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MOCHOBCHMMA
MEHOYHAPOOHLIA

OCKOBCKMI KMHOeCcTUBasb —
M OQMH 13 HEMHOIUX CMOTPOB B

HEMOAHOM CerofHA odnanH-
perunMe. BnarocknoHHOM oKasanack He
TOJIbKO MOKa elLLie He 06pyLUMBLUAACA
Ha MocKBy «BTOpanA BoJIHa», HO U Mo-
rofa, Kotopas pefKo banyet rocreii u
3putenen MMKO. BMecTo foXOMBbIX
anpenbCKMX 1 [ae UIOHBCKUX BeYepoB
— aHoMaslbHO Tenbli OKTAGPD. Mpasaa,
BMECTO TOJIMbI 3pUTesnei, 06bI4HO
COMPOBOMAAIOLLIMX KPACHYIO [OPOXK-
KY, — NyCTble TPUMBYHBI, YTO, BIPOYEM,

HHO

DECTHUBAIb
01.10-08:102020

He NoMeLLasno 38e34aM NPONTU Nog,
BCMbILUKaMU GOTOKaMep K KMHOKOH-
LiepTHoMy 3any «Poccuar. B Mackax,
KaK Toro TpebyeT BpeMsA. U B HeM3MeHHO
KpacuBbIX HapAKaAX, KaK Toro TpebytoT
Tpagmumm.

«MaHpemMunA n3MeHuna Mup, Ho He
M3MeHWna TATU YesloBeKa K No3Ha-

HU1IO MUPA — KaK OKPYHAIOLLIEro, TaK U
BHYTPEHHEro», — BEPHO, XOTA U HEMHOMO
anoKanUNTMYHO OTMETUST BeOyLLWW,

OH e pemuccep LiepeMoHuUn AneKcein
ArpaHoBuy. U MeHHO ¢ KuHeMaTorpada

Wemann Cadapanu
Yepenaxa — 310 CMBON
CNOMNEHHOCTY MU3HM.

Isamail Safarali

Aturtle is a symbol
of a wrecked life.

Ha4YMHAETCA 3TO «MyTELLECTBUE BHYTPb
cebs», HeCMOTPA Ha TO, YTO Ha ITOM
MyTW Mbl TeNepb BCe BbIHYHOEHbI Npy-
[epHMBaTLCA COLManbHOM ANCTaHLIM 1
o6A3atenbHO 6paTh B JOPOry caHuTai-
3ep. 06 3TuX peanusax He ycTaBan Hano-
MWHaTb Anekcer ArpaHoBMY, KOTOPOMY
B [JOBOJIbHO JIAKOHWUYHOW LiepeMOHUN
yZarnoch nepeaatb COBPEMEHHBIN AyX
decTnBans — 0enoBon, SHEPrnYHLIN,
KUHOMaHCKUW.

Cpasy e BblLeALni B TPagULIMOH-
HoW ana npefcenarens xiopyu MMKO

Muxann JToKWwwH
B KoHLe XIX Beka npousoLuen
MPOrPECC: OT LLaLLIeK — K AyBWHKaM.

Michael Lockshin
Certain progress of the late 19th
century — from swords to batons.

«uenu Bnactu» Tumyp BekmambeToB
roBOpuI 0 ByayLLEM, KOTOPOE CIIOMHO
npencKasatb, Ho, eCTb HaJeKaa, no-
JIy4UTCA YBUAETD B KAPTUHAX HbIHeLL-
HEero KOHKypca. AKTyanbHOCTb BEJIMKOM
cucteMbl CTaHNCNABCKOro — NPOLLAONo,
6e3 KoToporo HeBO3MOMHO byaylLiee, —
npu3sHaBsara obnafartesibH1La Nepeoro
Ha 3ToM ¢ecTuBane npusa «Bepio!»
BeNnKaaA akTpuca CeetnaHa KpioykoBa.
A HacTofLLee — BOT OHO, 3[€Cb 1 cenyac.
B TeueHue atnx cemu aHent MMKO.
Mapus Tokmawesa

ByTMrn Chopard

Mockea: LIVM
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VIP / CBETJIAHA KPIOYKOBA

YPOKW NNIOBBU

Ha yepemorHuu omxpeimus 42 MocKoBcKo20 Mexcoy-
HapoOHO20 KUHOecMuBana npemus «3a NoKopeHue
BepWUH aKmMepcKo20 Macmepcmaax («Bepio. KoH-
cmaHmuH CmaHucnaseKul») spyyeHa sblidaouedica
poccutickod akmpuce CeemsaHe Kpioykoaod.

aBHbIM-4aBHo, B 1992 roay, Ha NepBOM aHar-

CKOM «KMHOLLIOKE» COCTOANOCh 3HAKOMCTBO

aBTOPA 3TWX CTPOK C 3aMeYaTeIbHOM aKTpUCoM

PI0YKOBOM. Mbl BCTPETUNNC B BOAAX CEHTABPBCKOMO

MOpA W... Pa3roBOpUiINCL 06 UCKyccTBe. BoobLue-To,
apTUCT — 3TO He Bceraa npo 6ecefbl 0 MPeKpacHoM. 3T1o
— NPO AEMOHCTpaLIMI0 MPeKpacHoro. AKTep NMoKasbl-
BaET, @ Mbl, 3pUTENN, KMHOBe[bI, B TOM YMcie, bnaro-
ZapHo (1nn HebrarogapHo) BocnpuHMaeM. CeeTnaHa
e HuKonaeBHa paccyrgana 6e3 fMLWLHUX 3MOLIA,
YeTKO, Pa3yMHO M 04eHb 06CToATeNBHO. B TO e Bpema
— MPOCTO, ACHO, MOHATHLIM A3bIKOM, 63 TPAOULIMOHHOM
WCKYCCTBOBEQYECKON 3ayMU.
YameuTenbHaaA HeHLLMHa, — NogyManocs Torda. Cro-
KOMHa#A, ecTecTBeHHas, paBHaA camoit cebe 1 CBOUM
repouHaM. [oToMy-To eé LieHAT 1 060MaloT.
Benb Kak TonbKo noAsunack oHa B 1972 rogy B
«BonbLLOM NepeMeHe», Tak cpasy 1 nosiobunack
BceM. KoHeuHo, cpaboTtana necHa «Mbl BulbrpaeM, Hac
BblbMpaloT». Ho oeno He ToMbKo B ClioBax M My3blKe.
Monogan apTicTKa bbina Kakom-To yaOuBUTESIbHO
HACTOALLIeH, eCTeCTBEHHOM, He KMHOLLHON. Kakon-To
cBoelt. /I He cny4ainHo cTanm pacnpocTpaHATLCA Cyxu
0 ToM, 4T0 CBeTnaHa KploukoBa — [o4b TOMo caMoro
Hukonana AdaHackeBuya. Hapon Beb N0OUT HeHUTb
NoBUMBIX aKTEPOB M AenaTb POACTBEHHUKAMMN OHO-
dammnbLes.
C Hukonaem KptourkoseiM CeeTnaHy HukonaesHy
POLOHWT BOBCE He KPOBb, @ 3Ta CaMan HapOOHOCTb.
KptoukoBa — He 3Be3da. OHa — Bonbluana AKTpuca, KoTo-
pot nofBnacTHo Bcé. [Nocne akpaHHoro Aebiota bbinu
PO B XOPOLLIMX 1 B MafI03aMeTHbIX Tenedunbmax,

SVETLANA
KRYUCHKOVA

VIP

At the opening ceremony of the 42nd

Moscow International Film Festival the highbrow.

and had none of the typical art critique

notoM — Bapyr — AradbA TUXOHOBHA B Me/IbHUKOBCKO-
roroneBcKom «HHeHuTebex. BripodeM, nouemy, «Bopyr»?
CMOTpULLIb 1 AyMaelLlb — Hy, KOHEYHO, 3aBWAHaA He-
BECTa — 3TO OHA, TO/ILKO OHA W HUKTO BosbLLE.

N KaKkan-HWbyOb 0bbIHHaA TETKA, HMBYLLIAA Mo coce-
cTByY, 1 ExaTepuHa Bropas — oHa, Kptoukosa. [MoTomy
YTO aKTePCKOE UCTIONHEHME HACTOMbKO GUIUIPaHHO,
4TO KareTcA, byato CeeTnaHa HMKonaeBHa HUYero He
vrpaet. OHa NPOMMBaET Hu3HW. [arke B ponv BTOporo
nnaHa. [are B ManeHbKoM anm3oe. He MeHAACh
BHeLLHe, CBeTnaHa KploykoBa Kamablin pa3 npeacTaeT
nepes HaM1 abCosIOTHO HOBEIM YESIOBEKOM.

B MMPOBOM KMHO HEMHOIO NOAO0BHbBIX apTUCTOB, YAMBU-
TeNbHbIX B CBOEM €CTECTBEHHOCTU, KaKMX Obl 3KCTPaBa-
FaHTHBLIX MEPCOHAMeN UM HW MPUXOAUIIOCk UrpaTb.
lMorkanyi, npaBunbHee Bcero 6bii0 6kl CPaBHUTL HaLLly

Kryuchkoyv, it’s the very same popularity
within the audience. Kryuchkova is not

niobumyto CeeTnaHy HukonaesHy ¢ BENIMKUM GpaHLly-
30M HaHoM [abeHoM. B TeuyeHme Gonee YeM MnosyBeKka
npeacTaBasn OH Nepe Hamu TO MOMMLIEMNCKAM KOMMC-
CapoM, TO 3HaMEHUTLIM MPECTYMHWUKOM, TO 3HaTHbIM
60rayvoM, TO KNacCU4eCKMM KaTOPHHUKOM H{aHOM
BanbrkaHoM. Bcerga oanHaKoBbI BHELLHE 1 Bceraa
PasHbI BHYTPW.
Jiogm xoamnm Ha FabeHa TaK e, Kak XoOAT ceryac Ha
Kptoukosy. He ansa Toro, 4tobbl MOCMOTPETb, KaK U3-
MEHWOCh NIMLLO MW NOAX0AKa NobrMolt akTpuckl. [1nsA
TOro, YTobbl YBUAETH BblAAIOLLErOCA MacTepPa B HOBbIX
npeanaraemblx 0BCTOATENLCTBAX.
W KarkeTcA, 6yaTO BMECTE C HaMW BHUMAET 3TOMY
OrpoMHOMY TanaHTy caM KoHcTaHTuH Cepreeud. Ton-
KaeT TebA NIOKTEM B 60K U LLIeNYeT Ha yxo: «BEPH!».
Cepzeli /laspeHmoes

no matter how extravagant the characters
they play are.

Konstantin Stanislavsky Award “| Believe”
was awarded to the outstanding Russian
actress Svetlana Kryuchkova.

long-long time ago, in the year
A1 992, at the first “Kinoshock”

film festival in Anapa, the author
of this text first met with the great
actress Svetlana Kryuchkova. We met
in the waters of September sea and...
started talking about art. Generally
speaking, the primary aim of an actor
isn't talking about art but rather creating,
demonstrating it. The actor shows it
to us and we, the audience (film critics
included) follow it, with appreciation or
the lack of it. Svetlana Nikolaevna was
able to lay out her discourse without
excessive emotions, it was precise,
intelligent and very thorough. At the
same time, it was simple, coherent,

Such a wonderful woman - that's what
went through my head. Calm, natural, an
equal to both herself and her characters.
No wonder she is cherished and adored.
She became instantly loved immediately
after she first appeared in 1972 in “Big
School-Break”. Naturally, the song

“We choose, we get chosen” played

a certain role in that. But it wasn't

only about the music and lyrics. The
young actress appeared refreshingly
genuine, easygoing, very un-cinema
like. Someone you could relate to. It
was no coincidence that rumors started
speculating that Svetlana was the
daughter of the famous actor Nikolai
Kryuchkov. People like to “marry” their
favourite actors to one another and make
the namesakes into couples.

But it's not the surname that relates
Svetalana Kryuchkova to Nikolai

simply a star, she is a serious actress, able
of handling anything. After her debut on
screen, she landed roles in both high-
quality and low-key TV films, and then, all
of a sudden, she was Agafia Tikhonovna in
“Marriage” (a screen adaptation of Gogol's
play directed by Vitaly Melnikov). Then
again, why “all of a sudden™? Thinking of
it, of course she is the epitome of a good
catch - the one and only.

And the ordinary woman living next

door, and Catherine the Great — it's all

her, Svetlana Kryuchkova. Because her
performance is so delicate, it seems as if
she is not even acting - she’s living. Even
in supporting roles. Even in brief episodes.
Without changing her appearance,
Svetlana Kryuchkova appears to be a
different person every time.

There aren't that many actors in world
cinema so amazingly genuine and true,

| suppose, our dear Svetlana can be
compared to a great French actor Jean
Gabin. Through the course of more than
half a century we've seen him as a police
commissar, a notorious criminal, a noble
rich man, a classical convict Jean Valjean
- always the same in the appearance, and
vastly different on the inside.
People went to see films with Gabin
just as they now go to see films with
Kryuchkova. Not aiming to see how
the face or the pace of their favourite
actress have changed - but to see an
outstanding master in the excessively new
circumstances. At times it can even seem
like the very same Konstantin Sergeevich
Stanislavsky is watching this outstanding
talent together with us, like any minute he
would elbow you slightly, lean forward,
and whisper: ‘| believe!”

Sergey Lavrentiev



}HmpM/TﬁMYPEEHMAMBETOB

NMOUCK

MMK® TuMmypy BekMaMbeToBy oueHb NI0OAT oTBE-

LUMBATb Pa3NMYHble KPaCo4Hble MpuaratesbHble:
caMmbli, NepBbIi, eAMHCTBEHHBIN. Hanbonee e TouHoe B
[aHHOM Crlyyae npunaratesisHoe Bbio 03By4eHO U Ha-
BCerfa oTrneYartanochb B CO3HaHWM 3pUTenelt, B TOM UK
MHOM BO3pacTe 3aCTaBLLUMX POCCUIMCKOe TeNleBUaeHNE B
90-e B pekname baHka «/IMnepuan» — «BCEMUPHBIM.
BceMuWpHbIl — 370 Kak pa3 npo bexkmaMbeToBa v ecTb.
[Mpo Becb ero TBOPYECKUIA MyTb, C CAMOro Ha4arna oceA-
LLIeHHbIM PorkepoM KopmaHoM, YesioBeKOM, KOTOPOMY
Mbl B TOM UM UHOWM CTEMeHM 06A3aHbl TeM, KaK BbIrfiA-
[AT nocniegHue et COPOK UCTopuM KHo. CobCTBEHHO
XyOOHeCTBEeHHaA MaHepa, Mo KOTOPOiA BNOCeCTBUM
BexkmambeToBa 6yayT y3HaBaTb C 0AHOMO Kaapa, Npo-
MMAOBIBAETCA — C MOMPABKOM Ha BI0OXKET — yHe U B
POAMKAX MPO BCEMUPHYIO CTOPUIO, U B BESIMKOM durbMe
«Magmatpuke» (2001) Npo pasfeTbixX FEHLLUMH C MeYaMu.
[eno garke He B MOHTaMe U TArOTEHWUM K MaKCUMasbHO
BbIPa3u1TENbHLIM KPYMHBIM M1aHaM, a B TOM, UTO YrKe
3[€Cb BUIHO: PerMccepa He o4eHb MHTEepEeCyeT YacTHoe,
3aT0 3aBOparkMBaeT rmobansHoe — pa3Max M1ba, NycTb 1
OTMYLLIEHHOT 0, KaK AedUUMTHBIM TOBap, CTPOro MO BECaM.
«[1030pbl» B 3TOM KOHTEKCTE TOHe BbIfi, KOHEYHO,
YUCTBIM MUPOTBOPHECTBOM. He TonbKo B nnaHe mate-
pyana, Ha KOTopoM Gkl 0cHoBaHI. [ogKynan 3axod
Ha roNIMBYACKYI0 TEPPUTOPUIO — YACTLIN GroKGacTep,
HE CTECHAILLMIACA BbITb TAKOBLIM, C XUTOBOM NecHel 1
JlaryTeHKo-BaMnpoM, GUibM, BbICTPOEHHBIN Mo dopma-
Ty, B KOTOPbI 3aX0dMLLb, KaK K cebe Ha KyxHio. Kctatu,
0 KyXHe: MOMMUMO 0BLLIeR BONHUTENBHOCTM NMPOUCXOLSA-
LLLero Ha 3KkpaHe y bekmaM6eToBa, B «[]o30pax» Ha 3ToT
CaMbll1 3KpaH HeOMMOAHHO NMPoCcaYMBanach PeasnbHoOCTb
— HECMOTPA Ha BCTaBHble KIbIkK, HaHHy OpucKe 1 Men
cynb6bl. A, BO3MOMHO, 1 611arogapa UM.
ElLle ogHo onpeneneHue, KOTOpPbIM NOGAT HarparaaTh
BexkmaMbeToBa — KOMUKCOBOCT. [penonaraeTca, Uto
3T0 YTO-TO TaKoe HULLIEBOE U [Ae-TO HEYSIOBMMO CTbIOHOE.
[na BekMambeToBa e KOMUKC — 3TO CrpaBeA/IMBLIM 06-
Pa3oM eLLie OfIHO MPOJOSHKEHME HaLMOoHabHoro M1uda — B
[OaHHOM CfTy4ae, aMepUKaHCKoro. VIMeHHo Yepe3 KOMUKC
permccep v npogiocep 3aexan B [onnmMByL yrHe ¢ caMoro
YTO HM Ha eCTb NapafHOro BXOAA — C Ky/bTOBOW OCHOBOW
13 MapKka Munnapa, 4oBepVeM CTyaum-MeagrKopa 1 AH-

|_| pefcenaTesnio *iopy 0CHOBHOIO KOHKypca 42

OennHon [onm ¢ ynblbroi Ha 341 MUAIMOH 40NapoB.,
Korza [Keimc MaKaBo KOMUYECKM 06Pa30M MbiTaeTcA
ee 3acTpenuTb. «Ocobo onaceH» — FONNMBYACKUM feboT
BexkMambeToBa — OKa3arca To camoi MKOHUYeCKoM
Mysei, BbIMyLLIEHHOM KaK 6bl Ha0byM, HO Ha caMoM Jefe
NeTALLeN Mo CTPOro NpefonpeaeneHHorn Tpaextopuu. Mo
MOXOHeMy MPUHLMMY COeNaH 1 BTOPO PEHMCCEPCHMIA
onbIT BekMambeToBa B [0NMMBYAE — MPO aMEPUKAHCKOro
npe3vaeHTa 1 BamMnypoB, 4apOM YTO MOCTaB/IeH He Mo Ko-
MWUKCY, a BCe-TaKku Mo pomaHy. Bnipoyem, Yero rpexa Taus,
0CcHoBa «ABpaaMa JInHKonbHa: OXOTHWMKA Ha BaMMMpPoB»
— He CTONbKO NUTepaTypHas; B CyLLIHOCTW, aHEKOOT, HO
aHEeK[OT, 3KPaHU3MPOBaHHIM C TaKUM a3apTOM (HeKoTo-
pble 3MM30/bl, BPoAE ApaKu foLLafsMu, 6e3 npeysenuye-
HWA He3abbIBaeMbI), YTO, B 06LLIEM, BCEM Gbl Mpe3uaeHTam
TaKue aHeKaoThl.
B nocnegHve HecKonbKo NeT MUGOTBOPHYECKIE MOUCKM
Tumypa BekmambeToBa npvsenu ero K popmary
screenlife («Ybpatb 13 apy3eits, «[podunby, «IToUCK»);
WHTEPECHO, YTO B KayecTae npoplocepa bekmambeToB
KOra-To 3aMrpbIBas C TEXHWMKOM MOKBIOMEHTapH (Ka-
MEpHbI KOCMYeCKIIA xoppop «AnonnoH-18» MoHcano
Jloneca-lanbero), Ho 04EBUAHO, He ObiST OKOHYATENBHO
YLOOBNETBOPEH MpesiaraeMbIMU €0 3CTETUHECKMMI BO3-
MOMHOCTAMM. 3aTo, roBopsA o screenlife, BekMaMbeToB He
CKPLIBAET, YTO €0 UHTEPECYIOT HE CTOMBKO hopMasibHble
TEXHWKM KMHOA3BIKA, CKOMBKO TO, KaK M3MEHWUNCA MUP
W HaLLle OLLyLLieHWe B HEM - COBCTBEHHO 3TOr0 HOBO-
0 KMHOA3bIKA 1 TpebytoLLiee. 3TO HOBLIN MUP 1 HOBAA
MUdOOrnA, C 0AHOM CTOPOHBI, GOPMasbHO OrpaHK-
YeHHble 3KpaHOM TenledoHa UM NNaHLLIEeTa, C Apyrow
— OTKPbIBalOLLIME MyratoLLie HeCKOHEYHbIE BO3MOMHOCTU
CETU, Y MarucTpasibHO NepeocMbICIIMBLLINE MPUBbLIYHLINA
MOHATUMHLIM annapaT U NEeKCUKY (CM. Ha3BaHWA Bbl-
LLenepeymcrieHHbIx screenlife-npoekTtos). Ho rmasHoe,
Yero TpebyeT NonynApHanA KymnkTypa, B KOTOPOI MeCTo
aHEK[OTOB 3aHANM MEMbI — HE CHOOUCTCKUX CTEHaHWIA
Mo yTpaYeHHOM KOMMYHWKaLMK, @ TOro, YeM UCTOpUYe-
CKM TaK cuneH bekmaMbeToB — KuHeMaTorpaduyecKoro
a3apTa YenoBeKa, KOTOpbI KarabliA HOBBIN GUABM CHU-
MaeT C MO3ULMM TOM CaMoi1 CBOe 3HaMeHUToM nynn. OHa
BpoZe 6bl BbiMyLLieHa HAa06yM — HO MyTb €€ 3aKOHOMEPEH.
Hy 1 neTut, 3apasa, Kpacueo.

Onvea Apmemoesa

IMLF= dRELILY maner B «okTAGpe»

TIMUR
BEKMAMBETOV

JURY

is often given bold titles: the very, the first, the only.

However, the most definite title was dictated - to
those who witnessed the Russian television of the 90s —
in the Imperial Bank commercial: global.
Global is exactly what Bekmambetov is. Global is his
cinematographic path, blessed by Roger Corman —aman
who, in a way, defined the latest forty years of cinema.
Speaking of, Bekmambetov's style, recognized from a
single frame nowadays, it was already present in the
“global history” commercials and in “The Arena” (2001),
a film about armed half-naked women. It is neither
about the editing nor the tendency for close-ups - it is
clear the director doesn't care much about the local but
is captivated by the global, by the spread of the legend -
even if it's carefully dozed.
“Night Watch” and “Day Watch” were, as well, purely
mythological. Not only due to their original source: it is a
swing at Hollywood - a pure unapologetic blockbuster,
with a hot soundtrack and Lagutenko as a vampire; a film
built per all the rules, the one you watch as well-oiled
mechanics. Speaking of the mechanics: apart from all
the exciting things on screen, there is still realness to it
— despite the fake fangs, Jeanna Friske, and the chalk of
fate. Moreover, maybe because of those.
Bekmambetov's aesthetics is frequently compared
to those of comics. Some consider it to be too niche
and even shameful. Contrarily, it is yet another tool
for Bekmambetov to depict urban legends — American
ones, in this case. It is the comics that helped
Bekmambetov to pave the way directly to Hollywood
— the one based on the hieratic comic books by Mark
Millar, the one supported by a major studio, the one
starring Angelina Jolie who smiles adorably as James
McAvoy tries to shoot her, granting the movie a $341
million box office. “Wanted”, a debut for Bekmambetov
in Hollywood, becomes that very iconic bullet from the
film, seemingly fired with no second thought but steady
on its course. His second Hollywood feature — about a
certain US president and vampires, this time based on
anovel and not a comic book - follows the same route.
But let's face it: “Abraham Lincoln: Vampire Hunter” has
not only a literary basis; it's rather anecdotical but is
done so enthusiastically (certain scenes, like the fighting
with horses scene, are branded upon the brain) that
every president deserves one of its own.
Lately, Timur Bekmambetov has put his mythological
narrative into a new format of screenlife (“Unfriended”,
“Profile”, “Searching”); interestingly enough, as a producer,
Bekmambetov flirted with mockumentary aesthetics
(e.g. an intimate space horror “Apollo 18" by Gonzalo
Lopez-Gallego) but it appears he wasn't entirely satisfied
with its creative means. But, when speaking of screenlife,
he is candid it's not only the formalities of the cinematic
language but the changes of the world and our place in it
- and this is what demands this new cinematic language.
The new world and the new mythology are formally
limited by the screen resolution, yet they expose the
dangerously limitless net with its new ethics and slang
(check out the names of the abovementioned screenlife
projects). The memes have replaced the anecdotes, but
the popular culture needs no snobbish wailing about
our lost ability to communicate but what Bekmambetov
is praised for — an enthusiasm of a cinephile from the
standpoint of his very own famous bullet. It might appear
that it's been fired blindly, but its path is consistent and
determined. And, oh, what a view.

Tmur Bekmambetov, the chairman of the 42nd MIFF,
i

Olga Artemyeva



MOPE BHYTPU

REEEYEE [I04b PHIBAKA / PEM. CMAI CAGAPASI

amoe yavBUTesbHOE B [e6I0THOM KapTuHe Uc-

mauna Cadapanu — pasmbIToCTb CMepTU (TaK YTo

NocneaHMe MUHYThI GpUribMa Ha rpaHu ABYX MUPOB
BbIMMALAT NTOMMYHBIM U [JarKe € AUHCTBEHHO BO3MOMHBIM
peLueHueM, Ho oboiaemMcs be3 crioinepos). Kasanoch bbl,
CaM CIOHKET MOCTPOEH Ha Tpareauu, KoTopas NPUXOAUT B
cemblo. TeM bonee — B TaKOM TpaANLIMOHHOM 06LLIECTBE,
KaKWM MoKa3aHa asepbaiiarKaHcKan rybuHKa: 3aechb
MPUHATO NOZOJTY HOCUTL TPayp W OMJIaKMBATh YCOMLLEro.
Tem bonee — B TaKol pbibaLiKol [epeByLLKe, FOe MyyKiMHa
€AVHCTBEHHbIN KopMurieL, ceMbi, U 6e3 Hero BceM
nponacTb. TeM 6osee — nepef Hamu UCTOpUSA [EBOUKM,
KoTOpas HUKOIO He JI0BUT TaK CUMBHO, KaK 0TLLA, U HUKTO
6onblLe eé 30ech He MOHUMAET.
[esouka — Capa (Xamaun lacaHoBa), Bonesas, ynpsaMan,
BHeLLHe — KonwuA ioHow KbAapbl MacTposHu. LienbiMm gHa-
MM XOUT OHa Mo JepeBHe, Mo *Kape, 0T CUHEro-CUHEro
MopA (Mer3aru AnLLepoHCKOro NolyoCcTPOBa NOKasaHhbI
peXmMccepoM NopobHO U ¢ Nio6OBLI0) K KAMEHHbIM pas-
BaJIMHaM, KOTOPbIE, KAaeTCA, He MEHANMCh CO CpeaHUX
BEKOB. TOJMTBKO M0 PHKaBbIM «HUMYNAM» U «MasuKaM, Ha
KOTOPbIX NMepeMELLIAOTCA MECTHbIE HUTENK, Aa Mo NI004-
HbIM MOTOPaM Mbl NPUMEPHO MOHMMAEM, B KaKoM 3roxe
O4yTUNMCh. ApKan YepTa — TaKoe e «BHE BPeMEeHU»
HapsAgHoe KpacHoe nnaTbe. Ha goHe 3aeLuHelt 6egHocTv
CMOTPUTCSA MOYTU MPOBOKALMOHHO, HO Mo ToMy, 4To Capa
BCeraa B HEM (Jarke Ha NMOXOPOHHOM LIePEMOHUM), CTaHO-
BWTCA AICHO, YTO 3T0 — TOXe 0T begHocTu. [lo u3BecTHoM
cteneHu Capa He3aBMCMMa M YacTo bbIBAET Tam, Kyaa en
XO[QMTb 3anpeLLEeHo — HO 3TO He CTOJIbKO NMPU3HAK KaKuX-
T0 cBO6O[, CKOJIbKO 3HaK TOM0, YTO 40 IEBOYKM HUKOMY
HeT gena. lNoka.

EHb BbIBOPOB

«Pa3MbITOCTb CMEpTU» — 3TO O MIABHOCTU XOAa NOYTU He-
OLLIyTUMOM MoHauasny KatacTpodbl BMeCTO yaapa cynbbbl,
BOKpY KOTOPOI0, Ka3anock bbl, 3aBA3aHa Uctopus. HUKTo
He 6eran ¢ KpukoM «YToHyn!!l». [MaBa ceMbi MPoCTo He
NOABMAETCA AOMa — CHaYana feHb, NoToM ABa. Boamork-
HO, KpYMHbIV YN0B, UM NOrPaHUYHUKK 3afepHani — 3To
cnyyaeTcs ¢ pbibakamu. Ono3gaHue obcyraaeTcs B cene
1 B CEMbE XOTb W CO CMYTHOI TPEBOIOM, HO ByAHWYHO. B
KaKoW-TO MOMEHT 3eMJ1FKM, KOTOpbIM pbibaK 3a4ommKarn,
TaK e byOHWYHO NPUXOAAT 33 ero MaLLMHOW — TOMe
pHaBbIMK «HMrynaMm». BoT HaumHaloTcA fenoBble pas-
roBopbl (cocener 1 NOCTOPOHHUX SlloAeit), B KaKoM AeHb
XOPOHUTL MYCTOM rpob, KaK TyT NPUHATO, Koraa Mope He
otageT Teno. C KaKoro MoMeHTa Hafjo 610 BOSIHOBATLCA
BCEpbE3, @ 3aTeM W roOpeBaTh, U Iae NpoLLen Bogopasaen
MEM Y «3a0epHHarnca» U «yMep» — He MOHSS, KareTcs,
HWKTO, a Npeae BCero HoBowcrneyeHHanA Baosa. Her,
nperae Bcero — [ovb.

Ha nep.bii B3rmag, ¢punbm McMamnna Cagapanu o
YKECTOKOCTU TPaAMLIMOHHOIO 06LLIECTB], /1A KOTOPOro
JIMYHOCTb — HUYTO, W ABYX OTBETBIIEHUAX 3TOM HECTOKO-
CTW — 0 4aBNEHUUN OBLLWHBI 1 AaBNEHUWN Ha HEHLLWHY.
06LumHa TpebyeT NMoXopoH, NoToMy YTo 6€3 3Toro He
6ymeT ynosa, Mob1IM30BaHbI BCe CYeBEpPHSA 3@ COTHU

NeT — 1 BOT BYepaLLIH1E MUTIble COCeu €ABa He U3TOHAKT
CeMbto, KOTOpan U NOHATL He ycrena — yMep, He yMep.
Cynbby Capbl MbITaloTCA PeLLUTL B KNacCUHECKOM Killoye
— pasny4nTb C NIOOUMBIM, BbIAATH 33 HENBUMOrO, — HO
Bblpa3uTesibHeN CKNaabIBaeTCA Ha BTOPOM MjlaHe UCTopus
Matepwm. «[lpaBa» Ha Hee MOHEMHOTY, Ho Bce bornee
yBEPEHHO 3abMpaeT HEMOHATHO KTO — KaK Obl Aare U YneH
ceMby, Ho... Bo3MoxHo, bpat Myrka? BripoyeM, HUKOMY 1

B KOTOPY!O MOYTV HEM36EHHO, C ApyroM
— COUMAnbHO-06MYNUTENIBHOE KMHO,
cobrasHa KoTOpOro TOXKe BCE TpyaHee

He BaKHO, — He 0CTABaTLCA e 6ECX03HBIMU HU HEHLLWHE,
HU «<HRUrynAaM».
W Bce-Taku «[]ouyb pbibaka» nLLeHa Toro NoseM1MYecKoro
3apAaa, KOTOPbINA, MOMKET, M 3aK1aabIBasICA CIOHETOM.
«McTopuyeckoe» 310 BepLuMTCA 30ech 6e3 BUAUMOro
YIAOBOJECTBUA KOro-nMbo M3 Y4acTHUKOB pacrpas 1
[Jawe co cTpagaHueM. KaK pas aTo cTpagaHue Kawgoro
W 3aCTaBNAET 3aMno403pUTb, YTO HE HECTOKOCTb 3[ECh,
a paBHoAyLLWE CaMoM Mory4yen npupoabl, 1 Mope, a He
Nou — IMaBHbIN Fepou.

Uzope Casenves

[MocTeneHHo KaK Bbl KoMudHoe (Mo mc-
XO[HbIM AaHHbIM) 3penuLLIe NpeBpaLLiaeTcA
B HEYTO, OT Yero BeeT TO 6e3bICX0AHOCTHIO,

( ¢ MPEABBLIBOPHAA KAMMAHWA (THE CAMPAIGN) /

PEH. MAPVAH KPULLIAH

bIf1 TAKOM HECMeLLIHOM aHeKaoT: «B

CoeTcKoM Colo3e Ha4anm NpogaBaThb

TpexcrasnbHble KpoBaTH, MOTOMY YTO
JleHuH Bcerfa ¢ Hammy». 3Ty LLYTHY MOMmn
6bl NMOBTOPATb W MUTENN PYMBIHCKOM Aepe-
BeHbKM CarloHTa, oAy BoobLLIE MPOCTOBa-
Tble. OQHaMabl C HAMM, @ KOHKpeTHee — C
ceMbel TpakTopucTa Bropena, mocensetca
€ro M/ioC-MUHYC POBECHWK 13 ByxapecTa,
nonuTK MoKaHy. Ero KoMaHga noytn-
TenbHO 0bpaLLaeTca K Ledy «MUHUCTP»,
HO B TO, YTO OH MMEET KaK0oe-To OTHOLLIEHWE
K CMOJHUTENBHOM BACTW, BEPUTCA C
TPYOOM: KapUKaTypHbIi MoKaHy criocobeH
TOMBbKO Ha NOMYAM3M M AeMaroruio. 3Toro
[I0CTaTo4HO, UTobLI pBaThCA B EBponap-
nameHT. [lanee mponcxoauT To He, 4To
ObIBaET MPY BCEX MOMUTUYECKIX CTPOAX
BO BCE BpeMeHa: Hafjo CPOYHO 1306pasunTb
61130CTb C HAPOOOM.
BrepBsble MokaHy nonagaet B 3T0T Aepe-
BEHCKW [OM CyYaiHo: rae-To B6m3u ot
MaLLHKW, KOTOPYIo BO34ebiBaeT Bropen,
NIOMaETCA ero MaLLmHa. 3aTeM OKa3biBa-
€TCA, YTO 0CTaBATLCA B 3TOM AoMe yAobHO:
MOMHO 130 OHA B AEHb MOKa3bIBaTb, YTO Thl
pa3fensAeLLb YaAHWA KPECTbAH, @ 3a04HO
YKPBIBATLCA OT 0OBUHEHWI, BbIABUHYTHIX
OMMOHEHTOM Ha Bblbopax. Bropen, Koto-

poMy 3a y4acTvie B bonbLLIol Mrpe obeLLiaH
HOBbIY TPAKTOP, M306parKaeT CTaporo
aPMeICKOro OpyHKa, BepHee, ero GyHKLMA
npoLLe — 6bITb «Mebesbio» 1 3neMeHTOM
MHTepbepa becumcreHHbIX OTOCECCHI.
Permccepy Mapuary Kpuyiary 3geck
MPEACTOANO NPOMbITL Meray CLynnon n
Xapub oo, NoToMy YTO NOJOOHBIN CIOMKET
— 33fa4a cnorHaA. C ofHoOM CTOpOHbI —
¥KaHp M/YTOBCKOM KoMeauu, «MadeHune»

136eraTb Ha GpoHe napocHoM 6ONTOBHM O
61opoKpaTUn. Perkiccepy, oHaKo, BCE e
yOaeTcA B3MAHYTb Ha repost 1 6e3 cMexa,

1 6e3 rHeea. CnacuTeslbHbIM CTaHOBUTCA
BceobLLiee oLieneHeHue 1 Temn, BbibpaH-
Hbl AnA duibMa. KaMepa ene edet Baonb
LlepeBeHcKoM yrnLibl; MoKaHy Me-efiieHHo
MOET OT I0Ma K [I0MY, MbITaACk 3aBeCTU
pasroBop C cenb4aHamu. Te ycKonb3atoT oT
No60oro ocMbICTIEHHOro Avanora. A becefbl
0 MMporax, KoTopble MoKaHy nontobun
BECTW B MECTHOW NeKapHe, TOMbKO Nof-
YEPKMBAIOT HECCMBICTIEHHOCTH BCETO, HTO OH
MPOM3HOCUT C TPMBYH, Byay4m abConMoTHO
«BbIKTIOYEHHBIM» 13 H3HM.

TO yKacoM. Bblbopbl BCE HUKaK He HacTy-
MAT, KOMaH4a NCUXYET U CPbIBAETCA M3-3a
HEBO3MOMHOCTM BbIPBATbCA U3 3aKOST-
[10BaHHOM AepeBHM (eLLe OAVH «BEYHbIN
CIOXeT»). B3rmAg nonutmKa nycreeT, a
B3MT1AL €ro «/Ty4LLero Apyra» 1 paHbLLe
H1Yero He Bblpararn. MonbITK HANWBaTLCA,
MCNoBeJ0BAaTLECA U B MPUHLMMNE KaKk-nvbo
Pa3PYyLUUTL 3Ty «BPEMEHHYIO METIIO» TONBKO
3aTyXaloT: Karkaoe yTpo MoKaHy mpockl-
MaeTcA nof nnakaramu «<MeTannkm» B
KOMHaTe BbIPOCLLIET0 M yexaBLLEero B ropos,
cbiHa Buopena.
KapTvHy MapuraHa KpuLuaHa Tak 1 MOXHO
6b1110 Ha3BaTb GMUIEMOM 0 6ECCMBICTIEHHO-
CTV BCero, HaunHaA ot EBponapnameHTa u
3aKaHuUMBas HU3HbI0 BOODLLIE, eC/n Gbl He
BHe3arnHoe cMeLLieHVe $oKyca ¢ AenyTata
Ha TpaKTopucTa. KoTopkli, OKasblBaeT-
CA, BCE 3T0 BPEMA He MPOCTO Monyan
W CY¥KUN JeKopavuyelt, Ho 1 denan
KaKMe-To CBOW NapaJoKcabHble BbiBOAb!
13 npoucxodeaLLiero. TyT Biopy BCMOMHUTb
«urManmon» bepHapaa Loy 1 nogymatb
0 TOM, YTO TBOPLIb! NI0BbIX COLIMANBHBIX
3KCMepVMeHTOB Bceraa 3abbiBaioT 06
OTBETCTBEHHOCTV Mepes TeMW, KOro npu-
py4nnu. BeuHan Tema, — M Aemarorus o
TOM, YTO «CEMbA [1A MEHA BarHee BCEro,
«MPUOEM K AEMOKPATUMY, «MOOAEPHIM
BETEPaHOB» U fiare 0dULIMO3HbIe Criop-
TUBHblE NPa3aHUKK C IOHBIMU KapaTuCTamu
TOMe ByayT BEYHbIMM.

HUzope Casenves



JIETO

MIFFdRLILY

®[EXIE MrPbI, B KOTOPBIE UMPAIOT JTIOAM (SEURAPELL) / PEXK. MEHHI TOVBOHUEMM

0CTU Cbe3ranucb Ha fadvy — oTMe-
TUTb [leHb POXKAeHWA obLuei noa-
pyru. A MoeT, and Toro, YTobbl
Apyrad nogpyra noxBactanacb CBOUMM
ycrnexamu 1 HoBbIM 6oidpeHaoM. A eé
TOBapULL, BOPYT MOHSM, Kak HecYacTeH
B 6paKe, 1 NonbITanca BCE Nepenrpartb.
A caMblt MNagLwMM y4acTHUK KOMMNaHnU
HaKoHeL,-To NoTpeboBasn oTHOCUTLCA
K cebe KaK Ko B3pOC/IOMYy — BCE-TaKu
napHto no4tn 30! Kopoye roeopA, repo-
fIM NpeCTOUT pa3MoTaThb BeCb KIy6oK
[OaBHMX B3aMMOOTHOLLIEHUI.
OpurvHanbHoe Ha3BaHWe KapTUHBI,
«Seurapeli», nepeBoaMTCA KaK «CanoH-
Has Urpa» — U TaKoBas B ClO¥KeTe ecTb. B
MepBbIV e Bevep Apy3bA TOPHECTBEHHO
KNAHYTCA Ha LebIN YUK-3H[ 0TKa3aTbeA
OT TeneOHOB 1 B3MAHYTb OpYr Apyry B
masa. ELLe urpa 6biBaeT HacTonbHaA, B
[JaHHOM cJlyyae — 3acTosIbHasA, B TOM YMC-
e, B TeaTpasibHOM CMbIC/1e 3TOr0 C0Ba.
Peswiccep VenHn ToloBHMeMM HaumHana
CBOW MyTb B KUHO CO CLIEHAPUEB, U B
«Mrpax...» noKasbiBaeT Knacc. Jlerkas
Mbeca Ha BOCbMepbIX UCToNHUTENeln
cpefHero Bo3pacTa. [vpLuecTBo s ak-
TEpOB, @ OHWU TyT KaK Ha nogbop: U CoBCEM
3BE3[bl, U KPEMKME UIPOKU U3 HOPAMYE-
CcKux cepuanos. bonee gpyrux noeesno
3upo MunoHoddy (NoMHMTe TponnA B
«Ha rpaHuue Mupos» Anm A6b6acu? 3To
oH!). Ero Xapae — repoit He TonbKo apa-
MaTUYECKOro, HO M KOMUYECKOTO TOJTK,
30aKui banaryp, NobUTHLIN HU3HbIO
— KaK BbIAICHUTCA K ¢puHany, nobuTbIn
BecbMa KpenKo. Pa3BuTrem xapaKTepa He
064eneH HUKTO 13 NepcoHarken. [ame
LUBeACKWA akTep Mukaane (KpuctnaH
Xunnéopr) nuLwb Nepeoe BpeMA paboTtaeT
B PEMKMME XO[AYEro aHeKaoTa 0 PUHCKO-
LLBECKMX OTHOLLIEHWAX — PacCBET HOBOM
He[ie/f1 OH TOXe BCTPETUT HoNie3HeHHO
MOTPECKaHHbIM.
Kctatu, o TpeLymHax. PasroBopHble
CLIeHbI epeMealoTcA Kaapamm Ha-
TIOPMOPTOB B 6apO4HOM HaHpe vanitas:

HeybpaHHanA efia, Mo KOTOPOK NON3yT
MypaBby. e cTon 6bin ACTB, TaM rpob
cTouT. [bixaHue cMepTu pasfuTo B
Bo3ayxe. OTabixaloLLMe 3aMevaloT,

YTO 3aKaT Mo Be4epaM nepeniMBaeTca
3K30TUYECKUMU LiBETAaMM, YTO phiba
MpUHANACk BCMbIBaTb BBEPX HPIOXOM, a
HeroJaneKy Kak pa3 aToMHas 3/1eKTpo-
CTaHLMA — He pBaHyso Siv TaM? Moxer,
yHKe BeCb MUp 3a Npefenamu GUHCKoM
[auv [aBHO HaKpbI/CA, @ 3TUM BCE He-
BOOMEK?

BripoyeM, aBTOp anoKanmMnTu4eckum
HacTpoeHUAM YyrKa. Ecnu y nckatb
Ha 3KpaHe 06pa3-nofAcKasKy, To NycTb
6yneT TaKol Kadp: HagbuTbIM 6oKan

C BUCALLMM BYKBaNbHO Ha HUTOYKE
0CKOJIKOM. [peabABNEHHbIN B CTaTUKe,
OH MepecTaeT Ka3aTbCA YBEYHbLIM U
obpeTaeT HOBYIO LLefIOCTHOCTb. To e

MPOUCXOAUT U ¢ GpUrypaHTaMu 3aropog-
Hol KoMeauu. LLiokupytoLaa npaeaa,
KOTOpYI0 OpYy3bA Y3HAIOT 3a CBOM
ONUHHBIN YUK-3HA — TO, KaK MHOTOMY B
WX B3aMMOOTHOLLIEHWAX OHWU 06A3aHbI
YMCTOM CrlyYarHOCTU. A pas TaK, To BO3-
HWKaeT cobnasH nognpaeute OopTyHe
YNbIOKY 3aAHUM YMCTTIOM — U BUHHbIE
napbl NPMAAT Ha 3TOM nonpuLle
Kypawy. EcTtectBeHHO, 13 «fgaBain no-
npobyem BepHyTb» He BbIAET HAYEro,
KpOMe CBUHCTBA W, B yyLLIEM Cly4ae,
Kypbe3a. Ha 3Ty TeMy B duribMe ecTb
NpeBOCX0AHAA CLLEHKA: NbAHbIA AHHE
J0JIro yrnpaluvMBaeT ToBapuLLLA BIOMUTb
eMy rno ¢pusroHomMmu. HakoHeu, ero
npocb6a ucrosHeHa. MNoLwaTbiBanACk,
AHHe noaHWMMaeTcA K3 TpaBbl. «Hy uTo,
nosieryano?» — «Her. Mpocto 60bHO».
B cxorxeM Knioye ToBoHWMEMU Bblgep-

MaHEM B «OKTAOPEe»

¥uBaeT GpUHanN cBoer KapTuHbIL. Tam —
noyTtn 10-MUHYTHBIV 3NUOF O TOM, KaK
HaLLM repou OTNpPaBAoTCcA B 06paTHbIN
nyTb. C TOUKM 3peHMs OpaMaTUHeCcKnX
CUTYaLMI, B HUX HE MPOUCXOAUT HUYEro
CYLLLECTBEHHOT 0, CMJIOLLHOM BbIT — HO
3TO BarkHenLmne [ecaTb MUHYT. OHK
Pa3MbIKAIOT CIOXET, JIMLLIAIOT ero
WUNNI031K 3aBepLUeHHOCTU. NHLMaeHTbI
ncnep4yeHbl, Mope 4aBHO CKPbIIOCh U3
BMAY, @ TUTPOB BCE HET U HET — Bedb Y
Kaykaoro 13 roctei octanach *u3Hb
nocne. O Hel u NpegnaraeTca NOMHUTb.
B TOM 1 conb 3TOM Nbeckl, 4TO pyHbe
BbICTPE/ISIO He B TPETLEM aKTe, a 3a-
[0Nro [0 Hayana nepeoro, U 3Ty Nynio
Kam bl 06peyeH HocuTb B cebe BeYHO.
Bnaro, oHa HanoMuHaeT o cebe pefKo.
Mo npa3gHuKam.

Cepzeli AneKceeHKo

CHOPARD: KPAC

, MOYET M BOOOXHOBEHWE

|_OBEJ'IVIpHO—HaCOBaF| KoMnaHuA Chopard
BbICTYNaeT NapTHEPOM M 0dULMATBHBIM
t0BeIMPOM MOCKOBCKOMO MeOyHapOaHOIr0 K-
HOGeCTMBanA BOT yrKe NATb eT. Ha dectvsane
Bpy4atoTcA Harpaabl, paspaboTaHHele Kaponu-
Ha LLodene — conpe3naeHTOM 1 KpeaTUBHLIM
OVPEKTOPOM KoMnaHum. OHW M3roTOBMEHb
BPYYHYIO B LLIBEMLIAPCKUX MacTepcKmx bpeHaa.
Mo ntoram 42 MMK® nyyLmx persmccepoB

1 aKTEPOB GUBMOB KOHKYPCHBIX MPOrpamMM
OTMeTAT ceMbio «CepebpAHbIMU [eopruAMmy.
[Ba «30noTbIx eopruaA» — rmaBHble Npm3bl
dectvansa. OguH BpyYaloT 3a NyyLnii GUibM
becTvBana no 1Toram rofloCcoBaHNA HIOpW.
[pyroi — ¢ dbopMynMpoBKoit «3a BKNag B
MUPOBOM KuHemaTorpad». Cpeau obnagatenei
3ToM Harpaabl — [e6 Mandunos, Kapnoc Cay-
pa, TuM BepToH, a TakHKe KM Knayk, dunsm

KOTOPOI0 y4acTByeT B KOHKypCe 3Toro rofa.
CneumanbHbI Npu3 «3a NOKopeHWe BepLLWH
aKTepcKoro MactepcTea» («Bepto. KoHcTaH-
TuH CTaHMCNaBCKUiA») NpeacTaBnAeT coboi
W3ALLHYI0 Harpagy M3 N030/104eHHOM Mean

— OKMBLLYIO KMHOMJIEHKY, KOTOpaA NpUHUMaeT
bopMy npekpacHoro fepesa. B npoLunom rogy
ee nonyyun Paird MaitHc, a BYepa Ha cLieHe
«[TyLLKMHCKOro» Npu3 Bpy4nnm CeeTnaxe
KptoukoBoi.

B nocnegHue oHM dectuBana CTaHyT U3BECTHbI
MMeHa [BYX CaMblX MHOr006eLLaloLLIMX MOJIO-
[blX aKTEPOB — OHM MosyyaT npemuio Chopard
Talent Award.

Ha uepeMoHunm oTKpbITuA 42 MMKO no
KpPaCHOM [OPOXKKe NPOLLW 3Be34bl, KPacoTy U1
3NEraHTHOCTb KOTOPbIX MOAYEPKHYIN lOBENMP-
Hble n3genua Chopard.



UMITEPATB

8 /2 OW/1bMOB _
TEJ10 XPUCTOBO (BOZE CIALO) /

PEM. AH KOMACA

- LiepKoBb 1 Bepa B BalueM ¢punbMe — Kak byaTo Asa
pasHbIx nonioca. Mo KpaitHel Mepe, He 04HO U TO MKe...
AH Komaca: A xoten nokasatb, YTo MHorga TpyaHo
OTIMYUTL BEPY B UHCTUTYThI OT BEPLI PEIUIMO3HON,
OHW YaCTWYHO coBMeLLaloTcA. /1 3To MoeT npuBo-
OWTb K Tparegmu, NOTOMY YTO NIOAM, UMEIOLLME BNaCTb,
Harnpumep, B II060M 0BLLIECTBEHHOM MHCTUTYTE, B

TOM YKICrIe B LiIepKBU, MOTYT 3/10ynoTpeb/IATL CBOMM
BAIMAHNEM Ha OPYruX Ntoaen — HanpuMep, Ha Apyrx
BEPYIOLLIMX.

— [MaBHbIV repoi KaxeTcA UCKPeHHUM B Bepe, HO
Npu 3TOM OH COBCEM He 3aAyMbiBaeTcA o byayLuem.
Y Hero ecTb NnaH, KaK *uUTb, 4YTO C HUM byaeT
panbie?

Bapmow BeneHsa: EMy nonpocTy Heyero TepATb. B
XydLLUeM Cnyyae ero oTnpaBAT Ha3ag B UCTPaBUTESb-
HYI0 KOJTOHMIO, @ OH TaM BCE 3HAET, KaK CBOM MATb
nanbLeB. B KOMOHUM OH GaKTUYeCKn BbIPOC, MPOBES
TaM Te rofbl CBOEW HN3HW, KOTOPbIe BCEro BarKHee npu
GOopMUPOBaHUM IMHYHOCTU Manb4yuKa. [NoaToMy Bo3Bpa-
LLleHWe ON1A Hero — He TpareamA. W oH 3To 3HaeT, BOT
noYeMy y Hero XxBaTaeT Cuil, YTObbI CoBepLLaThb Kakue-
TO UCKIIOUUTESbHBIE MOCTYMKK, TO, YTO 0BbIYHOMY
YenoBeKy MoKa3anock 6bl aBaHTIOPHBLIM MU CITULLIKOM
TPYAHBIM.

AH Komaca: A nonHocTbio cornaceH, [aHnanio Heyero
TepATb. Ho B TO e BpemsA y Hero Takoe YyBcTBo, byaTo

OH HUKTO. OH He BUAWT O1A cebA HUKaKMX NepCrexTuB,
MOTOMY YTO 06LLIECTBO HE XO4ET UMETb [eS10 C TaK1UMK,
KaK OH. 1 ero cobCTBEHHOE OKPYHeHWe — Mosiofble
NIOAW, KOTOPbIe Y¥Ke COBEPLLMIM KaKoe-To NpecTy-
nneHue, TOXe NpuU3npaloT ero. EMy Hekyfla AeBaThbCA.
OH cTapaeTcA bbiTb KPYTBIM, HO OH O4EHb PaHUM, U,
HaBePHO, MOTOMY-TO He CTPOUT HUKaKUX NIaHoB 1
CMUPAETCA CO CIy4anHbIM CTeYeHeM 06CTOATENLCTB, U
He CMopWT, KOrAa ero NpPUHMMAIOT 3a CTPaHCTBYIOLLIero
CBALLeHHMKa. Kasanock 6bl, cUTyauma Henenas, Ho
[NA HEro 3T0 YrKe Koe-yTo. W ons Hero 3To CTaHOBUT-
CA BaXKHbIM, MOCKOJTbKY OH — B0sIbLLIE HE HUKTO, OH CTan
XOTb KEM-TO, W 3TO 4AET eMy CWsbl, crnacaeT. Ho oH He
JypaK, OH 3HAET, YTO 3TO OMr0 He MPOANUTCA, U A0
KaKo-TO CTEMeHW JorafblBAEeTCA, YTO ero pasobnayar.
- Kak 6b1 Bbl 0XapaKTepu30Banu MecTo AevcTBuA?

AH Komaca: B HaweM dunbMe ecTb ABa Mupa. [Nepsbiit
— UCMpaBuTeNbHaA KOMOHWA ANA ManofieTHWX. MoHo
CKa3aTb, TopbMa. A BTOpol Mup — AepeBHA. M oguH 13
3puTeneit Ha NpemMbepe B BeHeLMm nogenmnca oueHb
WHTEpeCHLIM HabniogeHneM. YTo 3T1 ABa MMpa He TaK
Y CUNbHO PasNnYaloTcA Meray coboit. Tak v ecTb.
[na Oannanna Be3ne, Kyda HW noiaeLLlb, — TiopbMa.
3aHATHOe HabnofeHWe, TeM bonee, A cHUManN GUbM
CTaTUYHOM KaMepoW. V1 Mo3ToMy nepcoHark 3anepT

B KaZpe, BCe PaBHO KaK B YeTbipex cTeHax. Eciu
KaMmepa He OBUMKETCA, BO3HWKAET OLLyLLieHNe, YTO Tbl
He MorKeLLlb BbIpBaTLCA 3a Npedenbl Kagpa. Tak vto
CUMBONMYECKanA TiopbMa bbina AN MeHs cnocoboM no-
Ka3aTb, YTo [laHWanb 3anepT, He MOKET 0CBOBOANTLCA
OT CBOEro NpOLLSIOro, 0T NMPEeCTYN/eHns, KOTopoe
COBEPLUMI KOraa-To, Y OH HUKOTAA YHKe He BblpBeTcA
Ha cBo6ony.

Ocobbiit 3GpeKT 3aech Co30aeT U TO, YTO COOLITUA
npouncxodAT B ryLum. OToaneHHoCTb OT LMBMAN3aLMM,
— 3T0 TOYKe OYeHb MOCMOCO6CTBOBANO TOMY, YTO OHU
YyBCTBYIOT CE6A OAMHOKUMM, HPOLLIEHHBIMU Ha NPO-

1380 cyapbbl. IHTEpEeCHbIM HIoaHC: MHe NMoHpaBucA
«JleBMadaH» 3BArMHLEB], a TaM TOXe MOKa3aH rnoce-
JIOK r@e-To Ha npocTopax Poccuu, NioAn, KOTOpbIX BCe
6pocunu, U UM bonblLe HeKyaa [eBaThCA, U OHU MOryT
pacCcYUTLIBATL TONMbKO Ha cebA. [InA MeHs «J1eBradaH»
cTan 60sbLUMM UCTOYHMKOM BOOXHOBEHWA B paboTe
Hag «TenioM XpUCTOBbLIM.

Hnmepasbio senu Aca KonoduxcHep

u lMemp LLlenomuHHUK

TOrfa poAHA 1 cocein AepHanu ero 3a

NOTOMY OHU NErnTUMHbI, A Pa3 Mbl I'IpOCI'Ol‘/'I

YRKPOLWEHUE CTPOITUBOIO

aBepHoe, B uaeanbHOM MUpe 3ToT

MPOLLECC JOMKEH BbIMALETb UMEH-

Ho TaK. BnacTb B LienAx ontMmmsa-
LMW ropoCKOr0 MPOCTPaHCTBA He CHOCUT
3a 0JHy HOYb FOPOLICKME NapbKM C Ba-
HbIMM MenoYaMu, Ho BCe CBOW pecypeel
W CUibl 6POCaeT Ha To, YTO6bI TeprennBo
yroBapuBaTb TOProBLIEB Mepeexarb A0-
6poBosibHO. [larKe TaKuX 3KCTpaBaraHTHbIX
YNpAMLEB, KaK repoi «[0poaCcKON MeYTbl»
70-neTHui BaH TAHY3H.
YnpaBneHue parioHa XoHLLIaHb ropoa-
CKoro 61opo pasBuTUA YxaHa perynapHo
OTYMTLIBANACh B rOSIOBHOM OdKC 0 TOM, YTO
ceMbs TAHYIH He Kenana ocTaBnATb He-
NerasnbHO 3aHUMaeMoe MecTo Y 0604MHbI
[0pOoru, TOpryA TaM NpoayKTaMu MUTaHUA
1 TOBapaMu HapoJHOro NoTpebneHus.
Ocob0o HenpyUMMpUM NaTpuapx ceMbh. K
HeMy 4acTo XoAuna NON LA, UHTENU-
FeHTHbIE MY}4MHbI B 04KaX, OHW yberaa-
1 ero nepeexartb, Bedb Ha HOBOM MecTe, B
KoMdopTabenbHOM NaBuILOHE, eMy GyaeT
ynobHee. MpuHocHnM yBeJoMNeHUsA U
nocTaHoBneHus. Ho nocpeay ropofdckoro
LLIyMa, NMoCcpeav CHOBaBLUIMX TyAa-clofa
TOProBLEB YNIMYHbLIM hacTdynoM 1 NpocTo
npoxoxKmx BaH TAHY3H Bcerpa 3aMeTeH 1
0Cc06eHHO rPoMoK. OH NepeHec UHCYNLT,
€ro *eHa 60/1bHa paKoM, a CbiH NoTepsAs
MpaByo PyKy U3-3a HECYACTHOIO CITy4an

KOHKYPC JOKYMEHTAJIbHOI O KMHO 3
OPOLICKAA MEYTA (CHENG SHI MENG) / PEXK. B3WLI3IOHb Y3Hb

Ha NpOM3BOACTBe, HO T1aBa CeMbM BCeraa
SHepruYeH 1 cBoeHpaBeH. [0BOpwI, YTO
TOPryeT TyT AaBHO U YMepeTb HaMepeH
ToMe rae-HMbyab nobnmsoct. OH pean
MNOoCTaHOB/EHA BRacTei, Npurosapmean
«HWYEro He 3Halo, He Y1Tas», Co CBA3-
Koii 6aHaHoB Geran Mexay nonvumen 1
cBoel 0604MHOIA, NpKBeKan BceobLuee
BHVMaHWe, MHOAA MbITancs BCTYNUTb CO
CTparamu NopAaKa B pyKonaLLHyio, 1

PYKM 1 3a HOT'W, YTO6bI MoNMLeNCKUe He
nocTpaganu. KpynHbM niaHoM — nioau,
¥enesHble 3ybbl B UX pTaX, MacTUKoBble
LTI OLLESIOMIEHHBIX MOMULIENCKIX, 13-
33 KOTOpbIX FepPOi1 MPOM3HOCUT B Kamepy
06UHKEHHYI0 peuyb, TECHBIA MUp, TeCHOE
MPOCTPaHCTBO.

W Bpoge 6bl BCe 3TO HaNOMMHaeT fo-
KyMeHTasbHYI0 KOMeauio, HO YNpsAMUTCA
CTapWK He MPOCTO TakK, a eLLie W MOTOMY, UTo
€ero BHyYKe Haflo nonyyaTb 06pa3oBaHye,
a apyroro crocoba 3apaboTaTb Ha HW3Hb
y ceMbi HeT. B Kagpe MHOMo 3a6aBHbIX
[LeTanei, Ho 0cobeHHO CUNbHO Bpe3aeTcn
B MaMATb BCKOSb3b BPOLLIEHHOE KeM-To 13
POLOCTBEHHUKOB MPYCTHOE: «Y HUX BNIaCTb,

Hapog, 3Ha4MT, Mbl MHE 3aKoHa». B ueM-To
«lopofcKkan MeyTta» pofcTBeHHa «3eme
KOYEBHMKOB» Xrlom Y¥Kao, NoKa rmaeHo-
My GpUIbMY HbIHELLIHEro rofia, BeSIMKOM
aMepUKaHCKOM UCTOpWK, KOTOpasA YyrKe
BbIMrpana aea GectmBana u3 AByX, Ha Ko-
TOpbIX N06bIBaNa, Y HaBepHSAKa BbIUrpaeT
eLLle MHoro apyrux Harpag. OHa anervyHa,
a B «[opofacKol MeyTe» 6osibLLe OrHA, U
BCe e 06a ¢pubMa o Silodax B 06LLEM
W LieNIoM 06e300/1eHHBIX, HO C 60/TbLUMM
YyBCTBOM COBCTBEHHOIO JOCTOMHCTBA.
CeMblo TAHY3H, KOHEYHO, MepeBe3yT, no-
NLEecKMe byayT ycTano yTMpatb NnoT co
n6a, 06BbACHASA, YTO BCEro NWLLb AenatoT
CcBolo paboTy, «a BaM CTouT 6osibLue
[0BEpATb PeLLleHnAM KoMnapTumx. [a,
MOMET ObITb, BCE 3TO /TACKOBOE OTHOLLIE-
HWe KWUTaNCKOM NONNLMM K Nonyneranb-
HbIM YpAML,AM — WNo3u1A, Befb BlacTb
— 370 APaKOH, a OH Bceraa nobeaut
yenoBeka. [la, YxaHb, rae npoucxoaut
[eicTBMe 3TOro a3apTHOro ¢punbMa, ce-
rOAHA accoLMMpYeTCA 'Y 3puTeNA COBCEM C
OpyrvMu npobneMamu, 1 TeM 6osiee ecnin
peuyb uaet 06 ynM4YHoW Topro.re eqomn
(o6cyHpanu e coBepLUEHHO CEpbe3HO
BEPCUIO, YTO NaHOeMMA KOPOHaBUpY-
€a Cy4nnachk 13-3a HeKa4eCTBEHHOM
neTy4el MblLLK, KOTOPYIO Cbes KaKoM-To
TypucT). Ho BCe 3T0 He 0TMeHAEeT Ton
OrPOMHOW HEHOCTH, C KaKOW perkunccep
GUnbMa, KPYMHBIA KUTANCKUI [OKYMeHTa-
mcT BanusioHb Y3Hb 0THOCKTCA K CBOeMy
repolo, ManeHbLKOMY, HO 04eHb ropaoMy
YEJSIOBEKY.

Maputa Jlameiwesa



[TPERPACHAA HHN3Hb

POBEP 3HPVKO. HE3ABVCUMbIIA

1A TeX, KTO yCren poauTLCA He no3aHee
cepeauHbl 1970-x, Pobep 3HpuKo — perumccep
NPaKTUYECKM POoHOW: B NMepuog 3apyberHoro
MasioKapT1HbA Ha COBETCKUX 3KpaHax OH 6bl1 0OHUM
13 HeMHOr X 6onee-MeHee LOCTYMHbIX, JIerasbHo
NpeAcTaB/ABLUNX 3aBETHOE KMHO KamnuTanmMcTU4ecKon
CTpaHbl. «Mckatenu npukniodeHnin» (1967) sapabota-
nm B CCCP noucTuHe KynbToBLIV (TOT Criy4al, Korga
He Ha[lo U3BUHATLCA 3a UCMOSIb30BaHWe U3BUTOro
crloBa) cTaTyc. TeM, KTO MOJIOXe, 3TOT KOHTEKCT He-
3HaKOM W HernoHATEH; TeM LieHHee HebosbLLas, HO
BHATHaA peTpocnekTvea 3Hpnko Ha MMKO, BTopon
rog nogpaa (nocne Muwensa [leBunaA) 3aHOBO OTKpbI-
BalOLLLEro POBECHWNKOB «HOBOW BOJIHbI» (IHPUKO — Ha
roa Mnagte logapa), HUKOrAa € 3TUM TeYeHUEM He
accoLMMpOBaBLLMXCA.
3HPWKO — He NPO 3KCMEPUMEHT U pa3pyLLUeHUe YCTOEB,
OH — BEPHbI coNAaT no-4eCTHOMY MoBecTBOBaTe b~
HOO KMHO, KOrAa KPenkui cLeHapui 1 6epyLuas 3a
HUBOE UCTOPUA — BO INaBe yria. YTo He OTMEHAET Uu-
CTO KMHeMaTorpaduyeckoi, M3obpasutesibHow ane-
FaHTHOCTU; CTUJTb PACcCKasa He HaBA3UMB, HO 3HAUMM;
A3bIK He [OBNEET Haf CIOXETOM, HO MoApa3yMeBaeTCcA
KaK UIMMaHEHTHOe CBOMCTBO KMHO. ManeHbKas eM-
YyMHa peTpocnekTuBbl — «CoBUHbIV pydeit» (1962),
3KpaHM3aLmA paccKasa reHuA aMepUKaHCKON FOTUKN
AM6po3a Bupca: abconioTHbli TpuyMd 30-neTHero
3HpWKO, CHaYana NonyYMBLLMIA KaHHCKOEe 30/10TO 3a
JIYYLUKIA KOPOTKOMETParKHbIN GUIbM, MOTOM CTaBLUNI
Yactblo nobeaumsLuero B CaH-CebacTbAHe aBTOPCKOro
anbMaHaxa no bupcy «CepgLe *u13HW», a eLLe Yepes
ron BbivrpasLunii «OcKap» 1 BolledLWwniA B aMepu-
KaHckui Tenecepman «CyMepeyHas 3oHax». KopoTKaa
MUCTOPUA — rPE3a KasHeHHOro Bo BpeMA [parkaaHCcKom
BoWHbl B CLLIA nnaHTaTopa-toXaHWHa 0 Bo3BpaLle-
HUW [JOMOW — YIIoMKUNack B HEMOJHbIE NonYaca, 3a
KOTOpble COBCEM eLLe 3eJIeHbIN persuccep npoae-
MOHCTpUpOBaJ BblfaloLLeecs BnaaeHue npodeccueit:
PUTM, HacTpoeHwue, atMocdepa, BUPTYo3Hble Npobern
1 nponeTbl Kamepbl. PAaHHUI KOPOTKUI METP — MOYTH

BCErga KaMepToH Ko BceMy ByayLLieMy TBOpYecTBy, U
3HPUKO — He UCKMIoYeHUe.

OH He Mor No<anoBaTbCA Ha HEM3BECTHOCTb, BCErAa
BXOAWI B PEHUCCEPCKUI UCTEBNULLIMEHT, BO3IMABNAN
AKafileMU1I0 MCKYCCTB U TEXHOMOMMIA KuHeMaTorpada.
[Mpv BceM 3TOM JHPUKO — He TOT, KO0 HAaBCKUAKY
Ha30BYT NpeACTaBWUTENEM aBTOPCKOMO K1HO; Ha Mo-
BEPXHOCTHbIN B3TIAL OH — «BCEr0 JIULLIb» CYreprpo-
U, yOapHUK Ka4eCcTBEHHOMO PEMECSIEHHOMO KUHO,
«*aHPOBMK». M 3T0, KOHEYHO, YepPTOBCKM Hecnpa-
Be/IMBbIN — KaK pacnpaBa Hag epTeor CoBnHOro
py4bA — B3rnA4. SHPUKO — NeBeL, 06peYeHHOro
NpUYKIToYeHns; cobcTBEHHO, «McKaTenu NpuKio-
yeHui» (1967) He 3pA CTanu BUSUTKOM IHpUKO. 3a
aBaHTIOPHOW ApaMol, obbeanHMBLLEN repoeB AneHa
[enoHa, JTnuHo BeHTypbl 1 Ceprka PegrkaHu, 3a
FMMHOM MYMCKOMY BpaTCTBY — reHepanbHas JIMHNA,
4eTKo cHopMyNMpoBaHHaA yre B «COBUHOM pyybex:
06peyeHHOCTb KaK co6/1a3H, NMOJHbIN NPOBan 3eMHbIX
Ha4YMHaHWUI KaK NponycK B peanbHoe beccmepTtue. Y
[OKYMEHTanbHOro GpunbMa, CHATOro CbIHOM PerKmCc-
cépa, HepoMoM, noKasatenbHoe HasBaHWe: «Pobep
3HpuKo. KopoTKkuii nyTk 3eMHoM». HeT, Pobep npo-
HKUI He TaK YK Masio — OH yMep OT paKa Nnerkux B 69
NeT, CHAB OKoJ10 ABaALuatv 6onblunx paboT. TeM He
MeHee, AJIMHHBIV NYTb — He MPOo ero repoes; B [ONOM
CYACT/IMBOM HWU3HM HET HAYEr0 repONYECKOro; U B
61orpadmm camoro perkmccepa 0CTaéTcA 3/1eMEHT He-
[Oro0BOPEHHOCTW — YCKOMb3aloLLAA KpacoTa TaKk U He
NMOKOPEHHbIX BEPLLMH.

MocKoBcKan peTpocneKTnBa No3BonAeT yBUOAETb
HECKOJIbKO 3TanHbIX paboT IHpUKO, cAeNaHHbIX 40 U
nocne «Mckatenei». «pexkpacHan Hu3Hb» (1963) -
nepBbI MOMHBIN METP, MPOH3UTENBHOE KUHO C eCiU
He U3[eBaTesIbCKUM, To, 6€3YCNOBHO, UCTMONTHEHHBIM
ropbKO UPOHWUUM Ha3BaHWEM, y4acTBOBaBLLEE B
KOHKypce BeHeLum, HO U3-3a LIeH3YPHbIX NPenoH
[Ba rofa AouaaBLUeecA BbIXoAa Ha poauHe. He
npocto uctopua gembena OpenepuKa, NbiTaloLLerocs
afanTuMpoBaThCA K MUPHOU (Ha dene — Kyaa bonee

IMLF= dRELILY maner B «okTAGpe»

CypOBOW, YeM BOeHHble ByaHW) *u3Hu B Mapuixe, HO
MOSIMTUYECKUI HecT: [apuK, B KOTOPOM OKa3blBaeTcA
oTCnyHmBLUMIA cBoe OpeaepuK 0XBaYeH npoTecTa-
MM NPOTUB BOWHbI B Ankumpe. «Jlecopy6bi» (1965;
OpYroM pacxoxuii BapuaHT nepesoda — «J1yxeHble
TI0TKU») — MY¥CKON POMaHTUYECKUA POMaH, CTaBLLWIA
HaLMOHanbHbIM XUTOM; M0 CYTW, BECTEPH, 06beau-
HUBLUWI 6pyTanbHoro BeHTypy 1 KoMuyHoro Bypsu-
A1, CbIrPaBLLEro 34ecb, BO3MOMHO, CBOIO NyYLLYi0
[paMaTuyecKylo posib; 6annaga o CKPOMHbIX reposix,
CMEHUBLLMX pa360oiHMYbe NPOLLMIOE Ha YeCTHbIN
TPYA M roToBbIX NMPOJIUTL CBOIO KPOBb 3a CrpaBeanu-
BOCTb. «TeTA 3uta» (1968) —caMblit HEMHbIA GUNbM
PEBOMIOLMOHHOI0 roAa; GubM, NpobuparoLLmii o
CNEe3 — U CIOXKETOM, B KOTOPOM toHas AHHU MbITaeTcA
NMPUMUPUTLCA C 06bABNEHHOM CMEPTHLIO No6K1MOA
TeTKM, reponHu Bropoi MMpoBoW, U rUTapHbLIMU
nepe6opamu Benunkoro ®paHcya ge Py63, noctosH-
HOro KoMno3uTopa IHpMKO. HunBan, HeHaTyHaA
CeHTUMEHTaNbHOCTb — TO, YTO IHPMKO BCerga LeHusn
BbICOKO; U B KapTWHe, cTaBLUein 6eHedUCoM aKkTpuChl 1
mopenn [xoanHbl LLnMKyc, oTKpbIToln «Uckatenamm
MPUKIIIOYEHWUI», el HET rpaHuL,. «PoMoBbIl 6yrib-
Bap» (1971) — 6ypneck o BpeMeHax Cyxoro 3aKoHa,
KuT4Y-daHTasua o HosoM cBeTe ¢ Bpukut Bapao u
NiobuMbIM BeHTypoit B rnaBHbIx ponfx; AaHb Mudoso-
rMYecKon 3rnoxe OUCTUNINIMPOBaHHOMO 6e33aKOHHOMO
repowcrtea. HakoHel, «Ctapoe pybe» (1975) — caman
OTYanAHHasA U ¥ecToKan MenoapamMa ¢ppaHLy3cKoro
KUHO; UCTOPWA AOKTOPA (B rpaHAMO3HOM UCMOSTHEHUN
®ununna Hyape) 13 npoBUHLMaNBEHOMO FOPOLKa,
KOTOPOMY HE MOBE3J10 HWTb B OKKYNUPOBAHHOM HaLM-
ctamy ®paHumu. O6bIYHBIN YenoBeK, Mo CyTu, TOAK,
He NMOMBILLIABLLMIA HU O KaKoM ByHTe ¥ He AenaBLUMN
pasnuymnii Mexay paHeHbiMu 6oiiuamu ConpoTuene-
HWA U paHeHbIMU KoriabopaLMoHUCTaMu — KNATBa
[unnokpara npeBbILLe BCero, — NPeBpaLLaeTcA B
6e3KanocTHoro McTUTenaA nocse rubenu eHol (Pomu
LLIHangep) v fo4epu Bo BpeMsa KapaTenbHOro perga.
CMoTpeTb paBHOAYLLIHO — HEBO3MOMHO; BIMPOYEM,
yNpeKHyTb IHPUKO B SKCMyaTaLymM HaLLMX YyBCTB
6bi10 6b1 NpecTynieHneM. OunbMbI IHPUKO — Berga
BbICOKAA W YMCTaA IMOLMOHAIBbHAA HOTA; OH — rapaHT
KauecTBa, HO U rapaHT cepaua.

Badum PymrkoacKuli



ROBERT ENRICO.
INDEPENDENT.

For those born before the mid-70s, Robert Enrico is near
and dear: he was one of the few authors of capitalist
countries whose films were legally shown on the Soviet
screens. “Les Aventuriers” (1967) became iconic in USSR
(the rare case when one shouldn't be apologizing for using
a cliché word). The younger audience is not familiar with
the context but it is what makes a rather small, but distinct
retrospective of Enrico’s films at the MIFF worthwhile. The
festival for the second year in a row (after showing Michel
Deville last year) re-discovers the contemporaries of the
New Wave (Enrico is only one year younger than Godard)
never associated with the movement.

Enrico is not about the experiment and stereo rupture, he
is a loyal soldier of the true narrative cinema, the one that
puts a strong plot and a relatable story before anything
else. Nonetheless, it doesn't go against the visual genti-
lesse; his style of narration is nonintrusive but meaning-
ful: the cinema language doesn't outmatch the plotline,
but is implied as an inherited cinematic quality. The little
gem of the retrospective is “La Riviére Du Hibou” (1962),
an adaptation of Ambrose Bierce, a genius of American
Gothic. An absolute triumph of a then 30 years old Enrico,
that has become the Best Short in Cannes, then won in
San-Sebastian as a part of an almanac of Bierce’ adapta-
tions “The Heart of Life", and received an Oscar, and be-
came a part of American “The Twilight Zone" a year later.
A short story depicting a dream of a plantation owner,
executed during the American Civil War - the dream

of coming home. Fit in less than thirty minutes, it was
enough for a then newbie director to show his talents: the
rhythm, the mood, the atmosphere, the artful run-and-
guns cinematography. Early shorts often become a model
for later films, and Enrico is no exception.

He became a celebrity, always a part of the cinema
establishment, the head of Académie des Arts et Tech-
niques du Cinéma. However, Enrico is not somebody

to be branded an auteur; on the face of it, he's “merely”

a master, an adept of a high-quality cinema. And it's a
bloody unfair way of seeing it — as unfair as a carnage

of the Owl Creek Bridge victim. Enrico is a poet of a
fateful journey. “Les Aventuriers” became his signature
film for a reason: beyond a picaresque drama with Alain
Delon, Lino Ventura, and Serge Reggiani and a hymn for
camaraderie, there is a narrative pattern already present
in “La Riviére Du Hibou": fatality as temptation, a total
failure of the terrestrial endeavors as the way into the
celestial. “Robert Enrico: Bref Passage Sur La Terre” is
the name of his son's, Jérome Enrico, documentary.
Robert’s life, however, was by no means brief - he died
from lung cancer in the age of 69 and shot around twenty
full-length works, but his characters are not about a long
time, there’s nothing poetic in a happily ever after. Thus,
there's an element of unspoken innuendo about Enrico’s
life, elusive beauty of goals never met.

The Moscow retrospective offers a few of Enrico’s works,
both before and after “Les Aventuriers”. “La Belle Vie"
(1963) is his first feature, a wrenching film with a cyni-
cally bitter name, a part of the Venice competition, only
shown two years later in France due to the censorship.
Its story is not only about Frédéric, a discharge who tries
to adapt to a peaceful life (which, in reality, is harsher
than the war), but a political gesture: Frédéric’s free Paris
is flooded with riots against the war in Algeria. “Les
Grandes Gueules” (1965) is a masculine romance turned
a national big-tune; essentially, a western assembling a
manly-looking Ventura and a quizzical Bourtvil, who had
possibly had his best dramatic part in the film; a ballad of
decent heroes, criminals turned honest workers willing
to spill blood in the name of truth. “Tante Zita" (1968) is
the tenderest film of the revolutionary year; a film making
the eyes water - both via its plot with young Annie trying
to keep it together after the death of her favourite aunt,

a World War Il hero, and Frangois de Roubaix’, Enrico’s
regular composer, guitar plunks. A vivid, inartificial senti-
ment — is what Enrico always worshiped; and there's no
limit to it in the film, which became a triumph for Joanna
Shimkus, who was first discovered in “Les Aventuriers®.
“Boulevard Du Rhum” (1971) is a burlesque of Prohibition
times, a New World kitsch-fantasy with Brigitte Bardo
and Lino Ventura; a tribute to the mythological epoch of
the lawless spirits. Finally, “Le Vieux Fusil” (1975) - the
most desperate and cruel drama of the French cinema; a
story of a doctor from a country town (brilliantly played
by Philippe Noiret) coerced into living in a Nazi-occupied
France. A regular man, a clunker in his bones, who had
no thoughts about the riot and saw no difference between
the partisans and the Nazi collaborators - the oath shall
always come first — becomes a ruthless vigilante after
the death of his wife (Romy Schneider) and daughter for
the sake of revenge. One can't stay indifferent; however, it
would be a crime to accuse Enrico of coldness. His films
are always of a high emotional pitch; he is an assurance
of not only quality but heartiness.

Vadim Rutkovskiy

THE CAMPAIGN

MAIN COMPETITION
DIR. MARIAN CRISAN

There was this sad joke: “In the Soviet Union they
started selling triple beds because Lenin was always
with us”. This joke could be told by the villagers of
Romanian Salonta, the simple-hearted people. Once

a politician Mokanu from Bucharest comes to stay

in the village or rather with the family of the tractor
driver Viorel, who is roughly the same age. His team
respectfully addresses him as “Minister”, but it is hard
to believe he has anything to do with executive power.
All the grotesque Mokanu can do is deliver populist and
rhetorical talks. This is sufficient to aspire for a seat in
the European Parliament. What follows is something
that happens under all political regimes in all times: he
must urgently simulate closeness to people.

For the first time Mikanu finds himself in this rural
home purely by chance: his car breaks down not far
from the field that Viorel is toiling. Then he finds out
that staying in that house is convenient: every day he
can demonstrate that he shares the peasants’ wor-
ries and hide from the accusations put forward by the
opponent during the election campaign. Viorel who

is promised a new tractor for his participation in the
game, pretends to be an old army friend. Or rather he
has a simpler function - to be “furniture”, part of the
interior for innumerable photo sessions.

The director Marian Crisan had to navigate between
Scylla and Charybdis because a plot like that presents
a lot of difficulties. On the one hand it is a comedy of
intrigue and the film will inevitably become one. On the
other hand it is an accusatory movie and it becomes in-
creasingly difficult to avoid this temptation given all the
high-flown rhetoric about bureaucracy. But the director
manages to look at his protagonist without laughter or
anger. What saves the movie is everybody’s stupor-like
state and the slow tempo. The camera barely moves
along the village street. Mokanu slowly walks from
house to house trying to strike a conversation with the
villagers. The latter avoid any meaningful dialogue. All
the talks about pies that Mokanu likes to have at the
local bakery serve to highlight the senselessness of
everything he pronounces from the pulpit, being totally
detached from life.

Gradually the spectacle that could have been a comedy
turns into something half desperate half frightening.
The elections are taking too long to begin, the team fret
and have a nervous breakdown because they are stuck
in this mysterious village (another eternal narrative de-
vice). The politician's gaze becomes empty and the gaze
of his friend has always been like that. Any attempts to
get drunk, make a confession or break this time loop in

any way peter out. Every morning Mokanu wakes up in
the room of Viorel's son, who has gone to town, under
the poster of “Metallica”.

Marian Crisan’s movie could be called a film about the
meaninglessness of everything from the European
Parliament to life itself if the director had not shifted the
focus from the politician to the tractor driver. All this
time he did not merely keep silent and pretend to be a
part of furniture but also made his own unconventional
conclusions. Bernard Shaw's “Pygmalion” comes to
mind and the idea that authors of social experiments
always bear the responsibility for those whom they
have tamed. The eternal topic — and oratory about “fam-
ily being the most important thing”, “heading towards
democracy”, “supporting veterans” and even official
sport events with the participation of young karate boys
will stay there forever.

Igor Savelev

THE FISHERMAN'S

DAUGHTER

MAIN COMPETITION
DIR. ISMAIL SAFARALI

The most remarkable thing about Ismail Safarali's debut

is the vagueness surrounding the death (thus, two last
minutes of the film taking place in between two worlds look
consistent and even the only possible epilogue, but let's
avoid the spoilers). One would think that the plot is based on
a tragedy happening to a family. Even more so - in a com-
munity as traditional as an Azerbaijani province is shown:

it is conventional to grieve and wear the willow for a while
here. All the more, it takes place in a fishermen village, with
aman being the only breadwinner, and without one a family
can't survive. To make matters even worse, it is a story of a
girl, who doesn't love anyone nearly as much as she loves
her father, and no one else could ever understand her.

The girl - Sarah (Khamail Gasanova) - is a bold, stubborn,
and a young Chiara Mastroianni look-alike. She spends days
walking through the village in the hot weather, from the full-
blue sea (the landscape of Apsheron peninsula are shown
by Safarali in detail and with admiration) to the stone debris,
which, it seems, remain untouched since the Middle Ages.
The only given hint on the epoch we witness is rusty Zhigulis
and Pazik buses driven by the locals, as well as some boat
motors. Another bold element is an atemporal festive red
dress. It looks almost provocative as opposed to the overall
poverty, but we soon understand the dress is yet another
sign of poorness: Sarah wears it all the time, even during the
funeral. Sarah is independent to a certain degree, she often
appears in the places she’s not allowed in, but it doesn't
mean she is free - only that no one cares about her. Yet.
“The vagueness surrounding the death” describes a smooth
course of a catastrophe, imponderable from its beginning,
instead of a sudden stroke of misfortune that, as one might
think, would become a protasis. No one ran screaming

“He drowned!!!". The head of the family simply doesn'’t

show up - first for a day, then for two. It could be a great
catch, or maybe border patrols stopped him - it happens

to fishermen. His delay is discussed both by the family and
the community with a shadow of disturbance, but still as
something quite ordinary. At some point, the dwellers, who
the fisherman became indebted to, come for his car - a
Zhiguli as well — and do it casually as well. Then come the
talks (by both the neighbours and the strangers) on when
and whether they should burry an empty casket as they do
it here when the sea refuses to give the body back. When
they should have started worrying, and then grieving, when
did “late” turn into “dead” - it seems no one understood, not
even the recent widow. Not even the daughter.

From the first glance Ismail Safarali’s film seems to unwrap
the cruelty of a traditional society, the one not caring for

a person, and the two forms this cruelty embodies - the
pressure of the community and the pressure onto a woman.
The community demands a funeral because there will be

no catch until then, all the ancient superstitions are sum-



moned - and those friendly neighbours almost banish the
family, that didn’t have any time to recollect if their close
one is dead or not. Sarah's fate is yet to be determined in
rather a classical way - separate her from a loved one, ger
her married to the one she doesn't love, — but her mother’s
fate goes even more poignant way on the background. Her
rights are taken and slightly, but surely put into the hands
of God knows whom - likely a family member, but... Is he
a brother of her late husband? Admittedly, no one cares -
after all, no one shall be left masterless: neither a woman
nor a Zhiguli.
And yet “The Fisherman’s Daughter” lacks the polemics
that might have been promised by the plot. The “traditional”
evil happens with no pleasure of those taking part - even
with some compassion. Exactly this compassion is what
makes us suspect that it is not cruelty, but the indifference
of nature — and not people - is the main character.

Igor Savelev

CORPUS CHRISTI/

BOZE CIALO

81/2 FILM
DIR. JAN KOMASA

- In your movie the church and faith seem to be on

the opposite poles. At least it is not one and the same
thing...

Jan Komasa: | meant to demonstrate that sometimes
it is rather difficult to differentiate between belief in
institutions and religious belief, they partially coincide.
At times it may lead to tragedies, people vested with
any kind power, including those in churches, can
abuse their power over people, for example over
believers.

- The protagonist seems sincere in his belief, but at

the same time he does not think about the future at all.
Does he have any plans about his life, his future?
Bartosz Bielenia: He has nothing to lose. In the worst
case he will be sent back to the penitentiary, but he
knows his way about that institution, he effectively
grew up there, the years that are the most crucial

to the shaping of the boy’s personality were spent
there. So going back there is not a tragedy for him. He
knows it and this is why he can do some extraordinary
things which would seem too difficult or adventurous
to an average person.

Jan Komasa: | totally agree. Danielo has nothing

to loose. But at the same time he feels like he is a
nobody. He sees no prospects for himself because
society is unwilling to deal with the likes of him. Those
around him, those young people who have already
committed a crime, also despise him. He has nowhere
to go. He tries to act cool but he is too vulnerable.
Probably that explains why he has no plans and
accepts an accidental situation and does not object
when he is taken for a wandering priest. It seems
absurd, but it means something for him. To him it
becomes important because he is no longer a nobody,
he is a somebody, he has become somebody and it
gives him strength, saves him. But he is not a fool, he
knows it is not going to last long, he foresees that he
will be exposed.

- What could you say about the setting?

Jan Komasa: There are two worlds in our movie.

The first is the penitentiary for underage criminals.
One might say a prison. And the second one is the
village. After the Venice premiere a viewer shared

his interesting observations that those two worlds
were not all that different. And that's right. Wherever
Danielo goes, it feels like a prison. It's an interesting
observation, all the more so because | shot the movie
with a static camera. The character feels locked inside
the frame like within four walls. When the camera

is not moving it feels like you can't break out of the

frame. So for me this symbolic prison was a way of
demonstrating that Danielo was trapped, that he could
not break free from his past, from the crime he once
committed, that he will never be free. The fact that
the events take place in the backwater, adds to the
feeling. Being far removed from civilization increased
the sense of loneliness, of being abandoned. An
interesting detail: | liked “Leviathan” by Zvyagintsev,
which also shows a village somewhere in the
expanses of Russia, abandoned people who have
nowhere to go and who can rely only on themselves.
“Leviathan” was a major source of inspiration for me
while working at “Corpus Christi”.

Interview by Asya Kolodizhner

and Peter Shepotinnik

GAMES PEOPLE

PLAY/ SEURAPELI

SPECTRUM
DIR. JENNI TOIVONIEMI

The guests gather at a country house to celebrate their
friend’s birthday. Or might it be for another friend to brag
about her successes and a new boyfriend? Her other
friend then suddenly realizes how unhappy his marriage
is, trying to flip everything around. As for the youngest
member of the company, he finally demands to be treated
as an adult - after all, the guy is almost 30! Long story
short, the characters will have to unwind the whole tangle
of long-standing relationships.

The original title of the film, “Seurapeli”, translates as “a
party game” — and there is one in the plot. On the very first
evening, the friends solemnly vow to give up their phones
for the whole weekend and look each other in the eye. A
table game turns into an act. Director Jenni Toivoniemi
started as a screenwriter, and hits it out in “Games ...".

An easy piece for eight middle-aged performers. A feast
for the well-matched actors: there are both the stars and
masters of the Nordic series. Eero Milonoff (remember the
troll in “Border” by Ali Abbasi? That's him!) is the luckiest
of them all. His Harde is not just a dramatic character, but
also a comic one, a jokester, torn and frayed - he didn't
have it easy as it turns out in the end. All of the charac-
ters show a distinctive development. Even the Swedish
actor Mikael (Christian Hillborg) who first appears to be a
walking anecdote about Finnish-Swedish relations, would
meet new dawn badly worn.

Speaking of. Scenes of dialogues are interspersed with
frames of still lives in the baroque genre of vanitas:
leftovers with ants crawling on it. Where was the table of
food, there is now a coffin. The breath of death is in the air.
The friends notice that the sunset shimmers with exotic
colors, fish floating belly up, and there is a nuclear power
plant nearby - could it have exploded? Maybe the whole
world outside the Finnish cottage has already come to an
end, and it’s just them who are unaware?

However, the author is a stranger to apocalyptic moods.

If one is looking for a hint, then let there be such a hint:

a broken glass with a shard hanging literally on a string.
Shown in static, it no longer looks crippled and acquires

a new wholeness. The same happens with the characters
of the countryside comedy. The shocking truth they learn
over their long weekend shows how much their friendship
owes to sheer coincidence. That being so, there comes a
temptation to wash the smile off Fortuna’s face — and wine
fumes add the courage. Naturally, nothing would come
out of “let’s try again” apart from squalor and oddity at its
best. There is an excellent point to it in the film: Janne, all
wasted, begs his friend to punch him in the face. Finally,
his wish is granted. Staggering, Janne rises from the
grass. “Well, did it help?” - “No. It just hurts.

Toivoniemi holds the same tone in the finale. An almost
10-minute epilogue about how the characters get on their
way back. Nothing significant happens during those ten
minutes drama-wise — but these are the most important
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ten minutes. They unhitch open the plot, deprive it of the
illusion of completeness. The incidents are over, the sea
has long disappeared, and there are still no credits - after
all, each of the guests has a life left after. It is proposed
one should keep that in mind. The essence of the film is
that the gun has fired long before the first act, and each
character has a bullet inside. Luckily, it doesn’t hurt that
often. Only once in a blue moon.

Sergey Alekseenko

CITY DREAM/

CHENG SHI MENG

DOCUMENTARY COMPETITION
DIR. WEIJUN CHEN

This is how the process should probably look like in the
ideal world. Trying to optimize the city space, the authori-
ties don't destroy the kiosks in one night but put their
resources into patiently reasoning with the merchants to
make them move voluntarily. Even the stubborn ones,
like the main character of “City Dream”, 70 years old Wang
Tiancheng.
The administration of Hongshan of the Wuhan city council
has repeatedly sent reports to the head office, claiming
the Tiancheng family won't leave their illegal selling point
by the road, where they sold groceries and other goods,
and the head of the family was especially obdurate. The
police — neatly looking men in glasses — has often visited
him trying to change his mind: after all, the new comfort-
able pavilion would be way better; they kept bringing him
notes and acts. But Wang Tiancheng has always been
showy, even when opposed to the city noises, wiggly fast
food sellers, and the regulars. He survived a heart attack,
his wife is suffering from cancer, and his son has lost
his arm due to the accident at work; but the patriarch is
still full of energy and opinion; he stated he worked here
for ages and is willing to die nearby. He ripped the acts
brought to him, repeating “know nothing, haven't read
those”; scampered between the police and the roadside
with a pile of bananas making a show; he sometimes
tried to fight the guards with his bare hands - his family
and the neighbours had to keep him still so he doesn't
hurt them. On the close-ups we see people with his teeth
metal; plastic shields of the shocked policemen, who be-
come the reason for Wang’s huffy speech; cramped world,
and cramped space.
One might think it looks like a documentary comedy, but
the old man is stubborn for a good reason: his grand-
daughter should get a degree, and there are no other
means for the family to earn the money. There is a bunch
of quirky details on the screen, but the most haunting is
the line said by one of the relatives: “They have power thus
they are legitimate, and we are just people, we are beyond
the pale”. “City Dream” has something in common with
Chloé Zhao's “Nomadland”, so far, the greatest film of the
year, a glorious American story, which has already won at
both festivals it's been presented at and will definitely see
more victories. It is elegiacal, but “City Dream” has more
flame to it, yet both films are about the unfortunate people
with a great amount of dignity.
The family, of course, will be moved to another place; the
policemen will be wiping sweat from the faces, saying they
were only doing their job and that “you should trust the
decisions of the party”. Indeed, this gentle attitude towards
the half-illegal beggars might be just an illusion; after
all, the law is the dragon that will always beat a human.
Indeed, Wuhan, where the hot plot unwraps, is only as-
sociated with the problems of other sorts today, especially
when it comes to street food (it has been widely dis-
cussed, that the COVID-19 was started by an improperly
cooked bat eaten by some tourist). It all, however, doesn'’t
go against the tenderness the director — an acclaimed
Chinese documentary filmmaker Weijun Chen - shows to
his character, a person of a little mark and great pride.
Marina Latysheva
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1. CoHn Mpucc B yKpaleHusx Garrard u ®epnop OefoTos B Yacax Chopard 2. Cepreit u Hatanssa MoKpuugme
3. Oapbna HoeHep B yKpalweHusax Chopard 4. AHgpeit Cokonos 5. Bapsapa LLIMbIKoBa
6. OKcaHa AKMHbLUMHA B yKpaLueHusax Chopard 7. Banepwuit TooopoBcKuii




IMLF= dRELILY maner B «okTAGpe»

2 OKTABPA / OCTOBER, 2 1445  BOTVHAQOPTYHA/LA DEA FORTUNA OKTABPb, 5

1500  PACTIOPAMEHVE / MEDIDA PROVISORIA OKTABPb, 1
1430 BETW, YVE, BETWU/SPRING, UJE, SPRING OKTABPb, 5 15:15  CESOH JOM{OEN/ RE DAI YU OKTABP, 11
1530 PAVCHAR VLAY LOISEAU DE PARADIS OKTAEPD.7 1530 MPVUMEPHOE MOBELEHVE / PAVYZDINGAS ELGESYS OKTABPb, 2
1545 CACEHVE SALVATION Poy—— 1545  MAPVMKCKVE KAZTTATPAMMBI / PARIS CALLIGRAMMES OKTABPb, 10
1600 STALEHTP/ EPCENTRO PRy— 1600 JETOY AEAVLIKM/ NAMMAEWU YEOREUMBAM OKTABPb, 9
1600 AHHA/ANA T 1600 ODYASCHAYA NATURA. PORTRET REZH1SSYORA AKHACOVA i
1630 ZHAMBO/JUMBO OKTABPb, 5 1615 MTAYUA A3BIK / MOWA PTAKOW OKTABPb, 8
1645  NAPVMKCKVE KATITATPAMMBI / PARIS CALLIGRAMMES OKTABPb, 4 1630 MPENBHIEOPHAS KAMAHWA / THE CAMPAIGN T
1100 MPONERKHI /YOKCHANG OKTABPE, 10 1630 KOHKYPC KOPOTKOMETPAMKHOTO KWHO 1/ SHORT FILMS COMPETITION 1 OAKEN
1715  OTEL|COMOATA/ JARISKATSIS MAMA OKTABPb, 11 \&l5  TATTEPBA/GUTTERBEE OKTAERb, 4
1730 NMPEABBIEOPHAA KAMMAHIA / THE CAMPAIGN OKTABPb, 1 1700 PA3PYIUMTENLHULA CUCTEMBI / SYSTEMSPRENGER OKTABPb, 7
s AR ML S O oo k)
1800  HA3AL B CTEMb K CAPMATAM / NAZAD V STEP' K SARMATAM OKTABPb, 7 1700 BMIONOMOCA /A MEDIA VOZ LAk, T
1630 TOPOCHAR MEUTA/ CHENG SHIMENG FA— 1715 BABIYCTE 1944 /V AVGUSTE 44-GO OKTABPb, 11
1900 OPWIA. [IA 30PABCTBYET HM3Hb! / FRIDA - VIVA LA VIDA OKTABPb, 8 17:30 _ ENIOKATIHEA IHEBHUK / A SIEGE DIARY ORTABP, 1
1900 NECOPYBLL/ LES GRANDES GUELLES - 17:45  CECTPEHHA/SCHWESTERLEIN OKTABPb, 5
19:15  MOCKBbI HE BbIBAET / MOSCOW DOES NOT HAPPEN IoHOCTb 1800 TOPOA YHTEHHbIX/ NINZU-NO MACHI WIITIO3MOH
1930 METPYKOP /THE PETRICHOR OKTAEPE 10 1800  KPACHBIE MAHMBUHbI/ RED PENGUINS OKTABPb, 2
1990 BTATIAHA BAPETA / VITALINA VARELA = 1830 MCKATENM MPUKMIOYEHI / LES AVENTURIERS r
1930 KOIEKTUB COLECTV o 1830 MOCKBbI HE BbIBAET / MOSCOW DOES NOT HAPPEN OKTABPb, 9
19:45  LUECTHATLIATAA BECHA / SEIZE PRINTEMPS OKTABPb, 4 1845 BESYMHBIA MUP / ANI MULALU? OHTAEPb, 10
2000 ASMCA: BOMHEHVE / ALISA. VOLNENIE WIMIO3MOH 18:45  TOPOAICKARA MEHTA / CHENG SHI MENG LAk, T
2000 [104b PLIBAKA / DOCH RYBAKA OKTABPb, 1 1900 TATAPUH/GAGARINE OHOCTS
20:05  ATTBMUCKAR BATITIATIA / ALPIVASKAYA BALLADA OKTABPb, 11 1900 H0Yb PLIBARA/DOCH RYBAKA ™
20:30  SCREENLIFE. SHORTS / SCREENLIFE. SHORTS OKTABPb, 6 1915 BEJMKONIAHAWA / GREATLAND OHTABPb, 4
N0d5  RUHOMEXAHVR | THE PROJECTIONIST OKTAEPD.5 1930 [APY3bAHACBOIO F0OI0BY / LE BONHEUR DES UNS... OKTABPb, 8
21:00  TENOXPUCTOBO/®OTOPOBOT EBbI / BOZE CIALO/GOTOPOEOT EBHI OKTABPb, 7 1930 MATIBMKPOT/ MALMKROG oS
T oy v T ETOMERS O
21:30  WrPbl, B KOTOPBIE MFPAIOT IOV / SEURAPEL OKTABPb, 8 2000 CYBEOTHUI POMAH / LAN XIN DA JU YUAN OHIFEPD, 7
2145 TEXHOBOCC/TECHNOBOSS i 2000 WHTEPBbIO/INTERVISTA WIIO3VOH
21:50  LUBETbI BTEHM/SHADOW FLOWERS LA, 1 2010 WIrA-MBOMA/ VALODZITE OKTABPb, 11
2200 YrOMOK KOPOTKOTO METPA. MEPCTEKTMBI / SHORT FILMS CORNER. PERSPECTIVES  OKTABPb, 4 2020 HOKTIOPH/ NOCTURNE OKTABPb, 2
2215  [ABHO HE BUAENMCh / ENTRE DEUX TRAINS OKTABPb, 10 2020 CIIACEHYIE / SALVATION p—
2230 EWETIO OHOM/DRUK OKTABPb, 1 20:30  PACTBOPATBCA / DISSOLVE OKTABP, 1
2245 CHOPO YBMOWMCA/CU SOON OKTABPb, 6 20:40  MATEPUHCHII UHCTUHKT / MATERNAL OKTABPb, 10
2315 POBEP 3HPVKO. KOPOTKUI NYTh 3EMHOM / BREF PASSAGE SUR LA TERRE OKTABPb, 11 2000 XEHZ MEA/ HANDMADE e
2359 [IbABONMEMMY HOT / EL DIABLO ENTRE LAS PIERNAS OKTABPb,2 2115 APHELL/LAGNELLO -

21:30 CMAWC BOW3 / SPICE BOYZ OKTABPb, 9

3 OKTABPA / OCTOBER, 3 2145 POBEP 3HPUKO. HE3ABMCMMBI / ROBERT ENRICO. INDEPENDENT OKTABPb, 4

2210 OTELL/OTAC OKTABPS, 8
1230 MO3BOHV MAME!/ RING MAMMA! OKTABPb, 5 2220 CHOMOOMAMA / SCOPOPHILIA OKTABPb, 6
1300 TIPONENIO M MUHBRY / PRO LYOLYU | MINKU OKTAEPb, 2 2230 KPACHbIV MIPVI3PAK / KRASNY PRIZRAK OKTABPb, 2
1330 BENAR 3MER /B SHE YUAN O OKTAEPb, 9 2240 TIPAMKCKAA OPTUA / PRAZSKE ORGIE OKTABPb, 10
1345  OWMbM CTAPUKA / VANAMEHE FILM OKTABPb, 10 2250 MOCKMT/MOSQUITO OKTABPb, 7
1400 CTAMHBIE W/ TERASLEIDIT OKTABPb, 8 2300 LIYM/SHUM OKTABPb, T
115 [ABHO HE BVENACH / ENTRE DEUX TRAINS OKTABP, 4 2315 3ATTIABHEIMM BYKBAMM / TIPOGRAFIC MAJUSCUL OKTABPb, 5
1420 OMNO®OBUA/ PHILOPHOBIA LK, 1 T - TPETAHOBCKAS TATIEPER
1430 VBA/VREA OKTAGP, 7 LLAK - LIEHTP [JOKYMEHTAJTSHOMO KV HO

GS - JIETHW KMHOTEATP GARAGE SCREEN

PEOKOJITErUA: MFOPb CABEJIBEB /ACA KONMOOWHHEP / OJTbIA APTEMBEBA / EBA KPAYC / MJTbA KOMbINOB / AHOPEV LLWIOMEB / MUXAWIT KYKMH / CEPTEW AJIEKCEEHKO / METP LLENOTUHHWK
MEPEBO/bI: MAPVA KOB3APEBA / MAPIA TEPAKOMSAH ®OTO: FEHHALMIN ABPAMEHKO BEPCTKA: MAPUSA PEBAIKMHA MAKET FA3ETbI: AMUTPUIA METENKMH / OfTbMA JIbHAHARA



42 MOCKOBCKMIA MEXXIYHAPOHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
W JEMNAPTAMEHTA KYNIbTYPbl TOPOIA MOCKBbI
42 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 42 MMKO® / 42 MIFF SPONSORS

FETIS [9033
ILLUSI [$]N

START IPE=X4

1
R B THNE T eZ KommepcaHTb
Instvle oAMEMBEROFDESIENHDTElS'

| N4

Aarcﬁ‘m Krno KuHOBU3HEC



