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VALIA SANTELLA

JURY

the Moscow International Film Festival. The recent

examples that the audience surely remember
are Ferzan Ozpetek’s «Veiled Naples», last year's
opening film, or Riccardo Scamarcio presenting his
film «Pericle» in the 8 /2 program. Both of these
films, along with other titles that largely represent
modern ltalian cinema, are all tied to the name of
Valia Santella.
There is also a long history of classic Italian cinema
and its triumphs at MIFF, the cinema that was called
rebellious, political, civilian. Certain skeptics might
cringe at its «leftism», but the role these films played
in the fight against the «leaden times» (as they are
called in this year's MIFF retrospective program) in
Italy cannot be denied. These two traditions aren't
that different from each other - Italian cinema is
known for succession. Suffice it to say that directorial
debut of Valia Santella was called «In nome del
popolo italiano» - «In the name of Italian people»,
the same way Dino Risi named his 1971 film also
following in style with fighting the «leaden times».
In Risi’s film, an ambitious detective despises the
total corruption and the juncture between state
and oligarchy and is so eager to «cleanse Italy» he
resolves to destroying evidence - the victim’s diary.
Valia Santella also centers her intimate documentary
story on diary entries. The author of these entries is
aman who's spent most of his life in jail, basically
a yesterday'’s child from the Roman outskirts who
committed a foolish crime. One might even say that
he was forced to commit it by the society. Or make an
argument that any person should be held accountable
for the turns of their fate.
As screenwriter and director Valia Santella is
fascinated with the topic of dwelling on guilt and
responsibility of one person for the life of another,
especially when this other life couldn't be saved. It is
only fitting that one of Santella’s first screenwriting
works (Valeria Golino’s «Honey») was about
euthanasia - i.e. the situation when one person takes
the whole responsibility over another person’s life
(or the taking of it). The themes of responsibility
and regret might be veiled with various, but always
colorful «<smoke screens»: in «Pericle» it was the
pretense of a rugged noir, in «Veiled Naples» - the
morbid beauty of the city filled with frightening
perfection of marble statutes. They could also be
veiled in the character’s own subconscious: the
protagonist of «Veiled Naples», Adriana isn’t willing
to admit that everything happening to her echoes her
mother’s tragic past. The same goes for Massimo,
the hero of Marco Bellocchio’s «Sweet Dreams», who
slowly acknowledges that his weirdness is an eternal
dwelling on the loss of his mother who, as Massimo
learns much after the fact, had committed suicide.
The question of «Is it my fault?» is implied by the
plotline itself.
These themes also get explored in the film
appropriately called «Mia Madre» (dir. Nanni Moretti).
The story behind this movie also highlights another
quality crucial to Valia Santella’s screenwriting work.
«Sweet Dreams» largely reflects Moretti's feeling
over a personal tragedy. The skill of depicting another
person’s perspective in a screenplay is a true art of
a master screenwriter. The mystery of how Valia
Santella manages it remains, as we get to know the
contemporary ltalian cinema.

I talian cinema is traditionally strongly presented at

Marina Bolt

Hiopw / Banua CaHtenna

BYEPA, CEF0OOHA, 3ABTPA

TanbAHCKOE KWMHO BCeraa
M MOLLIHO NPeACTaBneHo Ha

MocKoBCKOM KuHOobeCTU-
Bane. Cpen HejaBHUX CObbI-
T1in MMKO 3puTenib BCOMHUT
«Heanonk nop neneHoit» Mep3aHa
O3neTeKa — NpoLLNOroAHUiA GuneM
OTKPLITUA (3 TaKHKe Y4aCTHUK
KOHKYPCa), UK, HanpyUMep, To, KaKk
Pvikkapno CkaMapyo npedctaBnan
«[lepuyKne YepHbii» B MporpamMme
«8 Y2 dunbMoB». V1 3T KapTuHbl, 1
MHorvie Apyrie, onpeaenmsLLne
NINLLO HOBOIO UTANBAHCKOMO KMHO,
CBA3aHbI C UIMEHEM CLieHapucTa
Banum CaHtennbl.
3T0 COBPEMEHHOCTb, HO eCTb U
NCTOpWA — BpEMEeHa MOCKOBCKOIO
TpuyMda TOro UTanbAHCKOrO KUHO,
KOTOpOe Ha3blBanu BYHTYIOLLIMM,
MONUTUYECKMM, TParOAHCKUM.
CKeNTWKM MOTYT KpUBUTLCA OT ero
«NeBU3Hbl», HO HeMb3A He NpU3HaTb
Ty KOMOCCarbHYI0 POb, KOTOPOE 3TO
HanpaBneHWe cbirpano B 6opbbe co
«CBVHLIOBbIMY BpeMeHaMu» Ttanuu,
KaK 3T0 W Ha3BaHO B OTAESbHOM
peTpocneKTvBe HolHelLHero MMKQO.
PasHble Tpaguumm He TaK Yy
Janeku Opyr ot Apyra: UTanbAHCKoe
KWHO CUMBHO MPEEeMCTBEHHOCTLIO.
[ocTaTouHo CKa3aTb, YTO perKmccep-
cKuit oebiot Banum Cantennsl (2001)
Ha3blBancA «/IMeHeM UTanbAHCKOro
Hapo4a», TO eCTb TaK e, KaK 3a
TpvALaTh S1eT 40 TOro Ha3Ban CBoM
ounbem Ouno Pusn — dunem, npu-
MbIKaIOLLMIM K TpaauLmmM 60pbbbl Co

«CBUHLIOBbIMM BpEMEHaMM».
Y Pu3n aMb1LMO3HbIN CrieqoBaTesb,
Npe3npatoLLmi TOTarnbHYI0 Kop-
pynLuMio 1 cpaLLieHne rocyaapcTea

1 ONINrapXoB, C TaK1UM a3apToM
MbITAaeTCA «O4ULLATL MTanumio», 4to
MOET Ha YHUYTOXKEHMe BeLLo-

Ka — OHEeBHWKa HepTBbl. BoKrpyr
[OHEBHMKOBbLIX 3aMNMCel, MPOLOSHKan
TpaauLMio, CTPOUT CBOIO KaMepHYIo
[OKYMEHTasbHyt0 McTopumto 1 Banua
CaHTenna. ABTop 3TuX 3anmcen —
MY¥UMHA, NPOBEALLIMIA 6ONbLLYIO
YaCTb HM3Hb B TIOPbME, BYEPaLLHMA
Marib4MLLIKa C 6eaHBIX PUMCKMX
OKpaWH, No rMynocT NoLLeALLIMIA Ha
npectyrneHve. MorHo fobaBuTb

— «Ha KOTOpOe ero TOSKHYIOo 0bLLe-
CTBO». A MOYKHO nopaccyaTb 0
TOM, YTO Kar bl CaM 0TBEYaEeT 33
MOBOPOTLI CBOEM CyAbbbl

[na Banum CaHtennbl Kak onsa
CLIEHAPWCTa U permccepa Hems-
MEHHO BarKHOM OKa3blBaeTCA Tema
MPOMMBAHNA BUHbI, OTBETCTBEH-
HOCTM OHOIO YesI0BeKa 3a HU3Hb
pyroro, TeM boree — ecnn 3Ty
¥HM3Hb He yaanochb cbepedb. Kak Tyt
He BCMOMHWTb, YTO OAMH 13 MePBbIX
€€ OMbITOB B Ka4ecTBe aBTopa
CLieHapwa 6blin CBA3aH C TeMoW
3BTaHa3WK, TO eCTb CUTyaLIMM, KOraa
O[IMH YesloBeK NMPUHUMAET Ha cebn
MOJIHYI0 OTBETCTBEHHOCTb 3a HM3Hb
(BepHee, NLLIEHWE HIU3HW) OpYroro
(«Mwnas» Banepun lonmHo). Motrs
OTBETCTBEHHOCTM 33 HM3Hb U CO-
YHaneHWA MOMKET ObITb CKPLIT 33

COBEPLLIEHHO Pa3HbIMK, HO 0aM-
HaKOBO APKMMM «bacagaMm», KaK,
HanpuMep, B «[lepuKe YepHOM»
— 3@ MacKoW bpyTaneHoro Hyapa, a
B «Heanone noa nenexHoi» — 3a 6o-
Ne3HEeHHOM KpacoTo ropofa-My3ed
C ero MyratoLLMM COBEPLLEHCTBOM
MPaMOPHbIX CTaTyi. 3TO MOMET BbiTb
CKPbITO B MOACO3HaHWMK repos: TaKk
AnpwvaHa, repovha «HeanonAx, He
roTOBa NpU3HaTLCA cebe, YTo BCe,
YTO MPOMCXOOMT C HEl — 3X0 Tpare-
OWW ee MaTepy, yBUOEHHOM masamu
pebeHKa. Tak e 1 Maccumo, repoi
«[pnATHBIX CHoB» MapKo bennok-
KbO, MOCTENEHHO OCO3HAET, YTO ero
CTPaHHOCTU — 3TO BEYHOE MPOXKMBa-
HWe MoTepy MaTepw, KOTopas, KaK
BbIACHWIT YrKe B3POC/bI CbiH, MO-
KoH4MNa ¢ coboit. Bonpoc «BuHosat
71 B 3TOM A?» 3[eCb 33[4aH CaMVM
CIOYKETOM.
W cHoBa MaTepuHCKanA Tema, TeMa
MPOMMBAHWA BUHbI — B GUIbMe
HaHHM MopeTTu, KoTopbIi TaK K
Ha3blBaeTcA — «Mos MaMa». Victopusa
3TO KapTWHbI MOAYEPKMBAET ellle
O[HY BarHyl0 0CO6EHHOCTb paboTbl
Banum CaHtennbl Kak cLeHapucTa.
B ocHoBe ¢ubMa MopeTti — ero
cobcTBEHHbIE OLLYLLIEHWA OT IMYHOM
Tpareauu. Kak rny6oKo nunuHele
WCTOPWK, @ B YEM-TO U CKPbITbIE OT
0CTasbHbIX BOMPOCHI, MOTMBbI, YKOPbI
B afpec caMoro cebaA MoryT bbiTb
MOHATHI M TOHKO NepefaHbl B CLieHa-
pUM OpYyrM YesIoBEKOM — 3aragKa
MacTepcTBa XOpOLLIero cLieHapucTa.
Banwua CaHTenna cHoBa u cHoBa
3aragblBaeT HaM 3Ty 3aragky — Mo
Mepe TOro, KaK Mbl 3HaKOMUMCA
C Ny4LLIMMM 0Bpa3LaMM HOBOO
WTaNbAHCKOIO KMHO.

Mapuxa Bonm



AI'IOHAJ'IMI'ICMC CEroaHA

HRVIEE 3NOEMMA. BOHTO3EPO / PEXK. MABEST KOCTOMAPOB

CMOTKHYTLCA YrKe Ha GOPMYNMPOBKE «M3BECTEH B

nepByto o4epeb Kaky. /I3BecTeH Kak onepatop,
CHABLUMI MHOIMME 3HaYUTeNbHble ANA POCCUMCKOTO
KuHo XXI BeKa ¢mnbMbl (1, KCTaTu, NMOMYYMBLLNIA B 3TOM
KayecTBe Npu3 BepnmHcKoro KMHodecTBana) — aa. Ms-
BECTEH KaK OMbITHbIN PEHKMNCCEP-A0KYMEHTaNUCT — Aa.
Y70 13 3TOrO «B NEPBYIO 0Yepeab», BOMPOC AMCKYCCH-
OHHBbII, HO 3TO (ELLIE) TOYHO HEe PerKIMCcCypa UrPoBOro
KWHO, B KoTopolt INaBen Koctomapos feboTrposarn
HeOaBHoO. VcxoA U3 3TOM NOMMKM, MOMHO HauaTb
npenapupoBaThb «3nMaemMu1io, CTaBA BO MMaBy yrma
BuAHKE KocTomapoBsa-onepatopa unmn Koctomaposa-
[OKYMEHTaNMCTa — W, B 06LLIEM, OLLMOUTLCA, MOTOMY HTO
rOe-To K cepeanHe GUbM OTMPOKUHET CXeMy.
Ha onepatopcKmin 63KrpayHa MOXKHO CriMcaTb Aparis,
CTPEMUTESNIBHOCTb W BU3YyarbHble HAXOLKM: TaK, «3Mnu-
[eMUA» HAYMHAETCA C TOro, YTO HAXOAWT HEOMAAHHbIE
paKypchl 1A HePTB 60Me3HN, TEPAIOLLIMX HYENOBEYECKMIA
06/I1K. BbIbpaHHbI HaHp — 30MBK-anoKanmncue, XoTA,
CTpOro roBops, Nepes HaMu He 30MbU Kak aKT1BHaA
Yrpo3a ¥MBbIM, @ FePTBbI aTUMMYHOMO MPUMMA, KOTo-
PbIM HUYErO OT ¥MBbIX YrKe He Hafo. LLIkona noky-
MEHTa/IUCTVKM YyBCTBYETCA B TOM, HACKOSbKO MOLLIHAA
«couparnbHan» 1 Jare «06NIMIMTENbHAA» NMOAJSIOKKA Y
MCTOPWUM O TOM, KaK BbIMMpaeT MocKBa, a crefioM, BU-
1Mo, 1 Poccua (MoToMy UTO He 0CTAeTCA HUYero, KpoMe
«[MKOrO MOA»), U Kak HEMHOT e 0CTaBLLMECA TepAIOT
Ye0BEYECKUI 0BJIMK — HO YrKe He TaK, KaK 3abones-
Lwime. O4eHb MHOroe Y3HaBaeMo, POCCUMCKUIA 3pUTeSb
YCMEXHETCH, YBUIEB, Kak 604po BpeT TeNeBuaeHe,
WM B3OPOrHET, Y3HaB B CLIEHE «CaHaLWMN» MOCKOBCKOM
LLIKObI OTChISIKY K BecnaHckon Tpareamu. Ele fo toro,

VONGOZERQO:

THE OUTBREAK

COMPETITION
DIR. PAVEL KOSTOMARQV

| | a4MHaA pa3roeop o NaBne HOCTOMapOBe, MOMHO

HKaK pPacrnonseTcAa annaemMmA, HOCTOMapOB C TAKMM Ipo-
TEeCKOM M306pa3VIT 3aCTONbHbIN Tpen «xXo3AeB HU3H»

(nop «Kak ynoutenbHbl B Poccun Be4epa», KOHe4YHO He),

yTo BCnoMHuTcA CanTbikoB-LLleapuH.

I BCe 310 BBICTPO OTMEHWTCA, HAYMHAA, KCTaTu, C
YCNOBHbIX «30MBU», KOTOPbIE BOOBLLIE MepecTaioT
MOABNATLCA HA SKPaHE M 3aHMMaTb MbIC/IY FepoeB: C
KaKOro-TO MOMEHTA OMacHOCTb 3apa3nTbCA NepecTaeT
BOSTHOBATL BCEX, MOTOMY YTO 60ATLCA HAZ0 340POBLIX.
Arpeccua obLecTBa Haana Moboi «curHanbHom
PaKeTbl», 1 He TaK BaXHO, OKa3asach elo 3arafoyHan
3apasa Wm 4to-nnbo elte. Mpuy 3ToM coLmansHble
«0BNIMYEHUA» TOXE OKA3bIBAIOTCA BAPYI HEe TaK Y

1 BarKHbI, MOTOMY YTO Ha MepBbI MaH BbIXOAAT
KOHOMUKTLI pasHbIX MOparnei, He 3aBUCALLIMX HU OT
CTaTyCa, HY OT FparkaaHCTBa, HU OT pa3Mepa KolLesbKa
(BNpoYeM, B CUTyaLmK, KOrAa HY 3a Kakue AeHbrn He

IMLF= dRELILY maner B «okTAGpe»

JoCTaHellb 6eH3UMH, He Nepeceyellb rpaHuLy 1 T.4.,
3T0 AENCTBUTENBHO TePAET 3HaYeHe).
Cepreit 3anyTasncA B OTHOLLIEHWAX C JIOOUMOM HeHLLM-
HOW, Ha KOTOPOW MOYEMYy-TO He TOPOMUTCA HEHNTBCA,
1 C ObIBLLIEN HEHOM, C KOTOPOWM OHW arKe B pefKue
BCTPeuM (OH «BOCKPECHLI Manax) He MoryT 060MTUCh
6e3 ynpeKos. Ero cocen JTeoHWa — MAMKO roBops,
6b10710BaTbI TUM, TaKHE NOMEHABLLMIA CEMbIO, HO He
pedneKcupyoLLMIA Mo 3TOMy NoBoAY (TO, KaK OH CHU-
HKaET U «OT3epKanMBaeT» UCTOPUIO MHTEIUIEHTHOMO
n cosectnmeoro Cepres, nocnegHemy HenpuAtHo). OT
3NMAEMUK, @ NMOTOM Y MapOLEPOB, MO X0y AeNCTBUA
BOPY NpeBpaLlaioLLmxca B npodeccroHansHble boe-
Bble oTpAabl, Cepreio 1 JleoHnay NprxoanTcA cnacatb
CBOWX MEHLLMH 1 fieTell BMecTe. Llenoura npeda-
TENbCTB MHTEPECHA TEM, YTO OHW B3aWMHbI (@ 3HaUMT, y
BblCOKOMOpasibHoro CepreA OHV NPUHMMAIOT pasHble
GOpPMbI «MOpanny» — HanpuUMep, HakasaHWA); ObIBLLNIA
30MbU-anoKanuncuc Bce 6onbLie obpeTaeT eBa Nnt He
penurnosHole oTTeHKK. CooTBeTCTBEHHO, Bonpoc «[1o-
6e0AT NV OHN?» NepecTaeT UrpaTh Takylo YK HosbLLYI0
pOJb, MOTOMY YTO B PENTUIMO3HOM KOHTEKCTE BbIHMBa-
Hue 1 nobena — Janexo He 0OHO U TO He.

Uzopb Casenves

hen talking about Pavel
Kostomarov, the crucial
and most challenging thing

is to determine what he is «<most
known for». Obviously, Kostomarov
is a famous director of photography
very well known for his work on
some of the most significant modern
Russian films (he is also the winner
of the Berlinale prize for best
cinematography). Kostomarov is
also widely known as a documentary
director, so it's remains a question
which of these occupations come to
the foreground. Now Kostomarov's
latest thing is directing of fiction.
Following this logic, one can start
exploring his latest film «Vongozero.
The Outbreak» keeping Kostomarov's
background in cinematography or
documentary films in mind, only to
realize the movie doesn't follow an
expected pattern.

His background in cinematography
justifies the drive, swiftness and visual

style: thus, «Vongozero» starts off
with finding unusual angles to show
the infected losing their <human face».
Formally, the film is about a zombie
apocalypse, but zombies here don't
present an «active» danger to the
living, they are merely the victims of
«atypical flu» who don't really have
any beefs with the living anymore.

The documentary background of the
director shines through the social
foundation of the story, the one talking
about the demise of Moscow (possibly
followed by the entire country) and the
loss of the «<human face» — not in the
same way it happens with the infected.
Many details are highly recognizable,
the audience will sneer at seeing

how TV news lie their asses off, or
shiver at recognizing in the scene of
the «curing» of the school a reference
to the Beslan tragedy. Even before

the outbreak happens, Kostomarov
depicts the table talk of the «<masters
of the universe» so colorfully that

you can't help but recall Saltykov-
Shchedrin.

But all of this changes, starting

with provisory «zombies» who soon
disappear from screen - or characters’
minds, for that matter: at some

point, no one worries about infection
anymore because real danger comes
from those who are healthy. Seems
like aggression of the society was
waiting for any sort of a signal to
break free, and had it not been the
mysterious virus, it would have easily
come from something else. It turns out
though that social commentary isn't
primary to the director, as Kostomarov
moves a new topic to the foreground

- the conflict of different ethic models
that aren’t based on a status or
citizenship or financial wealth (in a
situation when you can't buy gasoline
for all money in the world all of that
really doesn’'t matter anymore).
Sergey is tangled in both his
relationship with his girlfriend who

he for some reason hesitates to
marry, and with his ex-wife with
whom he can't stop playing the game
of putting blame even in their rare
encounters. His neighbor Leonid
comes off as a sort of a rich thug
who also abandoned his family but
doesn't seem to reflect on it; the way
he sort of downplays the similar story
of Sergey is irritating to the latter.
Despite that, Sergey and Leonid have
to act together to save their women
and children first from the infected
and then from marauders who turn
into paramilitary troops. The chain of
betrayals is curious in a way that the
betrayal here is mutual; what started
off a zombie apocalypse soon shows
almost religious nuances. So the
question of «will they win or lose?»
stops being crucial here, after all,
we all know that in religious context
there is a huge difference between
survival and winning.

Igor Savelev



CEKPETbl N OBMAHDbI

ROEEYE® MOA MIM3HBb HA BTOPOM KYPCE

(SAL-E DOVVOM-E DANEHKADEH-YE MAN) / PEXX. PACYJ1 CAOPAMEJIN

o6pornopAaoYHan CTyAeHTKa OKa3biBaeTCA HAapKO-

MaHKoM. [locne Toro, Kak oHa BradaeT B KOMY, ee

noapyra MaeT Ha MHOro06pasHbIi NoANor, YTo6bI

POLONIKUTb CKPbIBaTL ee TalHbI 0T ceMbi. Ha aton

rnoyse nofpyra conm<aeTca ¢ TaHbIM BO3/1t061€HHBIM
noctpagasLueit. U, XoTA BbIXOL U3 KOMbl MarioBEPOATEH,
6eCroMOLLHYI0 [eBYLLIKY BCE PaBHO JTy4lLie ybpaTb C [o-
pOru, NOTOMY YTO OHa CTaia TPEeTLEW JSIULLHEN. ..
BepoATHo, NMprMepHO B TaKol JIOrMKe pasBuBanach Obl
MCTOpWA, paccKaszaHHaA aBTopamu «Moew Hu3HM Ha
BTOPOM Kypce, B 3anafiHoM KuHO. B upaHcKol Tpagu-
LM YTO-TO Nofo6HOE NPeACcTaBUTb CIOMHO, NO3TOMY
uctopuA Abl M MaxTab, AByX TerepaHCKUX CTYAEHTOK, B
YeM-TO M MOXOKa Ha 3TOT FPOTECKHbIA KOHCMEKT — 1 B TO
e BpeMsA pasuTesbHO He NMoXoMa. MoHATHO, YTo obLLe-
CTBO TpebyeT bosibLLeN LieIoMyOapeHHOCTY NoBeaeHus,
peaKLni, CUTyaLmM: KTO-TO, AaNEKUIA OT UCIIAMCKOM
TPaOuLIMKM, [are MOXKET Ha3BaTb HEKOTOPbIE U3 HUX
UHaHTUNLHBIMK. Hanpumep, Korga MaxTab beraet no
NPULOPOMHHON CTOAHKE U AenaeT cendu y aBTobycos,
YTOObI y6eauTb CBOUX POOMTENEN U HEHMXa, UTO OHa
BO3BpaLLaeTca B TerepaH ¢ ApyrMu CTyOEHTKaMM, a He C
YYXMM MyXUMHOW B €ro aBTo.
Ho nperge YeM foenatb cKoponanuTenbHble BbIBOABI,
BBa/IMBaACh CO CBOMM YCTaBOM B YyO0 MOHACTbIPb, CTO-
UT 06paTUTL BHUMaHMe, 4To pobKor MaxTab (K ToMy e, B
HOBOW 1 NyraloLLieit ee CUTyaLWM) MPUXOAUTLCA NOCTOAH-
HO IeMOHCTPMPOBaTbL TBEPAOCTb. MPEeCOBYThIN «HHEHUX»,
OT O[IHOO TOJIbKO MOCTHOIO BbIPAXKEHMUA NIULIA KOTOPOro
— XOTb BeLLIacA, CeMbA, YUUTeNS, ONPEKLMA Komneasa —
BCE MOMWHYTHO JaBAT Ha AEBYLLIKY, M €C/IN He CTaBUTb UX
Ha MecTo (BEMITMBO, HO HECTKO) — Thl HbICTPO OKaMKeLLIbCA

HUKeM. BrionHe ectecTBeHHanA cuTyaumaA — MaxTab octa-
eTcA B ApeBHeM ropofe McdaxaH, utobbl 6biTb pALoM ¢
roApyroi B 60bHULE, TOFAA KaK CTyAeHYeCKanA rpynna
BO3BpaLLAeTCA [OMOW, — MOPOMKAAET KKOMCOMONBCKOE
cobpaHvie» U NPUBOAUT K UCKIIOUYEHIO U3 KOMeaa.
MpryeM, K 06BUHEHMIO B «<HEYBAMEHUM K YHUTENIO»
BAPY CKYCHO MPUMJIETAETCA «MOSNIMTUHECKAA CTaTbA», U
MaxTab ¢ He[oyMeHNEeM y3HaeT, YTO OHa, OKa3bIBAETCA,
AKOBbI CHMara NNaToK B My6MYHOM MecTe.

[naTKoB repouHK He CHUManK, 1 BoobLLLe, BCE O4eHb
HEBWHHO: OTNPABMBLLMCH Ha IKCKypcuio, ABa AeNUTCA ¢
ToAPYroi Neperu1BaHUAMU — ee BO3MI06/IEHHBIA, Ann,
HECKOJbKO MecALIeB He 0TBEYaET Ha 3BOHKW. Ha 3Toin
nouse ABa Nofcena Ha 3anpeLleHHble aHTUAEeNpPeccaHTbl,
13-3a HeMpaBWIIbHOrO MPKYeMa KoTOPbIX U Briana B KoMy,
YTO MOPOMKAAET Lies1oe NMommLencKoe paccniefoBaHue.
[laBaA NoKa3aHWA 1 NOYEMy-TO OKPYHeEHHaA NoJo-
3peHnAMK, MaxTab BbIHYAeHa Ha caMOM fefle HauaTb
ABoiiHylo urpy. MNpuexasLuero Anv oHa BbIAAET 3a CBOEr0
[BolopoHoro 6para, a 4tobbl 3anonyynTs TenedoH ABbl
1 yAanWTb U3 Hero KOMMpoMeTUpytoLLve ¢poTorpadum

1 nepermcKy (CeMbA MaLMEHTKM He B KypCe, YTo Y Hee
6bIrIN KaKWe-To OTHOLLIEHWA), MaxTab npoBopayumBaeT
LiesTylo onepaLyio. JToMb pacTeT, Kak CHEMHBI KOM.
EnuHcTBEHHaA, ¢ KeM MaxTab MoMeT JenuTbes nepe-
HUBaHWAMM — cama ABa, He pearvpyioLLIan Ha BHELLIHWA
Mup. MapafoKcanbHo, y4nTbIBaA, YTO NepermBaHnA
ntoboBHble: Ha GoHe «LIMUOHCKKX Urp» MaxTab HauMHaeT
BNt06NATLCA B Ann.

To, 4o, Ka3anock 6bl, JOMKHO BbI3BaTb CMATEHME B AyLLe
CKPOMHOW MyCy/IbMaHCKOM AeBYLLIKW, Ha CaMOM Aene
MopoAaET Hosiee CIoMKHyIo FraMMy YyBCTB. VHoraa Aare

KarKeTcA, YTo OHa cama Bce 3To noacTpowmna. [NokasaHo
3T0 3aMeyaTesibHO, MOTOMY YTO MMEHHO OrpaHNYeHNA
BAPY CTAHOBATCA /1A PerMccepa LieHHbIM PeCcypcoM.
OrpaH1YeHA — 3TO 1 CKYMOCTb CloXKeTa NbBM 1 Npe-
JaTenbCcTBa (MOTOMY YTO MaKCUMyM, YTO MOXKET M03BO-
nuTb cebe MaxTab — 370 NOXOA C YENOBEKOM, B KOTOPOro
OHa TaliHo BIto6/1eHa, B KMHO), U HECTKOCTb 3TUHECKMX
W acTeTUYeCKMX NpaBui. O4eHb YacTo Kamepa cregyeT
3a Marxab, 6yKkBasbHO yN1paACch el B 3aTbISIOK, TO eCTb,
B NNaToK, UK, HA06OPOT, NOJONTY BCMATPUBAACH €M B
JIMLIO — HO CTPaCTU He OTparKaloTcA fare B HeM. OunbM
CTPOWTCA Ha TOM, HYTO CUITbHEMLLIVE SMOLMN CBeEHbI K
Urpe NonyToHOB, NoNyTeHew. B 3ToM dunbMe BbiKaTUTCA
TOSIEKO OA1HA Crle3a — HO OHa bYAET MMETb peLLialoLLiee
3HaYeHue.

Uzope Cacenves

3ABO/]

KOHRYPC [OKYMEHTASTLHOT O KHO

3VIMHUE TEP3AHIA (WINTER'S YEARNING) /
PEX. CUCE TOPCTXOJ1bM JIAPCEH, CTYPJTA MUJTBCKOI

2006 rogy aMepuKaHCKana KOM-
naHua ALCOA pelunna noctpo-

[eLueBas 3/1eKTpo3Heprusa. To, uto
BCerga urpasno NpoTuB rpeHnaHa-

UTb B FpeHnaH,un OFpOMHbIVI 3a- UeB-—ydaneHue oT umsmnnsaumm n

BOZ M0 NPOU3BOACTBY anioMuUHKA. Ero
NaBubHasA neYb OOSHKHa 6bina He
TOJIbKO MPUHECTU XOPOLLYIO NMpUOBbISb
CBOWM BJlaZiesibLiaM, Ho U pasiedb
OrOHb 3KOHOMVKM CKPOMHOIO OCTPOB-

CKPOMHBI 06pa3 *U3HWU — YyTb N
He BrepBble NpUHECsIo Nosb3y. Mnu
HeT? lepou HabnoJatoT 3a Xo4oM
chenku o Tenesu3opy B bape, He
OTBJIEKAACH OT eXKeHEBHOM pyTU-

HOro rocygapcrea. Toro, yto BEIMAAUT  Hbl. C ogHOM CTOPOHbI — eHbI'n 3TO

Ha rnobyce BHyLUUTENbHBIM GeSbIM
nATHOM. Co6CTBEHHO, TO e caMmoe
MOMHO CKa3aTb 0 HALLMX 3HAHUAX O

BO3MOHoCTW. C Oopyroi, byayLiee
BCeraa cTpallHee, YeM HacTosLLee.
MIMeHHO cBoelt Hem3BecTHOCTbI0. K

HKU3HW B 3TUX KpaAX. 3To BaM He CkaH-
OMHaBWA C ee MOLLHOWM MHOMOBEKOBOM
KyneTypowt. U nae He Mcnangumsa ¢
Bbopk, BynkaHoM 3nAadbaananékionnb
1 cbopHoit no dyTbony.
Peruccepol-gebiotanTtel Cuace Top-
ctxonbM JlapceH n Ctypna lMNunckor
OTNPaBUIUCH B ManeHbKMiA pblbaly-
KWl ropoAoK MaHUKTCOK (MMeHHO
30eck byaeT NoCTpoeH 3aBof), UTobbl
paccKasathb 0 H0JbLUMX U3MEHEHUAX
yepes UCTOpUI0 ManeHbKUX Nioged. Mo
CepoMy MAAKY Y NOAHOMMSA CKaf, No-
KPbITbIX CHEMOM, AETBOPa Pa3be3HaeT
Ha Beniocunegax. Bapocnbie 3acegaiot
Ha cbopax aHOHMMHbIX aSIKOrOJINKOB.
MopsKu oTnpaBnATCA B peiic 3arap-
MyHWUTb KWTa. 3aTo B ropoje NoABUICA
crieumManucT no pabote C antoOMUHUEM.
MpyyYmHbI, No KOTOPLIM aMepUKaHCKan
KOMIaHWA OKa3anacb B 3TUX reorpa-
¢duryecKnx KoopamHaTax, o4eBMAaHbI 1
npo3auyHbl. [elueBan paboyan cuna,

X0/10y 3TOM HEU3BECTHOCTU HEBO3-
MOKHO MPUBLIKHYTb, MPUCMOCOBUTLCA.
3T0T CTpax 3acTaBnseT NOCMOTPETL Mo
CTOPOHAaM — Ha 3aBOParKMBaIOLLME U
0[HOBPEeMEHHO yrHeTaloLLe rneinsa-
W, 3a4yMaTbCcA — a MOMKET, He HaJo
HU4ero MeHATL? OBbIYHOE NoJIoMKeHWe
Niofel, KOTopbIX, B 06LLIEM, HM O YeM
He cnpocunn.
U Bce e permccepbl HACTaNBaAIOT, YTO
Haferabl B CTPOUTENLCTBE 3aBOAA
6osblue, YeM HeonpegeneHHocTH. He
3pA $pUNIbM 3aKaHUMBAETCA BroSIHE
KOHKPETHOWM MeuyTon (Mnn NpocTo
uenbto?). Caoenatb 3abbITbin 60rom
MaHUWTCOK He NPOCTO NpUAATKOM Npu
60/1bLLUOM 3aB0OJ1€, @ — HU MHOIO, HU
MaJio — CTONULLEN KUTOB. TaK cypoBas
npvpoaa, KoTopas U3apeBre NnomMora-
Na rpeHnaHacKoMy pbibaKy, B TpyOHbIN
4ac CHOBa NPOTArVBaET eMy PyKY,
TOYHee, NNaBHUK.

Hukuma Kapyes



V KAHOO0I0 CBOE KNMHO

2 ONJ1bMOB

NON FICTION (DOUBLES VIES) / PEX. ONIMBBE ACCAAC

- Mbl ¥1BeM B BU3YyasibHyI0 310Xy,
a Baw ¢unbM - npexae Beero, 06
3roxe KHWr, 3Moxe c/oB, nuTepa-
Typbl. 3T0 NpoTecT?

Onuasbe Accasc: MHe TpyaHo
roBOpUTb 06 3TOM dUIbMeE, He Mo-
BTOPAA JOC/IOBHO Tex dpas, KoTopble
MPOW3HOCAT ero nepcoHaru. Motomy
41O GWNLM B ONPEfeNeHHOM CMbICTe
COOEPHUT KOMMEHTaPUI K 3TOMY e
Gunbmy. A cumTalo, YTO Mbl HMBEM B
3M0XY NMUCbMEHHOM peuu, Mperae
Bcero. Mbl Beflb 04eHb MHOIO M-
LLeM, NULLEM 6ofbLLe, HYeM B MPer-
HWe BpemeHa. B ToM cMbicrie, UTo Mbl
06LLL@EMCA MO 37IEKTPOHHOM MouTe,
no CMC. Mor<Ho npeacTaBuTb, 4TO
3NEKTPOHHbIE MMCbMa — 3TO MPO33, a
CMC-ku — no3swuA...

- CKopee YK, ANOHCKasA No33us.
To ecTb, y Bac TaKoM ¥e «uTepa-
TYPHbIN» B3rNAL Ha MUP, KaK U Y
Ballero repos-nucartena?

— A — 370 BCe NepcoHarn dunbma
cpasy. B Hac Bcex ecTb WX YepTbl: Mbl
BCe MparMaTuKu, Mbl Bce Tpaau-
LIMOHaNMCThI, Mbl BCE MOAEPHU-

CTbl — MEHAEMCA B 3aBUCUMOCTU

OT NPO6EMbI, KOTOPYIO PELLIEM.
Haue HeBO3MOMHO BbINIO Obl HUTb,
OpVeHTMPOBaTLCA, AEMCTBOBATb B
COBpPEMEHHOM MUPE — CIIOHKHOY-
CTPOEHHOM, KOTOpLIM MeHAETCA Noa
[laBreHveM LMGPOBOA PEBOSIIOLIM.

- Cnpouuy Bac Kak nparMaTu-

Ka: TPYAHO NN CHATb GUNbM 0
KHUrax?

- [a, 310 TpyaHo. Ho 370 ocyle-
CTBMManA 3afadva. Ho Bce e, 3HaeTe
1K, e Bl MULLIETe cLieHapuit AnA
TaKoro GubMa, To Nony4aeTcs, B
CyLLIHOCTW, Yepeaa AManoros, Ko-
TOpble Pa3bIrPLIBAIOTCA Ha IKPaHe:
B HEM MnoyTu HeT gencteuin. OgHn
CMOLUHbIE pennivKK. M BaM npu-
LUNock Bbl HECNAOKO C TaKUM Clie-
HapueM: BCe CKasanu bbl BaM, 4To
HaxXo4AT 3TOT CLieHapUIA ANIMHHBIM,
CKYYHbIM, HEKMHEeMaTorpadUyHLIM
1 ToMy nogobHoe. Bam npuunocs
6bl CTONIKHYTLCA € onpeaesieHHbIM
conpoTmeneHueM. [ocKonbKy
0N CUUTAIOT MEHA CEPbE3HBIM
KUHOPEMMNCCEPOM, OHU MHE He
BEpPWNW, Korga A MM roBopusl, YTo
GUNBM NoNyYUTCA CMeLLIHoM. MM
MPULLINIOCh OOMMOATLCA, MOKa A
3aKoH4y OWIbM, Yy HUX NPOCTO B MO-
NIOBe He YKNaablBanoch, YTo TaKoe
BO3MOMHO.

- B KaKolt Mepe npo6neMsl,
obcyaaeMble repoaMu Gpunbma,
KacaloTcs KuHeMatorpada?

— OHM KacaloTcA KUHO, OHW KacaloTcA
peanbHOMN *U3HK, B KAKOM-TO CMbIC-
Ne — JarKe HalLMX YyBCTB, Hallel
JINYHOM HUM3HK, NodeMy HeT? Camoe
r1aBHOE B LIMdPOBOI PEBOMIOLINN —

MIATUN* / AU

TO, YTO OHa 3aTparnBaeT Bce chephl,
BCe cfiom obulectsa. [dyMalo, oHa
CTaBUT Nepes Hamu BOMpock! B
HaLLMX C BaMK Npodeccusax, HO OHa
KacaeTcA 1 TeX, KTo paboTaeT Bodo-
MPOBOAYMKAMU NN TAKCUCTaMM.
[Nepen KeM yrogHo. Mbl nog Bo3-
NeNCTBMEM HaLLMX B3aMMOOTHOLLIe-
HUI1 Co cMapThpOoHaMM CTaHOBMUMCH
COBCEM AIPYrMMM NtoAbMM, MeHAETCA
HaLLle OLLyLLIEHNE HN3HW.

— 370 o4eHb aMbULMO3HaA 3aga4a
- MOKa3aTb Ha 3KpaHe BUPTY-
anbHoe, To eCTb TO, YTO HeNb3A
yBUzeTb

-0, Oa, Ho NOTOMY-TO A CHUMan
GUIBM B KOMeOMMHOM HaHpe. 310
YPOK, NpenofaHHsI 3pukom Pome-
poM. Al Bcerga npeKnoHanca nepeq
HUM, ONA MeHA 3TO OAWH U3 rMaB-
HbIX KMHOPEMMCCEPOB BCEX BPEMEH,
A nepecMaTpuBaio ero GunbMbl: o
BPEMEHEM OHWM CTaHOBATCA TOSbKO
ny4ie. M A gyMato, YTo MOMKHO
1306parKaThb B KMHO MOEU, MOXHO
CHATb GWbM 06 NAesx, B TOM YuMcre
06 abCTPaKTHbIX NpeCTaBNeHMsX,
€CN1 OHU HafeneHbl HeKol Yeno-
BEYECKOW peanbHocThio. MpocTo
BaM NMoHagobATCA aKTepbl, KOTopble
6bIIM Obl IMYHOCTAMM — JOCTATOYHO
rMy60KMMM, [OCTAaTO4HO CIOMHBIMM,
C YyBCTBOM KOMOPa, MHOrAA — fae
CaMOMPOHMYHOrO. BOT YTO Hy*KHO,
YTOObI CHATL YeNTOBEYHBIN 1 CMeLL-
HoW GUIbM, 1 Toraa ayauTopua
611aroCKIOHHO MPUMET 3TOT GUIEM
1 BbIC/TYLUAET TO, YTO Bbl XOTUTE e
CHKasaTb.

Humepaoio senu Aca KonoduscHep
u lMemp LLlenomuHHUK

HAO MHOI0 COJTHLIE HE CAOUTCA, Poccua

THE SUN ABOVE ME NEVER SETS, Russia

OTEL, HOYb, JNatBuA, MepmaHua THE MOVER, Latvia, Germany 4.30
UMIMPOBU3ATOPbI, AnoHusa JAM, Japan 4.29
TPEHWHI JINYHOCTHOIO POCTA, KasaxctaH THE SECRET OF A LEADER, Kazakhstan 4.27
KAMKAH, Typuua TRAP, Turkey 3.90

* Ha MOMeHT nognuMcaHua HoMepa B nevatb
* At the time of this issue going into the print

IMLF= dRELILY maner B «okTAGpe»

TAKOBA
CMOPTUBHAA

)-I-(M3Hb

OHYMEHTAJ'II:;HOI'O KNHO
B HOMCHAX BEJTMYMA (IN SEARCH

OF GREATNESS) / PEX. TEMB MOJ1bCKM

116 MonbCKN — MMPOBaA Nom-38e34a [OKYMEHTa-
nmctvkm. Co cBouM ¢unbMoM «KpacHas apmus»

06 nctopum ycnexa coopHoit CCCP o XoKKelo oH
cnepsa nonan B oduLmanbHyto nporpamMMy KaHHckoro
KuHodecTmBans, roe MonbcKyM BbiBEN Ha KpacHyto 4o-
POMHKY CBOEro CBOEHPABHOIO pPyccKoro Apyra Bavecnasa
®etuncoBa. A nocne cobpan BHyLLMTENBHYIO [ae AnA
MrpoBbIX PUIIbMOB Kaccy B NpoKate (Take «KpacHoi
apMueii» oTKpbianca 36 MMKO). «B nowvckax Benmyus»
MOCTPOEH O TOM e TEXHONOMMW: BeNIMKME CNopTCMeHbI
M HOCTanbruA no npoLusioMy. TeM BpeMeHaM, Koraa 3To
Be/M4ue 1 3apabaTbiBanoch TpyaHee, HO M 0CA3aNoch
ropasgo fierye. He Bbi3biBano Bonpocos. B ¢punbMe yepes
3anATylo 0 CBOEM MyTu B 60/1bLLIOM CropTe paccKasbiBatoT
YaiiH MpeTuky (BCce-TaKku BUOHA CnabocTb persuccepa
MMEHHO K XOKKeto — BeNIMKMi Hanagatowmin HXJ1 3geck
NosBIIAETCA B Kagpe efBa /v He YalLle ocTanbHbIX), Mene,
3Be3[1a aMepuKaHcKoro ¢pytbona [dweppu Paiic, otely
cectep Yunbamc. Ha skpaHe MenbKaloT apXMBHbIe Kaapbl
Moxammena Anv u Makna [dopaaHa.

Moao6HbIN cocTas — HacToALLaA dream team. OunbM
TOMe Pa3BMBaETCA Mo NPUHLMNY «MaTtua Bcex 38e34.

C nonpaBKol Ha BETEPAHCKUIA CTaTyC PeCriOHAEHTOB.
AsTtopuTeT [MonbCKM MO3BOJIAET €My He TOSTBKO MONTYYUTb
ntobyio NereHAapHyI0 IMYHOCTL Ha PasroBop, HO U MrHO-
BEHHO PacroioHUTL ee K cebe. 3acTaBuTb BeCTU ceba
KaK o cTapbIM npuATesieM. CnopTcMeHb! FOBOPAT CaMble
NpOCTble BELLY: Mbl YNIOPHO TPYAUIUCH U 3aCTYHUIN
pesynbTat. B Mepy BopyaT Ha COBPEMEHHOCT: TaK, Mo
Mene, paHbLLe TpeHepbI AyManu o TOM, KaK 3abuTb, a
CerofiHA KoMaHbl BCe 60J1bLLe HMYTCA K CBOUM BOPOTaM.
W BcAYecKm yxoaAT oT 06pasa ofIMMIMUIMCKKUX 60roB: U
IpeTLKM NpoMaxvBarcs Mo LWwawbe, Tak YTo 1 Tbl, JOPOroM
3puTesb, He ByOb K cebe CIIMLLKOM CTpor.

B omuume ot cBOEro NpoLLNoro xuta, Ha 31oT pas lMonb-
CKM 6epeT CIINLLIKOM 06LLyI0 TeMy, YTOObI MOMHO Bbl10
OLEeHUTb 3QPEKTUBHOCTL ee UCToNHeHNsA. B ¢punbMe Bpag
I MOMHO HaLLyNaTb eauHbIA CIOXET UIn CBECTU ero K
KaKoMy-TO BbICKasbIBaHUio. Brnike Bcero K popmMynm-
POBaHMIO TeMbI perkuccep oKasancs B dparMeHTe, Korga
NpOBOAMT Napansiesb MeAY CMOPTCMEHAMU U XYOOH-
HWKamK. HarnapgHo AeMOHCTPUPYA NPAMYI0 CBA3b MeMIY
ouyepeaHbIM GUHTOM Ha NOLLAAKE U B3MaXOM KUCTU
MuKacco. Ho B ocTankbHoM «B noucKax Bennuma» — Habop
HETPMBUASBbHBIX MHTEPBLIO BbIAAIOLLIMXCA CMIOPTCMEHOB.
CrnuLLKOM NpocTo, YTo6bI MpeTeHaoBaTh Ha ycnex «Kpac-
HOW apMum». Ho CivLLIKOM 3aMaH4MBO, YTO6bI 0TKa3aTb
cebe B y0BOLCTBUM €0 MOCMOTPETb.

Huxkuma Kapyes




CI-(PbITOE

TVIBAJIbHBIE XTI
TEI'EPAH -[0POL J1OBBW

(TEHRAN - CITY OF LOVE) /
PEM. AV IHKABEPAHCAPA

eKpeTapLLia canoHa KpacoTbl MuHa — TyuHanA

HKEHLLMHA 32 COPOK — UMEET TalHOe yBIIeYeHNeE.

Tonb3yAck cry*KebHbIM MOSOHKEHWEM, OHa CMUChI-
BaeT HOMepa CUMMaTUYHbBIX HaKa4aHHbIX NapHel, a Mo3e
3HaKOMWTCA C HUMW Yepe3 MecceHxKep, MpedCcTaBNAACL
3arafo4vHoM TOMHOM KpacasuLen. HasBaHvBaeT MuHa
1 3KC-4YeMMMOHY M1pa no boanbunauHry Xeccamy. Ho
CMOPTCMEHY He 0 TOr0: Ha HOCY CbEMKM B KMHO, a BLO-
6aBOK K HEMY B 3aJ1 XOOMT MOJ1I0[0M Apcus, K KOTOPOMY
XeccaM McrbITbIBAET CTpaHHoe BneyeHue. Elle B TerepaHe
YKMBET NeYanbHbIi nesew, Baxua — npodeccuoHanbHbIn
MnakanbLLyK, MeYTaloLLyiA BbICTYNaTh Ha cBafdbbax; He
panv 3apaboTka, a pagu HeHLWMHbI-poTorpada, Kotopyio
BCTPETUI Ha OFHOW U3 LIePEMOHUI.
WcTopuito Tpex oguHoYecTB cHAN permccep Anun [Ika-
6epaHcapu — yporkeHel, MpaHa, BeipocLumii B KaHage,
YYMBLLMIACA pemecsTy YacTuyHo y Abbaca Kuapoctamu,
YacTyHo B JToHOOHCKOM KuHoLLKone. [Nepen Hamu aBTop,
HaXOJALLMICA Ha NepeKpecTbe MUPOB — TaK, OH He CKPbI-
BaeT, YTo CHUMan «TerepaH...», BOOXHOBNAAC GuibMaMu
Arn KaypucMsarm 1 Posa AHgepccoHa. Bnvanue oveBngHo
1 63 aBTOPCKMX KOMMEHTapVEB: OHO CKBO3WT B reoMe-
TPUYECKOW CTPOrOCTU MU3aHCLIEH, CAEPHaHHOM LIBETOBOWM
nanuTpe, HENOBKOM MOJTHA/IMBOM KOMU3Me CUTYaLWI.
BMecTe ¢ TeM 6narofaps y3HaBaeMol 3anafiHol onTuKe
0COBEHHO CUILHO NMPOCTYMAIOT CNELMPUYECKU MPaAHCKVEe
YepTbl 3TOM UcTopun. Mperae Bcero — To KonoccankbHoe

3HaYeHuWe, KoTopoe NPUAAETCA B KApTUHE KaTeropum
«CHpbITOEY.

BriepBble 0HO 3aABRAET 0 cebe B CLieHe KacTUHra.
Bopaunbunaepy Xeccamy paccKasblBaioT O MPECTUHHOM
MeAyHapOAHOM MPOeKTe, Ha KOTOPbIN OH NpobyeTcs, a
6eHAry B NepByio 04epeb BOJHYET, paspeLleHbl I 3T1
CbeMKM oduLManbHO. B ¥M3HM TerepaHLeB BoobLLEe MHO-
ro 3anpeTHOro, TOro, 0 YeM MoHaT. XeccaM He roBOpUT
1 CI10Ba 0 CBOEW CTPAaCTU — 0 HEW KpUYaT Bbi3blBaloLLMe
MW3aHCLeHbI. PasryribHylo YacTHyto cBafb0y HaKpbIBaeT
NoNMLMA — 6e30 BCAKMX 06TBACHEHUI, NMPOCTO BCMbIXMBA-
10T KPaCHO-CUHUE OTHY.

BripoueM, [yxabepaHcapy He cobupaeTcA uccnenosaTb
CTONKHOBEHWE YACTHOW MM3HW U rOCYAapCTBEHHOIO KaT-

Ka. Ero KapTuHa — o TeHu, B KOTOPYIO OTTECHEHO BCE, YTO
KacaeTcs Nito6Bu 1 cBo60oAbI.
Ha cnoBax y TerepaHLieB eCTb TONIbKO CEMbA U COMYTCTBY-
loLLMe TpaauLmK, BpaK v HeKkve abCTpaKTHbIe «3HaKOM-
ctBa». Ha mene gyx uHavBmayanusMa BeeT, e XO4eT:
HEBECTbI 0TBEPraloT HEeHWUXO0B, bpyTanbHble anbda-
CaMLbl PbILLLYT B MOMCKax A06bIYM, NpeanpuMMymBbIe
HKEHLLMHbI [OMUAAI0TCA aBCTPASIMIACKUX BU3 — B 06LLIEM,
MHOTrMe, HECMOTPA HY Ha YTO, MNbITAIOTCA CAMOCTOATESNBHO
peLuaTh cBoto cyapby. OAHaKo BCAKWI, KTO BCTYMaeT Ha
3TOT MyTb, MOKMAAET JIOHO TPAANLIMM U BBA3LIBAETCA B
ocobyio urpy.
Tpw LeHTpankeHbIX repos ¢punbMa BoB/ieYeHb! B Hee
CUIbHee oCTanbHbIX — MOTOMY YTO UCKPEHHE HaJetTCA Ha
nepeMeHy y4actu. Hagewabl y Karaoro 6onblume U aarwe
«B3pbIBOOMACHbIE» [J1A CBOEM KyNbTypbl: TONCTYLUKA MuHa
WLLIET YeSI0BEKa, MOTOBOI0 NMPUHATL €€ BO BCEM HECOBEp-
LLIEHCTBE; XeccaM MbITAaeTCA OTKPbITBCA CBOUM HenaHuAM;
Baxwpg 6pocaet cnyreHue Mocnogy pagy nobswu.
HM3Hb 0TBEYAET Ha 3TW NPETEH3UM, KaK el MOSTOMEHO —
3710/ HacMeLLIKoW. Ha cBoeM nyTu TpouLe NpUAaEeTCA Kak
HWKOrAA MHOIO XUTPUTb, 06MaHbIBaTL APYriX U MPOTUBO-
peunTb cebe, UTobbI B pUHane notepneTs focagHoe
nopareHune. BMecTo fonroxmpgaHHoM B3aMMHOCTY — B
NyYLLIEeM CIly4ae COYyBCTBUE, BMECTO M36aBneHuA — He-
06X0MMOCTb BO3BPALLIATLCA B OMOCTHINIEBLLYIO KOJIEH.
Monua, NoHypo, Ha Noc/iefHeM HOYHOM aBTobyce.
BripoyeM, ycTaHoBKa Ha yMosyaHVe NopoXaaeT BarKHbIN
3ddeKT — 0Ha NPUAAET peLLaloLLyt LIeHHOCTb BHYTPEH-
HeMy cofiepHaHuio. Ecnv npefcraButh cebe npuMepHoO
Te e UCTopuu, cHATble B EBponie, To 3To, cKopee Bcero,
6b110 6bl KUHO O HEBO3MOXKHOCTU JI06BY, NpoBarne
KOMMYHWKaLWK, Kpu3mce YyBCTBEHHOCTU. [10Ckin KapTUHBI
Anu [IixabepaHcapy MOXKET CHUTBIBATLCA B CXOMEM KITi0-
Ye, HO oLLyLL,aeTcA MHade. Ero TerepaH gencrautensHo
MOJIOH NK0BBM — MPOCTO OHA HKMBET BHYTPM Jt0AEw 1 NoKa
He Haxo[aMT, KyAa BbIMeCHYTHCS.

Cepzeli AnexceeHKo

MELITATEHM
XX BERBEH! EPCHOl OVHO

[MOPA MEYTAHWMA ALMODOZASOK KORA) / PEXK. MLLITBAH CABO

asBaHue peTpocreKrTMBbl «XX

LLIOKMpOBaJia HeKOTOPbIX COBPEMEHHbIX

BEK BEHIEPCKOM0 KUHO» CKopee
OTCbINAET K Weaespy Unbamko
3Hbeay, a OTKpbIN NporpamMy Apyroi
MacTep — MwreaH Cabo. 81-neTHuin
Knaccuk npmbein Ha MMKO, roe cnyunnca
€0 NepBbIi MEHAYHAPOAHbIN TPUyMP — B
1967-M roZly OH Nosly4mn 34ech rMaBHbIN
npu3 3a KapTuHy «OTeL, — AHEeBHWK 0QHOM
Bepbl». 3puUTeNnaAM NoKasanu AebioTHyo
paboty Cabo, «[lopa MeuTaHW», CHATYIO
3a Tp1 rofja 10 MOCKOBCKOM NobeAp!.
Mepen Hauanom ceaHca Cabo npeanorumn
no4tuTh NamMATL MapneHa Xyuwmesa. Bo
BpeMA npocMoTpa «[opbl MeuTaHui»
BCMOMMHaeTcA U XyLueB, U MHOT1e Jpy-
rue BeJIMK1e COBPEMEHHUKM aBTOPa; OHa
nponuTaHa BO34yX0oM 3roxu. ABTOPCTBO
Cabo oLLyLLIaeTcA, Npeskae BCero, B Mo-
CnefoBaTeNbHOM COMOCTaBNeHUM Cyabbbl
cBomx repoes ¢ bonbLuon Uctopueir:
Bropon Mupogso#n, XonokoctoM, BeHrep-
CKMM BoccTaHueM 1956-ro. Uctopryeckan
Tema CTaHeT 0[JHOM U3 KNioYeBbIX B boree
no3aHu1x paboTax pexuccepa; B ero
[Lie610Te OHa BCMbIXMBAET XPOHUKAsbHbIMM
KaZpaMu Nnof akKoMMaHeMeHT 60/TTOBHM
Monofbix BeTpeHUKoB. CMenocTb npuema

3puUTenew; Koro-To Aare Bo3MyTuna. 3ty
peakuuio Cabo BcTpeTun abconioTHO cro-
KOMHO: «fl MOMHIO 0QHOMO KPUTKKA, KO-
TOPOro MOW Frepou pasgparkanu ye TeM,
KaK OHW OTKPbIBaNK ABepb. A npocTan
ny6/MKa npuHUMana ¢puibM XopoLLO».
KapTuHe, no BocnoMnHaHWAM aBTo-

pa, bnaroBonuna He TONbKO Ny6nKa;
HeCMOTPA Ha OCTPOTY UCTOPUYECKMX
PEMUHUCLIEHLM, OHa He BCTPETUSIA HU-
KaKMX LieH3YpHbIX npenaTcTeui. «Korga
A CHMan 370, XpabpbIM ceba He cumnTan»,
- npu3Hanca Ca6o. [eboTHbln GUbM,
1o ero cioBaM, AenancA 6e3 Kakux-
nmb0o ocobeHHbIX NpeTeH3uit. MHoroe B
HEM CNOMUMNOCk CMIOHTAHHO, MO HAaUTUIO:
OT MOHTaHOI0 pUTMa, 3aMeAioLLe-
rocA no Mepe B3POC/IEHUA FepoeB, [0
KaCTWHra — TaK, akTepa Ha rMaBHyo poJib
(GaKTUYeCKM Bblbparna weHa peruccepa.
W, KoHe4Ho, B d1NibMe 0Tpasunmch Bce
TorgallHue KuHeMaTorpaduyeckue ysre-
YyeHWA aBTopa. BMecTe ¢ 3anom Cabo Ha-
3blBas 3TUX KYMUPOB OJHOTO 3a APYTUM:
Kypocaga, ne Cvka, ®ennunu, beprmaH,
Banpga, MeHuens, Maccep. MMaeHbIM nc-
TOYHWKOM BOXHOBEHWA OJ11 MOJIOLOr0

Cabo, 6e3ycnoBHo, bbina ¢ppaHLy3cKas
«HOBasA BosHa». B «[ope MeyTaHUin» ecTb
JaMe CLeHa C NpsAMbIM NPUsHaHWEM B
no6BY — Korga AH4W, urpas c nogpyrow B
MOP3AHKY, 3arafbiBaeT: «400 yoapos», u
TYT e HeBeCTb 0TKya B3fABLUMecA pabo-
yKe MPOHOCAT MUMO HWX aULLy UMEHHO
atoro ¢punbma Tpioddo.

«HoBas BosiHa» Hay4msia Hac TOMY, YTo
KaMepoKn MOMHO NCaTb, KaK PyYKoM, —
rosopus Cabo. - MoaTtoMy Kamepa y MeHs
B ¢punbMe NoCTOAHHO NeTaeT, 1 BoobLue
Bce 04eHb bbicTpo ABuKeTcA. Ceivac

A YCMOKOWIICA, U MOTY CHATb CLIEHY, B

KoTopoit 6yay OecATb MUHYT HabnioaaTb
3a U3MeHeHWeM BblpaxeHA oHoro-
€MHCTBEHHOro 1A, 3T0 He MeHee
MHTEpecHo, YeM beraTb Tyda-clodan.
Nepexop oT aBaHrapda K Tpagvuum
npoun3soLLes NocTerneHHo 1 HayarncaA ¢
0CO3HaHWA TOro, YTo «beprmaH Toxe y
KOro-To y4unca». B uctopum kuHo ectb
nocnefoBaTesIbHOCTb, U B HeW — CBOA
KpacoTa. Monogeb B nobble BpemeHa
CYMTaEeT BCEX B3POCSIbIX AypaKaMu. «M
NpaBWbHO AenaeT», — 3aknouunn Nwr-
BaH Cabo.

Cepzeli AneKceeHKo



YEIOBEK HA BCE

MWLLESIb JEBASb. [IOCBE MACTEPA

Muwernb [Jesusis He cMoe npuexame Ha
cao pempocnekmusy Ha 41 MocKoe-
cKull KUHopecmuBaslb, HO OMHECCA K
Hel ¢ 02poMHbIM UHMepecoM. HaxaHyHe
¢ecmuasansa 8 2ocmsAx y 93-nemHez2o
K/1GCCUKA PaHUy3CcKo20 KUHO Nobbi-
8a1 npoepammHbil dupekmop MMK®
Kupunn Pasnozoas.

Muwenb [deBunb u ero eHa Po3a-
NIMHAA NPUHMManKU MeHA B JOMe, rae
HWnble NOMeLLEeHWA coveTatloTca ¢ opu-
COM U Ile OHW NPOoBeNK 60MbLLYI0 YacTb
CBOE COBMECTHOM HU3HU. ITO UMeeT
3HayeHWe NOTOMY, YTO JOM 3TOT pac-
nosioeH B ropoxe bynoHb Heaneko
ot MNapuKa, a BeCb 3TOT U cocenHUM
paioH bynoHb-buitaHkyp no npasy
cunTaloTCA Kosblibenblo GpaHLy3CcKoro
KuHo. 3aeck B 1941 rogy 6bina ocHoBa-
Ha 3HaMeHUTanA KMHocTyaus «bynoHb»,
roe CHMManach YyTb i1 He BcA dpaH-
Lly3CKaA KMHOKAcCcuKa U MHorue ron-
NMBYOCKME KapTuHbl. KuHocTyams 6bina
peopraH13oBaHa U MoepHMU3NPOBaHa
B 1990 rogy, nocne 4Yero HeCKOJIbKO pas
nepexonusa 13 pyK B pyKu 1 MeHsana
Ha3BaHWA — Ternepb OHa Ha3blBaeTCcA
Canal Factory. A Muwenb [eBwnb, X0Tb

v oTtowen nocne 2005 roga oT akTuBe-
HOW peruccepcKor paboTol, octancA
3[1eCb 1 COXpaHW BepHOCTb cebe u
cBoel npodeccum.

Muwens [esune: A HMKoraa He oT-
Hocuncsa K cebe Bcepbes. A BbIPOC B K-
HeMaTorpaduyeckon cpeqe 1 B AeTcTee
CHUMan KopoTKue GUMbMbI Ha BOCbMU-
MUTIMMETPOBOW MieHKe. OHKM cocToANN,
B OCHOBHOM, M3 CMELLIHbIX CLIEHOK. Moun
nepBble KomMeauu bbIN CHATLI 0AHOBPE-
MEHHO C 1e6l0TaMu PeXNCcCepoB «HOBOM
BOJIHbI», HO, B OT/IMYME OT HUX, 0
cBoero fJebioTa A AecATb feT npopaboTan
aCCUCTEHTOM perunccepa.

- MoyeMy 13 Bcex ¥aHpoB, B KOTO-
pbIX Bbl paboTanu, Bbl npegnoYnTanu
KoMeguio?

— A cH1MMan He TonbKo KoMeaun. Yike
MOI YeTBepThIlt UM («/13-3a HEHLLMH,
13-3a HeHLLWH») 6bi1 Apamoit. Ho nawe
B ApaMaTU4eCKMX CIoXKeTax A CTPEMMIICA
HaMTU KoMeOunHbIe MHTOHaLUWK. Ha-
BepHOe, MoToMy, YTO A 0610 NerKocTb

1 HeMPUHYKAeHHOCTb. MHe Bceraa bbino
MpUCYLLLe YYBCTBO IOMOpa.

- Korga A nepesogun Bawwm ¢punbMbl,
TO 3aMeyasl KaKue-To Mesikue, HO

HaMHAM.

BPEMEHA

Konnekuwma High Jewellery — nnog
TBOpYECKOMN U306peTaTenbHOCTH
conpesnaeHTa U KpeaTUBHOMO
aupektopa Kaponunel LWonde-
e, OTKpbIBaloLLIe HOBbIe MpaHu

B KaXKOOW CEPUM YKpaLLeHUI n
HanosHsloLwen TBopeHua Chopard
6e3rpaHNYHO MMU3HEHHOW
3Hepruei. PaspaboTaHHan B
MacTepCKUX BbICOKOI 0 10BEUP-
Horo uckycctBa Chopard - Ko-
Nblbenv TEXHUYECKOW KyNbTypbl

M MHHOBaLMK, — Konnekumsa High
Jewellery aBnsaeT coboit KBUHT3C-
CEeHLMI0 BUPTYO3HOI0 MacTepcTBa
M 0[ly YHUKanbHbIM AparoLeHHbIM

cyliecTBeHHble AeTanun. CaMbIM Crnox-
HbIM 6b1J1 NepeBof, MHOMOYMCIIEHHBIX
Kanamb6ypoe.

— A Bcerga nobun Urpatb CI0BaMU, Tou-
Hee [are, UrpaThb Co ClI0BaMK, BbICTpan-
BaTb M3 HWX CBOEOOPa3Hble KpyH<eBa.

- Ho Bbl cHUManu u ¢punbMbI BronHe
cepbesHble, NOYTU AUAAKTUYECKUE,
Takue, Kak «[Jocbe 51» unu «4tu-
ua». MoMHutca, «docbe 51», cHATLIN
ANTMHHBIMU NJIaHAMU U CY6'bEKTUBHOM
KaMepoMu, yauBun Bcex.

— [1nA MeHA 370 bbina cBoero poda urpa.
A HMKoroa He Mo6un Aenath YTo-To, YT
yHe bblN10 caenaHo ApyriMm, NoBTOPATb
33 KEM-TO WU CaMOMy MOBTOPATLCA. A

IMLF= dRELILY maner B «okTAGpe»

«[docbe 51» 6bIM10 OnA MeHs cBoeobpas-
HbIM BbI30BOM, KaK B urpe. Jenas ¢pub-
Mbl, Al BCErzia pa3BneKarnca, pasbirpbiBarn
caMble pasHble CIoXeTbl, MPoAesbiBas
YHUKaNbHbIE TeXHUYecKMe GoKRyChl. «4T1-
Lia» CHATa No poMaHy PeiMoHa HKaHa,
B HEM MeHA 3aunHTepecoBasa Urposan
CTPYKTYpa.
- B CCCP Bawwu ¢unbMbl 6binv nony-
nApHbI 6narogapA TakUM 3Be34aM, KaK
Bpuarkut bapgo unu MapuHa Bnagw.
Bam He 061gHo, YTO 3Be3bl-aKTPUChI
MOITIN 3aCNIOHUTb AJIA 3pUTenen pe-
wuccepa?
—TOT, KTO FOBOPUT «aKTpUCa», Nofd-
pa3yMeBaeT M aKkTepa: Bedb BCerga
HYreH napTHep. A CHAN BCero oKoso
TPMAOLLATU UrPoBbIX GMBMOB, B KarOOM
13 HYX 6bINIO B CPeIHEM M0 YeTbipe-
MATb aKTEPOB W aKkTpuc. [are ecnn
YYUTLIBATH MOBTOPbI — 3TO 04EHb MHOIO.
BoobLue, apTvcTbl MeHaA Mtobunn, U A
M 0TBEYas B3aMMHOCTbI0. A 0cobeHHo
niobnio aktepos-getent. C AeTeMM A
caenan ¢ouneM «ManeHbkasa 6aHga» o
rpynne AeTelt-My3blKaHTOoB, C KOTOPbLIMK
A noapyunca. C aeTbM1 Hafo pabotaTb
no-gpyroMy. Vx Hago niobuTs. B3pocnbix,
BMpOYEM, TOE HaZ0 NobUTs.
[oxkanymcra, nepedaite MOW CaMble
Tensble cnosa 3putenam MMKO. K
COManeHuio, A He MOry Npuexats: B
nocnefHee BpeMs A MOYTU He BbIXOHY
13 goma. A 6bl O4eHb X0Tes NobbIBaThL B
Mockse eLLie pas.

Unmepaoio sen Kupunn Pasnozoe

COLLECTIO

High Jewellery.

B yepepie BenvKonenHbIx yKpatue-
Hui Konnekuum High Jewellery oco-
60€ MecTo 3aHMMAaeT POCKOLLHOE KO-
nbe 13 6enoro 30510Ta ¢ U3yMpyaamu
rpyLUeBUAHOM orpaHKu (06LLMM
BecoM 37.39 Kapar) 1 6punnvaHTaMm
OrpaHKM «rpyLLa» U «<MapKu3» (06-
MM BecoM 49.55 Kapart) 1 cepbrn
13 6erioro 30510Ta ¢ M3yMpyaamu
rpyLUeBUAHOM orpaHKku (06LLMM
BecoM 18.5 KaparT) 1 6punimaHTamu
OrpaHKU «rpyLua» U «MapKu3».

Ha ¢oro: akTpuca Hapgewnaa
Muxankosa Ha MMKO
B Kosibe Chopard 13 KonneKumm



IN SEARCH

OF GREATNESS

DOCI TARY COMPETITION
DIR. GABE POLSKY

Gabe Polsky is an international pop star of documen-
tary filmmaking. His «Red Army», which told the story
of the USSR national hockey team'’s success, premiered
at the Cannes Film Festival, where the director brought
to the red carpet his Russian friend Vyacheslav Fetisov.
After that, the movie gained box office success, impres-
sive even for fiction movies, and opened the 36th Mos-
cow Film Festival. «In Search of Greatness» follows the
same pattern, centering on great athletes and nostalgia
for the times when their greatness was much harder
to acquire — yet much easier to feel. Success tales are
told by Wayne Gretzky (which reveals the director’s
weak point for hockey: great NHL forward appears on
screen almost twice as often as other characters), Pelé,
American football player Jerry Rice, the father of the
Williams sisters. Archive footage with Michael Jordan
and Muhammad Ali is also included in the movie.
All together they make up a true dream team. The
film develops like an All-Star Game - considering, of
course, the interviewees' veteran status. Thanks to his
authority, Polsky is able to get his hands on almost any
celebrity to interview — and is able to instantly get on
the right side of them, so that they talk as if they had
been pals for ages. The athletes say simple truths: we
worked hard, and this yielded its results. Mildly criticize
modern times: according to Pelé, coaches of the past
preferred to attack, now it's more about the defense.
And each of them moves away from the image of infal-
lible gods: even Gretzky at times missed the puck, so
don’t be too hard on yourself for your mistakes, dear
viewer.
Unlike his previous hit, the topic Polsky chose for this
movie is too general to say whether it is efficiently
represented. The film has no consistent plot, neither
can it be summed up in a single catchphrase. The
author comes closest to articulating the bottom line in
the episode when he draws parallels between athletes
and artists, demonstrating the connection between
Picasso’s sweep of brush and a swift move on the
sports ground. But otherwise, «In Search of Greatness»
is a collection of original interviews with outstanding
athletes. It's a bit too vague to repeat the success of
«Red Army» - but too fascinating to miss.

Nikita Kartsev

MY SECOND YEAR
IN COLLEGE /

SAL-E DOVVOM-E
DANEHKADEH-YE

MAN

MAIN COMPETITION
DIR. RASOUL SADRAMEL]

A good student turns out to be a drug addict. After she
has fallen into coma, her friend goes to a great length to
keep her secrets from her family. This brings the friend
close to the student'’s secret lover. And although there’s
not much chance she’'ll ever recover, she stands in the
way of the great love and should be taken care of...

This is what would happen in «My Second Year in Col-
lege» had it been made in the West. Nothing of the

kind can happen in Iranian cinema, so although Ava

and Mahtab’s story slightly resembles this outline, it

is essentially different. This is partially due to Muslim
traditions which imply behavior, reactions and situations

demure to the extent that might seem infantile to people
unfamiliar with Islam. A good example of such chastity
is the episode when Mahtab runs around car parking,
taking selfie with a bus in the background to convince
her fiancé and parents she’s going to Tehran with other
students, and not with a strange man in his car.

But before rushing to conclusions, it's worth mention-
ing that when fearful Mahtab finds herself in a totally
new and quite scary situation, she displays incredible
courage. The girl's sour-faced fiancé, her family, teach-
ers and college administration oppress her so much
she has to retort, politely yet firmly, so as not to be
crushed completely. When Mahtab remains in ancient
Isfahan with her hospitalized friend, this very natural
situation leads to eventual expulsion from college. Ac-
cusation of «disrespect to teacher» intricately acquires
political motives, and Mahtab, to her immense surprise,
learns she supposedly took her scarf off in a public
place.

The two friends never took their scarves off and did
nothing incriminating at all. During their excursion, Ava
shares her problems with Mahtab: she’s in love with
Ali, who hasn't been returning her calls for months.

As a result, she started taking illegal antidepressants.
Improper use of the medicine causes coma, which
brings out a police investigation. Interrogated in the
atmosphere of ungrounded suspicions, Mahtab is
forced to engage in double dealings indeed. She tries to
pass Ali as her cousin and comes up with a risky plan
to obtain Ava’s phone and delete images and messages
that would compromise her (as her family was unaware
of her romantic relationship). Lies grow like a snow-
ball. The only person who Mahtab can confide in is Ava
herself - strange as it may seem, considering Mahtab
starts falling in love with Ali.

This evokes not only confusion but a much more
complicated mix of feelings in the Muslim girl's soul.

It might even seem she’s the mastermind behind the
whole story. The director brilliantly shows this by
making a precious artistic device out of barely outlined
story of love and betrayal (because going to the cinema
with her romantic interest is as far as Mahtab can al-
low herself to go) and rigid ethics and aesthetics. The
camera often closely follows Mahtab, all but pressing
to her scarf - or taking long shots of her face, which
remains unperturbed. Powerful passions in the film are
shown by a carefully thought through play of nuances
and undertones. There will be only one tear in this film
- yet it will be crucial.

WINTER’S

YEARNING

DOC TARY COMPETITION
DIR. SIDSE TORSTHOLM LARSEN,

STURLA PILSKOG

Igor Savelev

In 2006, the American aluminum company ALCOA
decided to build a huge aluminum plant in Greenland.
Its melting furnace was supposed not only to bring im-
mense profit to its owners but also to boost the small
state’s economy - the state that looks like a huge white
spot on the map. This white spot is also characteristic
of many people’s knowledge of life in this land. It's not
Scandinavia, with its long rich history, or Island famous
for Bjork, Eyjafjallajokull volcano, and national football
team.

Debutant directors Sidse Torstholm Larsen and Sturla
Pilskog went to the tiny fishing town Maniitsoq where
the plant is to be built, to render the chronicles of great
changes through ordinary people’s stories. Kids cycle
across a grey beach, under cliffs covered with snow.
Grown-ups visit AA meetings. Seamen go to sea to
harpoon a whale. An aluminum specialist, however, is a
new boy in town.

The reasons behind the American company’s arrival

to this particular place are clear and banal: cheap
workforce, and cheap electricity. Frugal life and isola-
tion from civilization that have always worked against
Greenlanders have now, almost for the first time in
history, proved useful. Or have they? The characters
watch the negotiations on the TV, without interrupting
their routine. On the one hand, money means opportu-
nities. On the other, the future always scares more than
the present — because it's uncertain. This uncertainty

is impossible to get used to. It makes one look around
at the mesmerizing and oppressing landscape, and ask
oneself: maybe changes aren’t worth it? As usual, peo-
ple didn’t have a say in the process. Still, the directors
insist that the plant brings hope rather than uncertainty
- by ending the movie with a solid dream (or a goal): to
turn godforsaken Maniitsoq into not a mere workers
settlement but into a whale capital. Thus, severe nature
that for ages has been helping Greenlandic fishers will
once again lend them a hand - or a fin.

TEHRAN -

CITY OF LOVE

VAL HIT.
DIR. ALI JABERANSARI

Nikita Kartsev

Plump beauty parlor secretary Mina is in her forties and
has a secret hobby: abusing her position, she copies
phone numbers of handsome well-built guys and then
texts them via Messenger, passing as a mysterious
beautiful admirer.

Among Mina’s interests is Hessam, former body build-
ing world champion. But the athlete is too busy: he's
about to be in a movie, and apart from that, he feels
strangely attracted to young Arsiyah who trains in Hes-
sam'’s gym.

Another curious resident of Tehran is sad singer Vahid,
a professional mourner who would love to perform at
weddings — not for money but for love, as he’s inter-
ested in a female photographer he’s met at a ceremony.
The story of three lonely people is directed by Ali Jaber-
ansari, who was born in Iran, grew up in Canada, learnt
from Abbas Kiarostami and studied at the London film
school. This author combines different worlds: ac-
cording to his own words, his «Tehran...» was inspired
by Aki Kaurismaki's and Roy Andersson'’s films. Their
influence is obvious even without the author’s disclaim-
ers. It is revealed by strict geometrical scenes, moder-
ate colours, and awkward silent comic situations. At
the same time, familiar Western optics bring to light the
story’s specific Iranian traits, first of all, the crucial role
of the «Hidden» in the movie.

It manifests itself for the first time in the episode of

the casting. Hessam the bodybuilder learns about a
prestigious international project, he goes to the casting
but worries mostly whether the shooting is officially
allowed. There are a lot of bans and unspoken things in
the life of Tehran. Hessam doesn'’t speak a word about
his passion - it is revealed in provocative scenes. Police
suddenly appears at a loud wedding, and we get no
explanations, just see red-and-blue lights.

However, Jaberansari is not going to explore the col-
lision of private life and the state. His movie centers
around largely suppressed feelings of love and freedom.
Tehran residents speak only about their family, tradi-
tions, marriage and some abstract «acquaintances».
But in reality, individualist spirit is omnipresent: girls
reject their potential fiancés, brutal alpha males are on
a prowl for prey, adventurous women are waiting for a
visa to Australia — despite everything, people are try-
ing to take their destiny into their own hands. But this
means they have to abandon traditions and take a risk.
The three protagonists are risking more than anyone —
because they sincerely hope their life will change. Their
hopes are indeed high and quite radical for their culture:
plump Mina is looking for someone who will accept



her «warts and all». Hessam is trying to give in to his
desire. Vahid abandons God in the name of love.
As usual, life treats such audacity with a sneer. The
three characters are cunning, they lie to other people
and betray themselves only to epically fail in the end.
Love ends up unrequited and is met with sympathy at
best; instead of freedom, the character has to return
back to hated life, on a gloomy night bus ride.
However, deliberately omitted feelings create an
important effect: inner meaning becomes paramount.
The same stories shot in Europe would render impos-
sibility of love, or failed communication, or sensuality
crisis. Ali Jaberansari's message might be treated as
something along the same lines but is in fact perceived
differently. His Tehran is indeed full of love, but this love
lives inside people and can't find a release.

Sergey Alekseenko

NON-FICTION /

DOUBLES VIES

8 1/2 FILMS
DIR. OLIVIER ASSAYAS

— We live in the virtual era, but your movie deals
with the time of books, words, literature. Is it a
protest?

Olivier Assayas: | can hardly speak about this film
without quoting my characters. In a sense, the film
comments on itself. | believe that we now live primarily
in the age of written speech. We write a lot, much more
than before. We communicate by e-mail, SMS. One can
imagine that e-mails are prose, and SMS messages are
poetry...

- I'd rather say Japanese poetry. Do you mean to say
that just like your character the writer, you have a
«literary» view of the world?

-1 am all the characters of the movie together. We all
have their traits: we are all pragmatic, traditionalists,
modernists. We change depending on the problem we
solve. We could not survive otherwise, we would feel
lost, we could not act in the contemporary world, this
very complicated world which transforms itself under
the influence of the digital revolution.

- I'll ask you as a pragmatic. Is it hard to make a
movie about books?

- Yes, it is hard. But possible. When you write a script
for such a film, you end up with a sequence of dialogues
played out on the screen. There is almost no action.
Only lines. You would have a hard time with such a
script. Everyone would find the script too long, dull,
un-cinematic and so on. You would have to overcome
resistance. | am considered a serious director, so
nobody believed me when | said that it would be a funny
movie. They had to wait until | had finished the film, they
could not believe that it was possible.

- What do problems touched upon in the film relate
to?

—They relate to cinema. They relate to real life, even

to our feelings, our private life. Why not? The most
important aspect of the digital revolution is that it
spreads to all spheres, all strata of life. | think it raises
questions in our respective spheres of professional
activities. It concerns those who work as plumbers and
taxi drivers as well. Everybody. Under the influence of
communicating with smartphones we become totally
different people, our perception of life changes.

- It is a very ambitious task - to present the virtual
world, something that can’t be seen, on screen.

— Exactly. And that is why | chose a comedy. Itis a
lesson taught by Eric Rohmer. | have always admired
him, for me he is one of the most important directors
of all times, | keep watching his films and as life goes
on they become only better. | believe one can present
ideas on screen, make a movie about ideas, including
abstract notions, if they are related to human reality.
All you need is actors who are individualities, profound,

complex, with a sense of humour, sometimes even with
self-irony. That is what you need to make a humane and
funny movie. Then the audience will accept it, will listen
to what you intend to say.
Interview by Asya Kolodizhner
and Peter Shepotinnik

MICHEL DEVILLE.
MASTER’S DOSSIER

Michel Deville sadly wasn't able to come for the
retrospective of his films at the 41st Moscow
International Film Festival, but showed great interest
in the program. On the eve of the festival, the program
director of MIFF Kirill Razlogov visited the 93-year-old
master of French cinema.

Michel Deville and his wife Rosalinde hosted me in their
home where domestic environment blends with an
office, and where they spent most of their life together.
This matters, because this home is located in the town

of Boulogne not far away from Paris, and this very

area together with neighboring Boulogne-Billancourt

is rightfully known as the cradle of French cinema. In

the year 1941 the famous film studio «Boulogne» was
founded here and later became the home for many of the
classic French films as well as for some of Hollywood
movies. This studio was reorganized and renewed in
1990, later it changed ownership several times as well as
its name — now it is called Canal Factory. Michel Deville,
even though he quit active directorial work after 2005,
stayed in the region, remaining faithful to himself and to
his profession.

Michel Deville: | never took myself seriously. | grew up
with the cinema environment and used to make 8 mm
films when | was a child. They were mostly about funny
scenes. My first comedies were made at the same time
as the debut films of the New Wave, but the difference
between them and me was that | had ten years of
assistant director’s experience before making my debut
film.

- Why do you tend to prefer comedy over all other
genres you worked with?

— | didn't make exclusively comedies. My third film
«Because of a Woman» was a drama. But even in
dramatic stories | wanted to find comedic nuances.
Maybe because | like lightness and levity myself. | always
had a sense of humor.

- When | used to translate your films, | often noticed
some small but crucial details. The most difficult part
was translating all the puns, the word-play.

-l always liked the word-play, literally liked to play with
words, to create a sort of a «lace» of words. | am a light
person.

- But you also made films that were quite serious,
didactic even, such as «Dossier 51» or «The Reader».
I remember that a lot of viewers were surprised by
the way «Dossier 51» was made, with its long shots
and the use of subjective camera.

— It was a sort of a game for me. | was never interested in
doing something that was already done by other people,
to repeat someone else or myself. «<Dossier 51» was a
certain challenge for me. When | made films | always
had fun, playing tricks with the plots and trying unique
techniques. «The Reader» was based on Raymond Jean's
novel which interested me because of its narrative.

- In the USSR your films were very popular because
of such film stars as Brigitte Bardot and Marina Vlady.
Did it feel wrong to you that the famous actresses
might eclipse the director from his audience?

— When you say «actress», a partner is implied as well.

| made around thirty fiction films, and each of them had
four or five actresses and actors in it. Even if you count
the people who appeared several times, this is still a lot.
Actors loved me and the feeling was mutual. | love child

MIFFdRILY
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actors the most. | made the film called «The Little Bunch»
about a group of children musicians whom | befriended.
Children need different approach. Children need love.
Adults need love as well.

Please send my warmest regards to the viewers at MIFF.
Unfortunately, | can't attend, | rarely leave my home lately.
But of course | would love to visit Moscow one more time.

AGE OF
DAYDREAMING/

ALMODOZASOK

KORA

20TH CENTURY OF HUNGARIAN CINEMA
DIR. ISTVAN SZABO

The name of the retrospective «20th Century of Hungar-
ian Cineman refers to the masterpiece of Ildiké Enyedi,
yet it was another master — Istvan Szabd — who opened
the program. The 81-year-old classic arrived in Moscow,
the city which saw his first international triumph in 1967,
when his «Father» received the Grand Prix at the 5th
Moscow International Film Festival. Now the audiences
were presented his debut work «Age of Daydreaming»
filmed three years before his Moscow triumph.
Before the screening, Szabo suggested to pay tribute to
Marlen Khutsiev.
Khutsiev and other renowned contemporary authors of
Szab come to mind as one watches «Age of Daydream-
ing», as the movie is steeped with the atmosphere of the
era. Szabd's individual manner can be seen, above all,
in a consistent juxtaposition of his characters’ fate with
great historic events: World War II, the Holocaust, the
Hungarian Revolution of 1956. History will become one
of the key topics in the director’s later works, while in his
debut film it comes up sporadically in the young char-
acters’ chatting. This boldness shocked and outraged a
certain part of the contemporary audience. Szabé met
these reactions with utter serenity: «I remember one cri-
tique who got irritated by the way my characters opened
a door. But the audience received the movie well». As
the director recollects, it was not only the audiences
who reacted favourably to the film. Despite its sensi-
tive historical reminiscences, it had no trouble passing
censorship.
«l didn't think of myself as brave when | filmed this
movie,» Szabd confesses. He says a lot in his debut film
was not intended: from editing rhythm that slows down
as characters grow older, to the casting - for example,
the actor who played the protagonist was basically
chosen by the director’s wife.
Of course, the film was influenced by the director’s
favourite authors at that time. Together with the audi-
ence, Szabo lists these influences: Kurosawa, De Sica,
Fellini, Bergman, Wajda, Menzel, Passer. French New
Wave undoubtedly was a key inspiration for young
Szabd. «Age of Daydreaming» features a scene which
is an explicit declaration of love to the movement: when
Jancsi plays Morse code with his friend, mentions «The
400 Blows», and suddenly workers come out of the blue
with a poster of this film by Truffaut.
«French New Wave taught us that you can write with a
camera as if it were a pen,» Szabd says, «which is why
the camera in my film is flying around, and everything is
moving very fast. Now I've calmed down and can shoot a
scene where | spend 10 minutes watching the changes of
a single face. This is as interesting as running to and fro».
Avant-garde gradually gave way to tradition. This proc-
ess started with the realization that «<Even Bergman
learnt from someone». Szab6 said there is a certain
consistency in the history of cinema: at all times, the
young consider the old as idiots. «And rightly so,» sums
up Istvan Szaba.

Sergey Alekseenko
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IMLF= dRELILY maner B «okTAGpe»

21 ANPENA / APRIL, 21 22 ANPENA / APRIL, 22
12:00 HEHLUMHBI TYNTATA / WOMEN OF GULAG OKTABPb, 8 12:30 HEBWMAMMARA HUTb / RUNANUBANDHA OKTABPb, 4
13:00 KAMKAH / KAPAN OKTABPb, 5 13:00 IIE-TO B EBPONE / VALAHOL EUROPABAN OKTABPb, 10
13:00 JIETHAA HOYb B FOPOAE / NUIT D'ETE EN VILLE 1 13:00 PA3YM / VIVEK OKTABPb, 2
13:00 MOSTHOYHBIA MYTHUK / MIDNIGHT TRAVELER OKTABPb, 2 13:15 A XYIEI / YA KHUDEYU OKTABPb, 8
13:30 MOA NEHCWUA, MOA HIN3Hb / TAISOU SHIYOUYO OKTABPb, 11 13:30 OTEL| HOYb / TEVS NAKTS OKTABPb, 7
13:30 HWKTO HE CMOTPUT / NOBODY'S WATCHING OKTABPb, 4 13:30 TPEHWHT IMYHOCTHOIO POCTA / THE SECRET OF A LEADER OKTABPb, 5
14:00 [ENO MATTEW / IL CASO MATTEI OKTABPb, 9 14:00 BECHA HA 3APEYHOM YJIULIE / VESNA BA ZARECHNOY ULIYSE OKTABPb, 9
14:30 JIAKEV UNMOJIUT / HYPPOLIT, A LAKAJ OKTABPb, 10 14:30 MOHOYHBIMA NYTHWK / MIDNIGHT TRAVELER LAk, 1
15:00 WKPA / KAVIAR OKTABPb, 5 15:00 MAHLWPbL U MNOTb / SHELL AND JOINT OKTABPb, 4
15:00 MO#A H13Hb HA BTOPOM KYPCE / SAL-E DOVVOM-E DANEHKADEH-YE MAN OKTABPb, 1 15:15 MEHLLMHA B CUHEM / LA FEMME EN BLEU OKTABPb, 11
15:00 OYAPOBATENHAA NITYHbA / ADORABLE MENTEUSE 1 15:30 TIEHb COBbI (COBA NOABAIAETCA JHEM) / IL GIORNO DELLA CIVETTA OKTABP, 10
15:00 TETEPAH - FOPO[ JI0BBM / TEHRAN - CITY OF LOVE OKTABPb, 8 15:45 YOYLLLE / SUFFOCATION OKTABPb, 8
15:30 3UMHUE TEP3AHUA / HABETS 0 OKTABPb, 2 15:45 JIYYLLUKE OUNbMbI OECTUBANA BIUK. BbIBOP CTYAEHTOB / OKTABPb, 5
: BEST OF VGIK FILM FESTIVAL. STUDENT'S CHOICE

15:30 NNOT/ THE RAFT LaK, 1

16:00 HA KOJTECAX / L'ENKAS OKTABPb, 7
15:45 MAY / MIAU OKTABPb, 7 N

16:00 OHA CMEETCA / RIDE OKTABPb, 1
16:00 HEBMANMMAA HATb / RUNANUBANDHA OKTABPb, 11

16:30 CEr0HA BEYEPOM UM HUKOIOA / CE SOIR OU JAMAIS OKTABPb, 9
16:15 LLIAPHOXOW - ¥KENTHIM NEC / SHARNOKHAI - ZHYOLTY PYOS OKTABPb, 4

16:30 XPOHMKM PTYTU / QUICKSILVER CHRONICLES LAk, 1
16:30 BEHMAMEH, /M HEBHMK JEBCTBEHHMKA / BENJAMIN OU LES MEMOIRES D'UN PUCEAU  OKTABPb, 9

16:40 BOSE3Hb 3AXCA / LA MALADIE DE SACHS WNIIO3MOH, 1
16:30 KOYEBHWKW / NOMADS OKTABPb, 10

17:30 BTOPOE [1HO / DUBINA DVA OKTABPb, 11
17:30 JOXHBIE NPU3HAHWA / FALSE CONFESSIONS LAk, 1

18:00 KYAKOB BESIMKOI0 NPEAESA / KOULAKOV'S SUPREME ULTIMATE OKTABPb, 10
18:00 HALEXOA / NADEZHDA OKTABPb, 5 -

18:00 ME[HbIV BCAOHWK POCCUM / MEDNY VSADNIK ROSSII OKTABPb, 8
18:00 CAPA/SARA OKTABPb, 5 i

18:15 AHTONOMMA FOPOLA-NPU3PAKA / REPERTOIRE DES VILLES DISPARUES OKTABPb, 7
18:00 TAMHA AHPU NMKA / LE MYSTERE HENRI PICK OKTABPb, 8

18:30 HACNEQWE / PATRIMONIUM OKTABPb, 2
18:00 3MUAEMUA. BOHTO3EPO / EPIDEMIYA. VONGOZERO OKTABPb, 1

18:30 TPUITEP / TRIGGER OKTABPb, 5
18:30 B MOMCKAX BENTMYMA / IN SEARCH OF GREATNESS OKTABPb, 2

18:30 PYCCKME "OPKW / RUSSKIE GORKI OKTABPb, 5
18:30 TMOPA MEYTAHW / ALMODOZASOK KORA 1

19:00 AHTENbI HOCAT BENOE / JIA NIAN HUA QAKEN, 1
18:45 HOH-OUKLLH / DOUBLES VIES OKTABPb, 7

19:00 B MOUCKAX BEJIUYUA / IN SEARCH OF GREATNESS LAk, 1
18:45 OW, Bbl, T'YCW... / OY, VY, GUSI... OKTABPb, 10

19:00 BOCKPECEHBE / VOSKRESENIYE OKTABPb, 1
18:45 CALUMH ALL/ SASHIN AD OKTABPb, 9

19:00 [OCbE 51/ LE DOSSIER 51 OKTABPb, 9
19:00 CbIHbI JAHWW / DANMARKS SONNER OKTABPb, 4

19:00 JIMIMOHAL / LEMONADE IOHOCTb, 1
19:00 XYLIMEB. MOTOP MAET! / KHUTSIEV.MOTOR IDJOT! MOKMOHKA, 1 N

19:00 HOYHOM NEPEHOC / NIGHT WALK WNJIO3MOH, 1

HE3ABbLIBAEMAA BECHA B 3ABbITOM AEPEBHE / OKTABPb, 9
19:15 PRANVERE E PAHARRUAR NE FSHATIN E HARRUAR 19:00 NOCNEOHAA N0B0Bb KA3AHOBbI / DERNIER AMOUR OKTABPb, 4
19:30 OCTPOB OI0JHbIX MPU3PAKOB / ISLAND OF THE HUNGRY GHOSTS LK, 1 19:30 HE JII0BM MEHF / LOVE ME NOT OKTABPb, 11
2030 JVIKAA FPYLUA/ AHLAT AGACI OKTAEPb, 8 2030 KOHKYPC KOPOTKOTO METPA. YACTb 1/ SHORT FILM COMPETITION VOL. 1 3BE3OA, 1
21:00 B3BECVBLUMIMCA BAPALLEK / LE MOUTON ENRAGE OKTABPb, 9 21:00 TPY3/TERET OKTABPb, 7
21:00 BPEMA MOfJA / SASONG WNMIO3WOH, 1 21:00 MNAMATb - 3T0 HALLA POOMHA / MEMORY IS OUR HOMELAND OKTABPb, 10
21:00 MPOM3BE[EHUE BE3 ABTOPA / WERK OHNE AUTOR OKTABPb, 1 21:00 A BbUTA IOMA, HO.../ ICH WAR ZUHAUSE, ABER VNIO3MOH, 1
21:15 XPOHUKM PTYTU / QUICKSILVER CHRONICLES OKTABPb, 2 21:30 BE3HAOEMKHOE [ENO0 XAMMAPLLESTb/A / COLD CASE HAMMARSKJOLD OKTABPb, 2
21:30 JIOCBE 51/ LE DOSSIER 51 1 21:30 BCE Mbl MOPAKW / TODOS SOMOS MARINEROS OKTABPb, 8
21:30 3EPHO / BUGDAY OKTABPb, 7 21:30 HEHLLMHBI FYNIATA / WOMEN OF GULAG LUOK, 1
21:30 3UMHUE TEP3AHUA / HABETS @ LK, 1 21:30 MWBBIE ObIMOXOLb! / ZHIVI KOMINI OKTABPb, 11
21:30 POCCUCKOE KVHO. MEPCMEKTUBGI / RUSSIAN CINEMA. PERSPECTIVES OKTABPb, 5 21:45 ATbOA: MTPABO YBUBATb / ALPHA: THE RIGHT TO KILL OKTABPb, 5
22:00 YKECTKAA KPACKA / TINTA BRUTA OKTABPb, 4 22:00 UrPbl PA3YMOB / THE PROFESSOR AND THE MADMAN OKTABPb, 4
22:00 YTULA / LA LECTRICE OKTABPb, 9 22:00 CMACTU UIN MOTUBHYTL / SAUVER OU PERIR OKTABPb, 1
22:15 AUCT./ALICET. OKTABPb, 11 22:00 YTO Tbl BYAELLb AENATb, KOIAA MUP B OTHE? / OKTABPb, 9
i WHAT YOU GONNA DO WHEN THE WORLD'S ON FIRE?

23:59 MCTWUTENW: BOMHA BECKOHEYHOCTY / AVENGERS: INFINITY WAR OKTABPb, 2

Tr - TPETbAKOBCKAA TAJTEPEA  LLOK - LIEHTP IOKYMEHTA/IbHOO KMHO

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfbIA APTEMBEBA / EBA KPAYC / W/TbA KOMbINOB / HUKWUTA KAPLIEB / MUXAMIN KYKH / CEPTEN AJIEKCEEHKO / EBFEHWIA MOMOB/
METP LLENOTVHHWK NEPEBOAbI: KMPA TYSTYMOBA / MAPWA TEPAKOMNAH ®OTO: MEHHAM ABPAMEHKO / HATANbA YETBEPUKOBA / ANTEKCAHAPA MOTMBA BEPCTKA: MAPVA PEBAKMHA
MAKET FA3ETbl: AMUTPUIA METESTKMH / OfTbrA JIbHAHARA



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

CMOHCOPBLIl 41 MMK® / 41 MIFF SPONSORS
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