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PAOLO
DEL BROCCO

JURY

He knows so much about the contemporary ltalian
cinema that no film critic is a match for him. Paolo Del
Brocco is the president of the RAI Cinema, Italy's largest
film studio which has produced more than 800 films
under his lead.

- Which of the films produced by the studio do you
single out?
Paolo del Brocco: «Fire at Sea» by Gianfranco Rosi is
especially dear to me. It was awarded the Golden Bear in
Berlin and the prize of the European Film Academy. It's
in the top five of the world's best documentaries. Another
important project is «Caesar Must Die» by Paolo and
Vittorio Taviani. Vittorio has just passed away, and we are
mourning him. | also love «Like Crazy» by Paolo Virzi and
Matteo Garrone's «Reality and Dogman, which will be
screened at the 2018 Cannes festival.
- Have you ever worked with any Russian directors?
— Not much. We're proud to cooperate with Andrei
Konchalovskiy on his film about Michelangelo. We'll
also be distributing it in Italy. If we're talking about
production, the only Russian director I've worked with is
Konchalovskiy. We distributed Nikita Mikhalkov's 12 about
ten years ago, Now we're currently holding talks on several
co-productions with Russia, and | hope my being here will
offer new opportunities for cooperation.
- Which requirements should a Russian film meet to
attract your attention?
— Films made for the inner viewer, be it Russian or Italian,
are usually hard to export, because often they have some
details that foreign audience simply won't understand. So
they must be stories that are understandable for everyone,
even if they have some local flair. For example, I've recently
seen a British film about elderly people. There was a lot
of very unique English humour, but the story itself made it
easy to understand and very interesting.
- Is it true that it takes several commercially successful
films to make one art house movie?
—I'm not sure this proportion is correct. RAl Cinema
produces about 70 films per year, and we need about five
or six movies with good box office so that other movies
could stand a chance, so that new directors could work on
their debut or second projects. But there are exceptions.
You might not expect a good film to bring money, but then
it gets awards at festivals — and its distribution might be a
pleasant surprise.

Interviewed by Igor Savelev

Hiopw / Maono [lenb bpokko

NMPEOCEOATEJIb

OH 3Haem o cospemMeHHOM
UMasbAHCKOM KUHO CMOJTbKO,
4Ymo He KaxcobIl KUHoBed unu
KUHOKPUMUK CMOXCem ¢ HUM CO-
nepHu4ame. lNaono [ene bpokko
— npedcedamers npasneHua RAI
Cinema, kpynHelwel cmyoduu
Vimarnuu. 3a 200b1 e20 pyKo-
B800cmaBa Ha Heli co30aHo bosiee
B0CbMUCOM GUTEMOB.

- KaKkue u3 Hux Bbl Bbigensete
0co60, ropauTech Kak NU4HbIM
AocTuxeHnem?

Maono Oeno bpokko: Dunbm,
KOTOPbIM A 04eHb JOPOHY — «<Mope
B orHe» [raHppaHKo Po3un, KoTo-

YTOHYEHHbIE N N3bICKaHHbIE, BbIMOJIHEHHbIE C 0CO-
6bIM MacTepPCTBOM U CNIOBHO CBETALLMECA U3HYTPY,
YKpaLlleHWnA 13 3HaKoBoW Konnekumn Precious

pbilA BuIMrpan «30/10Toro MeBe-
aA» B bepnuxe 1 npus Esponeit-
CKOM KnHoakagemun. OH BoLLen B
NATEPKY NYULLMX JOKYMEHTasbHbIX
¢durnbmMoB Mupa. BecnomMmHaeTen

1 «Lle3apb gomKeH ymMepeTb»
6paTbeB TaBuaHK, — TOSIBKO YTO

He cTano Butropuo, Mbl ckopbuMm.
A Tenno otHoLLych K «besymHon
pagoctu» Maono Bupum, K «Peanb-
HocTu» MaTTeo [appoHe, K ero e
«CobayHMKy», KoTopbI byaeT no-
Ka3aH Ha KaHHcKoM decTvBarne.

— EcTtb N1 y Bac onbIT paboTbl €
POCCUMINCKUMU peruccepamn?

— He o4eHb 605bLLON. Mbl Fop-
OMMCA, YTO y4acTByeM B CO30aHUN

«[pexa» Angpen KoHuanoscKoro u
6yaeM 3aHMMaTLCA ero AUCTprnoby-
ument B itanuun. Ecnv Mbl roBopuM
0 KMHOMPOM3BOACTBE, TO MOKa 3T0
To/bKO KoH4anoBcKui. JleT gecarb
Ha3a[ Mbl 3aHMManUCb MPOKaTOM
«12» H1ukmtel Minxankosa. Celtyac
Mbl 06CYHKOaeM HECKOMBbKO MPOeK-
TOB COBMeCTHO ¢ Poccmelt, 1 o4eHb
HaZelock, YTO MOe MpUCYTCTBUE
3/1€Cb MOMKET OTKPbITb HOBLIE
FOPU30HTbLI ANA COTPYOHNYECTBa.
- Kakumun KavectBamu gonkeH
obnagatb poccUrUCKUit GUnbM,
YyTO6bI NOMAacTb B NoJsie BaLlero
3peHuA?
— 06bI4HO PMNBbMBI, KOTOpbIE
CO3[at0TCA ONA «CBOE» CTpaHbl
— X0Tb B Poccuu, xoTb B ViTanum
— 04eHb CITIOMHO 3KCMOPTMPO-
BaTb, MOTOMY YTO, BO3MOXKHO, TaM
€CTb KaKme-To OTTEHKM, KoTopble
MHOCTPaHeL, NPOCT He MOMMET.
Mo3ToMy Hy*KHO CO3[aBaTb Takue
WCTOPUM, KOTOpble XOTA U UMe-
I0T MEeCTHBbIM KONOPUT, BN Bbl
WMHTEPEeCHLI AnA Bcex. Hanpumep,
He[laBHO A NMOCMOTPEST aHITINACKUM
GUNBM NPO NOMKMBIX NIoAeN: TaM
6b110 MHOTO CreLMPUYecKoro
aHIMUIACKOro loMopa, Ho bnaro-
[apA UCTOPUM OH BbINT MOHATEH U
WMHTEPECEH.
— 370 NpaBAa, YTO HYXKHO Bbl-
NyCTUTb HECKOJIbKO KOMMepYe-
CKM ycneLHbIX ¢puIbMoB, YTobbI
no3BonuTL cebe NponsBoacTBO
KapTuHbl 63 KoMMepYecKoro
noteHuunana?
— He yBepeH, 4to Nponopums
npasunbHan. RAI Cinema Bbl-
rnyckaeT okoso 70 ¢punbMoB B rog,
1 HaM 06A3aTeNIbHO HyXHO 5 — 6
«MacCOBbIX» KaPTUH C XOPOLLIMMM
cbopamm, 4Tobbl OCTasbHLIE MOMTIN
6bITb cO3AaHbl. YT06bI MO pabo-
TaTb HOBbIE PEHKMCCEPDI, Y KOTOPbIX
370 OebIoT Un BTopol GpunbM. Ho
ObIBAOT UCKSTIOYEHWA. MOMHO He
0XKNOaTb KOMMEPYECKMX YCNEXOB
OT Ka4eCTBEHHOM0 ¢pUIbMa, HO BOT
OH MonyyaeT Npu3bl Ha GecTmBa-
NAX — W €ro pe3ynbTaThl B NpoKaTe
MOryT NPenoaHecTV NPUATHBIN
clopnpus.

HUHnmepaoio cen Uzope Casenves

Chopard HanoMWHaIOT axypHOe KpyXeBo U3 Aparo-
LeHHbIX KaMHel. 3To APKoe BOMJIOLLeHWe TaflaHTa U1
npodeccrmoHanmamMa HeHeBCcKMX MacTepoB. MIMeHHo
6narofapa UX yMeHUIo coveTaTb TPAAULMOHHbIE
TEXHWKW U COBPEMEHHbIE TEXHOOMMM YAaeTcA
€034aTb UCKJIIOUYUTENbHbIE MPOU3BEAEHMNA BbICOKOIO
0BESIMPHOIO UCKYCCTBA.

Cepbru us Konnekuun Precious Chopard Beinon-
HeHbl U3 6en10ro 30/10Ta U YKpaLleHbl U3ALLHBIMU
y3opamu ¢ 6punnmMaHTaMm u pybruHaMmm pasHblix
OrpaHoK.

NMeHHO 3TUM cepbram otgasna npegnovTeHve
M3BeCTHaA aKTpu1Ca, YsieH Xiopu 40 MocKkoBcKoro
KuHodecTmBana Hactacba KMHCKM.




HEHA |
EOJ’IMLI,EMCHOFO

CMNMEHOW Y PTA (AR PUTAM UZ LUPAM) /
PEH. AHWC HOPLC

nocesike HUKOraa He BbIrMAObIBAET COMHLE, a YalLle
BCEr0 Ba/IUT MOKPbIN CHer. HM3Hb 1A HECKOMBKUX
N3MyYeHHbIX APYT APYrOM JI0AEN N HMBOTHBIX 3aMKHYTa
MEM QY HECKOMBKMMI COOpYrKeHmAMUK. B nepBayto odepeas
3T0 HOMBLLLIOM, HO KaKOM-TO HEYNOBUMO-MOsTypa3BaneHHbIN
oM [dnaswca v AHbl v cnopTLUKona ¢ 6acceiHoM, CroLu-
Hble 3aMoTeBLLME CTEKIA BMECTO CTEH KOTOPOIro HanoMMHa-
toT «JorBunnib». BoobLLe, nobutenu novckats napannenm
MOTYT MPUNOMHUTL PaHHMI « TBUH [WKC», FOe Ha HuTenei
FOPOAIKA TaK e [OABAT OKPECTHbIE /1eca C HEUMCTHIO, TONBKO
3[eCb 3T0 NpUNpPaBneHo 6osee 0CTPOYMHbIM CayHOTPEKOM,
MeCTaMm CTPYHHbBIM, MeCTaM1 [a30BbIM. A Ha4MHaeTCA
BCE (COBCEM KaK B MrieAe Ky/bTOBbIX YHACTUKOB) C TOrO,
YTO B CaMbllt HEMOAXOAALLWMM ANA MOOOBHUKOB MOMEHT WX
MalLvHa COMBAET Ha NIECHOW OPOre HEYTO, YTO 1 pasbyamT
MpaYHble cunbl Npypodpl. Ho HopAc He HarHeTaeT ANLLHNX
MUCTUYECKWX CTPACTEM, CYUTARA, UYTO M yHKaca bbITUA Ha-
LOeBLLMX ApYr Apyry Niofelt JOCTaTo4HO. 3T0 Bbin BCero
NWLLIb KabaH.
CornacHo 3aBetaM HYexoBa, caMoe CTpaLLHOe MOMET Npo-
MCXOAWTb, KOrda SII0AM BHELLIHE CMIOKOMHO MbIOT Yalt (mo-
MnpaBKa: TyT MHOMVe MPEANOYMTAIOT eMy PUMCKWIA Barnb3am,
a eLlle NIerko NepexoaAT Ha PYCCKMIA A3bIK, YTO corpeeT
[JyLLly MOCKOBCKOMY 3puTento). [uasunc u AHa nepervsaioT
THX0e KpyLLIeHWe Bpaka. AHa — MececTpa B CropTLLKONe,
NoAAaBLUAACA BReYeHmto K 17-neTHeMy atneTy W Hapumccy
Pobepty. [uasuc — GbIBLLIMIA NOMLEMCKMIA, NOTEPABLLIMIA
HOrY 1 C rOfOBOW YLLIeALLIMIA B [PECCUPOBKY CITYHEBHBIX
cobaK. 3a BHELLIHWM CIOXETOM C I060BHLIM TPEYONBLHUKOM
1 NOberoM 3T1x cobaK, MPEBPATUBLLMXCA B HEKOHTPOSW-
pyeMoe opyame MecTu BceM BOKPYT («HUKOIo He HarnKoy),

BMaJ‘IEHbHOM NaTBUINCKOM FOPOAKe Un, CKopee,

FOAM AT THE MOUTH /
AR PUTAM UZ LUPAM

00)\%[x=MO\] DIR. JANIS NORDS

rather) sleet showers appear to be

more of a regular guest than sunlight.
The life of several tired people and
animals is limited to just few buildings.
Primarily, it's the beat-up house of Didzis
and Yana and a sports school with a pool
and large steamy windows for a wall,
which somehow brings Lars von Trier's
«Dogville» to mind. The viewers that like
to search for references might also recall
the original seasons of Twin Peaks, where
the existence of a small town is also
shattered by the surrounding dark woods
and the mighty supernatural powers
that inhabit it. Moreover, the whole thing
is set in motion much like some iconic
horror films do: romantic date is tragically
interrupted when the lovers' car is hit by
something invisible — awakening the dark
forces of nature. But Nords doesn't dwell
into supernatural, emphasizing that the
horror of the co-existence of people who
are all fed up with each other, might just
be enough.
According to Chekhov, the most
frightening things might be happening

| n a small Latvian town (or township,

while people are supposedly calmly
drinking tea — only in this case, the
characters prefer an alcoholic Riga Black
Balsam. Didzis and Yana are coping

with the quiet default of their marriage.
Yana works as a nurse in the mentioned
above sports school and is attracted to a
17-year-old narcissistic athlete Robert.
Didzis is a former policeman who was
severely injured and is now dedicating
most of his time to training police dogs.
Behind the facade of the formal plot about

BCE ApYe — CKpbITadA Apama. MyrumHa, KoTopbI MblTaeTcA
6bITb NaTprapXanbHbIM «XO3ANHOMY HEHLLIMHBI; MEHLLIMHA,
KoTopan ycTana bbiTb HAHBKOWM AA YacTo HecrnoMoLLHOMo
MYHUMHBI.

Mb! TOMBKO MEJIBKOM YCIIBILLIMM, Yepes HYTO MPULLINIOCH
npoTu AHe, YTo6b! BbITaLLMTL [nasuca ns gpusnyecKoin
HEMOLLIM 1, BEPOATHO, CUMbHewLLIel Aenpeccvn. B kagpe
OCTaIOTCA TOMBKO MaLLMHAMBHBIE MacCaru, B KOTOPbIX
[nasunc HyrpaeTca exeHEBHO, [1a ero npoTes, nocne
KarZoM NepeapAry — obpeTaloLLWit B LUTaHMHe BCE bonee
HeecTecTBeHHbI BUL. VHTepecHo, 4To cHaYana Mbl BoobLLe
€ero He 3ameyaeM. HaM KareTcA, YTo cBMpensIin ansga-
cameL, [AnAaswc, Mpa4Ho MoA03peBaloLLIMIA M3MEHY, BOT-BOT
COTPET B MOPOLLIOK 1 Marnb4mLLIKy-PobepTa, 1 BoobLLe BCeX,
KTO BCTaHeT Ha ero nytu. Ho 1 PobepT, 1 Bce ocTasnkbHble
OLICTPO HAXOAAT €ro «aXWIINECOBY MATY», 1 3TO HE TONBKO
npote3. Ha cueHy nocteneHHo BbixoguT CnabocTs, KoTopan
napafoKcaneHo CTaHOBUTCA YenoBeYHOCTHIO.

Tema 04efI0BeUMBaHWA W PaCHeIOBEYMBAHWA — LIEHTPasb-
HanA B QUIbMe, PEHICCep He CTECHAETCA NMPUBErHYTb K

feckless man.

a love triangle and the escape of the dogs
turned into revenge weapon against the
whole world, lies a deeper conflict. It is

a drama of a man who strives to stick

to the patriarchal archetype and be his
woman's hero, and one of a woman who
is relentlessly tired of babysitting her

We only hear in passing about what Yana
had to go through to help Didzis through the
aftermath of his injury and possibly severe
depression. What remains are the almost
mechanical massages that Didzis requires
every day, as well as his prosthetic leg,
which looks more and more unnatural after
each new ordeal the protagonist gets into.
Curiously enough, in the beginning we don't
notice this detail about him at all. Instead,
we believe that after starting to suspect his
wife is cheating on him, the fierce alpha-

MIFF JdHILY  maner B «oktAGpe»

noboBoit MeTadope, Aenan repoAMy TPOWX JIOAEN 1 TPeX
cobakr. Mpv 3ToM fioay He 3aMeYaloT COBCTBEHHOMO OaMYa-
HWA 00 TeX Mop, MOKa He AMYaloT cobaku — Nog BIMAHKEM
BMpyca belieHcTBa. [a 1 cTpaHHoe noseeHvie MiobrMoi
0BYapKM [Hu1HbI HacToparmeaeT [nasmca MeHsLLe, Yem
CTpaHHoe noBefieHwe HeHbl AHbI. Ero ManeHbKue pas-
BJIEYEHWHA, BPOZE YroLLEHWA NIo6UMMLLEI HaHOUHBIM MMBOM
(ereiHeBHaA pPafoCTb /1A OBYAPKM, HO MHOrAa Npeasara-
€TCA W HeHe), MOITW Bbl NMOKa3aTbCA CTPAHHLIMU, HO KoMy?..
OTcyTCTBME YeNI0BEYECKOr0 B3mMAA.
B TOM, 4T0 MMeHHO «aTaKa fleca, 3anycTuBLLEero BUPYC B
HUNMLLEe COBaK M Nioaew, 3aCTaBnAET NocneaHUX BCTPAX-
HYTBCA W MO-4eN0BEeYECKM MOCMOTPETb ApYr Ha Apyra, HeT
HWYero YAMBUTENBHOO. LIEHHOCTb B TOM, YTO Npw 3ToM
04eBUOHOCTM Napannenei u uney B dunsMe Annca Hopa-
Ca HeT HW HaMeKa Ha BaHanbHOCTb MW NPeLicKasyeMoCTb.
EcTecTBEHHOCTB aKTEPCKOM Urpbl HAKNaALIBAETCA HA
npeaesibHyI0 TaKOHUYHOCTb, TaK, YTO MOBEPHULLIL: HTODbI Bbl-
HUTb, U3 3TOMO CKYAHOIO Mei3arka Hado NPOCTO COEMaTh.
HUzope Casenves

male Didzis will easily kick young Robert's
ass —as well as anyone's who stands in his
way. But everyone, including Robert, very
quickly discover Didzis' «Achilles' heel» —
and that doesn’t come down to his disability.
Didzis' weakness seems to be his actual
inner weakness, which makes him more
sympathetic.
The topic of what it means to really be
humane is the main one in the film, and
to convey it, the authors utilize an obvious
metaphor by focusing the story on three
people and three dogs. Thus, the people
here don't realize they are going wild until
the same thing literally happens to the
dogs. Weird behavior of Didzis’ favorite
shepherd doesn't concern him as much
as the one of Yana's. And his little routines
such as feeding beer to his dog (and
sometimes to his wife as well) would
probably come off as weird, but there’s no
one here to pay attention to this detail.
[t shouldn't come as a surprise that it is
the force of nature that sets in motion the
insanity of dogs and humans, thus making
them see each other in the new light.
But all the obviousness of metaphors
considered, Janis Nords's film doesn't
hold any signs of banality or predictability.
The fidelity of acting and the precise
minimalism of aesthetics makes the
following thought all the more believable:
in order to survive in this dull world one
must simply run.

Igor Savelev



NTULA
C XPYCTAJIbHbIMA

NMEPBAMU

ROERMEE LIAPB-MTULIA (TOYON KYYL) /
PEH. 31YAPL HOBMKOB

peny beckpaitHnx CHeroB ARYTUKW, B OMe CTPaHHOM

(OPMbI HUBYT — COBCEM KaK B CKasKe — CTapWK CO

cTapyxoi. Murmnnap 1 Onnyoc. B KayecTBe nepsoro
Kagpa 3ayapa HosukoB ABNAET HaM TUTP «ARyTMA, 1930,
HO 6oribLLE — [0 KOHUA GUbMa — MOYTU HUYEro He Hamo-
MMHAET 06 3roxe. 3TOT JOM M 3TV HecHacTHbIe, OAVHOKME,
6onbHbIE CTapUKM MOITIM CyLLLeCTBOBaTHL M B XIV Beke, 1
B XXI-M. [Noranyi, eQMHCTBEHHOM MPUMETOM BPEMEHM
OKa3bIBAIOTCA PEAKUE FOCTU — BCAAHWKM B ByAEHOBKAX.
OHu feprHaTcA nodarnblue OT OOMHOKOrO HUMLLLE, KaK
6yaTo NpUCMaTpUBanACh. Tak COBETCKanA BACTb «Mpu-
CMaTpmBanachb» K 3anoBefHbIM Yrofikam AOCTaBLLECA eit
UMMepuK, [lepHach NoHadasny B CTOPOHKe. YTobkl MoToM,
HabpaBLLMCL CU1, MPUIMTI — PacKy/a4umBaTh, 60poTLCA
C PENUMMAMMK, CChiNaTb, MepecendTb. K KoHLY dunbMa
BCe-TaKu KpacHoapMeiLbl MpuxoaAT B oM MuKMnnapa
1 Onnyoc, YTobbI, CHITHO 0TOBEe1aB, YBEAOMUTL X03AEB 0
CBOEM peLLIEHNN.
Ho 310 — noboyHanA NnHKA «Llapb-nTuLsl». [MaBHbI rocTs
B [JOMe CTapuKoB — Apyrov. Open HauvHaeT npueTatb
K [JOMy, MOCTENeHHO NoAdmpaTsECA BCe brne, YTobb!
OOHa bl MPOHUKHYTL BHYTPb. B aHHOTaLWM ckasaHo,
YTO «X03AEeBa He CMEl0T MPOrHaTb ero, MOTOMY YTO Open —
CBALLIeHHaA MT1La. Bcio 31My oHW NogKapMvBaloT opria,
YTOObI TOT He Hanafan Ha CKoT». CRO¥HO NpeacTaBUTb,
YTOBbI OPEN CrPaBUICA C KPYMHBIM BLIKOM, KOTOPOro
MUKUNN3p 13peaKa BOAWT MO NibAy Ha BOAOMOW, HO A0-
MYCTUM; CTIOMKHEE CO «CBALLIEHHOM NTuLIe». CBALLIEHHOE —
06bI4HO MO3UTWBHOE, 30ECh He Kara0e NoABMeHWe rocTA
COMPOBOMAAETCA ABHBIM UCMYrOM CTapVKOB, MPaYHbIM
CayHOTPEKOM, 3/10BELLMM 3aMeieHeM Kagpa. Kak Tyt
He BCMOMHUTBL MPUMETY (MO KpaiHei Mepe, PYCCKyio, eCTb
1M OHa Y AIKYTOB — BOMPOC), YTO KOrAa NTULA 3a51eTaeT B
[10M — 3T0 NPeBECTHMK CMEPTM KOro-TO 13 XO3AEB.
I open gecTBUTENLHO BLIMAQUT ONULIETBOPEHNEM
CMepTU, KOTOPaA, KarKeTCA, AaBHO 30eCh NOCeNNach,
XOTA CTapUKM 1 AepratcA. Habniofan 3a Ux TPEBOMHEIM
CHOM, CO CTOHaMW, TPYAHEIMU OBUHKEHNAMM, 3pUTeNb
MOMUHYTHO OMMAAET, YTO 3Ta HOYb OKAMETCA NocreaHel.
OcTaBancb HaeuHe, CTapUKK rOBOPAT ApYr C ApYroMm,
FOBOPAT — KaMKETCHA, MbITAloTCA OTPedNeRCMPOBaTL Npo-
HKUTYIO HM3HB, HO KaK TONIbKO CHOBA MOABIAETCA Oper,
3aMOJIKAIOT C YHacoM. [bITAIOTCA OTKYMUTLCA MACOM,
pbiboit. [MpurmaluaioT WamaHa. Ho v 3a ero putyanamm
HabnioaaioT co cTpaxoM. ElLie oHa [OMMHAHTA WX MU3HM
— beccunue. KarkeTcq, gare Haf cobCTBEHHbBIM ObIKOM
OHW He UMeloT BNacTu.
OQHWM 13 MOTVBOB 3TOM0 CyPOBO-CKYMOro GubMa CTaHo-
BUTCA, TaKUM 06pa3oM, beccunme «ManeHLKoro Yesose-
Ka» Nepep TyMbIM PaBHOAYLLIMEM MUPA, HU3HY, BeCKpait-
HIX cHeroB. M xoTA «CBALLIeHHaA NTUL@» OOHaMabl Aare
MbITAeTCA MOMOYb MM, MPUHECA YOUTOro 3BepA, — Aare
OHa HEe MOKET YTO-NIMB0 M3MEHUT B 3TOM 3aKOHE HU3HM.

MapuHa Bonm

A ECJIN 3TO JIOBOBb?

CNZOINENILE HAHA (NINA) / PEXK. OJTbIA XAMOAC

- Bbl HasBanu ¢punbM «HuHax,
HO, NoKanyn, oH Mor Ha3biBaTbCA
n «Marpga» — TaM Befpb OBe re-
pouHu. Bbl yaensaete uM oaunHa-
KoBoe BHMMaHue?

Onvaa Xaldac: B dunbMe Tpu
OENCTBYIOLLMX NLA: [1BE HKeH-
LLMHBI M MyK. A npegnoyunTao
OyMaTb, YTO 3[ecCb ecTb «Tpey-
rofbHWMK». Ho BCe e A Ha3Bana
dunbM «HuHa», NoToMy YTO

HwnHa — B KOHeYHOM UTOre TO,

Yero fobuBaloTCA ABa OCTasbHbIX
OeNCTBYIOLLMX MLa. 370 3a Hee
OHW — Marfa 1 My — boploTcs.

Ho 370 HecnpaBenmBan 6opbba:
B Hel HeT HX nobeauTenen, HU
MpOUrpaBLLUKX B TPAAULMOHHOM
cMbicne. N He noayMaitTe, 6yato
MY — KaK0e-TO TaM HUYTOMECTBO.
3T0 NOTPACAIOLLNIA MYHUNHA,
KpacaseLl, yMHU1La, 3a60TNMBLIN, a
Marga — TakaA HeoTecaHHaA OeB-
YoHKa ¢ npmbabaxoM. MoHauany
KarkeTcA, byaTo Maraa BriobneHa
BO BCEX, MOTOMY YTO OHa, 3HaeTe
NK, BELLIAeTCA Ha BCEX KaK cyMac-
wepwas. Ho Ha caMoM fene oHa
He Bno6neHa. OHa HMKorda He
BO6MANACk, MO-MOEMy, OHa 0CO-
3HAET, YTO BCE ee POMaHbl — 3TO Ha
CaMOM [Jefe YMCTO CEeKCyaslbHble
cBA3M. A Korfa oHa no3HaKo-
Munack ¢ HUHOM, To BnepBble
BrobMnack No-HactosLleMy. A BOT
HuHa... B ®u3HM HuHbl yrke 6bina
nioboBb — ee My*. Ho nocTeneHHo
OHa 4T0-TO NoTepana. OHa noTepA-
1a CBOE€ «fA».

MbI HMKOrAa He cobupanmcs Ha-
BELLIMBATbL Ha MepoeB Kakme-To
APJIBIKK, MO3TOMY MHE He HpaBATCA
pa3roBOpbI, YTO 3TO «dMIbM MPO
KaMWH-ayT» UK 4To-TO eLLle. B
omm4me ot Margsl, HuHe npocto
4ero-To He[JOCTaeT, B ee cepALle —
nycToTa, 1 BOT HMHa HaKoHELL-TO
HaxO4MT YeNloBeKa, KOTOPbIN 3a-
MOJHAET 3Ty NycToTy Coboi. 310 He
BOMPOC CEKCYyarnbHOWM OpUeHTaLMK.
— «HuHa» HeobblYHa € KMHEMa-
Torpagpu4ecKom TOUKU 3peHus:
anusofpl y Bac — He COBCEM
3nu3oApl, OHU HAYMHAIOTCA YYTb
no3:Ke UM YyTb paHblue, YeM
«3MNU304bl» B TPaAULMOHHOM Mo-
HUMaHuu. B 3ToM ecTb KaKas-To
TeKy4ecTb.

— Al 04eHb paga 370 ciblwaTe, no-
TOMY YTO CTPEMUNACh BbICTPOUTb
MoBeCTBOBaHWE MMEHHO TaKoro
Tvna. 310 He ApaMa, rae BCce Ha-
YMHAETCA C YEro-To U B KOHKPeT-
HbIA MOMEHT. HeT, 3To cuTyauus,
KoTopas 0bycroBneHa BceM, YTo
NMPOUCXOOUT MY FrepoAMU.

[Npy MOHTaXKe Mbl CTapanucb
BbICTPOMTL MOBECTBOBaHME TaK,
4TO6LI CleJ0BaTh 3a Hanpae/e-
HWeM B3rMAga — CMOTPEeTb, Ha YTO
CMOTPAT NepcoHarn. Ho aTo He
«COBBITUAY, ABUKEHME KaMepbl He
npegonpenenAeTcaA TeM, YTO Mbl
XOTUM NPOCNeamnTb 3a Pa3BUTUEM
«CobbITUAx. [03TOMY A1 He XoTena,
YTOObI KapTWHKa bblNa KaKoM-To
CBEPXYETHKOM 1 BLICOKOTEXHOMO-
FMYHOM, MHe X0TeNoCk co3aaTb

3puTENbHBIV PAL B CTUME PETPO,
MOTOMY YTO OH MOMOraeT cocpe-
0OTOUMTBCA Ha 3TUX B3rNAQax, Ha
MOMEHTaX, Korfa fiogn CMOTpAT
Apyr Ha gpyra. lpoucxoguT YTo-To,
4TO WX NPeobparkaeT, 1 OHW He
MOIYT YCUAETb Ha MECTe, 1 MOTOMY
Mbl CHUMasW AJIMHHbIE MAaHbl 1
Mo3BOSANN aKTepaM NpPocTo OT-
[0aBaTbCA NMPOMCXOAALLEMY, NAbITb
Mo TeYEHWIO, OCTABATL YTO-TO B
nofaTtekcte. OHM NPOCTO ABUIaMCh,
Kyda WX HECeT, 1, MOKa CHUMancA
MAaH, MU HU3HBI0 NePCOHarKeN.
- OwyLwanu n1 Bbl NpYU TaKOM
noaxope, 4YTo 3a BaMu CTOAT
TPaauLMM NOJIbCKOIro KUHO?
- A Bceraa BocxuLL@Nack unbma-
M1 Kwmwtoda Kecbnesckoro. He-
KOTOpbIE FOBOPAT, YTO Yy MeHs TaKoW
e KMHOA3bIK, KaK Yy KecbneBcKoro,
1 eC/I1 370 TaK, A yrKacHo pagda. Ho
npw paboTe Hag 3TUM GUITBMOM Y
MeHSA TaKMe OblIf MOTPACAIOLLAIA
HaCTaBHWK: Be[b 3TO MOV MepBbI
¢unbM, a B lNonbLue AebioTaHTam
BbIAENAIOT HAaCTABHMKa, TaK CKa3aTb,
«KOHCY/bTaHTa Mo TBOPYECTBY».
MoWM HacTaBHUKOM bbia ArHellKa
XonnaHg. Jlyywero Henb3A 1 no-
renatb. M ¢ Heir, 1 C aKkTepaMu Ha
M/10LLLAMKe, C PEHMCCEPOM MOHTaMa
y Hac 6bln NNOAOTBOPHLIE TBOP-
YecKue amckyccuu. MNpocto niogm
BOKPYI MEHA UCKPEeHHe XOoTenn,
YTO6bI GUMLM CTan Ny4lle — BOT 06
3TOM Mbl Y FOBOPUSIN.

UHmepaoio genu Aca KonoduxcHep

u Memp LLlenomuHHuK



3EMJ1IA OBETOBAHHAA

CTEPA

CNALOCTHBIA KPA (SWEET COUNTRY) / PEM. YOPVIK TOPHTOH

- B ¢unbMe BbI cTaBUTE AOBOSBHO
CMeJible 3KCMePUMEHTbI CO BPEMEHeM
JOelCTBUA, NIErKo OTNpaB/seTe 3puTe-
neW To B npolusoe, To B 6yayuiee. Bol
He 6ouTecb Mx 3anyTaTb?

Yopuk TopHmMOoH: MHe Hyr<eH 6bin fo-
MONMHUTESBHBIM LA B PA3BUTUM YyBCTB
MEPCOHAMEN, MX CO3HaHWA, MEYTaHMI,
CTpaxo.. A Mcronb30Bar SKCMepUMEHTbI
co BpeMeHeM. JTio1 Kak-To OMKUAAIoT, YTO
0 CTpaxax bymdeT paccKasaHo Bo ¢netuba-
Kax, @ 0 MeyTax — B CLieHax 13 byayLLero.
MHe HyHO 6bl/10, YTOBbI Y 3pUTENA BO3HM-
Kasi BOMPOCHI, @ 3T0 04eHb TOHKOE AEeNo
— 3aCTaBUTb 3pUTENA 3a4aBaTb BOMPOCHI,
Be[lb YeSIOBEKY He XOYeTCH 3a0yMblBaThCA
B KMHO3ar1e. X04eTCcA 0CTaBaThCA yBreYeH-
HbIM GUIBMOM, UCTOPUEN, HIUTb B OOHOM
BPEMEHM C repOsiMU KapTUHbI. 3TO 04YeHb
TOHKOE [0, AarKe HEMHOIO OMacHoe.

Ho, KaK MHe KarKeTcA, y Hac Mosy4mroch
[leprHaThb 3puTena B HanpsAHeHWe, YTobsl
OH BCE BpeMA HeZJ0yMeBaJl, YTo Mpoumc-
xoouT, nodemy? O yeM ymatoT repon? 31o
6ynyLLiee unm npoLuioe?

- Mo»KHo 1 Ha3BaTb HepBoM «Cna-
JOCTHOO Kpas» KOHGIIUKT yberkaeHun,
PasHbIX MUPOBO33pPeHUIA?

— MoKeT BbITb, pasHbix 3aKOHOB U — LLMpe
— pasHbIX CripaBeMBoCTel? ECTb 3aKoH
KOJMOHWUCTOB 1 WX CTpaBe4/IMBOCTb, a eCTb
XPUCTUAHCKWE LieHHOCTU. He 0bA3aTenbHo,
YTO GPUTAHCKMIA 3aKOH 1 3aKOH KOJo-
HWCTOB coBMNaaanu. 3aKoH MOKET BbiTb
LIMHWYHBIM. 3aKOH paboTaeT Ha Koro-To.
OH He paboTaeT Ha TeX, KTO OKa3bIBaeTcA
BHe 3TOro 3aKoHa. KaK 6bl repou HY 0THO-
CUNMCb K 3aKOHAaM, MU Herlb3A NMpeHe-
6peratb, MHa4e 3eMnA, NyCTbIHA YObeT Bac.
B 3TOM ToMKe ecTb cBOA CNpaBe/IMBOCTb.
A eCTb elLie 3aKOH OpyHKMA: NoceaHee
CnoBo 3a nynel. Kctatn, YeM cunbHee
CTaHOBUWTCA 3aKOH, TeM CTPaLLHEe JII0LAM.
YeM 6oribLLE Bbl G0UTECH, TEM CUTEHEE
3aKOH.

— B 3T0oM cMblIcne Ball ¢pUIIbM MOXOXK Ha
BecTepH.

— A OH W Ha4MHarCA KaK BecTepH. ByHTaps,
aHTUrepow, «aVKNE» BPEMEHA, MOMEHTLI, B
KoTopble AenaeTca uctopus. Ho MHe bbino
BaXKHO PaccKasaThb He CTOSbKO 0 «benoM
3aB0EBATESE, CKOSTBKO O KOPEHHOM
HaceneHnu 31oit 3emnn. Korza roopAr

06 AcTpanum nnm CesepHolt AMepuKe,
KaK-TO He BOCTIPUHUMAIOT KOPEHHOM Ha-
pO[, Kak NepBOOCHOBY, @ 3TO HEMPaBUITLHO.

370 Mbl NMPUCOEOUHUIIUCE K X HaLWW, a
He Hao60pPOT. 3TO UyLLb cobaubs, Korda
MULLIYT, YTO HaLWA BO3HMKIIA Nocse Toro,
KaK benble TyOa npyuexant v cTanm pas-
BVBaTb TaM CEMbCKOe XO3ANCTBO. TaM yixe
6bina HauuA.

- Bbl noKasbiBaeTe TAMKenble YCNOBUS,
M co3faeTcA OLLyLLEeHUe, YTO 3TO He
6yTadopus, UTo U caMa CbeMoYHaA
rpynna pa6oTtana B TpyAHbIX YCIIOBUAX.
370 BepHO?

— [a. 370 6bI71 HOABPL, B LIEHTPAsBbHBIX
LUTaTax ABCTpanum Bbi0 04eHb HapKo 1
cyxo. MNoc orpoMHble paccToaHus. MHo-
ra paav Kako-To CLieHb Hado MpoexaTb
CTO KWMITOMETPOB, a 3TO Macca 3aTpart
BpeMeHU 1 ieHer. A eLLle — 3MeM, YKyChl

MIFF JdHILY  maner B «okTAGpe»

b 4
nayKoB... [10 3aK0oHy y Hac Ha Cbemax
[0MHeH BbITb OTBETCTBEHHLIN 33 OpYHUE,
TaK YTO Mbl eLLie BO3WMW YeNOBEKa, KOTo-
PbIi Criedui, YTobbl B OPYHMM He GbINo
60eBbIX NAaTPOHOB, HaNpuMep. Y Hac Beb
HET aMepUKaHCKOW KyNbTYPbl OPYHUA, Mbl
He HoCWM niucToneToB. B AscTpanum HeT
aBTOMATOB, a NUCTONETHI €CTb TOMBKO Y
nonvumn 'y Madum. 50-netHeMy aBcTpa-
JIMIALLY MOXKHO AaTb MUCTONET, U OH rofioBy
C/IOMaET, KaK U3 Hero CTpenATb. A, KeTaTty,
TOME HUKOA paHbLLIe OPYHMA B PyKax He
Jepran. Meway npoymnm, Hac, aBcTpa-
NUALEB, TaKoe NPeuMyLLIECTBO Nepes
aMepyKaHLiaM1 04eHb paayeT.

Uumepaoio senu Aca KonoduxcHep

u lMemp LLlenomuHHUK

HOYb HA 3EMJIE

FOTEIENIEE HOYHOW BOT /
PEM. ADVITEXAH EPHAHOB

ovnbxaHy EpaHoBy 35 net, U3 Hux net gecAtb
€ro Ha3bIBaIOT JIULLOM HOBOIO Ka3aXCKOro He3a-
MCUMOTO KMHO. Ero dmnbMbl LK Ha aKpaHax

Potreppamckoro, KaHHckoro, MockoBcKoro v ap.
dectuBaneit, noapobHo pasbrpanuck KPUTUKaMK.
MpaBAa, UX oLEeHKM 6bINM HEOAHO3HAYHBIMU, HO BOT B
Yem ApunbxaHy EpsaHoBy TOUHO Henb3A 0TKasaTh — Tak
3T0 B CTPOrOM, MOYTU GaHATUHHOM CO3AaHNM COBCTBEH-
HOro noyepKa. KoMy-To ero Kpaco4HOCTb, TeaTpasibHaA
3aMKHYTOCTb B KAPTOHHO-[0LLIATOM NPOCTPaHCTBE U CO-
3HaTesIbHaA BbICMPEHHOCTb CLIEHAPHOMO TEKCTa KaryTcA
6YHTapPCKMMM, KOMY-TO — MOYTU BYFbrapHbIMU, HO 3TO
YMNOpHOE pasBUTHE COBCTBEHHOM SCTETUKM.
EcTb v gpyrve aneMeHTbI 3TOro noyepKa: Tak, HanpuMep,
B HECKOSBbKMX puribMax noapan AgunbxaH EprkaHos
CHVMar CBOMX MSIEMAHHWKOB, HAAENAA UX HACTOALLMMMU
MMEHaMW, 1 CaM 3TOT eCT KoYeBaHWA repoeB/aKTepoB
13 KapTWHbI B KapTWHY BbIMTIAAEN KaK YTO-TO IOHOLLIECKU-
anaTarHoe v 3abaBHoe. AnnA «nepexkoyeBanar» 1 B
¢unbeM «HouHol 60r», roe oHa NpeacTaeT foyepbio re-
POA — U, KarKeTcA, BOOBLLE €AMHCTBEHHBIM YENOBEKOM C
nMeHeM. U MonyalLielt ManonoaBuHKHOM TeHbIO, KOTopas
cnepyeT 3a repofAiM/ 1 3aMUPaeT Ha BTOPOM T/1aHe, e/
YMECTHO Ha3BaTb TeHbIO PUIYpPY B APKO-HKETOM MasbTo
B MHTepbepax pa3bombreHHbIX KoMHaT. BripoyeM, Ha
BTOPOM Yacy ¢usibMa oHa BAPY MPOU3HOCUT eauH-
CTBEHHYIO PeryIvKy, 06paLLieHHYIO K OTLLY — C TOM e
TYCKJ10M MHTOHALWMEN, C KaKow FOBOPAT BCe OCTaNbHbIe:
«3a TBOe MoJ14aHue, YCTanocTb U 6e3aeicTBIe Hac Npo-
KNAHYT Te, KTO ByAET MUTb NOC/e Hac».
Boobuue, «HouHoit 6or» gnmtea gonro v 6yaro bbl
COHHO, HO NMOCTEMNEeHHO C HAM MPoMCXoaUT MeTaMop¢o3a

— MHTEpPeCcHanA TeM, YTO Ha IKpaHe HUYEro He HapyLLaeT
3BOJIOLMOHHOMO Pa3BUTUA CIOMKETA, ECIW 3AeCh BOObLLIE
MOMHO rOBOPUTB O CloreTe. To, YTo MoHavasny BbiriA-
[MT KaK CryLLieHHoe 3CTeTCTBO, BAPY NpeBpaLLaeTca

B OCTpOE My6ANLIMCTUHECKOE, ECATU He NONUTUYECKOE
BblCKa3blBaHue. [loHavasny 3puTenb, He 3HaKOMBbIN C
KuHOA3bLIKOM EprkaHoBa, byaeT, cKopee, pasgpareH aH-
TypareM 1 cBeTodMILTPaMU U3 3aX0STyCTHOMO ApaMTea-
Tpa 80-x, Ho YeM Aanblue, TeM 6osbLLe BblHYAeH byaeT
yBA3bIBaTb 3Ty MyCTylo abCTpaKLMIo 6e3 NoYTOHOB C TeM
Bpofe 6bl 60APbIM 1 KOHKPETHBIM, YTO OKPYHHAET ero B
COLICETAX 1 TeIeHOBOCTAX.

Manepa AgunbxaHa EprkaHoBa pasBuBaeTcA oT
MOCTCOBETCKOMO KMHO HaLWOHaMbHbIX pecrybvK: ero
«CobCcTBEHHMKN» U «CTpOUTENIN» O4eHb NOXOANIN Ha

TO, YTO MaccoBo cHMUMasock rody B 1990-M. TopecTso
BceobLLie HecrpaBeA/IMBOCTH, beccune «npocToro
YesioBeKa» nepef MeCTEYKOBbLIMU LIapbKaMu PasHbIX Ma-
CTeW, Aerpafauus TeppuUTopun U MefieHHoe youBaHue
6ecnipaBHoro repos (Mo NNaKaTHOCTb MEEK, MPou3-

HOCMMBIX peyelt 1 CKPOMHOCTb TEXHUYECKUX CPeaCTB).
Ha doHe Toro, 4to B «HouHoM 6ore» MHoroe 13 3Toro
CoxpaHseTcs, 6pocaeTcs B [71a3a YX0A OT BHELLIHEN «Co-
LpanbLLyHbl». OKOHYaTeNbHO INLLIAACL MPUMET MecTa
1 BpeMeHM, 06CTaHOBKa CTaHOBUTCA NYraioLLLe H1KaKoM
U «rnobanbHo». OTKyOa-To CBEPXY, KaK B byHKep,
npocayuBaloTcs 6eccaA3Hble 06PLIBKU PENIVK O BOMHE
BCEX CO BCEMM U «KPaCHOM YPOBHE TepPOPUCTUHECKON
0MacHoOCTU».
CTpaHHOCTb 136paHHbIX abCTPaKLWiA, MX CNOHTaHHOE U
nopyac 6yATo Henenoe coveTaHme ¢ YeM-To YCIIOBHO pe-
arnbHbIM MOPOV BIOHAET B 0TOPOrb. [10TOM HaunHaeLLb
MPUMNOMUHATB, YTO FAe-TO BCE 3TO TaK e HeOHMAAHHO
W KaK 6l HenpaBWIbHO MeLLIaNoch B oHy Kyuy. MoToM
BCMOMWHAELLIb BCe 3TV BHe3anHble GaKenbl v TIopeMHble
KapeTbl U3 «[okaaHuA» TeHrusa A6aynaase. [Jdymaelsb,
YTO M TaM 3TO He BbIMTIAAUT 06Pa3LIOM BKYCa, HO MOTOM
coobparkaeLLib, YTO TOSIbKO TaK U MOXKHO bbIso 3TO CHATb
B 1984 rogy — BoccTtaBas npoTve ToTansHoro 1984 roga.
Uazope Casenves




HEINPUKACAEMbIE

KOHKYPC [IOKYMEHTAJTbHOIO KMHO
XAHA (HANAA) / PEFK. [IHKY3ETTE KAPPLEPY

aHa — TaK 30BYT IM1aBHbIX FepouHb

¢unbMa. N obbeauHaeT ux He

TOJILKO OAHO UMS. 3TOT TOHKUIA,
COYYBCTBYIOLLMM GUIIBM, NOCBALLLEHHBIN
npobneMe 6ecnpaBuA HeHLLYH B HEKO-
TOpbIX KYNETYPaXx B HaLUM aHW. MicTopua o
TOM, KaK C O[iHOM CTOPOHbI TPAAMLIMK, a C
LpYroit — aHoMaJlbHble BCTbILLKW HAacUnnA
Ha OTOeNbHbIX Y4acTKax CyLLUM — NPUBO-
JAT K CTpaaaHuAM U NMo3TUYecKoMy, Ho
COBCEM He yMaHHOMY CMUPEHUIO.
CaMoi MnagLuei U3 repouHb HeT U
TpuHaguatv. OHa umeeT B UHaum, 1
MPAMO ceii4ac pOACTBEHHWKM FOTOBAT ee
K cBaabbe, NpeaBapUTeNbHO CBEPUBLLMCH
C rOPOCKOMOM. 3T0 He BrOJHE 3aKOHHO,
Be/b XaHa eLLe CoBceM pebeHoK, Ho
Tpagmumm cunbHee. CTaTHbIN MOMMION
MY}UMHA C yCaMM YeTKO JaeT NOHATh: TaK
6bino Bcerga 1 Tak byaet. TUTp B KoHLe
¢dunbMa coobLLaeT, yTo Takux cBaneb B
CTpaHe NPOUCXOAMT OKOJIO NATU MUSI-
nunoHoB B rof. ELLle »ecTtye cnoxunach
HM3Hb XaHbl U3 Hurepuu, roe oHa ctana
0[HOM U3 TPEX ThICAY AeBYLLIEK, KOTOPbIX
MOXUTUMK, @ 3aTeM M3HacunoBanu 6oLl
paavKanbHOM MCNaMUCTCKOM rpynnn-
poBKM «BoKo Xapam» (4To He noMetLuano
OIHOMY U3 HWX MOC/IE 3TOr0 KaK HU B
yeM Hu 6bIBaso No3BaThb ee 3aMy). U
CHOBA — *epTBbl HACUNWA peaKo bbiBaloT
ctapLue 14 net. M3-3a paHHei 6epeMeH-

HOCTW nonarna B HeMUOCTb COBCTBEHHOM
ceMby repounHAa us [epy. A eLle ogHa
LeBYLLIKa, Ha 3ToT pa3 13 Cupuu, bbina
npofaHa Ha ayKuuoHe. B atoM Hecro-
KOMHOM pPervoHe 3aMyMecTBo — OfWH U3
HEMHOIMVX COCOB0B [N HEeHLLMH HaUTM
cebe 3aLLUUTY, COXpaHUTL cebe Hu3sHb. U
CHOBa — W3 MATUCOT [EBYLLEK ABECTY eLLle
He [OCTUITIN COBEpPLLEHHONETUA.
Iky3enne Kappbepu KoM6UHMpYeT
WHTEpPBbIO 1 JOKYMeHTasbHbIe Kaaphbl
¢ aTMocdepHbIMU BULEOMOPTPETaMM
repouHb, BbINOSTHEHHBIMM BMOJIHE B
ayxe KynsToBoro potorpada Ctusa
Makkapu. [My6oKuMe, KOHTPaCTHbIE U
LeNIMKaTHbIE, OHW NO3BOJIAIT AEBYLUKaM
1 BbIFOBOPUTLCSA, U NOMaKaThb BBOJIO, U
npocTo NpobypaBWTL B3rMALOM 3KpaH.
lMocTaBWTb HAC — TaKUX JANEKUX OT UX
npo6sieM — B HEMOBKYIO CUTYaLIMIO ECIU
He COYYaCTHUKOB, TO YK TOYHO HEMBIX
HabniofaTenemn TEKYLLLErO NMONOKEHNA
BeLLel. [py 3ToM caMu reporHU Aaneku
OT NPaBO3aLLUMTHON AEeATENBHOCTM.
OHW HY Ha YTO HE HanylTCA U HAKOIo
He Npu3bIBaIOT K 0TBETY. X pacckas o
MEepEeMTOM KoLLMape — MOAYEePKHYTO
OTCTPaHEHHbII, CNOBHO NPOYUTAHHBIN C
nucTta. MoeT, NpocTo NoToMy, YTo UM
He ¢ YeM cpaBHUTL. OHW Begb Opyrow
MU3HU U He 3HaIOT.

Hukuma Kapyes

NCHE3HYBLLIAA

BMOOPKIA COMPOTUBIIEHNA

yenoseka. OH NPOCTO YyBCTBOBA/1, 4YTO C 3TUM YeJioBe-
KOM YTO-TO He TO, 1 OKa3alcA npas.
A O6I.Ll,aJ'ICF| 1 C TeMn CeMbAMU, rae pE6EHOI-( nponan

MOPOPOKA (POROROCA) / PEXK. KOHCTAHTIAH MOMECKY

- lepoit Bawero ¢unbma ULeT NponasLuyio A0Yb,
Ho npwu 3ToM «opopoKa» CHATa TaK, YTo U 3puTenb
TOXKe HaXoAUTCA B MOUCKe. MOXKHO N1 cKasaTb, YTo
repow 1 3puTesib C/IUBaOTCA BOe4UHO?
KoHcmanmuH IMonecky: [1a, A nbitancA 3toro o-
BUTLCA, KaK MYHUMYM, HAQYMHAA CO CLIEHbI B NMapKe,
Korga AeBoudka nponagaet. A nonbiTancA BHe3an-

HO BOB/1EYb 3pUTESIA, HO TaKMM 06pPa30oM, YTOObI

OH BHa4are He MoHWMan, 4to npomcxoauT. CueHa
TAHETCA, TAHETCA, TAHETCA, OHa CHATA OHWUM KalpoM,
nepBble NATb-CEMb MUHYT BaM HEMOHATHO, MOYeMy HET
MOHTaMHbIX NepebuBoK, HO NMOTOM Bbl HAUMHaeTe 3a-
MeyaTb, YTO B Kafipe YTO-TO M3MeHWnock. EcTb cTonbKo
TOYeK, KOTopble MPUBEKAlOT BaLLl MHTepeC, BOKPY BaC
CTOJIbKO Pa3HbIX 3BYKOB, U Bbl HE 3HAETE, YTO KOHKpeT-
HO Hal0 BbICMATPUBaTh. 3TO TaKaA KapTUHKa-3aragKa,
BCA BarKHaA MHbopMaLmA Ha Hei npucyTcTyeT. [Mpu
3TOM 3pUTeSTb HAXOAUTCA B TaKOM e M1eHy YacTUYHO-
ro 3HaHWA, KaK 1 repoit. OH BO3BpaLLL@eTcA Mo CBOMM
creiaM — K KMOCKY, K TenieoHy, CMOTPUT TO B OAHY
CTOPOHY, TO B APYrylo, cripalumsaeT ceba: «Korma? Kor-
[a A 0CO3Har, YTo fo4epu PAOOM HeT?». U, no-moemy,
OH YyBCTBYET MOJIHOE HECCUIME — HE MOMKET B 3TOM
pa3obpatbCA.

- 3710 dunbM 0 beccunun?

KoHcmaHnmuH IMonecKy: A oymaio, ckopee — 0
COMarneHun o CBoMX AencTBuAxX. He TonbKo o Ay-
LLIeBHOM 60511, He TOMBKO 0 FOPE, HO U O COMaNeHUM.
370 0coban pa3HOBMOHOCTL CTPaAaHUA, KOraa Thl He
3HaeLUb pasragku. OTew He yCTaeT cnpaLumBaTh cebs:
«Y70 A coenan He Tak? B Kakolt MOMeHT A oTBeKcA?
Hagonro nu A oTeneKca?». Pogutenu, ¢ KoTopsiMi A
pa3roBapuBan 0 TaKWMX UCTOPUAX, He CroBapUBaACh,
paccKasblBanv MHe: 3TO MPOAOHKANOCh Lienyio Bey-
HOCTb. XOTA B peanbHOCTM PeOEHOK HaXoAMNCA Yepes
NATHaZUAaTb MUHYT, Yepes nonyaca. OHW ncnbITbiBau

CNOKHbIA KOMMIEKC BUHBI, TO, YTO MOYTU HEBO3MOMHO
onucaTh CoBaMK, @ B MOMEHT, Kora Haxoamnum no-
TepsAHHOro pebeHKa — andopuio.

— To ecTb Bbl 06LLaNIUCh, B OCHOBHOM, C TEMMU, Y
KOro UCTOPUA C UCHe3HOBEHUEM [eTel 3aKOHYU-
nacb 6naronosny4Ho?

KoHcmaHnmukh IMonecky: HeT. Bbinn ceMbi, KoTopble
TaK U He Halwm pebeHka. MepBoHavanbHble oLLy-
LLIeHWA y BCex 0bLLMe, a AanblLe BCe NMpomcxoamno
no-pasHomy. Cpeam HeCHaCTHbIX poamTENEet MHOMO
TeX, KTO MbITasCA MOKOHYNUTb HMU3Hb CaMOYOUIACTBOM,

y MHOrMX pacnanucb 6pakun. Bo MHormx cnyvasx oTely
WAN MaTb NoJo3peBanu Koro-To. Kctatu, 3To He TonbKo
HKECT 0TUaAHUA, 33 3TUM YTO-TO eCTb. A obLancA u c
NOMMLIEMCKMM, KOTOPbIN NpuaaBasn 6osbLLUoe 3Ha4YeHme
NOAO03PEHWAM POAUTENEN, AarKe eCIN OHU HUYEM He
noaKpennAnmch. MNonnUencKMin Mo3HaKOMU MeHS

C [ieNnoM, B KOTOPOM OTel} yKasan Ha NoXUTUTeNA, HO
MOTOM He CMOT 06 BACHWTL, MNOYeMy 3aM0403PWI 3TOro

6ornblue fecATn neT Hasag. Kak npasuro, poautenu Bce
paBHO yBepeHbI, YTO pebEHOK HWB, XOTA 3TO HaBepHAKa
He TaK. Ho MM no3BonAIoT B 370 BEpWTh, MOTOMY YTO TaKan
BEpa NOMOraeT UM HUTb AanbLLe.
— OueHb TAXKenan TeMa, TAXenasa ponb. BorgaHx,
KaK Bbl C Hel cnpaBunucb?
Bozdan [lymumpake: 47100kl MpoumMTaTh CLIEHAPUIA, MHE
noHagobunock Tpu MecALa. MoToMy YTo A oxoaun 4o
CLIEHbI B NapKe, Kardbli pa3 0CTaHaBMBa/ICA U HAYMHan
nnakatb. A ybupan cLueHapuii v Len Kyaa-Hubyas. He
MOT YKTaTb Aanblie! Y MeHA Bedb Y caMoro ABe AoYepu.
- A KaKol1 3nu3o0p, 6biN caMbiM TPYAHLIM?
Boz2daH [Jymumpake: OviHanbHasA cLeHa 1 cLueHa
Moero TenepoHHOro pasroBopa c *eHoi. [No-mMoemy,
3TO0 0YeHb MOLLIHaA cLieHa. Hyr<Ho yaepraTteca oT
cnes, Koraa Tbl BeCb pasfasrieH, Tol JOMHKeH bbiTb
CUIbHBIM, YTObbLI MO AEPHHaTh HeHy. Ho BoobLLe 3ToT
Ke MPUHLIMM MOMKHO OTHECTM MOYTU KO BCEM 3MN30-
OaM. MHe npuxoamsiochk no 6osbLLel YacT MofiYaTh,
BbIparkaTb BCE AMOLMM TONIBKO TESIOM, OCaHKOM.
OKa3sblBaeTcA, 6e30eiMCcTBIe UrpaTb Fopasao CrIoHKHee,
yeM JencTeume.

Unmepaeio senu Aca Konoducrep u lMemp LLienomuHHUK



MIFF JdHILY  maner B «okTAGpe»
K IOBAJIEI0 MOCKOBCKOI'O KUHO®ECTIABAJIA

1. Mapwo Agopd, 1967

2. [kek HukoncoH, Jlapa ®nuH Bonn
1 Hukuta Muxankos, 2001

3. bapbapa Bpbinbkcka, 1977

4. Buraytac Hanakasuuioc
1 UpnHa MupoLuHmnyeHko, 1973

5. Anen denoH, 1999

6. OxkaH Mapusa Bononrte, 1987

7. HopMaH OrkyncoH, 1985

8. xuHa Jlonnobpumkmaa, 1975

®oto Bnagnmunpa KpacHukoBsa



PIN CUSHION

IME OF WOMEN
DIR. DEBORAH HAYWOQOD

- How did you manage to make such a cruel story
look so nice?

Deborah Haywood: | was inspired by fairytales. They
use beautiful clothes, bright colors, nice stories, but the
plots can be very dark. Characters get poisoned, put to
sleep for a hundred years, locked in the tower. But they
come in gift wrapping, and we understand that these

are fairytales. That way, it's easier for the audience to
accept the nightmares that happen to them. This is what
| was aiming at. | tried to create a fantasy world instead
of recreating reality. Otherwise the film would have been
very dark. The world | created is exaggerated: everything
is hyper-real, and we are constantly aware that we listen
to afairytale. This helps us to understand the characters
and their emotions, and we have less difficulty evaluating
the events. At least | hope so as a director.

Lily Newmark: |'d like to add that for the events of the
fantasy world, the designer used certain colors to soften
the effect for the audience. | guess most people will
agree that when a person wants to feel secure, they start
behaving like a child. In this movie, colors are often used
in a child-like fashion. They are gentle, pastel colors.

- In the movie girls, are less sympathetic than boys.
Was it intentional?

Deborah Haywood: | suppose girls are more complex
beings than boys and the relationships between women
are more elaborate that those between men. Asiitis a
fairytale, | wanted to represent girls like cats. Harassment
by girls is worse than by boys. When boys start bullying,
they hit you on the head, then go away and forget all
about it. With the girls, it's less obvious, more elaborate, it
lasts longer, is more closely related to psychology. All this
makes female bullying more interesting, but also much
scarier.

- Lily, do you recognize elements of your own
childhood in the movie?

Lily Newmark: It's not quite me, but | can relate to the
mother and daughter. My mother watched the movie and
recognized herself and me when we were the same age
as the characters. | think it's an important part being an
actor: you should be able to inoculate your own personal
experience to the role, share it with the audience, thus
telling them they're not alone in their suffering, that there
are other people who have similar problems. Recalling
my own experience, | realized the part it played in making
me what | am now. To be able to move on, it's very
important to understand past traumas and realize that
they indeed remained in the past.

Interviewed by Asya Kolodizhner and Peter Shepotinnik

NIGHT GOD

MAIN COMPETITION
DIR. ADILKHAN YERZHANOV

Adilkhan Yerzhanov is 35, and for 10 years he'’s been
considered the face of the new Kazakh independent
cinema. His works have been screened at the Rot-
terdam, Cannes, Moscow and other film festivals,
analysed by renowned film critiques. The reviews were
mixed, but one of Yerzhanov's undeniable strong sides
is his strict, almost fanatic course in creating his sig-
nature style. His bright colours, theatrical confinement
in cardboard and wooden constructions and utterly
eloquent scripts might seem rebellious or even vulgar,
but they fall in line with the diligent development of his
own style.

His style has other signature elements. For exam-

ple, in several movies Adilkhan Yerzhanov filmed his

nephews, calling them by their true names, and these
nomad characters travelling from one film to another
give his style a rebellious teenage finish. Thus, Aliya
made her way to «Night God» to become the protago-
nist's daughter — and also the only character who has
aname. She is a slow silent shadow that follows the
characters and freezes in the background, if, of course,
you're bold enough to call a shadow a figure in a bright
yellow coat who roams through bombed buildings. As
the second hour of the movie begins, she utters her
only line, addressing her father in the bleak voice she
shares with other characters: «Those who will live after
us, will curse you for your silence, weariness and lack
of action.”
“Night God>» is long and sleepy, and then it transforms.
The metamorphosis is all the more interesting, because
nothing on screen disturbs the plot development in this
almost plot-less film. A hymn to aesthetics gradually
turns into cutting political statement. An audience un-
familiar with Yerzhanov's style might at first be annoyed
with the set and lights that seem to come straight from
a provincial theatre of the 1980-s, but then this nuance-
less abstraction will reveal weird connection to the
cheerful and real world of social media and TV.
Adilkhan Yerzhanov's method is developing on the
post-Soviet basis: his «The Owners» and «Construc-
tors» were very much like mainstream post-Soviet
cinema of the 90s. Injustice triumphed, an «ordinary
person» was helpless against the local lords and mas-
ters, territories degraded, disempowered characters
were destroyed on the background of loud and pomp-
ous ideas and speeches — and more than limited techni-
cal means. While «Night God» preserves many of these
elements, we clearly see the shift from ostentatious
social agenda. The story loses all reference to time and
place and becomes and impersonal and ubiquitous.
Random phrases about eternal war and «red terror
alert» land in it hard, like in a bunker.
Weird abstract unreal scenes are indeed striking. Then
you start remembering the same spontaneous unreal
elements creating an unexpected and seemingly in-
compatible mixture of random torches and prison car-
riages in Tengiz Abuladze’s «<Repentance». At first you
admit it doesn't really look like an incarnation of good
taste, and then realize it was the only way to film this in
1984 - revolting against the total «1984» around.

Igor Savelev

THE LORD EAGLE /

TOYON KYYL

MAIN COMPETITION
DIR. EDUARD NOVIKOV

In the midst of endless taiga in Yakutia stands a
weirdly-shaped house. There lives an elderly cou-

ple - Mikipper and Oppuos. The first shot of Eduard
Novikov's film presents a title card that says «Yakutia,
1930», but further on we don't really see many remind-
ers of any specific era. These lonely and unhappy old
couple might as well have existed in the 14th or 21st
century. The most significant sign of the time comes in
the form of horsemen in budenovkas who sometimes
pass by. They tend to stay away, seemingly keeping an
eye on the secluded lodge from afar. The same way the
Soviet government was keeping an eye on the reserved
wildlife areas of the empire they inherited - at first from
afar. It's only after some time that they would finally
come rushing in - getting rid of the kulaks, fighting
religions, exiling people or forcing them to relocate.
Towards the end of the film the Red Army soldiers do
come visit Mikipper’ and Oppuos’ home to have a big
meal and inform them about their decision.

But this is just a subplot in «The Lord Eagle». Mikipper

and Oppuos also get another, more important visitor.
An eagle starts flying by the house, gradually getting
closer and closer, and one day actually getting inside.
The film’s annotation states that «the old people don’t
dare to drive it away because eagles are sacred. All
through the winter they feed the bird so that it does
not attack their cattle. It's hard to imagine that an
eagle would take down a large bull which Mikipper
sometimes walks down the ice to get some water, but
it’s still plausible. The «sacred» part is more debat-
able. Sacred things are traditionally positive, but every
appearance of the feathered visitor is accompanied
by the couple’s fear, ominous music and suspenseful
slow-motion. The superstition comes to mind: when a
bird flies into a house, it's a premonition of impending
death of one of the inhabitants.
The eagle does look like an embodiment of death,
which seems to have settled down in this home a while
ago, even though Mikipper and Oppuos are still holding
up. Watching their broken sleep — with moaning and
uneasy tossing and turning, the viewer can't help but
think that this night might well prove to be the last one
for them. When left alone, they talk to one another as
if trying to reflect on the past years of their lives, but
whenever the eagle appears, they relapse into fearful
silence. They try to «bribe» it with meat and fish. They
try inviting a shaman, but his rituals do nothing to calm
the couple down. Another keynote of their life is pow-
erlessness. It seems that they don't really have much
power even over their own bull.
Thus, one of the main subplots of the film is the power-
lessness of a «little man» against the dull indifference
of the world, life, and snow. And even though the «sa-
cred bird» actually tries to help them and brings them a
dead animal, the eagle also fails to make an change in
this law of life.

Marina Bolt

NINA

812 FILM
DIR. OLGA CHAJDAS

- The movie is called «Nina», but the name could
have been «Magdax. There are two main characters.
Do you give them equal attention?

Olga Chajdas: There are three characters in the movie,
two women and the husband. | prefer to see them as
atriangle. And still | call the film «Nina» because she is
what the other two characters are trying to get. Magda
and the husband are fighting for her. But their fight is

not fair, there are no winners or losers in the traditional
sense. Don't think that the husband is pathetic. He is a
terrific man, handsome, smart, caring, while Magda is
rude and slightly mental. At first Magda seems to be in
love with everybody. She jumps at everybody like crazy.
But actually she's not in love. She has never been in love, |
think she realizes that all her affairs are merely about sex.
But when she meets Nina, she falls in love for the first
time in her life. As for Nina, she has already experienced
love with her husband. But then she lost something: she
lost her own identity.

We weren't trying to put labels on the characters, so |
don't want to say my movie is «about coming-out» or
something else. Unlike Magda, Nina feels her life lacks
something important, there is a void in her heart, and
then she finds someone who can fill it. It has nothing to
do with sex.

- «Nina» is unusual from the cinematographic point
of view: your episodes begin a bit later or earlier than
traditional episodes. They are like liquid.

- I'm glad to hear it. | wanted to structure my narration
this way. It's not a drama, where everything starts at

a certain moment with a certain event. It's a situation
determined by whatever is going on between the



characters. During the editing, we tried to structure the
narration to follow the gaze of the characters — we look
at the same things. But those arentt, strictly speaking,
«events», the movement of the camera is not determined
by actions developing. | didn't want the picture to be HD
or hi-tech, | aspired for retro visuals, because they help
to concentrate on the gaze, on those moments when
people look at each other. Something changes the
characters, and they can't sit still, that is why we chose
long takes and allowed the actors to go with the flow,
implying rather than saying implicitly. They just followed
the action lived the life of their characters, while we were
filming them.
- Did this approach make you feel as if you followed
traditions of the Polish cinema?
- | always admired films by Krzysztof Kieslowski. Some
people say that my language is similar to Kieslowski's,
and if that is indeed the case, | am very glad. | had a
remarkable mentor who helped me with this movie. This
is my debut, and in Poland, debutants are assigned a
mentor, a «creative advisor». My mentor was Agnieszka
Holland. You can't ask for more. We had wonderful
creative discussions with her and the actors. Everyone
was utterly sincere in their desire to make my movie
better — that was what we discussed all the time.
Interviewed by Asya Kolodizhner and Peter Shepotinnik

SWEET COUNTRY

IMASTERS
DIR. WARWICK THORNTON

- You're not afraid of experimenting with time in this
film, sending your audience freely back and forth, to
the past and the future. Aren't you worried you might
confuse them?

Warwick Thornton: | wanted an extra stage in the
development of the characters' feelings, mind, hopes,
fears. So | experimented with time. Apparently people
expect fears to be shown in flashbacks, and dreams —in
flashforwards. | wanted the audience to ask questions,
and it's a very subtle thing, because people don't want

to think too hard in cinema. They want to be involved in
the film and the story, follow the same timeline as the
characters. So it was a very subtle trick, dangerous, even.
But | believe we were able to create suspense and puzzle
our audience, make them ask themselves: what is

going on? Why is it happening? What are the characters
thinking of? Is it the future or is it the past?

- Can you say that the cornerstone of «Sweet
Country» is a conflict of convictions, different world
views?

- Perhaps of different laws, and even, in the broader
sense, of different understandings of justice? There's the
law of colonists and their justice, and there are Christian
values. The British law and the colonists' law aren't
necessarily the same. Law can be cynical. Law works for
some people. It doesn't work for those who are outside
of it. Whatever the characters' opinion of the law, they
can't neglect them, otherwise the land, the desert will

kill them. There is also a certain justice in this. And then
there's the law of weapons: a bullet always says the last
word. By the way, the more powerful the law, the more
scared the people. The more scared you are, the stronger
the law becomes.

- In this sense, your film resembles a western.

- It did start out as a western. A rebel, an anti-hero, «wild»
times, the moments when history is being created...

But it was important for me to tell this not as a story of

a «white conqueror» but as a story of the indigenous
people of this land. When people talk of Australia or
North America, they don't really consider indigenous
people as the basis of the country, which is wrong. It is
us who joined them, not vice versa. Some people say
that nation was created there when white people reached

those lands and started developing agriculture. It's
nonsense. There had been a nation already.
- You show hard conditions which give an impression
that it was not only for the set, that the filming crew
also had to work in hard conditions.
- Yes. It was November, in Australia's central states the
weather was extremely hot and dry. Add to that huge
distances. Sometimes to film a scene we needed to drive
for 100 kilometers, which means spending time and
money And it also means snakes, and spiders biting...
According to the law, there must be a man responsible
for weapons present at the site, so we were also driving
a special man around who made sure, for example, that
there were no live ammunition in the guns. We don't
have the American culture of weapons, you see, we don't
carry guns. There are no machine guns in Australia, and
no one except mafia and police carries pistols. Give a 50-
year-old Australian a gun, and he'll be wracking his head
trying to figure out how to make it fire. I've never held a
gun in my hands either. By the way, we Australians are
very happy about this advantage over the Americans.
Interviewed by Asya Kolodizhner and Peter Shepotinnik

POROROCA

EUPHORIA OF RESISTANCH
DIR. CONSTANTIN POPESCU

- The protagonist is looking for his missing
daughter, and «Pororoca“'s involves the audience in
the search too. Can we say that the protagonist and
the audience become one?

Constantin Popescu: Yes, | was trying to reach this
effect, starting with the scene in the park when the girl
goes missing. | tried to involve the audience, but in such
a way that they didn't understand what was going on.
The scene drags on and on, it is shot in one take, and for
the first five or seven minutes you can't understand why
there's no cutting. But then you notice that something
has changed. There are so many points that attract your
attention, so many sounds, and you don't register what
exactly you have to look for. It's a visual puzzle, and all
the important information is there. The viewer, just like
the protagonist, suffers from the lack of knowledge. The
main character goes back, returns to the stall, to the
phone-booth, looks around and keeps asking himself:
When? When did | first realize my daughter was no
longer by my side?» And | think he feels powerless as
he can't answer this question.

- Is this movie about powerlessness?

Constantin Popescu: |'d rather say it's about regretting
one’s actions. It's not about pain or sorrow, but remorse.
It's a torture in its own right when you don't know the
answer. The father keeps asking himself: «What did |

do wrong? When did | get distracted? For how long?»
The parents with whom | discussed such cases, all told
me the same thing: it lasted forever. Even if the child got
back in fifteen or thirty minutes. They felt a complicated
guilt complex, something almost inexplicable. And
when the child got found, they felt euphoric.

- So you mostly talked to people whose missing
children were eventually found?

Constantin Popescu: No, there were families who
didn't find their child. Initially they all feel more or less
the same, but then the situations developed in different
ways. Many of the least lucky parents tried to take

their own lives; many couples split. In many cases,

they suspected someone. And there was more than
despair behind it. | talked to a police officer who took
the parents’ suspicions very seriously, even if there
wasn't any solid proof. He believes that parents have

an instinct. | asked him if this instinct was stronger in
fathers or in mothers. He said fathers had it a bit more
often. | was very surprised, but the policeman told me
about the case where the father pointed to the abductor
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even though he couldn't explain his reasons. He just
felt there was something wrong with the man, and he
turned out to be right.
| talked to families whose child went missing more than
ten years ago. Usually the parents are sure that their
child is still alive, although it most certainly is not so.
But they keep on believing it, because otherwise they
wouldn't be able to carry on.
- This is a very painful topic, and a very difficult part.
Bogdan, how did it feel for you?
Bogdan Dumitrache: It took me three months to read
the script. Every time | reached the scene in the park,
| stopped reading and burst into crying. | put the script
aside and went for a walk, because | could not read on!
It was too painful, because | have two daughters myself.
- Which scene was the most difficult?
Bogdan Dumitrache: The final one, and the one where
| talk on the phone with my wife. | think it's a very
powerful scene. You have to hold back your tears when
you're completely crushed, you have to be strong to
support your wife. But this could be said about almost
every scene. Most of the time | was silent and had to
express my emotions by the body language, by my
posture. As it turned out, it's much more difficult to stay
inactive than to be active.

Interviewed by Asya Kolodizhner and Peter Shepotinnik

HANAA

DOCUMENTARY COMPETITION
DIR. GIUSEPPE CARRIERI

Hanaa is the name of the four main characters of the
film. But the name is not the only thing they share.
This sympathetic, tender film tackles the subject
of abuse towards women in some contemporary
cultures. This story reveals how traditions, on the one
hand, and abnormal violence, on the other, lead to
inevitable suffering and poetic - yet totally non-humane
resignation.
The youngest of the heroines is not yet 13. She
lives in India, and her family is preparing her for the
wedding - after consulting with the horoscope. The law
frowns upon such weddings, Hanaa being a child, but
traditions are stronger than the law. A stately middle-
aged moustached man makes it clear: this is how it
has been and how it will be. The final title card explains
there are about 5,000 such weddings in India per year.
Life has been even harder to Hanaa from Nigeria. She
was one of 3,000 girls kidnapped and then raped by
members of radical Islamists group Boko Haram -
which didn't stop the terrorists from later proposing to
the girls, as if nothing had happened. Again, very few
victims were older than 14. Early pregnancy caused
severe disapproval of Peruvian Hanaa's family. And
another Hanaa, from Syria, was sold at an auction. In
this turbulent region securing a husband is one of very
limited ways to get protection and stay alive. Again, of
500 girls who shared her fate, 200 have not yet come
of age.
Giuseppe Carrieri alternates interviews and
documentary footage with atmospheric vide portrait
that resemble works of iconic photographer Steve
McCurry. Deep, contrast and yet delicate, they allow the
girls to talk, to cry and to stare at the screen, putting
us, the audience, for whom their problems seem so far
away, in an uncomfortable position of silent observers
— if not accomplices. The characters are in no way
human right activists, they don't complain or call for
action. They are ostensibly detached as they recite
their story — as if reading off a sheet of paper. Perhaps
because they have nothing to compare their bitter
experience to. Perhaps because they know nothing
better.

Nikita Kartsev



1. PomaH BopuceBny
1 Anekcelt Monorpebckui
2. Anekcen Yynos, Hatanba KygpAwosa
1 HatanbAa MepkynoBsa
3. Huruta Muxankos u KpuctnaH ®Opain
4. Mnuxaun Mecteurun,
HuruHa CalidynaeBa
1 AcMuHa OMepoBUY
5. EKatepuHa Bonkosa
6. 3nyapa MoLuKoBwY,
Mapwua LLanaesa n Muxaun Ceran




MIFF JdHILY  maner B «okTAGpe»

23 AMNPENA / APRIL, 23 24 ANPENA / APRIL, 24
13:00 APUTMUA / ARRHYTHMIA OKTABPb, 8 1315 KAK BUTbKA YECHOK BE3 JIEXY LLUTBIPA B JOM MHBANMOB / OKTABPb, 8
: KAK VITKA CHESNOK VEZ LECHA SHTYRYA V DOM INVALIDOV
1330 MPUTBOPLUMKM / DE PRETENDERS OKTAEPb, 9
1330 OMEPA O MOMTLLE / OPERA O POLSCE OKTHEPb, 4
1400 BBIFOPAHME / BURNOUT OKTABPb, 4
1330 BCE 3A O[IHOT ... OfIUH 3A BCEX / ALL FOR ONE...ONE FOR ALL OKTABPb, 4
1400 B MOVCKAX NPA3LHVKA / THE LEISURE SEEKER 1
1330 VICKYCCTBO BNALEHUA HOMOM / KNIFE SKILLS OKTABPb, 4
1430 UYO0/ STEBUKLAS OKTABPb, 5
14:00 CrIPOCHTE Y CEKCTIEPTA / ASK THE SEXPERT OKTHEPb, 2
1430 [IPYTAS MATb / ANOTHER MOTHER'S SON OKTABPb, 7
1430 BbIFOPAHME / BURNOUT OKTABPb, 11
1430 LIAPb-TTTULIA/ TOYON KYYL OKTABPb, 1
1430 OLHAMKLb! Mbl... / EKA DAWASAKA API OKTABPb, 7
1430 YAVIKA / DIE SEEMEEU OKTABPb, 10
15:00 CTAPbI/ MOPTEX / OLD MARINE BOY LK, 1
15:00 WrOMBHWLIA / PIN CUSHION WK, 1
15:15 EE [TIA3A/ EGE ESA AGA OKTABPb, 10
15:15 HEPELUMTENBHBIM / BAHUCHITHAWADIYA OKTABPb, 11 -
15:30 BAPTOK / BARTOK OKTABPb, 8
1545 NMLEMEPbI / TEESKLEJAD OKTAEPb, 8
15:30 XATIE® / HALEF OKTABPb, 1
16:00 XAHA / HANAA OKTABPb, 2
15:45 HAE3[IHWK / THE RIDER OKTABPb, 4
16:00 MPO YPOZI0B W NIOLIEM / PRO URODOV | LYUDEY 3BE3OA, 1
1545 OTMBITHIE KOCTW / SENKOTSU OKTABPb, 5
16:00 KOKTEBENb / KOKTEBEL OKTAEPb, 9
16:00 TOZ OBE3bAHbI / GODINA MAJMUNA M1
16:30 I0HOCTb BE3 BOTA / JUGEND OHNE GOTT M1
16:00 MHOFO [ETEM, OBE3bAHA M 3AMOK / MUCHOS HIJOS, UN MONO Y UN CASTILLO OKTABPb, 2
16:45 KUTAVICKVE BAH 0T/ ZHONG GUO FAN GAO LK, 1
16:00 CUPOTA / REN HAI GU HONG 3BE3LA, 1
17:00 MEPBEHEL / PIRMDZIMTAIS OKTABPb, 5
- 16:00 BPEMA PKATBbI / BPEMS| HATBbI OKTHEPb, 9
17:00 MOCELHAA 3AMMC / TO TELEFTAIO SIMEIOMA OKTABPb, 7
——— 16:15 TPAHATOBBI CAZL/ NAR BAGI OKTABPb, 7
17:00 BOJTBLLIOM BOCC / TANG SHAN DA XIGNG HHOCTb, 1
16:30 CTIEHOM Y PTA/ AR PUTAM UZ LUPAM KocMoc, 1
17:00 HOYHOM BOF / NIGHT GOD OKTABPb, 1
17:00 XAHA / HANAA LK, 1
17:10 THEB/ RAIVA Kocmoc, 1
- 17:45 CTPACTb / EN PASSION OKTABPb, 11
17:15 HE "OBOPA 0 BCEX STVX FKEHLLIMHAX / FOR ATT INTE TALA OM ALLA DESSA KVINNOR OKTABPb, 11
17:45 BE/bIN NAPOXOLL / BELIY PAROKHOD OKTABPb, 9
17:30 LEBCTBEHHULIbI / VIRGINS OKTABPb, 4 —
17:45 CATAHVHCKOE CEMA / A SATAN FATTYA OKTAEBPb, 10
18:00 T[] OBE3bAHbI / GODINA MAJMUNA OKTABPb, 10
18:15 OCEN1/ ASINO OKTABPb, 8
18:15 3HOM / ZNOY OKTABPb, 9
18:30 12-1 YENOBEK / DEN 12. MANN OKTABPb, 1
1830 3EMNA/LAND LK, 1
18:30 HEQYT / IL CONTAGIO OKTAEPb, 4
1830 MOPOPOKA / POROROCA OKTAEBPb, 8
- 18:30 MOXBAJILHOE CIOBO HUYEMY / SLATKO 0D NISTA OKTSIEPb, 2
19:00 PKEHLLUVHBI MKOYT / KVINNORS VANTAN 1
1845 CMIYTHUK KOMATEPA / JUPITER HOLDJA OKTABPb, 10
19:00 CTAPbII MOPEX / OLD MARINE BOY OKTABPb, 2 -
19:00 TONMbKO [U1A BALLIMX YLLIEV / SUSOTAZS OKTAEPb, 5
19:00 MECHb [IPEBA / DARAK YRY BEPE3KA, 1
19.00 HECYACTBE / CALAMITY OKTABPb, 5
19:00 OPYHEMIOBHIM 3BEPb / O ANIMAL CORDIAL HHOCTb, 1
19:00 MY}KUMHbI 3A CTEHOW / THE MEN BEHIND THE WALL OKTABPb, 5
19:15 CTOMKOCTb / SABOT KOCMOC, 1
19:00 MYCTb TPYTIbl MO3ATOPAIT / LAISSEZ BRONZER LES CADAVRES IHOCTb, 1
19:15 VI CMEX, W CHET CITABbI MOMYHIHA / SLAVA'S JOURNEY: SECRETS OF SNOW OKTABPb, 5
19.00 OT BCET0 CEPLILIA, BALL BEPHbIM MEC / WAUNG OKTABPb, 5
19:30 KYNAK AIPOCTM / JING W U MEN OKTABPb, 11
19:00 H#HASHTAG / #HASHTAG OKTABPb, 5
19:45 HI CYABA, HY NOACYAMMAA / NI JUGE, NI SOUMISE OKTABPb, 7
2000 KU MEBYMI PO3LL / IKO SHASHVI MGALOBELI OKTABPb, 9
20:00 CTEHOM Y PTA/ AR PUTAM UZ LUPAM OKTABPb, 1
2000 KPOTKAA / UNE FEMME DOUCE OKTABPb, 10
20:00 PKAH-OPAHCYA M CMBICIT HU3HM / JEAN FRANCOIS | EL SENTIT DE LA VIDA OKTABPb, 4
20:00 MPOCTUTYTHA (YBUTAS HW3HbIO) / PROSTITUTKA 1
20:10 CELBMOV KOHTUHEHT / DER SIEBENTE KONTINENT 3BE3OA, 1
20:30 WIPA CMEPTI / GAME OF DEATH OKTABPb, 11
20:30 BPEMA HKATBbI / HARVEST TIME OKTABPb, 9
20:30 TUTAPA-MOHTOTOWA / GITARRMONGOT 3BE3OA, 11
20:30 UYMAR / UNRELATED OKTABPb, 10 ———
21115 BHE3AMHO CHOBA CEMHAZLIATb / 28 SUI WEI CHENGNIAN LK, 1
20:45 TEHE3MC 2.0/ GENESIS 2.0 UK, 1 .
21:30 MPEKPACHBIE NY3EPLI. OCOBbIN MUP / NUOSTABIEJI LUZERIAL KITA PLANETA OKTABPb, 2
2115 JIETO C MOHMKOW / SOMMAREN MED MONIKA M
21:30 MTULGI TIOIOT B KUATATIW / PTAKI SPIEWAJA W KIGALI OKTHIEPb, 4
2200 NO-ONE / NO-ONE OKTABPb, 5
21:30 C OFPOMHOW BbICOTbI / FROM A GREAT HEIGHT OKTABPb, 4
22:00 YAC BOJTKA / VARGTIMMEN OKTABP, 11 —
21:45 VHEN / SERKSNAS OKTABPb, 5
2200 INTO_HALIA BOMLLIOY OJECCH / INTO_NATSIYA BOLSHOY ODESSY OKTABPb, 8 -
22:00 MPOAVTT / PROFILE OKTHEPb, 7
2200 YETNIOBEYECKWI NOTOK / HUMAN FLOW OKTABPb, 2
22:00 KUMHOMOBUTENb / AMATOR OKTABPb, 10
2230 HUHA / NINA OKTABP, 1
22:00 TPU [1HA B KMBEPOHE / 3 TAGE IN QUIBERON OKTABPb, 1
22:30 HENOBMHOBEHVE / DISOBEDIENCE OKTAEBPb, 7 -
22:10 HO4HOM BOT / NIGHT GOD KacmMoc, 1
22:30 MOSIATEX / POLYTECHNIQUE OKTAEPb, 9
22:15 MAJTEHBKVE BIIOBMEHHBIE / MES PETITES AMOUREUSES OKTABPb, 9
23:00 TAHLIYA B MbIIN / RAGHS DAR GHOBA OKTABPb, 10
22:30 YAPTIECTOH / CHARLESTON OKTABPb, 8
23:00 CTIALOCTHBIV KPAV / SWEET COUNTRY OKTABPb, 4
23:00 [DAJTEKVIE FOTIOCA, 3ACTBIBLLIME HM3HM / DISTANT VOICES, STILL LIVES OKTHEBPb, 11

Tr - TPETbAKOBCKAA FAJIEPEA
UAOK - LIEHTP JOKYMEHTAJTbHOIO KMHO

PEOKONJIEMUA: UrOPb CABE/IBEB /ACA KONOAMMKHEP / ONTbIA APTEMBEBA / EBA KPAYC / UNbA KOMBINOB / HUKUTA KAPLEEB / AHOPEV LUMIONEB / MAXAW KYKWH / METP LLEMOTUHHKK
NEPEBOAbI: KMPA TYNIYNOBA / MAPUA TEPAKOMAH ®OTO: ANTEKCEN I0LLIEHKOB / TEHHAOMM ABPAMEHKO / EBIEHIIA MOMOB BEPCTKA: MAPWA PEBAKMHA MAKET FA3ETbI: AMUTPUA METENKMH / ONbrA NIbHAHARA



40 MOCKOBCKMIA MEXXIYHAPOQHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
W JEMNAPTAMEHTA KYNIbTYPbl TOPOIA MOCKBbI
40 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
OF THE MINISTRY OF CULTURE OF THE RUSSIAN FEDERATION
AND DEPARTMENT OF CULTURE OF MOSCOW

CMOHCOPbBI 40 MMKO® / 40 MIFF SPONSORS

iosig  ZZPCHAN

W CTRMOAETE  |nStyle  /olifiigod

¢

Chateau
TAMAGNE

OZally MOCKMHO

KommepcanTs Am&)’»‘) HELLO! I Poccvis | §

WWW.HELLO.RU

KuHOBU3HEC



