), but it is not too important. It is sufficient
to know that he is a star chased by autograph hunters in
the streets. His special status is further highlighted by the
fact that the part is interpreted by Irrfan Khan, a Bollywood
star, and his prototype is said to be the cult Bangladeshi
writer Humayun Ahmed. At least the press in Bangladesh
associated problems with censorship, which arose after the
filming had finished, with the displeasure of the late writer's
family.
Either a star or a guru (this is also a controversial issue in
the movie) Javed finds himself in a humiliating situation. The
press learns about his affair with a young girl, his daughter’s
friend. The behavior of the guru looks either like attempts to
dash forward or to retreat backwards. Accusing newspaper
editors of «falseness» Javed still goes to live with Nita...
Or rather leaves his family. The half-deserted house, the
torments of his wife, daughter and son who deal with the
anxieties separately, each in his own way, remain in the
foreground, while the fate of the celebrity himself is pushed
into the background. And in this «background» there is no
happiness for Javed. The Russian title of the story hints at
the outcome.
By magnifying details Mostofa Sarwar Farooki finds the
means to show all the palette of psychological nuances of
this family drama turned public. They are drops of sweat
which appear when an unpleasant phone call comes during
a live broadcast («How can you call yourself a teacher of
society?») and enthusiastic attempts to put on a brave face.
It is the wife's perplexity, who can't take in the necessity to
believe the yellow press and not her husband’s ingenious
reasoning, because those dirty papers print such details
which you can't dream up. It is somehow ridiculous to talk
about it seriously but...
His wife Maya considers it below herself to believe or
disbelieve and once and for all sets a stone face, crossing
her husband out of her life. Entrusting all the «talking» to
the frenzied reporters, the director stages an interesting
experiment (for the usually emotional Indian cinema) with
stone faces and total silence. The family does not discuss the
situation. The children do not talk to the father who betrayed
them. Silence. At the very beginning, when Javed is pretty
much alive and kicking, one might suspect that in reality
he is dead (like in the «Sixth Sense»). Before the scandal he
walks through the empty rooms of his house futilely calling
his family members, and sometimes the viewer might even
imagine that he is not reflected in mirrors. Keeping up the
tension, the phones ring incessantly, but the man has no
intention of answering...
The «experiment» is not carried out to the very end. At a
certain point everybody suddenly allows emotions, words,
tears to burst out. It is tempting to say «one fine day» and
to a certain extent it is right. You should not be surprised
that it is related to death. The characters, who finally started
talking, readily declare that death is not associated only
with bad things, but also with the sudden liberation of all the
good things. A charming Bengali girl sobbing by the richly
decorated coffin - is that not a happy end?

I tis amazing how precisely the Russian proverb about

Igor Savelev



NTULbI

KOHKYPC
XOXJTATBIA VIBIAC (YUAN SHANG) / PEXK. JIAH LIAO

Ba rofa Hasaf MocKoBCKUI KMHodecTUBasb OTKpPbIBa «ToTeM

BOJIKa» H{aH-HaKa AHHO — 0fiH 13 NepBbIX Joporux GpunbMoB-

«BU3UTHBIX KapToyek» Kntas, Konpoaykuma ¢ OpaHumen. Kutanckaa
rny61HKa bbiiia NoKasaHa B HeM NapagHo U KPacodHo. «XoxJ1aTbld nbuc»
J1aH LiAo B 3ToM cMbiciie paboTaeT Ha KoHTpacTe, U Aame YepHo-6enasn
3CTETWKA B HEM NPU3BaHa He yTBEPOMUTb CTUILHOCTb KApTUHKM, @ MOKPbITh
1306parKaemoe Mbifbio U AbIMKOM C ABHBIM XMMUYECKIUM MPUBKYCOM. Borom
3abbiTas AepeByLLKa, B KOTOPYIO NMPUE3KAET CTOIMYHBIN HypHaNUCT (a Ha
CaMOM [fienle, yporKeHeL, 34eLUHMX MecT) BuHc, Bpoge bbl, MOMeT noxsa-
CTaTbCA He TONbKO NeMn3aramMu, Ho U APEeBHUMU KaMeHHbIMU CTPOEHUAMM, B
KOTOpbIX Ha4YMHaeLLb Nofo3peBaTb pyuHbl Bennkon Kutarickow ctensbl. U Bce
e, NoKa3aHHas B He YepHo-6enoi Aae, a 6ecLBeTHON raMMe, OHa NoYTK
HeOoTIMUYMMa OT LiIeMEHTHOMO 3aBOa MECTHOIO «KPacHOro AupeKTopa» PeHa.
CioMeT 0T4YaCTM CBA3aH C 3TUM 3aBOI0M, BEPOATHO, YOUBAIOLLIMM BCE HMBOE
(KaK ybuBaeT oH — foBeAA [0 KparHWX cTagui oHKonorum — Hape, beinyio
BO3ntobneHHyio BuHca). HypHanvcTa KoMaHaMpoBanu B poaHyto [epeBHI0
B CBA3M C TeM, YTO 3[€Cb NOMManu pefKyto NTULY — XoxJ1aToro nbumca, Ha-
LmoHanbHbI cumeon Kutaa. 0bpeTeHne «KpaCHOKHUMKHOMO» BUAA YpeBaTo
OCTaHOBKOW NpeAnpuATUA 1 BOO6LLE MPO3WUT MECTHBIM JILLIb HEMPUATHOCTA-
mu. MoaTomy nTuLy oT BuHca ctapaTtenbHo NpaYyT, passriekan ero becegamu
Ha TEMY «Tbl K€ HE X04eLLlb 3/1a Mariol poauHe». YeM-To 3Ta KoNm3uA —
KOHQIIMKT Mexay ABYMS BUAAMU [0SIra — HAarNoMUHAET KOHQMIUKT «npobem-
HOro» COBETCKOro KMHO, Hanpumep, «OctaHoBucA noesa» Bagvma A6gpa-
Lu1TOBA. HanpalumBaloTcA naeonoruyeckme napasnesnu, Ho oHU He BroJiHe
BepHbI: J1aH LiAo He KacaeTcA HUKaKux aTprbyToB MOEONOrM U [larKe Maro
yBJIEYEH CoLMaribHON TEMOW, Ha KOTOPOW, Ka3anoch Obl, 3aMeLLaH CIoXKeT.
Ero 6onblLe MHTepecyeT MACTULM3M, MO3TUKa 6e3MONBUA U TEMa OTCYTCTBUSA
KOHTaKTa Meay o AbMu.
370 KacaeTcA Aare Temna peuw, ABUHEHWI, MaHepbl MoBefeHuA. BHesanHo
OKa3aBLUWCb B pOAHbIX Kpasx, BUHC BbIMAAUT KaK YenoBeK, CBaNMBLUMICA C
J1yHbl, He NocneBas 3a MECTHBIMU, a TO U He MbITaACk UX NOHATb. «<KOMMyHM-
KaLMOHHaA KaTacTpoda» pa3pacTaeTcA Me Ay reposiMm1 [0 TaKoM CTemneHu,
YTO ON1A 3pUTeNna byaeT CopnpuU30oM y3HaThb (M3 ManeHbKOM LiBETHOM BCTaBKM
B QU1Hane), 4To BCe OHU, OKa3biBaeTcA, 6bin Apy3baMK feTcTsa. [pocTo
Hagenu YepHo-6erble Macku — B 3aBUCUMOCTM OT TOIO, KaK NMo-pasHoMy
noTpenara ux *u3Hb. Y10 KacaeTca Macok, To BuHca 3geck oueBnaHo npu-
HMMAIOT He 3a TOr0, KTO OH eCTb. MeCTHble NPOCTO He NepecTaloT TapaTopuTh
npo MeKkWH 1 BoobparkaeMble orHM 601bLLIOr0 FOpoAa, NPeACTaBNAA HUTENA
Meranosimca TakuM CBepXCyLLECTBOM. BUHC, B KpaTKMX ropoCKMX cLeHax
HaKaHyHe 6pOLLIEHHBIN eHOoW 1 CXJI0MOTaBLUMIA HEMPUATHOCTU Ha paboTe,
BAIO MbITAeTCA 06BACHUTL UM, YTO HET B 60/IbLLOM FOpPOAe CHACThA.
YT0 e KacaeTcA xoxnaToro nbuca, o6 bABNEHHOIO Liesblo BCeX nepeasu-
YKEHUI ¥ypHaNM1CTa, To 3T0 He 6osibLLe YeM NoBoA. KareTcs, YTo NosIoBUHY
¢unbMa o HeM BoobLLLE He BCMOMWHAIOT, pa3bupasch B CTapbIX U HOBbIX
yyBCTBax Apyr K apyry. Ecnu 6bi BuHc He y3Han o cMepTu rocnoauHa l0aHs
CJTy4alHoO U Ha 3KpaHe, MOYKHO BbINo 6bl MoAyMaTb, YTO OH CreLmanbHO
ripuexan Ha NoXopoHbI CBoero yuuTesnd. [lJaBHo NoTepABLUMIA poauTened,
C 3TOI YTPAToWi OH [0/IF0 HE MOXKET CMUPUTLCA, 06LLAACH C MOTHaIMBbLIM
ZJyXOM MyAporo ctapuKa. [1o ToMy, Kak UCKPeHHW ero crie3bl Npy 3TOM, Mbl
MOHMMAaEeM, YTO TeMa BCeobLLLEro CUpPOTCTBA — MOMasyK, IMaBHas.

Uz0pe Casenves

HAYAJI

8 /2 OL/IbMOB

OETCTBO HAHHbBI ['APK (JEANNETTE L'ENFANCE DE JEANNE

D'ARC) / PEXX. BPYHO JtOMOH

eTcTBO HaHHbI 4’ ApK» — caMbli
(( CTPaHHbIN U HEMOCYLUHBIN
¢unbM BpyHo [ioMoHa. XoTs,

€C/IM BOyMaTbCA, KOMY, KaK He eMy 13 Bcex
coBpeMeHHbIX PpaHLy3CKUX PeKMCCepoB,
cHUMaTb 06 OpneaHcKoit eBe, MPOLOIHKanA
NWHUIO «TPaHCLeHAeHTanuncToB» [peviepa u
BpeccoHa, gansHWUM HacnegHUKOM KOTOpbIX
OH ABNAETCA.

CaKkpanbHoe, npodaHHoe, To, YTO Meay
HUMM, 3 TaKMe UX COUSIEHEHWS, LLIOKMPYIO-
e 1 abcypaHble, Bceraga bbinm B LeHTpe
KuHeMatorpada [ioMoHa. Ero gebiot Ha-
3biBanca «Hu3Hb Mucycax» 1 pacckasbiBan
0 PAOOBOM NapHe ¢ $ppaHLLy3CKOM OKpauHbI,
HEMHOI0 roMHMKe, HEMHOIO pacucTe, YbA
HW3Hb 3aBMCAET Me Iy JIeTapruyecKom
PYTUHOM W BCMbILLKaMW1 HEMOTUBUPOBAH-
Horo HacunuA. MNoToM oH, cpeau Npoyero,
CHAN «XaaeBenx» — UCTOPUIO MOJSI0O0W
COBPEMEHHOM MOHaXMHU, HOCALLLEN UMA
MucTuYeckon nucatensHuubl Xl Beka n
npefaHHou bory HacTonbKo, YTo OHa He
BWOWT, KaK ee Bepy UCMOMb3YIoT B CBOIO
noJib3y TEPPOPUCTI.

AfenT «HOBOro peanu3ma» U «HOBOWM
TeNlecHOCTU», [IlOMOH BNOC/IEACTBUM YLLEN
B YNCTYI0 YCNIOBHOCTb M KUHOIEHUYHYI0
TeatpanbHocTb («Manbil KeHkeH», «B
TUXOM OMyTe»). Ho dpeepuyHbIi BypriecK 1
I'MHBOJIb, CMeX W banaraH ABNAIOTCA Y Hero
KapHaBasibHOW, pabnesnaHcKon U3HaHKOM
BCe TOM e «KU3HM OyXax». A OH, 3TOT OyX,
BEET, B KOM XO4EeT, BK/o4as 0J1yxoB., bna-
HeHHbIX (M He 04YeHb) UAMOTOB U MPOUMX
MOYTU FOroJIEBCKUX «MEPTBbIX OyLU», Ha-
censlowumx nocnegHue ¢unbmbl [JioMoHa.

B «[eTctBe HaHHb! o' ApK» OH BHOBb
3KCMNEepUMEHTUPYET C KaHOHAMMU Ai3bIKa U
OMATb BLIXOAWUT 3a ero npefesibl — B COBCEM
Y} CloppearnbHyto Aanb. 3To TOYHO camasn
«HenpaBwbHasA» U HeJorMaTu4yecKas
MHTepnpeTauua obpasa HaHHbl 4’'ApK — B
KuHeMaTorpade yx TOUHO.

MpencrtaBbTe cebe MO3WKA, rOe OeiCTBYIOT
JETW, MoloLLMe U TaHLyIoLLMe NI0BUTENBCKM,
HEYKITIOME, Marniecku CMeXoTBOpHO. XoTA
WX PUTMUYHBIE YITI0BaThle TENOABUHKEHMA,
MHOr4A HaNoMUHaloLLMe Te, YTO COBEPLLIAIOT
panepbl, NOCTaBAEHbI OMbITHEIMU COBPEMEH-
HbIMU Xopeorpadamu. U ecnu BenepeumBble

on g e 5 .

TEKCThI, KOTOPbIE OHU TaK e IobUTENbCKM
HaneBaloT, NPAMUKOM B3AThbl U3 KIaccu-
YECKOr0 JIUTEPATYPHOr 0 HMU3HeoNcaHUa
HaHHbl 4'ApK, TO UX TaHLbl 60sbLLUe BCero
MOXO0XKM Ha CBO60HbIE AETCKME BbIKpyTa-
Cbl, TAKWE e aNnornyHbIe, KaK 1 OeTCKue
pucyHKu. U Bce 3To nof My3bIKy B CTUSIE
6513K- U [3T-MeTana — Korfa oHa BK/l0YaeT-
cA, aHrenonogobHas AeBoYKa HaHHa, Hu-
ByLLaA B XV BeKe 1 ofeTan COOTBETCTBEHHO,
HaYMHaeT TPACTU rosfIoBOM 1 pa3MaxmBaTh
BOJI0CaMM, KaK Ha KOHLLepTe MeTasIMCTOB.
[aTb To4Hoe onpepfesieHre yBUOEHHOMY
HEBO3MOHO, [a U He HY¥HO, Beflb UCTO-
puA HaHHbl 4’'ApK — 310, Mo CyTH, UCTOpUA
TpaHcrpeccum, BbIxoaa 3a cO6CTBEHHbIE
rpaHuLibl, B3pblBa KAHOHOB. U peLuatb ee
HY*KHO cooTBeTcTBeHHO. 3apaya [ioMoHa —
BEepHYTb ee 06pa3y BUTASIbHOCTb, ayTEHTUY-
HOCTb W [lae HEBUHHOCTb MppaLMOoHarb-
HOro AETCKOro TaHLA, B KOTOPOM HU3Koe
HeOoTAeNIMMO oT 6OXeCTBEHHOr 0, a POK-
My3blKa OTHIOOb He MPOTUBOPEYMUT NEHMIO a
Kanenna. TeM caMblM OH AeKaHOHW3MPOBaJ
3T0T 06pa3 v caenan ero CHOBa HMBbIM.
B KaKoM-To cMbicsie ero TaHLytoLan
HaHHa B CBOEM Xa0TUYECKOM U HEYMEJIOM
nnsce nepeaaeT NpUBET TaHLyloLLeMy bory
HuuLwe v 3apatycTpe, cornacHo KOTopoMy
TOJIbKO TaHLLYIOLLIMIA NPEeB30MOET «rOCMof,
CerofHsLUHero AHA, MarneHbKue fobpone-
Tenu, MarneHbKoe bnaropasymue, 6os3nu-
BYIO OCTOPOMHOCTb, KULLEHbE MypPaBbeB,
YKaNKoe [OoBOJILCTBO, CHACTbe HOMbLLNH-
cTBa». YeM He 3agaya, KOTOPYIO NOCTaBU-
na nepef, cobow ceepxyenioBek HaHHa,
yMeBLLIaA TaHLLeBaTb U B LenAx?
«lMoxoaKa 06HapyKMBaET, UOET MU KTO yiKe
Mo MyTW CBOEMY, — CMOTPUTE, KaK A nay!
Ho KTo npubnukaeTca K Lenu cBoeit, ToT
TaHuyeT. U XoTA ecTb Ha 3eMne TPACKHA U
rycTan neyasb, — HO Y KOro JIerKue Horu,
TOT BEHMT NOBEPX TUHbI U TaHLYET, KaK Ha
pacuuLleHHoM nbay. Bo3HocuTe cepaua
BaLUW, bpaTbA Mo, Bbilue, Bee Bhiwe! U He
3abblBaiTe TaKKe 1 Hor! Bo3HocuTe TaKwe
W HorW BaLLm. Bbl, xopoLuue TaHLopbl, @
eLLe ny4we — ctonTe Ha ronose! Jlyyie
HEeYKJIIOMKe TaHLeBaTb, YeM XOAUTb, Xpo-
Mas» (Huuwwe, «TaKk rosopun 3apaTycTpan).
EczeHuli [ycamuHcKul



PA3HBIE CYObBb!

MACTEPA

HEAHOCTb (LA TENEREZZA) / PEXK. OHAHH AMENTNO

YKaHHU AMenno 06bIYHO

Ha3blBaloT NpoaoKaTesieM

TpaanLMM UTaNbAHCKOr0
Heopeanusma. Jlerko y3HaetcA oHa u
B «HeHOCTW», BNAOTb A0 BHELLHMX
aTpnbyToB BpoAe BEPHOCTW NMPUHLMMY
«Mwup x1MMHaM, BoMHa ABOpLLaM».
«[1BOpUbI» 34€Cb MPOHUYHO CHUME-
Hbl, HarNpUMep, POCKOLLIHbIE MHTEpbe-
pbl HEAOCTPOEHHOro oTeNnA (MK 3To
KPYW3HbIA NaiHep?) ynakoBaHb! B
NONU3TUNEH: CPeaN HUX PacTePAHHO
CIIOHAETCA BHYK M1aBHOIO repos.

«XUHUHBI» e B U306unum npesd-
CTaBJ1eHbl 60J'IbHVI‘-|HbIMI/| nanarta-
MW, TONHYeen B 3anax oxMnaaHua u
aBTobYyCax, CyMaToxoM CKelTepoB Ha
niowanax. [Jare 3aBA3Ka cloxeTa
OUKTYeTCA OLLYLLIEHNEM «XUMHUH» —
YpesMepHbIM CONUHKEHNEM cocelen,
KOTOpble B YC/TOBUAX YeSI0BEYECKOro
MypaBeiHMKa NOCTOAHHO BXOOAT

B MM3Hb OpPYr Apyra Yepes ABepu,
KanuTKu 1 okHa. MpaBaa, yioTHbIe
Teppackl nofd coHUeM Heanona Kak-
TO He yBA3bIBAIOTCA B HaLLEeM npe[-

MIFF dAILY

CTaBfIeHUM C HYeM-NTMOO0 MO-MSI0XOMY
KOMMYHasbHbIM.

CoxpaHAA BepHOCTb 3aBeTaM Heopea-
nuctoB, [HaHHn AMenno BepeH n
cebe: «HerHOCTb» faeT ellle 0HO
pa3BUTUE TEMBI, K KOTOPOW perunc-
cep noactynan HeogHoKpaTHo. B

ero gebioTe «B caMoe cepALe» CbiH
BbIHY*KAEH LUMMOHUTL 33 OTLIOM, MOo-
[03peBaThb CTpaLlHoe U yberwaaTecsA B
aToM; B «[lToxutntene getei» CTOPOH-
HUI YenoBeK OKa3blBaeTCA B LIeHTpe
Apambl pasnydeHns; «Cuumnunupl»
(«3onoTon neB» Beneuun 1998 roga)
— 6paTbA, CIIOKHO BMHOBATLIE APYT
nepef apyroM. PazobuieHHan cembs.
CuTyauma, o KOTOpOU He BMOSHe
AarKe ACHO — Y4TO Mpou30oLuUsIo.

TOYHO TaK e Mbl He BMoJiHe NoHUMa-
€M, YTO MPOM3OLLIIO KOTAA-TO B CEMbe
JlopeHuo, repos «HeHocTn» (PeHaTo
KapneHTbepu), BUAMUM TONbKO NO-
cneacTeuA. B npowwnom ycnewwHbii
a[BOKaT, cenyac oH BoBeL, Co
CKBEpPHbIM XapaKTepoM. He loHble yre
OeTu: CblH 1 cbllaTh 0 JTopeHLo
HMYero He X04eT, a C JoYepbio TOT
caM He pasroBapusaeT. [e-To Ha
nepudepunm NPpoxoamT HenwboBb K
NMOKOMHOW *KeHe.

ApKoi ocobeHHOCTbI0 HOBOMO GUIbMA
AMenNuno cTaHoBUTCA 06MaHYMBOCTb
MiaBHOCTM X04a W BCeobLLMX na-
CTeNbHbIX TOHOB NMOYUTaHKA Tpaaum-
umit. Peyb yrke He 0 HeopeanuaMme, a
YyTb JIN HE O «POMaHe BOCTIUTaHMA»
6naroctHoro XIX Beka. BocnutaHun
4yBCTB. B coceaHiolo KBapTupy Bbe-
xana ceMbs ¢ ceBepa Mrtanum: ®abuo,

MaHEM B «OKTAOPEe»

Murena v ux o4apoBaTesibHble AeTKU.
BrkumBanAck B LUKypy Aeda AnA YyHux
BHYKOB, JIopeHLL0 Ha4HeT NpoABNATL
4YTO-TO YenoBeyecKoe, 4Tobbl B dUHa-
ne OOTPOHYTLCA, HaKoHel, 40 PYKM
POAHOW Jo4epu.
EnBa co3pnas 3ToT 6yKoNMYecKuin
Mup, xaHHM AMenno TyT we ¢
YO,0BOBCTBMEM €ro 1 pa3buBaer:
LLIOKMpYioLLlee cobbITUE B yBUTOM
BMHOMPaAHUKaMUM «<KOMMYHasKe»
coyeTaeTcs co cneumnduKom nmy-
HocTu ®aburo, KOTOPYIO Mbl, 3pUTENN,
HMKaK He MOXKeM pasragatb, Kpome
KaK MaxHyTb PyKOWM: MCKX, MO, YTO C
Hero B3ATb. Kak ofnH 13 BapmnaHToB
pa3rafku npegnaraeTcA UCTopmA
M3 ero 4eTCTBa; B KaKOM-TO MOMEHT
Mbl 3aMeYaeM, YTO yHe BCe, Hauu-
HafA ¢ JlTopeHL0, HAYMHAIOT CbinaTb
Takoro poa MHOM03HaYUTebHbIMU
«KN0YaMMU»-BOCMIOMUHAHNAMM OeT-
cKkux neT. CAMLWKOM o4YeBMAEH eaBa
NN He GPeNamCTCKUN NOATEKCT 3TUX
NCTOPUIA, YTOBbI He MOHATL, YTO 1 3TO
TOXEe B KaKOM-TO CTEMeHU NOMKHbIN
cneg.
«HEHOCTb» TEM U MHTEPECHa, YTO
npu 6e3ynpeyHo BblAepPHKaHHOM
CTWe OHa NPOU3BOAMT BrieyaTieHne
NMPOCTOM, CTPOro Mo HOTaM pasbirpaH-
HoW uctopuu. OLyLLieHne 6e3ymus,
KOTOpOe BBOAMUT B Hee perkuccep (1
He TOMbKO TeM, YTO Bpy4YaeT LWm30d-
PEHUKY MUCTONET), CTaHOBUTCA ANA
3pUTENA HEOMOAHHbBIM U JarKe Ouc-
KOM(OPTHLIM, — @ He Toro nu fobuea-
€TCA UCKYCCTBO?

Uzopb Cacenves

CHbI

O TENE M OYLLE (TESTROL ES LELEKROL) / PEXK. MIbOWKO 3HBEM

- Mocne npocMoTpa «0 Tene u AyLue» BO3HUKaET
owyuieHue, 6yaro Bl 6oAnuUch caenaTtb cBoi GUbM
MOXOMMM Ha CKa3Ky...

UneduKko IHbedu: 310 KaK NibITb Ha Kopabe Meray
onacHbIMM prdamMm: a, Bkl PUCK, YTO GKbM CKaTUTCA

B CKa3Ky, B MOBEPXHOCTHOCTb. A A cTaBWna nepef coboit
Jpyryio 3aaady: co3natby 3puTesisa HaCTPOeHWe, KoTopoe
pacronaraeT K OTKPLITOCTY, 33CTaBUTb JyHLLIE FOTOBb
BOCTPUHMMATb TO IT1aBHOE, YTO €CTb B HaLLIeM HU3HN. A
31 dyHAAMEHTaNbHbIE BELLW 0BbIYHO 3aManyMBaIoTCs,
MOTOMY YTO [IyMaTb O HUX HEYIOTHO.

— Me gy TeM, B HEM eCTb COBEPLUEHHO CKa304HbIe BELLY,
HanpuMep, Bbl AeTasbHO UCCeayeTe NPOLLecT 3aporK-
ZeHuA NobBK Mexay repoamun. HackonbKo crokHo
MoKa3aTb T, YTO HeNb3A BbIPa3uTb C/I0BaMK?

UnbavKo 3Hbeau: Mx vyBCTBO, AENCTBUTENBHO, MO-
ABNAETCA B MOTYaHUM — 3[ecb HeT ¢/1oB. [o-MoeMy,
MOJT4aH1e MHOTA FOBOPUT O4EHb KPAaCHOPEUMBO...
Meskay npoumM, caM coboit HanpaLumBarca apyrov
BapWaHT CloXKeTa: UTobbl Fepolt 1 repouHA BparaoBany,
HeHaBWaenM apyr Apyra, Ho MHe 3Toro He XoTesioch. A
rnpeanoYsia noKasarb Heo6bACHUMOe BrieYeH1e, KoTopoe
BO3HWKJIO C NepBOro B3mAAa. MorHO ckasaTb, YTo 3T0
He [1aeT BO3MOHOCTM [J1A cacreHca, Ho 3aTo Bech Clo-
¥eT BuirmnAauT 6onee npaBaonofobHo. 31o oveHb Npo-
CTasA UCTOPUA, U MHe 6bI1I0 MHTEPECHO, KaK 3TOT BEYHbIIA
ClOMKeT by[eT pa3BMBaTLCA B HaLLle BpeMA — B XOJIOAHYI0
1 NparMaTtuyHyio 3roxy.

- Y70 BbI NOHMMaeTe Nopg, «BEYHbIM CIOXETOM»?

Uneduko 3Hbedu: CnorHo chopmynmposats 310, Ecnn
Thl HAXOOMLLIb YeNOBEKa, KOTOPbIN [OCTAaTOYHO CUNEH,
YTO6bI BO3BLICWTL CBOM MOMI0C U BCTaTb Ha TBOKO 3aLLMTY,
MPBIrHYTb B MPOMNACTb, PUCKHYTL CBOEM HU3HBIO... ECIv Thl
MOMELLIb HANTN CBOE UCTUHHOE «f», ECIIN Thl He OTCTY-
MaeLLbCA, XOTA PUCKYELLIb CTaTb MOCMELLIMLLIEM, EC/IU Thl
rOTOB MO-HACTOALLIEMY PACKPLITL CBOIO AYLLY APYroMy — a
3T0 BCera ornacHo, Toraa Tbl MOMKELLb SO0 Morybuts
cebA, B0 HalTH CBOE UCTUHHOE «Ax... HaBepHoe, 310
«BEYHbI CIOHKET»? VcTopunA, KoTopan paccKasbiBaeTcA
CHOBa, CHOBA W CHOBA.

- locnoavH MopyaHbM, Bbl MHOIO paboTanu ¢ pyccKuM
TeatpoM, c lanuHoi Bonyek, Onerom TabaKoBbiM.

Bbl MoKeTe cpaBHUTL NepcoHama, KoToporo urpaete
B 3TOM ¢ubMe, C KeM-TO, HaNpUMep, U3 YEXOBCKUX
repoes?

lesa MopuaHbu: Bbl 3HaeTe, A 06 3ToM He gymarn. A
oLyl dyHOaMeHTarbHyIo pasHuULYy Meray Esporioi

1 Poccuein. Bce Mo niob1Mble YeXOBCKME, MOrONeBCKUe,
6YNraKoBCKWe repoy — HACTOMNBKO He CpeHeeBponei-
CKWe, HaCTOMBKO PYCCKUE... A NapeHb, KOTOPOro A Urpan

B KapTWHe, COBEPLLIEHHO CpeiHMI eBporeeLl. Y Hero HeT
BeNMKMX cTpacTeit. O TOM, YTO MHOMOE B €0 HW3HM 3a-
KOHYEHO, OH MOMKET [lyMaTb 06 3TOM He KaK 0 Tpareguu,

a B KII0Ye KaKoro-To MPaKTUYecKoro peLleHns. Ho npu
3TOM UCTOPUA, KOTOPYIO Mbl PacCKasblBaeM, yH1BepCanbHa
LA BCEX KyNbTYP.

— 0gHa u3 BaXHbIX ¢pa3s B dpunbMe — Bonpoc: «Uc-
NbITbIBaeTe X Bbl YYBCTBO BUHbI Nepef, UBOTHbIMU

u3-3a Toro, 4To paboTaeTe Ha 60iHe?». A Bbl camMu
UCNbITbIBaeTe YyBCTBO BUHbI Nepes UBOTHbIMU? U
HaCcKOJIbKO BaXKHa AJ1A Bac 3Ta ¢pasa us punbma?
Unoduro Hbedu: 3HaeTe N, MoKa Mbl TyT beceqyem,

B MUPE MPOUCXOAAT BCAKME MEP30CTY MO OTHOLLIEHWIO

K [ETAM, HUBOTHBIM, pacTeHMaM. M A npocTo xoTena
CKa3aTb: He 3aKpblBaliTe 11333, BUOA YTO-TO HEMPUATHOE.
Bot BaLLia Hm3Hb. BoT To, YT Bbl €auMTe. BoT Kak eda
ronafaeT K BaM Ha Tapesku. M 3To KacaeTcA He TomnbKo
BalLlei efjbl. 3TO KacaeTcA BCero BalLlero 06pasa HumsHu.
PeLuieHni, KoTopble Bbl MpuHUMaeTe. BoT LieHa BaLLmx
peLLeHni. [NoxanyncTa, HuBKTe, Kak XOTUTe, HO 3HaWTe,

HaKyl0 LIeHy Bbl 3a 3TO MnatunTe.
Uumepaoio senu Acs Konoduxcrep
u lMemp LLlenomuHHUK




KOHKYPE [IOKYMEHTASTBHOMO KMHO
MOYTV YTO 30ECh (ALMOST THERE) /
PEMK. FKAKMVH LIIOHL]

04TV YTO 30eCb» — TPU NeYasibHble 6an-
(( I_I nappl 06 oavMHoYecTBe. [epoli NnepBoi U3

HuX, Bo6, paccTanca ¢ No6UMON HeHLm-
HOW, NpoJan KBapTUpY, Kynui OMUK Ha Konecax (TyT
crnefyeT TporaTesibHasA MHCTPYKLMA Mo 3KChyaTaumm
- nepep yxooM NpoBepuUTb OBepW, OKHA, C/IB BOAbl)
1 OTMNpaBuUIICA UcciefoBaThb NycTbiHW KanudopHuu.
CTWB — MeNaHXO0JIMYHbIN TPAHCBECTUT C BpyTasibHbI-
MU TaTyMpPOBKaMM Ha MNjieye U CUAIOLLMM NaTbeM C
naeTKaMu, a No COBMECTUTENbCTBY CTEHAAN-apTUCT,
BbICTYMAOLLMIM B aHIIUIACKOM M1yLLIM CO CKabpesHbIMM
LUyTKaMKM Ha GoHe 3aHaBeca B Bue cepaua. Hakoxel,
ANOHCKWIA NeHcMoHep AMaga, KoTopkiv B cBou 88,

3 PABCTBVMTE A BALLA TETH

C AOKYMEHTAJT5HOIO KVHO
MONMYAHME ALIPMAHBI (EL PACTO DE ADRIANA) / PEXK. JIICCETT OPOCKO

rocsie NoYTX COpoKa NeT paboTbl Ha OAHOM MecCTe, Ha-
KOHeLl, yLLen Ha neHcuio. U Tenepb B MOMCKax HOBOMO
cebA MaeT Ha 3aHATUA Nloroneaa, YTobbl HaTPEHUPO-
BaTb AVKLMIO N YATaTb AETAM CKa3Ku.

Kaw bl U3 Tpex repoes efjBa i1 3HAET O CyLLEeCTBO-
BaHuu gpyroro. Bonee Toro, no Bone peruccepa cos-
JaeTcA noJsiHoe BreYaTneHne, YTo KpoMe 3TUX TPOMX
He 0CTanoch HUKOro Bo BCeM besioM caeTe. MycTbIH-
Hble Nel3axm CMeHAIOTCA NaHOpaMoW Meranonuca, B
KOTOPOM TaK e — H1 AyLUN. Ka bl U3 3TUX TPOUX

B TOM BO3pacTe, Koraa HusHb 6nmM3nTcA K 3aKkary. Y
KaMOoro 13 HUX No3aaum camble ApKue rogel. U cyaa
10 UX HacTPOIO M NCUXOTUMY, OHW Jasiekn oT NoABuU-

roB B CTWUJIE FONNIMBYACKON CKa3Ku «[loKa He cbirpan
B AWMK». HeT, 3T0T ¢pmnbM MMeHHo 06 oauHouecTse,
0 TOM, YTO 3aKOHYMIIACh O[IHA }M3Hb, @ HAYHeTCA Nn
cnenywowan — elle Bonpoc. Ho ognHoyecTBo 3T0 —
XOTb 1 MPOH3UTESIbHOE — NULLIEHO ApaMaTusMa. Ectb B
HeM YTO-TO NPOCTOEe U KpacuBoe. [laKe BeNIMYECTBEH-
Hoe. EOBa nu gna goctukeHun atoro adpdeKTa go-
CTaTo4HO NpaBWIbHO NoJ06paTh FrepoeB, BbICTaBUTb
Kagp W nofobpaTh My3blKy (XOTA C 3TUM Y LLBEILIAPKU
HaknuH LiioHa nonHbin nopAgok). Kawketes, ana
3TOro Hafo AeNCTBUTESIBHO 3HaTb YTO-TO 0coboe npo
YenoBeKa 1 ero npupogy.

Hukuma Kapyea

N cBoero AebioTHO-

ro ¢punbma Jlnuccetr

OpocKo Bbibpana camoro

NIM3KOr0 U NiobuMoro repos,

6e3 NprKpac HacToALLEro
KyMUpa ee JeTCTBa — CBOIO TETIO
AppuaHy. Ho Tak nostyumnnocs,
yTO nocTynneHue Jluccetrt B
KWHOLLIKOJTY COBMano C rpoM-
KWUM [1e/10M, KOTOPO€e MEeCTHble
BnacTu 3aBenun Ha AgpuaHy. Ee
ynuyunu B pabote Ha Ynpaene-
HWe HaLMOoHaNbHOW pa3BegKu
(DINA) — no cyTu, KapaTenbHblit
opraH BoeHHOW AUKTaTypbl Bpe-
MeH [MuHoueTa. Moka Jluccett
npuxopwmna B cebA oT Takux
nogpo6bHocTei, ee TeTa ycnena
YCKOJIb3HYTb 3a FpaHuLly, B AB-
ctpanuio. Tenepb oHa obLaeTca
C NJIEMAHHMLEN NO CKamny,
yroBapuBas Ty NPUMEHUTb CBOIO
npodeccuio No NpAMoOMy Ha3Ha-
YeHWIo — C KaMepoW Hamnepesec
[0Ka3aTb MUpY HEBUHOBHOCTb
ApnpuaHsbl. MpobneMa B ToM, YTo
YeM fanbLue JlucceTT npoasu-

raeTcA B CBOeM paccrieoBaHUH,

TeM yalLie JIOBUT TETIO Ha JIKMK.
B nyyLumnx TpagmumaAx xnagHo-
KPOBHOIO TPUJIIepa, aHTaro-

HUCT, Ta caMan TeTA ApuaHa,
B CaMOM Hauasie HaoTpes
0TKa3bIBaeTCA NpU3HaBaTh cebs
BMHOBHOW. Ho ¢ Xxo4oM nctopum
— M HaKanoM OTHOLLEHUM Mexay
TeTen U NIIeMAHHULEN — OHa
nporoBapuBaeTcA B OAHOM
npocTyrnkKe 3a ApyruM. CHavana
AppwuaHa c 6nectAwmMMH oT
030pCTBa f1a3amMu BCMIOMHMUT,
KaK cMaena 3a cTosIoM Ha 0OHOM
npueMe c nocnom CLLA. MoTom
— YTO HMYEro He 3Hana 0 MblTKax
1 npecnenoBaHusax. MNotom —
YTO, KOHEYHO, CAblLLana o nepe-
rnbax Ha MecTax, Ho cama B HUX
He npuHMMana yyactma. Korga
3aKaHYMBAIOTCA apryMeHTHI,
NpUXo4MT Ha NOMOLLLb NpAMan
MaHunynauma: «Bedb Tbl MoA
KpOBb, Tbl U TBOA MaTb — MOA
€VHCTBEHHas CeMbSi».
«MonuaHue AgpuaHbi» — duIbM
0 JINYHOM OTBETCTBEHHOCTU — U
OTKase oT Hee. A TaKHKe 0 TOM
Bbi6ope, nepen KOTOPLIM Hac
cTaBuT npowunoe. U o ToM, Yto
HMKaKoe MoJYaHue He U36aBuUT
Hac oT Heo6X0aMMOCTY OHAMK-
Jbl coenatb 3ToT Bblibop.
Hukuma Kapyes



CKPbITBIE
U

POKOBOE VCKYLLEHWE (THE BEGUILED) / PEXK. CODWA KOMMOSA

OKOBOE UCKYLLIEHWE
(( Pnpwxo,qm K pOCCUMCKoO-

My 3pUTeNio B opeonie
KaHHCKoM cnasel. Codua Konnona
CTaHOBUTCA BTOPOM B uctopun MKO
HKEHLLIMHOW, YOOCTOEHHOM NMpu3a 3a
NyYLLyto persuccypy (nepBor, Mew-
Zy npounM, bbina l0nua ConHuesa,
cynpyra Benukoro Anexkcangpa [o-
BeHKo: B 1961 rogy ee, Kak Bep-
HOro arnosioreTa «JOBHEHKOBCKOM
MO3TUKW», HAarpaauIN 3a KapTUHY
«MoBeCTb NNamMeHHbIX NIET»).
M X0TA YacTb KaHHCKMX 3aBceraarta-
€B MoCYUTaNM TaKoe HarparaeHve
He BO BCeM 0MpaBAaHHbIM, BCE e
Hapo npusHaTth — ¢uneM Codum
Konnonkl obnanaet yausuteNibHoM
CMOCOBHOCTBI0 HAMOJHATL CMbICNa-
MU MyCTOTY U AeflaTb aMbuBaneHT-
HbIMW NPOCTbIe UCTUHBI.
«PoKoBoe 1cKyLLeHne» — 310
peMelK-«nepeBepThILL» rONBYL-
CKOW Knaccuku, dunbMa «0bMa-
HYTbIM», MocTaBnieHHoro [JoHom
Cvirenom. lotudeckui Tpunnep
BpPeMEeH rparKOaHCKOM BOMHbI 3a He-
3aBMCMMOCTb PaccKasbiBasl UCTOPUIO
paHeHoro Karnpana-«ceBepsHUHa»,
KOTOPBbI OKAa3bIBasNCA «MIIEHHUKOM»
y 6n1aroBocnuUTaHHbIX AeBWL, U3 3a-
KPbITOro NaHcKMoHa Ha NOABAcTHOM
«toXKaHam» Tepputopum. Y Curena
Apama pa3BopayunBanack no 3a-
KOHaM «MYCKOro» ¥aHpa, rae npu-
KIloYeHYecKas ¢pabyna He obxoamT-
€A 6e3 Urpbl MyCKYNaMu U }eCTKOro
Aparsa. [Ja v LeHTpoBbIM B UCTOPUK
nepcoHareM b1 KnuHT Ucteyn,
KOTOPLIN Npunaran Bce yCunua,
YTO6bI BEIPBATLCA U3 YrOTOBAHHOM
€My «PanCKOoM» NTOBYLLIKM.
Codusa Konnona, ectectBeHHo,
paccTaBnseT UHbIe reHaepHbIe
aKLeHTbIl. BpyTanbHom YeTKoCTH

CIO¥{eTa OHa NpeanoYTeT MHTOHALMIO
MONYTOHOB, MOSYCOHHBIN, YyTb NoA-
MOPOMEHHbIA PUTM MNOBECTBOBaHMA.
Bce Halue BHUMaHWe cocpeoToumT-
CA He Ha BHELLHMX cobbITUAX, a Ha
WX TAUHCTBEHHOW COCTaBNAIOLLIEN.
Ha sKpaHe BouapuTcA gyx poMaH-
TWU3Ma, NOLAYEPKHYTO HEHCTBEHHOI0
B CBOEW MAMKOCTM U HecneLlHo-

CTW, BHUMATE/IbHOI 0 K AeTasaM U
YyrKOoro BHeLUHel apdeKTaumu.
CnoBHO He CIOXKETHbIe KONM3WK, a
TOJBKO MX TeHU, NOATEKCThI UrpatoT
KII0YEBYIO POJib B 3TOM KOHMKTE
MYHCKOMO M ¥KEHCKOIro Hauar.
BHeLLIHe ¥M13Hb XpYNKuX bapbILLeHb
[aKe B YCI0BMAX BOEHHOO BPEMEHM
MOKaMeTCA Yepecyyp pasMepeHHom
W yOMBUTENBHO ManaxosibHow. MosAB-
JleHMe MHOPOOHOI0 «MYMCKOro 3/1e-
MeHTa» pacnanuT NpUrmyLLeHHble,
TLUATeNbHO CKpbIBaeMble CTPacTu.
3KpaHHbIM cacneHc B UCTMOSTHEHWN
Codum Konnosbl noLLeKo4eT HepBbl,
HO COBCEM He TaK Bblpa3uTesibHo,

KaK 3T0 NpWHATO B Tpunnepax. He-
CMOTPA Ha TO, YTO BbITECHEHHbIE Ha
nepudepmio CTpaxm v HenaHus IoHbIX
[EeBCTBEHHUL, M CTapbIX AEB paHo Unu
Mo34HO NpUBELYT K B3pbIBHOM pa3-
BAA3Ke, BCe YKe 3MOoLMOoHabHaA caep-
YKaHHOCTb U3/0MEHNA NOACKaKeT
HaM, YTO CyTb 3TOM UCTOPUM JIEHUT B
06/1aCTN «CKPLITOrO».

HaumHas ¢ «[]eBcTBeHHUL -
caMoy6uiiL», Copua Konnona
uccnenyet 3arafioyHble OyLm

CBOWX COBPEMEHHMLY, UX CKPbITHYIO
paHuMyto HaTypy. HecMoTpA Ha To,
YTO OercTBre «POKOBOro UCKyLLIE-
HWA» OTHaNeHo OT Hac BeKaMu, 3T0
BOBCE He 03Ha4aeT, YTo nepen Hamm
PAOOBOW «KOCTIOMHBIN» GUIBM.
AMepUKaHCKan HauuA, KoTopas eLe
CNULLIKOM MoJiofa, YTobbl npuaep-

HMBATBCA CTPOrUX UCTOPUYECKIX
MnpaBu1, 04eHb HaTypasibHO BbICTY-
naTtb B 06pase 34aKux «rnepeKatu-
none». Codum Konnone Huyero He
CTOMT NPEBPaTUTb aMePUKaHCKNX
[eBOYEK BO $paHL3CKMX NpUHLLeCC
(KaK 310 6bIN10 B criyyae ¢ «<Mapueit
AHTYaHeTTOM») U TaK e NPocTo
HapAwaTb npeacTaButenbHUL, XXI
CTONETUA B KOCTIOMbI «KOHdedepa-
TOK».

W ecnu pawe onA nyLen gocro-
BEPHOCTY perkuccep npuberaet K
HMBOMUCHBIM MU3aHCLieHaM B Ayxe
Hatanuana loTopHa, a HouHble
CLIeHbI CHMMAIOTCA KaK eCTb — «Mpy
CBeYax», repouHu BrosiHe cebe
COBpPEMEHHBI, UX XPYMNKUN, TLLA-
TeNIbHO 0beperaembiil 0T BHELLIHWX
BO3[EeNCTBUIA MUp pUpMyeTca C
61aromnosty4Hol 1 BHELLHE KOM-
¢GopTHOW CeroaHALLIHEN Hu3HbIO.
0pHaKo 6e3MATEHOCTb CyLLie-
CTBOBaHWA — BELLb NPU3paYHan.
Kakoit 6b1 HenpucTynHol Hu Bbina
KPenocTb, B KaKOM Bl KOKOHE HU
npebbiana ayLwa, MOunnua Henpe-
MEHHO CTOSTKHETCA C peasibHOCTbIO.
OuapoBarte/ibHble [eBCTBEHHWLIbI 13
HEBUHHbIX OBEYEK MOry npeBpa-
TUTECA B YOUIALL, €CIIN X NIULLIEHHAA
BHYTPEHHe LieSTIbHOCTU HU3Hb Nof-
BEPrHeTCA BHELUHEMY UCTIBITaHWIO.
CrasoyHan Menoapama obopauma-
€TCA XOPPOPOM, KYKOJIbHbIN JOMUK
— MpucTaHuLLLeM BedbM. Ho 310 He
MOPaNUCTUHECKO., a CKopee, NPo-
HUYecKoe K1Ho. KnHo «MopanbHoro
6ecroKocTBa» MM MOPasbHOM
pacTepAHHOCTW, FAe Manayu v HepT-
Bbl, l0¥aHe 1 ceBepsAHe, HeHLLWHbI

1 My¥KUMHbI — HEBUHHbIE aMepUKaH-

Libl, KOTOpbIE He B CWUax CNpaBUTLCA

CO CBOEN BHYTPEeHHEN NPUPoaoM.
Hzope CykmaHos

MIFF dAILY

MaHEM B «OKTAbpE»

T

T

CHOPARD: TAJIAHTbI
WHAOEXObI
I

TasIN U3BECTHbI MMEHa MOSI0bIX POCCUACKUX

aKTepoB, KoTopble nosy4at npemuto Chopard Talent

'Award — aBTopuTETHYIO0 Harpagy ¢ 6oratol pecTu-
BaslbHOM MUcTopuelt. B paMkax KaHHcKoro KuHodectueana
BCEMWPHO M3BECTHAA I0BEIMPHO-4acoBasA KOMMaHUA
Chopard Bpy4aeT ee BOT ye Tpy AecATKa J1eT, eto 6bio
0TMeYeHo Hayano Kapbepbl Oapu ToTy, MapvoH Kotuisap,
Jlea Ceitmy. Ha MockoBckoM KuHodectusane Chopard
Talent Award BriepBble Bpy4anach B MpoLLIIOM rofy:
nepBbIMK POCCUICKMMM flaypeatamu Ha 38 MMKO cranu
[apba Ekamacosa n Anekcangp lMane.
lMopBeaeHb! UTOrM TaHOTO FOI0COBAHWA KUHOKPUTVKOB
U IMaBHbIX peaKTOPOB BeAYLLMX MAHLIEBbIX M3AaHUIA:
Chopard Talent Award 2017 roga Ha MocKOBCKOM KMHO-
¢ectviBane nonyyar Japba HoeHep 1 PuHanb Myxame-
TOB. /IHTepecHbI BbI6OP, KOTOPbIV FOBOPUT O BHUMaHUM
Cpasy K HECKONTbKUM APKWUM TeHAEHLMAM B POCCUACKOM
MOJI0[I0M KVHO ¥ TeaTpe.
[apba HoeHep cbirpana maeHyto (M feboTHyto ans
cebs) ponb B «TecHoTe» KaHTeMupa Banarosa, ¢punbMe-
CeHcaLyu, CTaBLLEM OOHUM U3 [TIaBHbIX OTKPbITUI
nocnegHero KaHHckoro ¢ectnsana. 06pas, cosgaHHbIN
[apbeit H{oBHep, MaKCMMasIbHO eCcTeCTBEHeH U B YeM-TO
JarKe NPOTUBOMOJIOHEH TPAAMLIMOHHOMY MpencTaBsie-
HUIO O FT1aMype, 3TO NMO-HACTOALLLeMY HOBasA FrepouHA U1
— X04eTCA BEpUTL — 3asiBKa Ha byayLLiee HoBOW 60sb-
LLIOK aKTpUChl. PuHanb MyxaMeToB — 01H U3 BeAyLLMX
aKTepoB «[0rofib-LieHTpa», CTaBLLEro MaBHOM nioLLam-
KOV HOBOIO TeaTpasibHoro UcKyccTaa Poccuu. Cricok
TeatpasibHbIX M KMHeMaTorpaguueckux ponei PuHana
MyxaMeToBa MHOroo6paseH, LUIMPOKYH0 M3BECTHOCTb
aKTep NoJTy4Ms1 Mo paboTaM B HECKOMBKUX MOMYSIAPHBIX
¢unbMax HelaBHero BpeMeHu, B TOM uucsie B «[putae-
Hum» Oegopa BoHgapyyKa.
lMo30n04eHHan NeHTa KMHOMMEHKW NMOAHUMAETCA BBEPX
Mo CNMpasnu: TaK BbIrTIAAMT OBESIMPHOE BOMJIOLLIEHWE
npemun Chopard Talent Award. 3To cumMBonu3upyeT Boc-
XOMIEHWE MOJIOfbIX aKTEPOB K BepLUMHAM npodeccum.



CRESTED IBIS /
YUAN SHANG

MAIN COMPETITION
DIR. LIANG QIAO

Two years ago the opening film of the
Moscow Film Festival was «Le dernier
loup» by Jean-Jacques Annaud, one of

the first expensive «visiting card» Chinese
films, a coproduction with France. In it
Chinese backwater was shown luxuriously
(again), grandly and very picturesquely.

In this respect Liang Qiao's «Crested Ibis»
is a sharp contrast, even its black-and-
white aesthetics does not accentuate the
stylishness of the visuals (as is often the
case) but strives to shroud the picture

in dust and haze with a distinct chemi-

cal flavor. Vince, a journalist from the
capital, comes to the god-forsaken village
(his hometown) which boasts not only
impressive landscapes, but ancient stone
structures bringing to mind the ruins of the
Great Wall. Still, shown in color, not even
in black-and-white, it is barely distinguish-
able from the cement works of the «red
director» Ren.

The story is in part related to this plant,
killing all living things (just like he is killing
Jade, Vince's former lover, neglecting her
advanced case of cancer). The journal-

ist was sent to his home village because

a rare bird was spotted there. It was the
crested ibis, the national symbol of China.
The appearance of the endangered species
is fraught with the closure of the plant and
a lot of trouble for the locals. So the bird

is painstakingly hidden from Vince, who is
entertained with lengthy talks about «not
doing harm to his birthplace». To some
extent this opposition between two kinds
of duty reminds one of the conflicts in
«problem» Soviet cinema. Oleg Borisov's
character was similarly pressured in Vadim
Abdrashitov's drama «The Train Sopped»:
he had the option of either finding those
guilty of the crash or saving the village and
many good people a lot of trouble. Ideo-
logical similarities come to mind, but they
are not exactly accurate. Unlike the French
master Annaud who was amused by the
«red» décor like the portraits of Mao,
Liang Qiao keeps clear of any attributes of
ideology and shows little interest in social
themes, which seem to underlie the plot.
He is more concerned with mysticism,
poetics of silence and the theme of the
tragic mismatch of people.

The «mismatch» is literal, like the tempo of
speech, gestures, manners. Coming back
to his native land Vince looks like a man
from the moon, unable to keep up with the
locals and not even trying to understand
them. The «communication catastrophe»
acquires such dimensions that the viewer
will be surprised to learn (from the small
color inset at the end) that they were all
childhood friends and have known each
other for ages. They simply donned black-
and-white masks depending on how life
has treated them. As for the masks, Vince
is evidently taken for someone else. The
locals keep chatting about Beijing and the
imaginary city lights, seeing a man from
the capital as a super-being with emotions

ranging from admiration to bitterness.
From brief scenes in the city we learn that
his wife has left Vince and he had some
rough goings at work. Now he is weakly
trying to explain to the locals that there is
no happiness in the big city.
As for the crested ibis, which is featured in
the title and is supposed to be the purpose
of all the activities of the journalist, it is
no more than a pretext. It seems to be
forgotten for half of the movie, when the
characters are busy dealing with their old
and new feeling for each other. If Vince
had not learnt about Mr. Yuan's death on
the screen and accidentally, one might
have thought that he came for his teacher’s
funeral. He lost his parents long ago and
cannot accept this new loss, contacting
the taciturn spirit of the sage old man. His
sincere tears lead us to the conclusion that
the theme of orphanhood is probably the
main in this movie.

Igor Savelev

HOLDING HANDS /
LA TENEREZZA

PIERS
DIR. GIANNI AMELIO

Perhaps Gianni Amelio can't yet be called

a classic, but he boasts an extensive
filmography (and a rich collections of
awards). Typologically his work is close

to the classics as well, critics usually call
him a successor to the traditions of Italian
neorealism. Those traditions are easily
identified in «Holding Hands», including
the purely formal attributes like «Peace to
the huts, war to the palaces». «Palaces»
are ironically downgraded to the luxurious
interiors of an unfinished hotel (or a cruise
liner?) wrapped in film. The grandson

of the main character wanders through
them with a lost air. «Huts» are abundantly
represented by hospital wards (as well as
corridors where more beds are placed),
packed waiting rooms and buses, cheer-
ful bustle of skaters in ancient squares.

To a certain extent the initial set-up is
determined by the sense of the «huts»: the
excessive closeness of neighbors in this
human anthill, who constantly come into
each other’s lives through unlocked doors,
gates, windows. Although our mentality
makes it hard to associate cozy terraces
under the Napales sun with something
negatively communal.

Gianni Amelio remains faithful to neoreal-
ist bequeaths and to himself. «Holding
Hands» offers another look at the problem
which the director tackles repeatedly. In
the feature debut «Blow to the Heart» the
son is forced to spy on his father, suspect
the worst and discover proof; in «The
Stolen Children» a stranger finds himself in
the midst of the separation drama; in «Cosi
ridevano» (Golden Lion at the Venice IFF in
1998) the brothers are guilty before each
other in complicated ways. A dysfunctional
family. Shattered fragments and we do

not know what exactly has happened: the
director readily omits long periods in the
relationships between brothers, the viewer
must guess himself what happened there.
Similarly we do not quite understand what

happened in Lorenzo’s family (the pro-
tagonist of «Holding Hands» is played by
Renato Carpentieri), we observe only the
consequences. Once he was a successful
lawyer and now he is a lousy-tempered
widower. He has grown-up children: the
son does not want to hear about Lorenzo,
as for the daughter, he does not speak to
her himself. In the background there’s his
dislike for his wife, a casual love affair etc..
The striking peculiarity of Amelio’s movie
is the deceptive smoothness and the gen-
eral soft tone of respect for traditions. Here
we are dealing not so much with neoreal-
ism as almost with the «educational novel»
of the serene 19th century. Emotional
education. A family from the North of Italy
has moved into the flat next door: Fabio,
Michela and their charming children.
Donning the guise of a grandpa for other
people’s children, Lorenzo will start show-
ing human traits and will finally touch the
hand of his own daughter towards the end
of the movie.
Having barely created this bucolic world
Gianni Amelio destroys it with pleasure:
the shocking events in the «<communal»
house twined with ivy go together with
Fabio's (Elio Germano) specific personality,
which we, the viewers, can't understand
but can only accept, saying «a nut-case,
and that's it». A childhood episode is
proposed as a possible clue. At a certain
point we notice that everyone, including
Lorenzo, is referring to those meaning-
ful childhood memory-clues. The almost
Freudian subtext of the stories is so
obvious, that we realize that they too are a
false trail, a red herring.
The interesting aspect of «Holding Hands»
is that with its impeccable style it has the
look of a simple precisely played-out story.
For the audience the touch of madness
introduced by the director (not only the fact
that he gives a revolver to a schizophrenic)
becomes unexpected and even disturbing.
But isn't it the aim of art?

Igor Savelev

JEANNETTE:

THE CHILDHOOD

OF JOAN OF ARC/
JEANNETTE 'ENFANCE
DE JEANNE D’ARC

8 2 FILMS
DIR. BRUNO DUMONT

«Jeannette: The Childhood of Joan of
Arc» is the most extraordinary and unruly
film by Bruno Dumont. But of all the
modern French directors, who, if not him,
should make a movie about the Maiden
of Orleans carrying on the traditions

of transcendentalists like Dreyer and
Bresson, whose distant successor
Dumont actually is.

The sacred and the secular and everything
in between, their mind-blowing and absurd
connections have always been the essential
feature of Dumont's works. His debut was
«The Life of Jesus», a movie telling the
story about an ordinary French guy from
the suburbs, a bit of a racist and a bit of a
trouble maker, whose life is suspended

somewhere between a lethargic routine
and outbreaks of sudden violence. After
that he filmed «Hadewijch» — the story of

a young modern nun, bearing the name

of the famous writer of the XIll century,
who was devoted to God to the point of

not noticing that her faith was used by
terrorists.

Being an adept of the new physicality

and the new realism, Dumont later drifted
towards pure conventionality and cinematic
theatricality («L'il Quinquinx» and «Slack
Bay»). However the fiery burlesque and
guignol, laughter and buffoonery play the
role of a carnival, of Rabelaisian underside
of the «the life of spirit». And this spirit may
reside in anybody including blockheads,
fools in Christ and just fools and other,
almost Gogol's, «dead souls» inhabiting
Dumont’s latest films.

In «Jeannette: The Childhood of Joan of
Arc» he again experiments with the canons
of the language and wanders beyond its
boundaries into surreal expanses. That is
for sure the most wrong and undogmatic
version of Joan of Arc's character, at least
in cinema.

Imagine a musical in which children are
the main actors: they dance and sing
awkwardly, amateurishly, fabulously,
absurdly. But their rhythmic angular
movements, sometimes resembling those
of rappers, are choreographed by modern
experts. While the grandiloquent lyrics they
are chanting in the same amateurish way
come directly from the classical literary
biography of Joan of Arc, their dances
resemble children’s turns and twists, as
illogical as children’s drawings. And all

that happens to the accompaniment of
some death metal and black metal; as the
music switches plays, the angel-like young
Joan, living in XV century and dressed
accordingly, begins to shake her head and
swing her hair, as if she were at some
metal concert.

It's impossible to give an exact definition
for what you see, moreover it's
unnecessary, because Joan's story is the
story of transgression, going beyond the
boundaries, exploding canons. And you
have to treat it accordingly. Dumont's

aim is to restore to Joan the vitality, the
authenticity and even the innocence of an
irrational child's dance, in which the low is
inseparable from the divine, and rock music
doesn't contradict a cappella singing. Thus
he decanonized this character and made it
live again.

In some way his chaotically and awkwardly
dancing Joan is a nod to Nietzsche's
dancing god and Zarathustra, according

to whom only the dancing ones will
surpass «the masters of today, the petty
virtues, the petty policy, the sand-grain
considerateness, the anthill trumpery, the
pitiable comfortableness, the «happiness
of the masses»». A perfect task for the
ubermensch Joan who used to dance in
chains.

«His step betrayeth whether a person
already walketh on his own path: just see
me walk! He, however, who cometh nigh
to his goal, danceth And though there be
on earth fens and dense afflictions, he who
hath light feet runneth even across the
mud, and danceth, as upon well-swept ice.



Lift up your hearts, my brethren, high,
higher! And do not forget your legs! Lift
up also your legs, ye good dancers, and
better still, if ye stand upon your heads!
Better to dance awkwardly than walk
lamely» (Friedrich Nietzsche «Thus Spoke
Zarathustra).

Evgeny Gusyatinsky

ON BODYAND SOUL / _
TESTROL ES LELEKROL

EUPHORIA OF THE FRINGES
DIR. ILDIKO ENYEDI

- After watching «On Body And Soul» |
had a lingering feeling that you struggled
not to make your film look like a fairy-
tale.

Ildiko Enyedi: It's like steering your ship
between dangerous reefs. Yes, there was
the risk that the film would turn into a fairy-
tale, into something sugary, stiff, superficial.
I had other objectives: to create the mood
which prompts openness, to set the minds
in a state when we are more prepared to
absorb the essential bases of our life, the
fundamentals of our culture. Most often
these bases are not discussed, because it is
disturbing to think about them.

- Nevertheless there are totally fairy-
tale moments in it. For example you
study carefully the way love is born
between the two main characters. How
difficult is it to show something that can’t
be expressed in words?

Ildiké Enyedi: It is true, their feelings are
born in silence, there are no words. | think
that sometimes silence is very eloquent...
Incidentally, a different plot development
can be imagined: the two main characters
are enemies, they hate each other, they
would still pay attention to each other, but
would say harsh words. | did not like that. |
preferred to show the inexplicable attraction
which arose at first sight. It might not give
sufficient opportunity for suspense, but

the plot as a whole looks more realistic. It
is a very simple story and beginning with
ancient times it has been told over and over
again. | wanted to see how this eternal plot
will develop in the present, in our cold and
pragmatic epoch?

- What does «eternal plot» mean to you?
Ildiké Enyedi: It is hard to put it into words.
If you find a person who is strong enough
to raise his voice or protect you, to jump
into an abyss, risk his life... If you manage
to find your real self, if you do not back off
when you risk becoming a laughing stock,
if you are really prepared to bare your soul
to somebody, which is always dangerous,
then you can either ruin yourself or discover
your real self. Would this be an «eternal
plot»? A story which is told over and over
again. So many times, because it is the
most beautiful emotional experience you
will ever have, and most of us, luckily, go
through it sooner or later.

- Mr. Morcsanyi, you've worked a

lot with Russian theatre, with Galina
Volchek, Oleg Tabakov... Can you
compare the character you play in this
movie to, let’s say, one of Chekhov's
characters?

Géza Morcsdnyi: | never thought about it.

| sense a fundamental difference between
Russia and Europe. All my favorite
characters from Chekhov's, Gogol's and
Bulgakov's works are so non-European,
so Russian. And the guy | played here is
completely European. He does not have
strong emotions. A lot in his life is over, but
he manages to look upon it not as a tragedy
but from a practical standpoint. At the same
time out story is universal for all cultures.
— There is an important question in the
movie: «Do you feel guilt before the
animals for working at the slaughter
house?» Do you have this feeling of guilt
before the animals? How important is
this line for you?
Ildiké Enyedi: Even now, while we are
talking, a lot of nasty things are happening
to children, animals, plants throughout the
world. | just wanted to say: don't close your
eyes when you see something unpleasant.
This is your life. This is what you eat. This
is how the food gets to your table. And it is
true not only of your food. It concerns your
entire way of life. The decisions you take.
This is the price of your decisions. You may
live the way you like but be aware of the
price you pay, of the price society pays.
Interview by Asya Kolodizhner
and Peter Shepotinnik

THE BEGUILED

5ING FILM
DIR. SOFIA COPPOLA

Before «The Beguiled» was shown in Rus-
sig, it had a raving success in Cannes. Sofia
Coppola became the second woman to

get a prize for the best directing. (The first
was Yuliya Solntseva, the wife of the great
Aleksandr Dovzhenko. In 1961 she won the
award for her «Chronicle of Flaming Years»
as a true apologist of the Dovzhenko style.)
Though some of the Cannes frequenters
maintained that the award was not fully
justified, one has to recognize that Sofia
Coppola’s film can magically fill emptiness
with new meanings and make simple
truths ambivalent.

«The Beguiled» is an inverse remake of the
classical Hollywood film «The Beguiled» by
Don Siegel. The gothic thriller of the times
of the American Civil War tells the story of a
wounded northern Corporal who was taken
prisoner by young ladies from a boarding
school under the control of the southern-
ers. Siegel makes the drama unfold in a
masculine genre in which no adventurous
plot goes without muscle-flexing and hard
drive. Besides the main character was
played by Clint Eastwood, who tried his best
to avoid the sweet captivity.

Coppola's movie naturally has different
gender priorities. She prefers undertones,
the somnolent, half-frozen rhythm of
narrating to the brutal precision of the

plot. Our attention is drawn not to external
events, but to their mystical side. The spirit
of romanticism, markedly feminine in its
gentleness and deliberation, attentive to
details and averse to affectation reigns on
the screen. As if not the plot collisions, but
their shadows and overtones played the key
role in the conflict of Yang and Yin.
Outwardly the life of the delicate young
ladies during the time of war seems too

deliberate and restful. The appearance of an
alien male element will set alight the de-
sires that were securely concealed. Screen
suspense in Sofia Coppola’s interpretation
will titillate you, but not nearly as dramati-
cally as thrillers do. Though the suppressed
desires of young virgins and old maidens
will sooner or later bring about an explosive
catastrophe, the emotional restraint of the
narration will tell us that the essence of the
story is in the domain of the implicit.
Starting from «The Virgin Suicides» Sofia
Coppola explores the enigmatic souls of
her female contemporaries and their hid-
den vulnerable nature. Though the events
of «The Beguiled» are centuries away from
us, that doesn't mean that it is just another
period piece. The American nation, which is
too young to stick to some strict historical
rules, perfectly fits the image of tumblew-
eed. It is no problem for Sofia Coppola to
turn American girls into French princesses
(as she did in «<Marie Antoinette») and dress
XXl century’s people in the costumes of the
confederates.
To be more convincing the director includes
picturesque set-ups in Nathaniel Haw-
thorne's style, shoots night scenes «as is»,
by candelight, the heroines look fairly mod-
ern and their fragile world, painstakingly
protected from external influence, rhymes
with the safe and seemingly comfortable
modern life. Still, the serenity of existence
is an illusion. However unassailable the
fortress may be and whatever cocoon the
soul may be enclosed in, the idyll will inevi-
tably clash with reality. The innocent lambs
of charming virgins can turn into murder-
ers if their life, devoid of inner integrity, is
subjected to trials.
Afairy-tale melodrama turns into a horror
movie, a doll's house turns into a witch
shelter. And still it is not so much a mor-
alistic film, but rather an ironical one. It's
a film of moral discomfort and perplexity,
where butchers and victims, the northern-
ers and southerners, women and men are
all innocent Americans who can't cope with
their inner self.

Igor Sukmanov

ALMOST THERE

[DOCUMENTARY FILM
COMPETITION

DIR. JACQUELINE ZUND

«Almost There» consists of three sad
ballads about solitude. The first one is about
Bob, who after a break-up with his girlfriend
sold his apartment, bought a mobile home
(the instructions to it were rather touching:
before leaving check the door, the windows
and water drain) and went on an adventure
around the deserts of California. Steve is
amelancholic transvestite with macho
tattoos on his shoulder and dressed in a
shimmering evening gown, who works as
a stand-up comedian and tells dirty jokes in
front of a heart shaped curtain. And, finally,
a Japanese old man named Yamada, who
finally goes into retirement at the age of 88
after working for forty years in one place.
Now he's looking for his new self and takes
speech therapy classes, so that he can
improve his commmunication skills and read

MIFF dAILLY manege in «octyabry

stories to children.
These three characters most likely have
no idea about each other. Moreover, the
director seems to want the viewer to feel
as if these are the last three people left in
the world. Deserted landscapes makes
way for huge cities, but neither seems to
be inhabited by single living soul. All three
main characters are close to an age, where
life is coming to a close. The «time of their
lives» has passed, so to speak. And judging
by the character, neither of them is capable
of exploits of the Hollywood's «Bucket List»
kind. No, this movie is about loneliness —
one life ends, and whether another one will
start is uncertain. But the solitude, severe
as it may seem, is devoid of drama. There's
something simple and beautiful about
it — it's majestic even. It's hardly likely that
choosing the right actors, establishing the
right shot and choosing the right music
(though the director Jacqueline Zund
doesn't fall short on any of those counts)
would be enough to achieve this effect — it
seems you do need to know a thing or two
about human nature for it.

Nikita Kartsev

ADRIANA'S PACT /
EL PACTO
DE ADRIANA

[DOCUMENTARY FILM
COMPETITION

DIR. LISSETTE OROZCO

The director Lissette Orozco chose a very
personal subject for her debut film - one
of her favorite people and her childhood
idol, her aunt Adriana. It just so happened
that when Lissette entered a film school,
a big scandal happened, involving the
authorities building a case against Adriana.
She was accused of having worked for the
DINA - basically Pinochet's punitive agency.
While Lissette tried to come to terms with
the news, her aunt rushed to get out of
the country and settle in Australia. Now,
she talks to her niece via Skype trying to
persuade her to apply her profession in
the most useful way — use her filmmaking
skills to prove Adriana’s innocence. The only
problem is, the more Lissette investigates,
the more she catches her aunt in a lie.
Keeping with the best traditions of a
coldblooded thriller, the antagonist, the said
aunt Adriana, refuses to plead guilty. But as
the story progresses, and the aunt-niece
relationship tenses, Adriana lets slip one
crime after another. First, Adriana recalls
sitting at the same table with American
ambassador, and her eyes sparkle with
mischief. Then —that shed known nothing
of torture and prosecution. Then — that she
did know that things used to get rough at
times, but had nothing to do with it. When
she runs out of excuses, Adriana comes
down to a direct manipulation: «You're my
flesh and blood, you and your mother are
the only family | have».
«Adriana’s Pact» is ostensibly a film about a
personal responsibility (or lack thereof), the
choice our past confronts us with, and how
no «pact» can rid of the necessarily to make
this choice one day.

Nikita Kartsev



Gearvn B

1. MeTp OyxoscKomn
2. Russian VR Seasons
3. TatbAHa AKoBneEBa,
Bnagumump XoTuHeHKo,
AnekcaHgp PogHAHCKu
1 Cutopa Anvesa
4. Anekcew lepMaH

(Y EN ]
5. OMuTpuin Mynap
6. Anuca Xa3aHoBa,
Unba CrioapT
n CeetnaHa YcTMHoBa

e fr N
f'.r“m _%3\"




MIFF JdHILY  maner B «okTAGpe»

28 UIOHSA / JUNE, 28 19:45  CMEPTb JIOZOBMKA XIV / LA MORT DE LOUIS XIV OKTABPb, 9
1
2000 MIPOXOMMM / YAVUILYN HUN 3BE3OA, 1
11:00 OKTABPb,
1200 RUSSIAN VR SEASONS G 2015 —
13:00 21115 RUSSIAN VR SEASONS kG
2215
1300 BTOPOE «f»/ ETEROS GO OKTABPb, 4 _
13:30  CBOBOAA [bABOMA / LA LIBERTAD DEL DIABLO OKTABPb, 2 20:30 V10 HATIEPBOVI YILE / IL-BEON-GA-EUI GI-JEOK 1
13:45  KOHKYPC KOPOTKOMETPAHXHOTO KUHO. YACTb 2 / SHORT FILMS COMPETITION 2 OKTABPb, 5 21:30 ATIPENIBCKIAV COH NVIHOM B TPV TORA SHIGATSU-NO NAGAT YUME OKTABPb, 10
13:45  HACTOALLWAV OKTABPb / 1917 - DER WAHRE OKTOBER OKTABPb, 7 2145 BIYCTM COTIHLIE / UN BEAU SOLEIL INTERIEUR . 1
1400 XYAH MOPEFIPA JUAN MOREIRA OKTAER 10 2200 OTENE W [YLLE / TESTROL ES LELEKROL OKTABPb, 7
1500 HOCTOMTYMGB./ VENERAGLE W, v 2200 MVCTEP BCENMEHHAA / MISTER UNIVERSO LK, 1
1500  POLEH/RODIN OKTABPb, 8 2200 TIOCPEAHMK/FIXEUR OKTABPb, 11
15:30 BOEBAA MECHA / MUKOKU OKTABPb, 4 22:00 BAH I"Or". C /T10B0BbI0, BUHCEHT / LOVING VINCENT OKTABPb, 4
1600 KPECTO/THE CHAIR OKTABPb, 7 2200  C/IEQ 3BEPA/POKOT TAPARK, 1
16:00  BWTBA 3A ATTHKUP / LA BATTAGLIA DI ALGERI mi 22:30  MOHTW 4TO 30ECh / ALMOST THERE OKTABPb, 2

. 2230 NIPU3PAKM UCMA3NIA / ISMAEL'S GHOSTS OKTABPb, 8
S RUSSIAN VR SEASONS SKTAEPe:

: 2230 HEMHOCTb /LA TENEREZZA OKTABP,
1615 CTAPUKM-PA3BELUYKM / KUNDSCHAFTER DES FRIEDENS OKTABP, 10 2245 0.TIOCH/OH.LUCY OKTAEPL.9
1615 POK U MPABUMIA /ROCK 'N' RULE OKTABPb, 5 2300 OCEUKA DEAD TRIGGER OTHEPD, 5
1630 MUHCKM/ PINSKY OKTABPb, 9
16:30  [IEHb CEHEKW/SENECA'S DAY OKTABPb, 11 29 WIOHA / JUNE. 29
16:30  OXOTA HA TPU3PAKOB/ ISTIYAD ASHBAH OKTABP, 2 ’

1630 YTONTEHHVK / D00 OKTAEPD, 1 1500  MOMYAHVE ALIPVAHI / EL PACTO DE ADRIANA LK, 1
1700 CHMOOHVA LA AHSL/ SINFONTA PARA ANA HOCMOC, 1 16:00  TEMHAA CTOPOHA CEPLILIA/ THE DARK SIDE OF THE HEART ™
17:00  PACKATIEHHbIVI XAOC / A HELLISH CHAOS LK, 1 17:00  AHE BALIHETP /1 AM NOT YOUR NEGRO LK, 1
18:00  BEMbIE HOYM MOUTAMBOHA ATIEKCER TPAMMLIbIHA / THE POSTMAN'S WHITE NIGHTS  OKTAEP, 8 17:30  YTOM/IEHHIAK/DOOB KOCMOC, 1
1820  YCKOMB3AIOLLAA / SLIPAWAY 3BE30A, 1 18:30  MYCTAHT/ MUSTANG i
1530 TIOMBEPb/ LUMIERE! p— 19:00  CBOBOMA AbABONA /LA LIBERTAD DEL DIABLO LK, 1
1645 3EPKATIO) THE MIRROR OKTAEP, 10 19:00  XOXJIATBIV MBYC / YUAN SHANG KocMac, 1
19:00  PAV1/PARADISE OKTABPb, 11 19:00  PAM/PARADISE QAREN, 1
19:00  KYPOUKA PABA/ RYABA, MY CHICKEN OAKEN, 1 19:05  ChiH COOMM/SON OF SOFIA SBESOA 1
1900 HALE 310/ MAL N0SS0 HOOMOC, 1 2030 BAH O, C JIIOB0BbI0, BUHCEHT / LOVING VINCENT T
19:15  MOSYAHME AZIPVAHbI / EL PACTO DE ADRIANA OKTABPb, 2 20:55  CMEPTb LUEAXA / DEATH OF THE SHEIK SBE3OA 1
19:15  POCCHVICKOE KUHO: MEPCTEKTVBbI / RUSSIAN CINEMA: PERSPECTIVES OKTABPb, 5 21:00  OXOTAHATIPMSPAHOB / ISTIYAD ASHBAH LK, 1
1915 CEMB M/HYT /7 MNUT OKTAEPD,7 2200 [ETCTBO HAHHbI [TAPK / JEANNETTE L'ENFANCE DE JEANNE D'ARC TAPAMK, 1
19:30  1IOM/HOME Rl Tr - TPETLAKOBCKARA ATIEPEA
19:30  XOXTIATBIV MBMC / YUAN SHANG OKTABPb, 1 LYK - LIEHTP [JOKYMEHTAJIEHOTO KUHO
AT = NETHWM TIMOHEP B NAPKE FOPBKOMO

MIATUI* / AUC

KAPM OTMOPOXEHHbIN THAWED CARP

OBbIYHbLIN YENOBEK ORDINARY PERSON

CUMOOHNA OJ1A AHbI SYMPHONY FOR ANA 4,52

JIYYLWMA U3 MUPOB THE BEST OF ALL WORLDS 4,49
AMNPENBCKN COH ,D,ﬂVlHOVl BTPUTOOA SUMMER BLOOMS 4,43
3BE3JAYN STAR BOYS 4,40

MNPENCNOOHAA DARKLAND 4,07

KYMNA MEHA BUY ME 3,99

MELLIOK BE3 [IHA THE BOTTOMLESS BAG 3,89

CENnoun SELFIE 3,87

HEJTTAA HAPA YELLOW HEAT 3,69

* Ha MOMeHT noZnucaHunsa HoMepa B neyaTb UTOrM 3pUTeNIbCKOro rosIoCoBaHKA Mo GuibMaM «YTOMMEHHMK» U «X0oXnaTbli MOUC» He Bbinu NoaBeaeHb!
* At the time of this issue going into the print, the results of the audience vote for films «No Bed Of Roses» and «Crested |bis» have not yet been announced

PEKONNETUA: UrOPb CABE/BEB /ACA KONOAWHHEP / ONTbIA APTEMBEBA / EBA KPAYC / UMb KOMBIOB / HUKITA KAPLIEB / AHAPEV! LLIVIFONEB / MAXAWI KYKIH / NETP LLENOTUHHMK

MEPEBO[bI: JAPHA MOPO30BA / MAPVISt TEPAKOMAH / EKATEPUHA AHUCMOBA ®OTO: ANIEKCEN I0LLIEHKOB / FEHHALWI ABPAMEHKO BEPCTKA: MAPAA PEBAKMHA MAKET FA3ETbI: AMUTPUIA METENKMH / ONbIA NIbHAHAA



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