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KarKpylo 0ceHb A MepeymTbIBalo Ha ponb aHrena-xpaHurena
«"KuBble 1 MepTBble» 1 «bpaTbeB A BbIBVPan TaKoro akTepa, KoTopbIiA
Kapama3oBbix». He [I0/TH{eH BbITb MOXOMK Ha aHrena.
3 Maxim Dashkin Gur Bentwich
| re-read «Dead and Alive» every fall ~ When choosing an actor to play
W ' and «The Brothers Karamazov» — the guarding angel | chose the one
= = ¥i few times a year. who doesn't look like an angel.
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BRIAN VINER

JURY

| would like to ask you what kind of expectations do you
have concerning both the festival and being a jury?

Well, I'm very much looking forward to it. | think it's a
wonderful film festival, a famous film festival. The films look
very interesting. My mother would say it's a good spread of
languages, of nationalities, different types of film. Most of
them look quite intense. | don't see many comedies and that's
fine. It's just a great pleasure to be here because you know
this is what was supposed to take place earlier in the year

it couldn't, so it was postponed. I'm so delighted to be here.
This is one of the world's great film festivals it goes back to,
what, 19357 So it has so much heritage so much lineage. It's
a pleasure to be here.

But may | say that the film critic who works in a group —
because being a jury is teamwork — you become a little
bit less critical than usual, maybe less so subjective. Don’t
you think so?

Yes. | mean | hope that my critical skills are complementing
the skills of Timur and Marina and the other judges so they
will understand the filmmaking process more than | do.
Whereas | think | will look at each film, hopefully, from the
point of view of an audience member of an ordinary viewer of
a film who maybe doesn't understand all the camera angles
and all those interesting things. But for me, | try to weigh in
the kind of critic | am, and a lot of critics are the same. | try to
look at a film in the same way as if | was paying my money
to sit in the cinema and watch the film. Do | believe in it? Do

| believe in the characters? Does the dialogue sound real?
Does it grip me throughout? Does it have a narrative that
pulls me in? All those things. But | think | will be there as a
critic. But I'm quite a kind person (laughs). I'm trying not to
be too clever.

Some critics seem to really kind of let loose when they dislike
a film, they tear into it, whereas | try to find the good in the
film. So | would be doing that: trying to find the good in all
these films and you always, | think, you have to remember
as a critic — may be less so if you're paying —but there
certainly is a perception, that a huge amount of effort and love
and passion has gone into the making of the film. | always
feel bad about hating the film, which | do sometimes because
I know how much passion has gone into it. It's hard and you
have to do your job.

Have you seen many Russian films recently, or maybe you
have some strong impressions of some Russian films?
Well, | have recently compiled a list of my 20 favorite foreign
films, foreign-language films. And two of them were Russian.
“Leviathan” and “Loveless” are both absolutely wonderful. |
saw them both. And | thought they were both just superlative
brilliance pieces of filmmaking. Just wonderful in the way that
they sort of shone a light on the Russian live life, everyday life,
society, religion, living. Everything. | just thought they were
brilliant. So yes, | know some Russian films and | am a fan.
But do you think that maybe the film criticism is in a sort
of crisis, under an attack from the Internet?

Well, everybody has a blog everybody has a podcast,
everybody's a critic, you know. You're right. | mean there

are lots of different opinions, and | think as a critic you have
to entertain, you know? And | think if you're too serious or
too earnest and take yourself too seriously and stop being
entertaining... | was thinking a good film criticism — or
criticism of books or television or whatever — has to be
written in an entertaining way. And if my readers are not
entertained by whatever | write then | haven't done my job.
And | look at some of these blogs — everybody's a critic,
you know. And they might know lots about the technique

of making a film. They might be very happy to have
encyclopedic knowledge about films going back to the 1920s
but are they entertaining? And | think maybe not. Some of
them not. You have to inform but also entertain.

Hiopw / bpaiaH BaiiHep

ounJibM, oUJ1bM, OUNJ1bM

- KaKkoBbl Bawwm BnevatneHus
oT MocKoBcKoro dpectuBans u
OXKMAaHWA OT paboTbl B iopu?
Bpatiax BaiiHep: A oveHb paa!
3TO MpeKpacHbIN N 3HAMEHUTLIN
KnHodecTmBasb. Bece dunbMbl
BbIMMALAT O4eHb 3aXBaThl-
BaloLLmMmM. KaK ckaszana 6kl Mos
MaMma, MHTepeCHbI NanHan pas-
HbIX A3bIKOB, HALMOHabHOCTEMN,
YaHpoB. HeKoTopeble 13 ¢punbmoB
MHoroobeLLatoLLme. B crincke

He Tak MHOro KOMeaun, HO 3TO
He TaK y¥ 1 BarkHO. [1nA MeHsA
6onbLUas padocTb ObITb TYT,
nCTopuA GecTMBans, KareTcs,
YXOAMNT KOPHAMK arK B 1935-bI1i1?
Y MMKO® pectauTtenbHo 6ora-
Toe Hacneame, KonoccasnsHoe.
TaK uTo 6bITb 34€eCh — CM/OLLHOE
yOO0BOSIBCTBUE.

- CMelo npegnonoxutb: Korga
KPUTUK BXOAUT B HIOpU — @
BeJb 3To paboTa B KOMaHpe, —
OH cTaHoBUTCA 6yaTo 6bI MeHee
Cy6bEeKTUBHbBIM, MeHbLLe
KputukyeT. Tak nu ato?

— [a, HaBepHoe. A o4eHb Hage-
t0Cb, YTO MOE MHeHWe [OMOSIHUT
BuaeHne Tumypa, MapuHbl 1
OpYrux cyfen, KoTopble HaBep-
HAKa MOHMMAIOT B KMHO 60sbLUe
Moero. fl nocTapaiocb CMOTpeTb
Kar bl GWBM € No3ULMK
3pUTENA, KOTOpLIN HeobA3a-
TeNbHO 3HAEeT BCe PaKypCbl U
JeTanu npouecca. A nocrapaiocb
ocTaTbcA coboi. 3HaelLb, MHO-

rUe KPUTUKI MOXOMM ApYr Ha
apyra. Ho A noctapaiocb oueHUTb
Kar bl GUIbM YeCTHO, KaK ecu
6bl A NNaTUN OeHbIM 3a buneT.
HpasuTtca nu MHe cioreT? Bepto
11 A nepcoHaram? lNpasgono-
006HbI N ananoru? 3atarnsaet
1M MeHA BHYTPb NOBECTBOBAHWA?
Bce 311 HioaHchl. TaK YTo, Hage-
loCb, A OCTaHyCb KPUTUKOM. Ho A
[0CTaTo4HO O06pbit (cMeémca).
3HaeTe, A CTapatocb He MyapuTb
HeKoTopble KpUTUKK 6yaTO
CpLIBAIOTCA, KOraa UM He Hpa-
BUTCA GUNIBM, OHWM BYKBabHO
BrpbI3aloTcs, a A CTapaioch
BCErfa HalTu YTo-TO XopoLLee.
KamOoMy KpUTURY HYMKHO MoM-
HUTb — YTO, HABEPHOE, He TaK
BaKHO As1A 06bIYHOMO 3pUTe-
JIl, — YTO OFPOMHBIE YCUIUA, U
Mo60Bb, 1 CTPACTb BIIOMEHbI B
3TO0 KMHO. TaK YTo MHe He Hpa-
BUTCA HEHaBUOETb GUIIbM, XOTA
370, 6e3ycnoBHo, ciyyaetcA. Ho
A 0CO3HalI0, KaKk MHOIMO ycepauna
BIIOMEHO B NI06YI0 KapTUHY.

3T0 CNOXHO, HO Thl BbIHYHOEH
AenaTb cBoio paboTy.

- Bugenu nu Bbl Kakue-To U3
HefaBHUX POCCUMCKUX dUIb-
MoB? MokeT, y Bac cnox<unocb
ornpegeneHHoe Brie4yatieHue o
poccuicKoM KuHeMartorpade?
— 3HaeTe, He1aBHO A KaK pa3
COCTaBWI CMMCOK ABaaLaTH
MOWX MII0BUMBIX MHOCTPAHHBIX
duneMoB. M oBa 13 HUX KaK pa3

poccuiickue. «JleBrnadaq» 1 «He-
nio6oBb» AHOpes 3BArMHLUEBa
abconioTHo NpeKpacHsl. Ldymato,
47O 3TO BNecTALLMe obpasLipl K1-
Hematorpada. MpocTo noTpAca-
loLLe, KaK 06a dunbMa ocBeLLatoT
PYCCKMI1 BbIT, 06LLECTBO, Penn-
FUI0 W MPOCTO HU3Hb. BCE B HMX
npekpacHo. Tak 4To Aa, A 3Hato
HECKOJTbKO POCCUMCKMX KapTUH,
1 MHe OHW OYeHb HPaBATCA.

- BaM He KameTcs, YTo KMHO-
KPUTUKa cenyac B HeKoelr 30He
pucka? O6MeH MHeHUsAMU BCé
Yalle NpoUCXoaUT B UHTEPHE-
Te....

- Hy pa, cerogHAa y karpgoro
€CTb 6510 UMW NMOAKACT, KarK bl
ABNAETCA KPUTMKOM Yero-To.
34ecb Bbl Npasbl. B M1pe MHoro
MHEHWIA, HO MHE KarKeTCA, YTO
KPUTWK OOMHKEH Nperae BCcero
yBneKaTtb, noHnMaeTe? N A
[yMalo, YTO Tkl MepecTaeLLb 6biTb
WNHTEepeCHbIM, Korda CTaHo-
BULLIBCA U3MIULLIHE CEPbE3HBIM

W NPAMOMMHENHBIM... JTio6aA
KPUTWKa — Byab TO KPUTUKA
KWHO, KHWT, CEPManoB — JOMKHA
6bITb HaNMcaHa UHTepecHo. U
€C/IN MOWM YUTaTENAM HeuHTe-
pecHo, TO A MPOCTO He BbINOHWIA
cBOI0 paboTy. BarnAHWTe Ha

3TV 6NOMN: KarkablN KPUTUKYET
KaK MOMeT. M HeKoTopble fare
3HaOT MHOIOE 0 KMHOMPOW3BOA-
ctBe. OHM cHacTMBbI 3HaTh U
[OEenUTbCA 3HaHWMAMK 0 PubMax
Br10Thb A0 ar 1920-X, HO UH-
TepecHo N 310? MHe KareTcA,
HeT. [lo KpalHen Mepe, He BCce
OHW OAVHAKOBO MHTepecHsbI. A
CcTapaiock bbITb MHGOPMATUBHBIM,
HO MHTEPECHbIM.



TAKCU-BJTI03

ROIEIEE KAK CbIP B MACIIE (KATZEFET
VE DUVDEVANIM) / PEX. T'YP BEHTBIY

durbMa permccep Hypu v ero 6oeBan nogpyra
(1 MoHTarep GunbMa) HabnioaaloT 3a peaKLumelt
3puTenei B 3ane — HeKOTOPbIX KMHeMaTorpaducT eLLie 1

Bnepsbm BeYep BbIXOJa B MPOKAT CBOEro HOBOMo

OTNaBNMBAET Ha BbIXOAE, MbITA€TCA BbICMNIPOCUTL MX MHEHWE.

[lnA cneLuaLLmx [OMO Nap KUHO — MPUATHBIM crocob npo-
BECTM BeYep, NMOKa He MO3BOHUT HAHA W He MPUAET BpemA
nepeHnMaTb y Hee acTadeTy. [1nA persmccepa — 370 BOCEMb
IET HU3HM, KPOBb U CIe3bl, BbICOKME HaZeH abl U pasbuTble
cepALia — BO3MOMKHO, B HyTb Bonee NMpAMOM CMbICAIe, YeM
06bIYHO UCMIONE3YIOT 3TO BhIparkeHme. MpoKaTUBLLIMCL [0
[l0Ma B MaLLIMHe BOPH/IMBOr0 TaKeucTa, Hypu peLLaeT [o-
6paTbcA A0 NPUEMHOMO NOKOA BOMBHYLIBI: TaK Ha4MHaeTCA
€ro ofvccen Mo HOYHOMY ropozy, B MPoLiecce KOTopo
KUHOPEHMCCEp MbITAETCA CacTy AUCTPMOBIOLMIO dUrbMa,
B KpacKax [OHECTN A0 PaCKNENLLMKOB YMYHBIX aduLLI
YHachl paboTbl B KUHOWHAYCTPWM, OTKPLITL A71A Ce6A MUp

OVOMUTAN MPOMO, He PACcCTaThCA C JI0BMMON HEHLLIMHOM 1
COBCTBEHHOM HU3HBIO, OTBETUTL AN1A CebA Ha BONpoc: A1A
Yero, CO6CTBEHHO, 3TO BCE?

«KaK cblp B Macre» — YeTBEPTLIN UMPOBOI MOSTHOMETPaMK-
HbI GrbM U3pannbCKoro perxmccepa Nypa beHtaiya,
paboTa, caenaHHas OHOBPEMEHHO LLMPOKM Ma3KoM — 1
HEBEPOATHO NMYHaA. BeHTBIY, CHABLLIMIA Napy NeT Ha3ad
[IOKyMeHTarbHbIM $rbM 0 NapafoKcansHo UCTOpUM CBO-
el1 CemMbM, CHOBA 06PALLIAETCA K MPAKTUYECKN UHTUMHOMY
[NA cebA Matepuary — OH ¥e UrpaeT I71aBHoro repos, a B
pONK ero NOAPYI 3aHATA HeHa W NMOCTOAHHBIN COaBTOp
BeHTBI4a, Maita KeHur. BnpoyeMm, cBo YacTHbIM onbIT
BeHTBIY BEIBOOWT Ha YHMBEPCaSbHLIA YPOBEHb, B TOM
YMCne C NOMOLLIbIO KaCTWHIa: B POSIM TAaKCUCTa, B MaLLIMHe
KOTOPOI0 MPOUCXOAMT 3HAYUTENBbHAA YaCTb OeNCTBUA, TYT
3aHAT [JoBep KoLuaLLsunu, aKkTep 1 persmnccep, HauaBLLIMM
KOrZa-To Kapbepy C NonyymBLLEen KaHHCKyI0 BETBb KOPOT-
KOMeTpariKK «[1o 3aKoHy», cHABLMIA B CLLIA 3KpaHmu3aLmo
YeXOBCKOM «[ly3n1» 1 B LIeNOM — 3HaKOBbIM A1A M3pansb-
CKOro K1HOMMPa aBTop. Ero ponb B «Kak cbip B Macne»
BrMCLIBAETCA B 1ABHIOK KUHEMATOrpaguUeCKyio UHTep-
MpeTaLmio BOAMTENA TAKCW KaK MPOBOAHWKA B ApYron Mvp
— B 1aHHOM Cfy4ae (M Ha NepBblit B3rMA4) MUP HOUYHOMO
ropoda, KoTopbI BOPY OKa3blBaeTCA NMPOCTPaHCTBOM fe-

IMLF= dRELILY maner B «okTAGpe»

T0 abcypaAUCTCKMM, Fae-To BHE3arHo MoKasaBLUMM 3y6bl 1
BparKOeOHbIM.

CoBepLLIEHHO YMECTHBIM B 3TOM KOHTEKCTE BbIITIALWT TO, UTO
Kamepa [aA Pa3a bonee Bcero oTchINaeT K pabote HeLlaBHO
CKOHYaBLLIErOCA BE/IMKOrO orepaTtopa Maitkna YanmeHa B
«TaKeucte» Cropcese. MIMnpeccuoHmncTHeckan cuMpoHnA
60/1BLLIOr0 ropoa, ICTETVKA HEOH-Hyapa, 6POYHOBCKOE
[IBUMKEHVIE TPEBOMKHO BCTbIXMBAIOLLIMX B TEMHOTE HOUM
OrHewt. Bnpodem, 310, KOHeUHO, KOMeaWA, NO3TOMy MaKabp
y BeHTBMuYa Nper e BCero aK3MCTeHLManbHBIN, Nepco-
Harw, nonagaioLLmeca Hypu Ha nyTW — TporatesibHble
3KCLIEHTPUKM, @ MPaYHbI TAKCKCT, 310PaLHO LIUTUPYIOLLWIA
perR1ccepy PeLieH3mio Ha ero GubM — 04eBUAHO NMPAYET
Nof pybaLLIKol aHrenbCKye KpbinbA. KuHoses [oHataH
PozeHbaym Korda-To 0TMeTWA, TO SN NOMYPYB, TO N
0TBECMB KOMIMJIMMEHT, YTO «TaKancT» nopoaun B MMpPO-
BOM KuHeMaTorpade Moy Ha «TT1aMypHOE HUBOMMCaHIe
afa Ha 3emne». B cBoeobpasHbIi af MPUXOAUTCA COUTU 1
Hyp¥ — HO 3T0 a3 MO-PEHKMCCEPCKIN CIOKHOCOUMHEHHIN,
B KOTOPOM CKBO3b HEOH, BOMHbL ANOMWTANA B NaeTKax 1
ropAYeyHble rarioLMHaLWM Npo PelikbABKK NOCTENeHHO
MPUXOOMUT MOHWUMaHWe, YTO af — 3TO He Apyrue, a npeme
BCEro Thl CaM.

Onv2a ApmeMvesa

PEACHES & CREAM/

once again turns to a very intimate
subject: he plays the main character,
while his partner on screen is played

camerawork reminds of a late Michael
Chapman of Scorsese’s «Taxi Drivers.
An impressionist-like symphony of a

KATZEFET VE DUVDEVANIM

O[VI%=NIN DIR. GUR BENTWICH

ilm director Zuri and his partner
Fin crime (who's also the editor

of the film), study the reaction
of the audience on the night of the
premiere. The director even tries to
stop and interrogate some of the
viewers at the exit. For the couples
rushing home, movies are a fun way
to spend the evening until the nanny’s
shift is over. For the director — eight
years of blood and tears, high hopes
and broken hearts — perhaps in even
more literal sense than ever. After
aride with a grumpy taxi driver,
Zuri decides to get to the hospital's

emergency room: this is the beginning
of his Odyssey through the night city.
During his wild ride the filmmaker will
try to save the distribution of the film,
describe the horrors of the industry to
the billposters, discover the world of
digital promotion, and save both his life
and love life, and finally to answer one
question: what was it all for?

“Peaches & Cream” is the fourth feature
film by Israeli director Gur Bentwich, a
film deeply personal yet painted with
bold strokes. Bentwich, who made a
documentary about the weird history
behind his family a couple of years ago,

by his wife and a constant collaborator,
Maya Kenig. Bentwich brings his
personal experience to a versatile

level through casting: the taxi driver,
whose car becomes a pretty significant
location, is played by Dover Koshashvili.
Koshahvili, also a director, once began
his career with “Im Hukim”, a Cannes
awardee, then adapted Chekhov's “The
Duel” in the USA and is, far and by, an
author of a great significance for the
Israeli film industry. His role in “Peaches
& Cream” fits into a long-standing
cinematic interpretation of a taxi driver
as a guide to another world - in this
case (and at first glance) the world of a
night city, which then suddenly turns out
to be somewhat absurd, sharp-toothed,
and hostile.

It feels perfectly organic that Guy Raz's

big city, neon-noir aesthetics, a helter-
skelter of restless night lights. However,
it is still a comedy, so Bentwich's flung
is primarily existential, the characters
Zuri meets are hearty eccentrics, and
the mirky taxi driver, gloatingly quoting
the reviews to the director, is clearly
an angel in disguise. As Jonathan
Rosenbaum, a film critic, once noted
— either snarky or as a compliment —
«Taxi Driver» has started a trend for «a
glamorous depiction of hell on earth.»
Zuri too, as well, has to face this hell
- but his hellis cinematically complex,
filled with neon, sequin-dressed
goddesses of digital, and feverish
hallucinations about Reykjavik, but,
after all, one shall realize: hell is not in
the others, but is in you.

Olga Artemyeva



BOEHHO-MNOJIEBOU POMAH

ROEEYES HA OANTBHMX PYBEMKAX / PEXK. MAKCM OALLUKMH

H — KanuTaH KpaliHoB, ClyMaLuymi Ha BoeHHo 6ase

B KbiprbisctaHe. OHa — Malua, ¥eHa ero Havarb-

HWKa, NPUCTaBeHHaA K MapyMKMaxepcKkoMy Jeny.
Crapbit My}, FPO3HbIN My, Maliop JleckoB — Henofa-
neKy. KoHeuHo, oH ckopo 060 BceM y3HaeT. PasymeeTcs,
MpOJILETCA KPOBb.
Hanwuuo cnaraemble 06pasLoBoit Menoapamsl — BOT
TOJNBKO YUCTOMY HaHpY HEMpOCTO NPUXOAMTCA Ha KUP-
rM3CKOM cepo3éMe. BoeHHanA 6asa — 3aKpbIThIi KOCMOC,
rae Bce Apyr Apyra 3HaloT, a MasielLLee OTK/IOHEHWe OT
ycTaBa bpocaetca B rnasa. ToH 30eLUHel }U3HW 3aaeT
Nio6MMbI NpreM XaMUHIy3A — «<MeToq aicbepra», Koraa
3a Karow NpeSbABNEHHON feTanbio YuTaeTcA 60bLan
CKpbiTas nctopus. NMpUKOCHOBEHME K BELLIANKE — YHKe CUr-
Han, JoCcafHoe oro3faHue — NpU3HaHWe B COAEAHHOM.
YcnoBuA CTOKpaTHO MOBLILLIAIOT CTaBKK. [ouenyi asyx
repoeB B CTEMW — He MPOCTO YyBCTBEHHbIN NOpPbIB, HO
MPbIXOK B 6€34HY, 406POBOSIbHbIN U AaHe repoUYecKui.

[Henartb Nio60Bb NPUXOANTCA Ha BUAY — MPOCTPAHCTBO
OTKPBITO BCEM BETPaM W MPOCMAaTPMUBAETCA HA MHOTMe
KunoMeTpsbl. [oToMy ecin 4To-To M NpopLIBaeTCA Ha
NOBEPXHOCTb, TO JINLLIL KOFAA ITy6iKe YrKe drsnyeckm
HEBO3MOKHO 3aKoMaTb.

BripoueM, He TonbKo Gu3mdecku. Beab He baHanbHasA
NoboBHaA Hey4OBNETBOPEHHOCTb TOSIKAET Mallly BoH

13 [aBALLMX CTEH Ka3eHHOM HUNMNOoLLaam B 06bATHA
HepasroBOpYMBOro KanuTtaHa. Ee nsbpaHHWK — HocuTenb
MHOI0 Ha4ana, AaneKoro oT CKyAHOro BbiTa U, YTo Ha-
3bIBAETCA, TOKCUYHOM MacKyNMHHOCTW. KpaiiHoB — noaT,
OH CJlaraeT CTUXY 0 COBCTBEHHbIX YyBCTBaX W NeyataeT Ux
B MECTHOW rasete. Ha nepBbIi B3rAA, HaMBHbIE BUPLLM,
«4TO BUKY, TO NOto». Ha BTOpPOM — NMpUYeCKMiA BapuaHT
ciorkeTa «Cepaue-obnmumnTenby.

TpeTuin y4acTHUK MHTpUIK, JTecKoB — AapoM, YTo
ofHodamunel, asTopa «CobopsAH» — K 3CTETUMECKOMY
Hayany rmyx. [loToMy KpernKo AepHu1TCA 3a CTPOrocTb

1 rpybyto cuny. O nocneaHel oH perynsapHo Hamno-
MUWHAET [OMaLLHWM, Kaabl Bevep [eMOHCTPATUBHO
OTHMMaACh OT Nos1a (CeKCyarnbHbIV NMOATEKCT BO3BPATHO-
MOCTYNaTesIbHOro YrparHeHUA ApaMaTUyHO OTbIrpaeTca
He pa3s — B KapTuHe BOO6LLE HET ULLHUX deTanelt). OgHa-
KO YyBCTBEHHbIN YIIbTPa3BYK, HapYLLAIOLLMIA OUCLMAMIIHY,
JoneTaeT u [o ToBapuLLa Maropa. U3 utenen nocenka
OH — e[1Ba /1 He eAUHCTBEHHbI BHUMATESTbHbIN YUTaTeNb
KpaitHoBa. OctanbHble B JTyyLLIEM CITy4ae MPOCAT Mo3Ta
NOAMaxHyTb MEeCeHKy Mo TOPHKeCTBEHHOMY cryJato. Jle-
CKOBA YKe MHTEPECYIOT UMEHHO CTUXW U CTOALLIAA 33 HUMM
¥u3Hb. [poberas B3rmAQ0M NeyaTHble CTPOKK, OH byaTo
C TpeBoroi 0603peBaeT noJsie, Ha KOTOPOM byaeT NobuT.
TAra BoeHHbIX K NIMPUKE — He NPOCTO YAa4HbINA MapafoKc,
HaWOeHHbI aBTOpaMK, HO BarkHaA NpUMeTa BpeMeH!,
KOTOpYIO YNaBUBAIOT YyTHME XYOOHHUKW. OfHOBpeMeH-
HO ¢ «[anbH1UMm pyberkamit», B ThicAYaX KUIOMETpax oT
Kuprusum Anekcangp JIyHrvH cHuman ceoto «bonbluyto
noasuiox». B ero ¢punbMe Monoble YOMoBLbI NbITANUCh
06pecTv No33uio Ha rpamdaHKe — U Haxo4uru ee B CBOEN
BHYTpeHHel BolHe. Mouncku repoes «anbHux pybereii»
TOMKE COMPOBOMAAIOTCA OrHECTPeSIbHbIM aKKOMIaHe-
MEHTOM, HO puHan UX UCTopum ByOeT HerpoMoK. HusHb
BOeHOa3bl Pa3/IOHUT BCE MO Ka3eHHBLIM MOJI0YKaM.
PeanbHocTb ocTaHeTcA B BeAEHWM CKYMOM Npo3bl, MECTO
JIMPUKK — B HecObIBLLIEMCA (@ Ha CaMoM [esle — HeCObIToY-
HoM) ByayLueM. JTiobas nonbiTKa CONMHKeHna OBYX Havan
NPUBOAMT K KatacTpode, 1 NepBoit B Hei rMBHeT No3a3us.
B dunmrpaHHoCTU KoHLLenLwmm YyBCTBYeTCA pyKa 60s1b-
Lworo Mactepa. CueHapuii «Pyberkei» Hanmcan Bopuc
OpyMuH, obnagaresib He3AELLHEero, MOXHO CKasaTb,
aMEPMKAHCKOro YMeHUA CBOaUTb CEPbE3HYI0 MbIC/b
C 3aHVMMaTeSIbHbIM CTOPUTENIMHIOM. [NocTaBMBLLMIA
KapTuHY MakcuM [aluKmH He Bo BCeM CrieflyeT acKeTus-
My HacTaBHUKa — 0cobeHHO B 06/11aCTV cayHAOTP3Ka, rae
COTPACAIOT KOSIOHKM FUTapHble puddbl U KUPrU3CKUIA pan.
Ho ¢anblumBbIX HOT B €ro Mesiofu HeT, BHATHOCTb peyn
COXpaHeHa, BHMMaHMe K CKYMou MMUKe aKTePCKUX UL, —
camoe npuctaneHoe. Metop alcbepra — B IeNCTBUM.
Cepezeli AneKceeHKo

POMAHC O BJZTIOBJIEHHbIX

OW/1bMOB

COJ'I|:> CNE3 (LE SEL DES LARMES) / PEX. O TAPPESTb

- KaeTca, uto B 3TOM dunbMe Bce
nebAT apyr gpyra, Ho UHoraa Bo3-
HWKaeT YyBCTBO, 4YTO Ha CaMOM fefne
HUKTO HUKOIO He No6buT. YTo Bbl 06
3TOM gymaete?

Jlo2aHH AHmyogepmo: [1a, B 3TOM OT-

HOLLUEHUN eCTb HEKaA OBYCMbIC/IEHHOCTb,

MOTOMY YTO B Kpyre YyBCTB eCTb /1l0608b
M €CTb HEHABUCTb, HO HEHABWCTb COBCEM
PALOM C J060BbIO, 3TO [arKe He HeHa-
BMCTb, @ KaKanA-TO *EeCTOKOCTb, MPUCYT-
CTBYIOLLLAA B 3TOM BOCMUTaHUM YyBCTB,

KOTOpPOE YesioBeK NPpoXoauT TONbKO CaM.

OTeL, BCe BpeMA B AyLLIEe MOErO repos,
HO OH He MOXKeT 06Y4UTb ITOMY CblHa,
3TO0 TaKaA BeLLlb, KOTOPYI HYMHO MC-
MbITaTb camoMy. [1a, TaKoBa HM3Hb, Mbl
nobum Opyr Apyra, NoTOM pacctaemcs,
BHOBb BCTpeYaeMcA. 3To NponyLLeHHble
BCTPEYK, BOMPOC He-Bbibopa v BeIbopa,
TO, 4TO Ha[0 NEPEHKUT.

- WHorpa Kasanock, YTo 3Ta UcTopuA
NPOMCXOQUT ceinyac, B Halle BpeMs,
TorpAa Kak B ¢unbMe 370 50-ble roapl.
CTpaHHoe TaKoe BOCNpUATHE Bpe-
MeHu. Oununn Mappenb BaM Kak-To
06bACHAN 3T0?

JlozaHH AHmyogepmo: 310 Ouamnn,

nonarato, TaK 3agyman... 3To TakaA
BCTpeya Gunmnna ¢ Hamu, OT 3TOro BO3-
HUKaeT HeKaA BHeBPEMeHHaA UCTopUA:
MHOrAa Thl XO4MLLb C MOBUSIBHUKOM, a
MHOraa nuLLellb byMarkHble MUCbMa...
Ynatia AMampa: | notoMm, nioboBb ToMe
BHEBpEMeHHanA BeLLlb: MOMHO BIOOUTL-
cAaB 20, B 40, B 60. EcTb ntogun, KoTopele
HUKOrAa He BniobnAnMcs 1 BRiobnaioTcA
04eHb Mo34HO. 370 B Nto6OM Bo3pacTe
COBPEMEHHO, BCE MEPEHKMBAM 3TO CMA-
TeHWe YyBCTB, KOra BrepBble BCTpeya-
elbCA, Koraa nepectaellb NiobuTs... To,
YTO C/ly4aeTCA CO BCEMM JIIOABMM.

- Kak Bbl onucanu 661 ®ununna
Fappens Kak pexuccepa? YT1o BaM OH
[an Kak Monofon akTpuce?

Ynaia AMampa: A o4eHb MHOMOMyY
Hayumnace y ®unmnna. Yto oH MHe
nan? OH MHe aaBan Kioyn. A Bce BpemsA
3anmcbiBana 3a H1M, Y MeHA MOJTHO 3a-
nuce Toro, 4to rosopun Ouannn.

A mory ceityac npusectn dpasy, KoTo-
pyl0 OH MHe CKa3an: Koraa Thl Urpaellb,
NyYLLie He NbITaTbCA 0TBeYaThb cobece-
HUKY, @ HY}KHO MbITaTbCA ero NoHATb.
BAOPYT Tbl MOMeLL@elLb cebs B Apyroe
MPOCTPaAHCTBO BOCMPUATUA, BMECTO TOrO,

4TObbI 0TBEYATL MAPTHEPY, MblTaeLLbCA
MOHATL JIOMUKY €ro repos.

Jlo2zaHH AHmyogepmo: CbeMKM C
OuUAMNMNOM — 3T0 6bIN YHUKANbHbI
OMBIT: Mbl TOMIBKO W AeNnanu, 4To perne-
Trposanu. [1o 3Toro Mbl HMKoraa He
peneTnpoBanu Tak gonro. OH No3sonAeT
AnuTensHo paboTaTh, 40 CbeMoK. O6bIY-
HO Thbl MPUXOOMLLIb HA CHEMKY U — MOTOP,
noexanu, — U HUKaKunx Tebe peneTmumi
0o 37oro. A ¢ ®UAnnnoM MOHO Mo-
3BONUTL cebe BbITb TOHKUM, UCKaTb U
OBUraTbCA Briepes.

Ynais Amampa: Bcé knHo Ounun-

na — B MPOCTOTe, Ha YPOBHE pocTa

YesloBeKa, 3T0 NoBCceAHEBHbIE BeLLM,
KOTOpble CTaHOBATCA NO33U1eN: XOOUTb
o ynuuam, BobnATECA, NeperknBaThb.
MHe KareTcA, 4To camoe CUNBbHOE, YeMy
OH MeHA Hay4us1 — 370 Monyanure. [Jo
KaKOW CTEMNEeHN He roBOPUTL TOr0, Yero
Thl YyBCTBYELLIb, HO MO-HaCTOALLEMY BCe
npo4yyBCTBOBaThL. BCé BUAHO.
OunbMbl DuAMNNa NOXoXKM Ha TaHeL,
[BOPHMKOB Ha BETPOBOM CTeKsle. Hamno-
[nobue OBOPHUKOB, SI0AN APYr C APYroM
HWKOrOa He BCTPeYaloTcA, HO Bceraa
npecneayoT Opyr gpyra.

UHmepaoio senu Aca KonoduxcHep

u lMemp LLlenomuHHUK



BCE BYOET XOPOLLO

Ce 3HaloT JeHb U Yac, C KOToporo
Havanacb OTTenesnb, HO Korga u
4YeM OHa 3aKOHYMNACk — UCTOPUKM

1 UCKYCCTBOBE bl CMOPAT. PaHHAA ToUKa

- 1962-i, Korga XpyLueB, pa3o4apoBas-

LuMcb B cBo60e, pasorHan BbiCTaBKy B

MaHexKe. 370 CTano 3HaKoBbIM My6ny-

HbIM CObbITUEM, HEMyBMYHOE bbiNo

ropasfo CTpaLLHei — HOBOYePKACCKUM

paccTpen, KoTopbi AHapen KoHyanos-

CKUW TONTBKO YTO aKTyanusupoBan B

«[oporunx ToBapuLax». [Mo3gHAA TOUKa

— yKe nocne XpyLLeBa, Koraa cobbiTvsA

B Yex0c/1oBaKkMM 3aCTaBAT COBETCKUE

BJ1ACTU OKOHYATENbHO «3apanTb JIOKW,

npexae Bcero, B UCKyccTBe. [1o KpaiHen

Mepe, KuHematorpaduyeckas BUTpUHa

OTTenenu — XxyumeBckmin «ionbckun

Jowap» — 370 1967-14. B TOM e rogy

Anppelt KOH4anoBCKMIN CHUMAET KapTUHY

«Mctopua Acu KnaunHow, Kotopan fio-

6una, [a He BbILL/A 3aMy¥», OHa [0 TOro

pa3fparaeT KMHOLLHOEe HaYabCTBO, YTO
ee OTNpaBNAoT Ha MOJIKY.

Pasgpaaet «neccmMusm», a HoaTop-

CTBO MPOCTO MyraeT: MOJIO[0M PerMUccep

Jan cnoso Hapogy. B ¢unbMe MUHUMYM

npodeccroHanbHbIX apTUCTOB, @ MUTENU

BOJTHCKOI0 CeJla PacCKasbiBaloT nepes

KaMepoW BCE, YTO CUMTAIOT HYMHbIM. [1po

TAMKENYI0 *u3Hb. [po BowHy. Mpo narepb

rocse BoWHbI — XOTA Nocse clabuHbl

ConKeHWULbIHBIM NIarepHyio TeMy yie

3aKpblnu. «CbiHy NofapokK Be3. LLlaxmarbi.

KOHRYPC ORYMEHTATILHOTO KVHONEN )
YENOBEK HEYHBIBAIOLLIAM / PEMK. AHPEN KOHYAOBCKIA/

Mpuexan... HeHa MonuuT, 1 A Mon4y.
Heuero ckasatb. Hy bykBansHo Heyero
CKasaTb. Beinun. Xpucroc nowwen no
HUnam».

Mpowwno 27 net. KoH4anosckumi, ycneLwu-
HbI peruccep ¢ rofMBYOCKOM Kapbe-
PO, BO3BPALLIAETCA K TOMY e Npuemy

1 [ae Ha3bIBaeT 3TO MPOAOIIHKEHNEM
uctopuu Acu. U xota «Kypouka Prabax»
60ree TpaaMLMOHHBIN UrPOBOM GUITBM,
HUTENAM BOJTHKCKOIO Cena B HeM OMATb
JaH ronoc. U, xoTA 3anpeLuartb yKe He-
KoMy, GUIbM OMATb Pa3fparKaeT MHOTUX.
HoBan AcA npeBo3HOCUT 3acToM 1 XaeT
HOBYI0 (pepMepCKyto pearnbHOCTb: Toraa
370 BbI3bIBASIO peakuumio B ayxe «Poccus,
Tbl 0fypenay, a Tenepb Mbl MOHUMAEM,
YTO BCE TaK U 6bIN0 — 1 pearnbHble Ha-
CTPOEeHVA Niofe Toraa BbIKOBanu Ty
3MOXY, B KOTOPOW Mbl OKa3anmch cenyac.
Mpowwno 27 neT. KoH4anoBcKuiM, pycckui
KNaccuK v TpuymdaTtop BeHewLmaHCKMx
decTuBanein, cHUMaeT «4esioBeK HeyHbI-
BalOLLM» — GWIIbM, B KOTOPOM UIpoBas
YacTb U3bATa coBceM. OcTancA TonbKo
ronoc Hapopga. MpuyeM, B nepebmBKrax
Me [y BOCbMbIO HOBEJ1/1aMM 3TOT rofoc
[eCATKOB Ntofiei CMOHTVMPOBaH B eNHOe
BblCKa3bIBaHWe.

Pesxuccep 30eck Kak 6or, KoTopbli HUYeEM
He BblJAeT CBOEr0 NPUCYTCTBUA — HU1
BOMPOCaMM K reposAM, H1 FOSTIOCOM 33
kagpoM. Ero rmasHbIN Mecce g YnTaeTcA
13 6e3 3T0ro, U yHKe HarnpsMyio Nporoea-

pUBaeTCA B KOHLI, CY6TUTPaMu Ha dpoHe
BOJTHCKMX e npocTopos: 89% niopaein

B Poccum cumtaioT ceba cHacTvBbIMU.

M nepeq 3TUM — LMPbI: CKOMBKO HUBYT
3a YyepToW 6egHOCTM M U3MOPAOBaHI
KpeguTamu.

3Ta ropbKan HoTa poMKaaeTCA He cpasy, HO
MOCTeneHHO 3aH1MAeT 3pUTesiA BCE CUSb-
Hee. [NoHaYany TeMa TAMENOMN HU3HM KaK
6bl TabyvpoBaHa. Ha 3to HacTpauBaeTt 1
nof6op repoes — MOI0[OM NPOABUHYTHIN
yuuTesb, BECENO Pa36MPAIOLLINIA COBETCKMIA
XJ1aM B LLKONE; CMeLLnuBanA denbatLep,
3HaIOLLIAA LieHy CBOEMY eHKefiHEBHOMY
MoABMIY; aUTULLIHWK, CTPOALLMN «AePEBHIO
MPOrpaMMMCTOBY; LLYKLLIMHCKOMO CKaaa
Bupaeobnorep, oH e cOOpLUMK MeTano-
NOMa... MoHTaMHble «euHble BbiCKa3blBa-
HUA» POMKOAIOT TEKCTI O HALWOHAIbHOM

HEBO HA BEPJIUHOM

CIELIMAJIbHBIE NMOKA3b
BEPJIMH, AJIEKCAHOEPTINIAL
(BERLIN ALEXANDERPLATZ) /
PEM. BYPXAH KYPBAHN

epnuH, AnekcaHgepnnauy — uctopma OpaHua
(( EEMéepKoncba, «ManeHbKOro YenoBeKay, Co-

BepLUMBLLIETO YOUiAcTBO cBOEM noapyru Mg,
1 UcTopyA 60IBLLIOTO FOPoa, APasHALLIEro NoAMTUYe-
CKMW, 3POTUHECKMMM U KPUMUHAIBHBIMW KOHTPacTaMu;
rUraHTckuii poMaH Anbdpeaa [JébnuHa, yBuaeBLUMIA CBET
B 1929 rofly; KonnarHbIN NONNPOHUYECKUIA LeEBp,
JIUTepaTypHbIN MWK BeiMapcKolt pecnybivku — 1 npeq-
BeCTWe ee 3aKarta. IKpaHu3auwma, npeanpuHATana 8 1980
rogy PaitHepoM BepHepoM DaccouHaepoM, yrowunacs
B 14 cepuin n 894 MuHyTbI. 3aTes peruccepa bypxaHa
KypbaHu BbIrmAQuUT He MHaYe Kak 6e3yMCTBOM Xpabporo
- B3ATbCA 3a [1é6nmHa nocne OaccbuHpepa, He cTpaLlach
HeM36erHbIX CPaBHEHWI; NEPEHECTU AeCTBIE B HALLIM
[HW; BMECTUTb BCIO MaxuHy TeKCTa B TPU Yaca SKpaH-
Horo BpeMeHW. MvpoBas npeMbepa HOBOro ¢punbMa Ha
BepnuHcKkoM decTvBane npoLuna ¢ 0cobbiM 3Ha4eH1eM
— B MPUCYTCTBUM MUHUCTPA KyNbTypbl MoHWKM MpioTTepc.
CHy4aTb HU rOCTIOMKE YMHOBHULIE, HU KMHOMaHaM, HU «pA-
[0BbIM» 3pUTENAM, OTMETVBLLIMMCA Ha CTaTyCHOM MOKa3e,
TOYHO He MPULLINOCH.
Kyp6ahu pogwnca B 1980 rofy B ceMbe adraHcKux
GereHLieB: OLLYLLIEHe YyXKaKa, MpeACTaBUTENA UHOW,
HeeBpOMeVCKOM Ky/bTypbl B €BPOMNencKoM Meranosmce

eMy, 6e3ycrI0BHO, 3HAKOMO — eC/IN He Mo COBCTBEHHOMY,
TO MO POAUTENBCKOMY OMbITy. OTTOrO JIOrUYHBIM BbIFTIAAUT
peLLeH1e NpeBpaTuUTb AEBNMHCKOro MapriHana OpaHua B
HeeranbHoro UMMUrpaHTa u3s BuHen-buccay OpaHcuca
(Ha cyety Benketa ByHrya yre nopagKa 50 aKkTepcKux
paboT — ¥ C AIoMKMHY COBCTBEHHBIX KOPOTKOMETPAMKEK, HO
MMeHHo posb y KypbaHu ctana npopbieoM). Posib BToporo
npoTaroHucTa — 6aHauTa PaiiHxonbga — KypbaHu otaan
Anbbpexty LLlyxy, aKTepy, yMeloLLieMy bbITb M 06pa3LIOM
CTaTHOM MacKyJIMHHOCTU, U BOMJTOLLIEHWEM TparvKoMuYe-
CKOro rpoTecka (oH UrpaeT 1 B pubMe «PaspyLumtensHu-
Lia CMCTeMbl», BoLLieALIeM B nporpaMMy MMK® «Bpewms
HKEHLLIMHY).

Cam Kyp6aHu Ha3blBaeT cBoto Bepcuio «bepnvHay «nput-
Yeil 0 ¥epTBax rMobanm3aumm», MonaBLLMX B HepHOBa
ypbaHucT1ieckoro Monoxa. K colosy octporo peanuctu-
YECKOro CTUNA U NMPUTHEBbIX 060BLLEHUI CTPEMUIIUCH U
ero npeabiayLive punbMbl — fe6loTHaA Mo3auyHas apaMa
0 MyTAX MycynbMaH B bepnvHe «LLlaxapna» v xpoHuka
HEeOHaLMCTCKOro ByHTa B BOCTOYHOrepMaHCKoM PocToke
«Mbl Monogbl. Mbl cunbHbl». 18 3KpaHM3aLmm U30LLPeH-
HO 3CTETCKOro TEKCTA, MAe Ha CIOMETHOM YPOBHE eCTb He-
Maro 6e33acTeHuYMBO 6YrbBapHbIX MAHKOB — U JTI060BHbIe
MHOMOYFOSIbHUKU, U KOJTOPUTHAA YrooBLUMHa, — KypbaHu
Bbl6pan A3blK 6POCKOro KMHOKMMNG; ero «bepnH» cTan
CTOMPOLLEHTHLIM BU3YalbHbIM becTcennepoM. MHorga sto
[E6nMH-peliB, KNUHO B ECTKUX HA3MEKTPU30BaHHbIX OUT-
puTMaXx; MHoraa — [é6nuH-nonc, He 6pesryioLwumin oT4a-
AIHHOM MeflofpaMoin 1 MAHLEBbIM LUKOM. U To, 1 gpyroe
OTIIMYHO MOLXOAUT AENCTBUTESIBHO BOSTHYIOLLMM KypbaHu
TeMaM: [ieHbr 1, BNACTb, HeNlaHWe — K1Tbl, Ha KOTOpbIX
6anaHcupoBarn 1 TaHLesan mup v B 1929-m, u B 2020-Mm.
HopMarnbHas #u3Hb, KoTopoli rpe3unu 1 Bubeprond, n
®paHcuc — He TO; He 3aBOAMT.

Badum Pymkoackuii

IMLF= dRELILY maner B «okTAGpe»

ONTUMW3ME MOYTU B aMEPUKAHCKOM
CTUNe, @ HeMeNaHye repoeB roBOPUTH O
TPYAHOCTAX 0COBEHHO BUOMMO B NEpPBO
HoBenne. MHoropeTHanA ceMbA B cUbUp-
CKOW fiepeBHe, feTv 3abaBHo bonTaloT Ha
KaMepy, B3pocsible IMyXo 06CyMaaloT CBoM
[Jesia Ha 3a[HeM MiaHe 1 He obpatlualoTca
K 3pUTESTI0 HU C YeM.
KaMepToH Bcero ¢punbMa — KpaTKuM anu-
30[, roe *eHa ¢pepmepa BOPYr BCMIaKHY-
Na —y ee My)Ka paK B nocnefHen ctagmu,
— HO TYT e crioxeaTunack: «Oi1, NnakaTtb
e Henb3A. Bce 6ygeT xopollo». 310
MOYTU [OC/I0BHO MOBTOPAET U3BECTHOE
cTuxoTBopeHue CeMeHa JIMNKuHa, B
KoTopoM pedpeHoM — «Bpar oTcTynaer.
Mbl nobeaunu. [lyMatb He Hapo. MnakaTb
HeNnb3A».

Uzope Cacenves



ONTUMUCTUYECKAA

TPAFEJJ,MH

Mbl HE C,ELAEMCFI (WE HOLD THE LINE) /
PEM. MAPK BU3E

OKYMEHTAJIbHOIO KMHO

nnmnnuHel, 2015 rog, 3akagposbiv ronoc Po-

apuro Jytepte, Mapa ropoga [1aBao, KOTopbii

roOBOPUT 0 HEOBXOAMMOCTM CMacaTb CTpaHy oT
HapKoTWKoB. CrieytoLumi Kagp — LyTepTe 1 ypHanucT-
Ka Mapua Pecca Muno 60/1TaloT B 0XKMaaHUM 3anmcu
MHTepBbI0. CbeMKa HaumHaeTcA. B pasrosope o ToM, YTo
TaKoe HecTKun nuaep, Lytepte roBoput: «Ecnu A gonweH
6yny youTb Bac, A ybbio Bac. JIuyHox. TuwimHa. MNaysa
noytv no CraHmcnaBckomy. gyt BCTynuTenbHbIE TUTPbI
¢dunbMa persmccepa Mapka Buse «Mbl He caaeMca». He o
HEeM, KOTOpbIi CKOPO CTaHET NPE3UOEHTOM, U C Ha4ana ero
MpaBfieHWA 40 HacToALLLero BpeMeHu Kapatenu bes cyfa
KasHAT Ao 30 TeicAY YyenoseK. O Hell.
Mapus Pecca - 57-neTHaAs unnnnuHKa, BeinycKHULA
MpuHcToHa. Korga-To BepHyBLUMCH HA POAUHY, MHOTO
net pabotana ans CNN. A notoM ¢ noapyramu ¢ Hyns,
co cTpaHuLbl B Facebook cospana HoBocTHoW pecypc
Rappler, cTaBLMi1 YeTBEPTLIM MO BENUYMHE BEH-CaATOM
OUANMIMUH U 3aHABLLIMIA PE3KYIO0 NMO3ULMI0 B OTHOLLIEHUM
BN1aCTU U ee aHTUHapKOTUYeCKoM nonuTukK. KoMaHaa
CcalfTa crlaBHa He TOJbKO pacc/iefoBaHUAMM, HO U UCTbI-
TaHWeM HOBbIX B13HEC-MOAENEN HyPHANUCTUKM, CIOBHO
OHW TPYOATCA B MUPHOE BPeMs, CJIOBHO He paboTaeT
MPOTMB HUX BCA FOCYAapCTBEHHaA MaLLMHa (Ha KoHeL,
MIONA HbIHELLIHEro oA B Cyfax CTpaHbl BENIOCb MUHUMYM
ceMb fen npotue Peccbl 1 ee Konner). KopoTko cTpuike-
Han 6pIOHETKA B 04YKaX, KOTOpaA Kawabiv AeHb MPOCTO
X0OMT Ha paboTy — M OiHOBPEMEHHO MOABNAETCA Ha 06-
noKe Time, 0 Helt NULLET cTaTbk MagneH Onbpaiit, a ee
cyne6HbIMU Npobnemamm 3aHuMaeTca Amanb KnyHu. Mapy
MecALeB Hasaf Pecca Takv bbina npusHaHa BUHOBHOM
M0 0BBUHEHWIO B KIIEBETE B MHTEPHETE U TEMepb PUCKYET
CeCTb B GUAMMMMHCKYIO TIOPbMY Ha LLIECTb JIET.
«MslI He ciaemcA» — dUnbM-KapamoHarpyska. Ecnvu

rpamMMOoM MHTepBasIbHbIX TPEHUPOBOK, KOrda CKOPOCTb
yBeSIMYMBAETCS, a NOTOM pe3Ko NaaaeT, YTobbl ycu-
NUTb YacTOTY COKpaLLEHUI cepaeYHOMN MbiLLLbl. MoeT
6bICTPOE NOBECTBOBAHME O NPaBUTENILCTBEHHOM BOVHE

C HAPKOTUKaMW, O TOM, CKOJIbKO NNaTAT KapaTesiaM

3a yOUICTBa NOL03PEBAEMbIX B TOProBIIE U fae
NPOCTO B yNoTpebieHn HApKOTUKOB, 0 paboTe npecchl,
KPUTWKYIOLLIE HapYLLEHWSA MPaB YeNoBeKa, O TOM, KaK
MMEHHO CblH Npe3uneHTa cBA3aH ¢ Madueit, nopow — nog
6ecnofobHbIN Tpek Glass Piontu Cakamoto u Alva Noto.
W BHe3anHo oHo NpepbiBaeTcA nay3amu. To B MOSIHOM TU-
LUMHe TpaHCIUpyeTCA ABYXMUHYTHOE BULEO0 PeasnibHoro
yBUIACTBA ONMO3ULIMOHHOMO YMHOBHUKA U €ro 6NIU3KUX,
HETOPOM/IMBOE, HAaAEeHHOe (KUMepbl TLLATesbHO J0-
61nM *epTB ¥ TOSIbKO Nocsie 3Toro yexanu). To B Kagpe
CTaTUYHOE UHTEPBLIO C Nana4oM. [ae-To 3a ropooM, Ha
(G oHe pacKuaMCTLIX AepeBbEB U NacyLLenca Hermoaarnery
6€10/ KO304KM OH CUAWT B YNIMYHOM Kpecsie — KpacuBbIf
HEMOJI0ZI0M MYHKUMHA B AXKMHCAX U 6enoit KypTKe, Hora
ero nogparusaeT. OH rOBOPWT, YTO HEe MOMHUT, CKOJIBKO
Hapogy ybwn, Ho, He KonebnAcb, caenan bbl 310 CHOBa,
Befb MWTb CTaNo JiyuLLe.

CaMoe nopasuTenibHOe — TO OTHOLLIEHME K CTpaxy ObiTb
YHUUTOMEHHBIMU, KOTOPOE CTapaTesibHO, eeHEBHO
BblpabaTblBaloT B cebe 3Tu HeHLMHbI (@ KoMnaHus Peccbl
B OCHOBHOM YNpaBnAeTcA HeHLLMHaMK). OHU nosyya-

loT 6ECKOHEYHOE KONMYECTBO Yrpo3. BeiBaeT, nnayyT,

HO CTapaloTCA COXPaHATL XNafaHOKpoBHUe. «f ayMato o
6e3onacHocTH, — rooput Pecca. — Ho 3Halo, 4to nepsoe,
YTO Haf0 AeNaTb — 3TO MNOHATb, YTO PeasibHo, a YTO HET».
B ¢m1HanbHbIX Kagpax, FOTOBAC K FpynnosoMy $poTo, oHa
U ee KOMaHAa, COTPYAHWKU U COTPYLHMLIBI, B TOM YUCTIE U
COBCeM Moriofble — cyacTnmeble. [parMatvki, bonee unu
MeHee 0CO3HaloLLIME PUCKU.

MOXHO C 4YeM CPaBHUTb 3TO KMHO, TO KaK pa3 C Npo-

MapuHa Jlameiwesa

[MPOCTAA UCTOPUA

OWJ1bMBI, KOTOPbLIX 3LECH HE BbI/10
MOJITBA BO VIMA EOTA (GLORIA MUNDI) /

PEH. POBEP M'EANITAH

- HacKkonbKo, B BalleM npeacras-
neHun, GUNbM NOXOXK Ha peasnbHyo
HKU3HL?

Pobep eduasH: Mo<Ho cKazaTb, To, YTO
NPOVCXOAMT B GpurbMe, MPOUCXoauT BO
BceM Mupe. CyTb HM3HM cTana bypry-
a3HoW, B TO BPEMA KaK MpocTble ioau
OTOPOLLIEHbI KaK MOYKHO JasnblLie, TaK,
CIOBHO WX He XOTAT BUAETb, UX KaK Obl
HeT. Bce 601bLLe 1 bonblLie CTaHOBUTCA
04eBWAHON PacTyLLaA AVCTaHLMA MEHOY
LieHTpOM 1 nepudepumei.

— BaM 6bin0 BarKHO NoKasaTb UMEHHO
3TUX NPOCTbIX JIl0AEN — KYHUHKEHHbIX U
YrHETEHHbIX»?

Pobep leduaan: A Bce BpeMa ULLLY
onpefeneHHbIX peanbHbIX Niodeln AnA
CBOVIX MEPCoHarKen: paboTAr, rpy3um-
KOB, paboumx pasHblx Npodeccuit. Bor,
HanpviMep, KaKk Ha aKpaHe NoABMCA
BOAMTenNb aBTobyca: A4nA 3Toro A no-
3Bal HaCTOALLLEro BOAUTENA KaKOoW-TO
MapcesibCKOM KOMMaHWK, YTobbl MPOCTO
NPOrynATLCA BMECTe C HUM, napannesb-
HO MpoAyMbIBaA AeicTaume. A npoluen ¢
HWM Yepes HoBbI KBapTan MapcenA B
LieHTpe ropoAa, rae Tenepb CTOAT HOBble
3AaHmA. Tak YTo naeA, Kakue npo-
deccum NoKasaTb, UCXOOUT U3 NoTped-
HOCTel ApaMaTyprm 3Toro ¢punbma. A
XOTes NoKa3aTb 3TN U3MeHeHWA, 3TOT

6necTALmM NapadHeii Mapcens, i To,
YTO MPOMCXOAUT NnoA HUM. Ha camom
Jene Mapcesnb HaMHoro MeHee brecTa-
LUK, eCcnn NporaeLLb noL asToqopo-
oV, yBUOMLLb CHYIOLLMX MOA03PUTENb-
HbIX TUMOB, MasnieHbKMe HEMOHATHbIE
KOMMaHuu.

— ApuaH, a BaM 3HaKOM 3TOT KOH-
TpacT Mexay 6oratbiM «dpacagoM» u
6eaHoCTbIO?

ApuaH Ackapud: MHe BCE 3T0 3HaKo-
MO. A POAOM M3 TeX HEHLLIMH, KoTopble
MOXOMM Ha Molo repouHio. A belna Boc-
MUTaHa TakMMU HeHLLMHaMK. Mos 6a-
6yLUKa NpogonKana pabotats y6opLLm-
Liei B KaHTopax, Korda e 6bino yre 70
net. Tak YTo 4N1A MeHA 3TO He IKCKYpCUs
B He3HaKoMylo cTpaHy. HaobopoT, Bo3-
MOHOCTb BbICBETUTbL 3TUX HEBUOWUMBIX
HEHLLWH, TaK A UX Ha3biBalo. Tex, Ha
KOro He obopaymBalOTCA Ha yuLax, Tex,
KTO paboTatoT. Tex, KTo AyMaeT TOSbKO 0
cBoeM pebeHKe. Tex, KTo He 3aboTuTCA
0 CBOE NPUB/EKATENBHOCTU. Tex, KOTo-
pble MPUHOCAT CebA B HePTBY.

— Ho ogHo Aeno 3HaTb TaKUX HEHLLMH,
Apyroe fieno — nepeBonoLwaTbcs B
HUX. HacKonbKo 310 6bi10 TpyAHO?
ApuaH Ackapud: 310 HeMNpocTo, HO

370 YacTb npodeccuu. [1a, Ha 3KpaHe A
MPUHOLLY Cebs B ¥KepTBY, HO A HE YyB-

b,
-

CTBOBasa, 4To 370 NPocTo paboTa. 310
NpeBpaLLaeTCcA B HEKYIO YacTb BaLlel
COBCTBEHHOM HU3HW. YTO-TO NINYHOE,
Yepes YTO Bbl MPOXOAUTE, MHOMAA O4eHb
60ne3HeHHO AJ1A YyBCTB, NePEerKUBaHUIA.
B 3T0M 1 3aksiovaeTcA urpa aktepa —
nofBepratb cebA onacHoCTK, MpornycKasn
yepes cebA TakMe BeLLU. 3TO BNUTLIBA-
l0TCA B BaLLle Teslo, B CO3HaHWe.

- KarkeTcs, Bawia reponHa — cambiin
CUNbHBIA NepCcoHaXK B 3ToM ¢punbme?
ApuaH Ackapud: OHa cBoero poga Bo-
nnoLleHne PuMckon BonumLsl. BoT Tak.
OHa MOMKeT youTb BCeX, YTobbI 3aLLUTUTL
CBOIO CEMbIO.

— OunbM oYeHb ApaMaTUyeH, Aame

TparuyeH, HO B HEM YyBCTBYeTCA
YacTuua onTUMU3Ma...
Pobep leduasaH: A He pas roBopun, 4to
r11IaBHOE — 370 NII0BUTL CBOMX NMepco-
HaMeM, 1 [larke ecnv 3TOT NepCoHaK
[enaeT HeKkpacKBble BELLM, HYrKHO
npoJonKaTh ero fobuTb. To, YTO Mbl
OCYM{[1aeM — 3TO He CaMu JIUYHOCTU. 3TO
06LL1ecTBO GOpPMUPYET NEpCoHarKennpe-
naraeT UM TaKoe Nioxoe NoBeAeHme Kak
€[MHCTBEHHOE peLLIeHMe 1X NPO6/IeM, 1X
3a60T... Hago npogonyKarts niobuts CBOMX
repoeB, HECMOTPA HY Ha YTo. A aymaio,
YTO CHUMATb GUNBM — 3TO NII0BUTE MUP.
Unmepasio senu Aca KonoduxcHep
u Memp LLlenomuHHUK



CUJIbHbIE

CBUOETESIbCKUE TORASAHVS: K 75-1IETVIO [OBEbLI

KAHAJT (KANAL) / PEXK. AHOMEV BAVTA

03HaTesIbHO UJIU HET, HO COCTa-
BUTESIN MPOrpamMMbl BO3POAWIU
aTMocdepy 3HAMEHUTON ANCKYCCUM
cepeavHbl NATMAECATLIX. Havano ew
nonomna ctateA beHeaukTa CapHoBa
«Mobyc 1 KapTa-aBYyXBEPCTHay.
KaK Hy*{HO NoKa3bIBaTb BOMHY Ha Ku1-
Ho3KpaHe? CToUT N [LOBOSILCTBOBATLCA
TOYKOW 3peHnA BepxoBHoro [MaBHo-
KoMaHzyloLLLero, ABUraloLLEro Briepes
Mosk1 1 auBu3un? Unu cnepyet obpatntb
BHWMMaHWe Ha TeX, KTO LLeS B aTaKy, cBe-
pAfCb Mo HebosIbLLOK KapTe, MoMeLL.aB-
LUeNcA B MaHLLEeTe Ha MOACe Y MIaALLIMX
KOMaHaupoB?
Bpems nokasarno, 4to «aByXBepCcToY-
Hble» GUIbMbI — NyYLLIee, YTO CHATO 0
BOWHe. IMeHHO TaKwe KapTuHbI cobpaHhbl
B nporpaMme. JTio6ombITHO, YTo Jare B
MacLUTabHOM BHeLLIHe JIeHTe Halllero 3Ha-
MeHuToro batanucta Ceprea BoHaapuyka
«OHM cparkanuce 3a PoguHy» pedb nget
He 0 60/bLLKX BOEHaYasbHMKaX, a 06
06bIYHBIX My*UKaX, BOIOIOLLIMX C BParoM.
Ocoboe, 0iHaKo, BHUMaHWe XoTenocb
6bl 06paTUTL Ha GubM AHOXKen Banabl
«KaHan». Mogo6Ho 313eHLUTENHOBCKOM
«Crauke» (1924), reHMansHOCTL KOTOPOM
ONA MHOMUX MepeKpbITa FpaHANO03HO-
cTblo «BpoHeHocua «MoTeMKkuH» (1925),
BblaaloLLeecs npomsseaeHue 1956
rofa HaxoOuTCA B TEHW CleayloLLero
LueaeBpa NonbCKOro Knaccuka — «Menen
1 anMas» (1958).

B CCCP «KaHan» noAemnca Ha KUHOCMO-
Tpe B paMKax 3HameHuToro BceMupHoro
¢ecTrBans Monogexm n ctygeHTos B 1957
rogy. Monyunn maeHbI Npus dectsana
1 COBEPLLIEHHO OLLIApaLLIN 3pUTENEN.
MocKBuum cMoTpenun KapTuHy Baingbl B
06CTaHOBKe Npa3fHMKa PacKOBaHHOCTU U
cBobofbl. M BOpPYr — pyvHbl BOCCTaBLUEN
BapLuaBkbl, FopcTKa fioaeM, NbiTaloLLmxcs
CMacTUCh B pa3BETB/IEHHON KaHanM3aLum-
OHHOW CeTU, U — ronoc AuKTopa: «BoT oHu,
repov Tpareguu. CMoTpuTe BHUMATESBHO.
370 NocneaHme Yachl UX HU3HU».
Tparegua. 3putenu Torga 3Hanu o pac-
LiBeTe ¥aHpa B aHTUYHOM MUpe, BOCXMLLA-
nuck LLekcnnpoM. Ho Meicnb o ToM, YTo,
cnenyaA KNAcCUYECKNM KaHOHaM, MOYKHO
rOBOPUTL 0 COBLITUAX HEABHEN UCTOPUM,
He Bblna eLLE NPUBLIYHON.

M y}K coBceM HeomaaHHo bbina Tpare-
OuiHaA HoTa B pasroBope o BapLuaeckoM
BoccTaHuW. OpuLpanbHana coBeTcKas
uctopuorpadus o Hem IM6o He yNomu-
Hana BoobLue, NMbo roBopKUNa, KaK o He-
CBOEBPEMEHHOWM, HEMPOAYMaHHOM aKLWK,
KoTopas He MorTia 4OCTUYb Lienu, nbo
opraH13oBaHa 6blisia 60pLamMm HaLmo-
HasIbHOro COMPOTMBIIEHNS, HE CUMMaTU3N-
posaBLunmm CoseTckomy Cotosy.

«KaHan» ctan KuHemaTorpapuyeckm
MaMATHUKOM WX MYXKECTBY M CTPaAaHUAM.
CaMa MmATyLLLaACA KaMepa, caM 6ecroKon-
Hblli TOH PeXMCCepPCKOro MOBECTBOBAHWA,
POXKOAIOLLIMIA CTUSIb, KOTOPbIV Briocea-

CUMIATN* / AUDIE

MIFFdRLILY

B ¥l
CTBMM Ha30BYT «BalL0BCKUM HapPOKKO»,
CBMOETENLCTBOBAM O HAPOXKOEHUM HOBO-
IO KMHO, HOBOIO A3bIKa, HOBOIO KIACCUKa.
IKcnpeccBHaA B3BUHYEHHOCTb CTUIIUCTU-
K dunbMa bbina obycioBneHa He TONbKO
OCTPOTOW [paMaTypruyecKon CUTyaLmm.
VMeHHO TaKaA KuHeMaTorpaguyeckan
¢opMa oKasanacb Heob6xoAMMOW AJ1A Bbl-
ParEeHWA HOBbIX COLMAbHBIX UOEN.
06pa3 cMepTH, HacTUraloLLiel YenoBeKa
B TOT MOMEHT, KOI4a OH YXKe yBepoBasn B
criaceHue, CTaHeT rmaBHbIM B «KaHane».
CnaceHuA He bymdeT farke ONA Tex He-
MHOTUX, KOMY YAacTCA JOWTU HUBbIMU [0
MECTa, e KaHanM3aLuWoHHbIe BOAbI BIU-
BatotcA B Bucny. Ha kenesHom peLueTke,
3aKpbIBaloLLeN Bbixof, byaeT BUCETb
60bLLIOM 3aMOK.
MocnepHuin Kagp dunema. Mpynnka
«CHACTIIMBYMKOBY, CXBATUBLLMXCA 3a
MPYTbA PELLIETKK, C TOCKOM CMOTPUT Ha
Hac. BnipoyeM, 310 3pUTenaM KareTcs,
YTO B30p MOBCTaHLIEB 06PALLIEH K HUM.
Ha camom-To fene oHW MAQAT Ha Apyrow
6eper BeNMKOW NosbCKOM pexku. Tam cTout
apmuA MapLuiana PoKoccoBcKoro, KoTopas
He MpULLA Ha NOMOLLIb «HENpaBUITEHOMY»
BOCCTaHUIO.
B 1957-M 60/IbLUMHCTBO NOTPACEHHBIX
3puTenelt 06 3TOM UCTOpUYECKOM daKTe
He Begano. [Moatomy B crepytoLLeM rogy
«KaHan» BbiLLIen B COBETCKMI NpoKaT. U ¢
3T0oro MoMeHTa Baiiaa ctan gna coBeTcKux
niobuTENEN KUHO HerpepeKaeMbIM Xyo-
YeCTBEHHbIM U HPaBCTBEHHbIM aBTOPU-
TeToM. Bonee nonyeeka cnegunu Mel 3a
BCEM, YTO OH AenaeT 1 roeopuT. lopau-
JINCb, YTO B «6paTtcKoli Monblue» paboTtaeT
peruccep, KOTOPbIM TaK MPOCTO U C TaKOM
XYLOMECTBEHHOM CUNOii 06 LACHAET MUp,
B KOTOPOM Mbl H{UBEM.
Cepeeli JlaspeHmoea

ESOKALHbIN OHEBHUK A SIEGE DIARY 462
[104b PbIBAKA THE FISHERMAN'S DAUGHTER 4.36
MPELBLIEOPHAA KAMMAHUA THE CAMPAIGN 417
PACTIOPSYKEHVE EXECUTIVE ORDER 3,94
PACTBOPATHCH DISSOLVE 3.29

* Ha MoMeHT nopnucaHuA HoMepa B neyatsb / *At the time of this issue going into the print

MaHEM B «OKTAOPEe»

YnbtpatoHkas mogens L.U.C XP,
3HaMEHUTaA CBOEN COEepPHKaHHOM U na-
KOHWYHOW 3/1eraHTHOCTbI0, 0b/1avaeTcn
B «KOCTIOM», U3TOTOB/EHHbIN M0 MEpKe
MacTepamu atesibe Kiton — pemeLLoK 13
TEMHO-Ceporo KalleMupa ¢ nogxnag-
KOW 13 KpacHOW KoM annuratopa.
CoTpyaHWYeCTBO LUBEALLAPCKON Ya-
coBOW KoMnaHuu Chopard 1 MogHoro
6peHna u3 Hearons BoImMAQWT BrioHe
3aKoHOMepHbIM. CeMeliHble foMa, pas-
JendioLLye B3rAQbl Ha peMecrieHHoe
WCKYCCTBO 1 TPAAMLIMK, a TaKKe peny-
Taumio NaepoB B 0611aCTy 3n1eraHTHoM
MYH{CKOW MoAbl, 06beOUHUM CBOU
Hoy-Xay AnA co3gaHumsa vacos L.U.C

XP Il Sarto Kiton. C ogHol CTOPOHbI —
KOHLenuuA TpaguLUMoHHoro Beicokoro
4YaCcoBOMO UCKYCCTBA, YYUTbIBAOLLAA
COBpEMeHHbIe TeHAEHLMM U MHHOBa-
umm XXI BeKa, Npeas1orkeHHas conpe-
3ugeHToM Chopard Kapn-®pugpuxom
LLloidene. C gpyroi — TBOpYecKan
¢aHTa3uA y4eHnKoB Yupo MaoHe.

Pe3ynbtatoM COBMECTHBIX ycunmm
ABUINCb YHUKabHbIE Yachl, Bbiry-
LLIEHHbIE OrPaHUYEHHON cepuen 13
100 npoHyMepoBaHHbIX 3K3eMINJIAPOB.
OHM ocHaLLieHbl GUPMEHHBIM YNbTpa-
TOHKUM MexaHn3MoM L.U.C 96.53-L,
[JMaMeTp KOToporo He npeBbILuaeT 3.3
MM. OH MMeeT [Ba 3aBoAHbIX Hapa-
6aHa, obecneunBaioLLmin 58-yacosoit
3anac xoja. Yackl coyeTaloT B cebe
OOCTUMHEHNA LUBEMLIAPCKOro YacoBoro
WCKYCCTBA M NOO/IMHHO UTaNbAHCKYIO
HEMPUHYHKOEHHOCTb.



FAR FRONTIERS

MAIN COMPETITION
DIR. MAKSIM DASHKIN

He is Captain Krainov, doing service at the military post in
Kyrgyzstan. She is Masha, his chief’s wife, in charge of hair-
dressing. Her old grumpy husband, Major Leskov, is always
near. Of course, he will find out. Of course, there will be blood.
There is an obvious formula of success — but the pure drama
is stuck in the grey soil of Kyrgyz. A military post is a closed
space: everyone knows each other and any deviation from the
rules offends the eye. The atmosphere is dictated by Heming-
way's favourite tool — the iceberg theory when each detail
hides a bigger story. A hanger becomes a sign; tardiness
becomes a confession.
The circumstances raise the stakes. The kiss in the prairie is
not just a sensible move, but a jump into the unknown, heroic
and unconstrained. Their love unwraps in plain sight — the
space is open to the winds and is seen from afar. Something
only breaks through when there’s no physical capacity of
burying it.
But it's not only physical. It's not the cliché dissatisfaction that
pushes Masha into the arms of a short-spoken captain. Her
lover is another breed, far from the scanty existence and toxic
masculinity. Krainov is a poet, he writes poems about his
very own feelings and gets them printed in a local paper. At
first glance, those are very naive — “I sing what | see”. On the
second reference, it is a lyrical form of “The Tell-Tale Heart".
The third wheel is Leskov — no surprise he’s a namesake
of “The Cathedral Clergy” author — is deaf to the aesthetics.
He holds strong to the rigor and raw power. He constantly
reminds the family of the later by doing push-ups every
evening (the sexual innuendo of the swinging motion will
bounce back — there is no excess detail to the film). But the
ultrasound of the feeling doesn't only do misconduct, but also
grabs Leskov's attention. He's almost the only careful reader
of Krainov. The others only ask him to sing to the occasion.
But Leskov is truly interested in his poetry and in what's
behind. As if he anxiously studies the battlefield of his defeat
when scanning through the lines.
The military's obsession with poetry is not just a funny
paradox coined by the authors, but an important trait of the
epoch noted by the artists. While Dashkin was working on
‘Far Frontiers”, Aleksandr Lungin was shooting his “Great
Poetry” far away from Kyrgyzstan. In his film, young security
guards were in search of poetry in the civvies only finding it in
their own private wars. The searches of “Far Frontiers” char-
acters are also accompanied by the firearm, but the finale of
the story will be modest. The military life will get it together.
The prose will remain the reality; the poetry will always be
unfulfilled — even unfeasible. Any attempt of affinity will end
up with a catastrophe, and the poetry will always fall first.
There is a definite touch of the master in the plot. The script
of “Frontiers” was written by Boris Frumin, a prodigy of an
American-like talent of uniting a thought with curious story-
telling. The director doesn'’t always commit to his mentor’s
asceticism — especially when it comes to the soundtrack,
where the guitar riffing meets Kyrgyz rap. But there’ no sour
note in his melody: the distinction of the rhetoric is there, as
well as the fixed attention to the griping mimics of the actors.
The iceberg theory as it is.

Sergey Alekseenko

THE SALT OF TEARS /

LE SEL DES LARMES

8 1/2 FILMS
DIR. PHILIPPE GARREL

- It seems everyone loves each other in the film but at the
same time there is a feeling that nobody cares for each
other. What would you say?

Logann Antuofermo: Yes, there is a certain ambiguity in this
respect, because there is love and there is hatred and hatred
stands very close love, a mere step away. It is not even hatred,
but rather cruelty which is present in this emotional education,

and it's a kind of education that everyone should experience
on their own. The father is always present in the soul of my
character, but he can't pass everything he knows to his son,
there is something you must experience yourself. Yes, this
is life. We love each other, then we part, then we meet again.
Those missed encounters, those choices which we made or
did not make, certain things have to be experienced.
- The story sometimes seems modern, even though the
story is taking place in the 50s. A strange perception of
time. Did Philippe Garrel provide any guidance?
Logann Antuofermo: | think Philippe wanted it that way... It is
a dialogue between Philippe and us, it creates a timeless story
— sometimes you carry a cellphone and sometimes you write
letters on paper.
Oulaya Amamra: And love is also timeless, one can fall in love
at 20, at 40 or 60. Some people have never been in love but fall
in love very late, and it is beyond time. It is contemporary, you
can experience it at 20, everyone went through this mayhem
of emotions when you meet someone for the first time or
when you fall out of love with somebody... | mean, these things
happen to everybody.
- How would you describe Philippe Garrel, the director?
What did he teach you as a young actress?
Oulaya Amamra: | learned a lot from Philippe. What did he
teach me? He gave me the keys. | was constantly making
notes after him, I have loads of them because... | will quote
something he once told me: don't try to reply to your partner
when you're acting but try to understand him. Suddenly you
find yourself in a new space of perception and instead of
replying to your partner you attempt to understand the logic of
his character.
Logann Antuofermo: Working with Philippe was a unique
experience: we rehearsed all the time. We never rehearsed this
much before. He likes working a lot before the actual shooting
when usually you start shooting the moment you arrive on set
and there's no time for rehearsals. And with Philippe you can
allow yourself to be sensible, you can dive into the character
and keep searching.
Oulaya Amamra: His films are about simplicity, about the
everyday things becoming poetry: walking the streets, falling in
love, feeling. The best thing he taught me is silence. Not talking
about what you feeling but actually feeling. Everything's there.
Philippe’s movies are like the dance of windscreen wipers.
People never meet but always chase each other, just like them.
Interview by Asya Kolodizhner
and Peter Shepotinnik

HOMO SPERANS

TARY COMPETITION
DIR. ANDREY KONCHALOVSKY

Everyone knows the date and the time when the Thaw has
started, yet historians and art experts still debate on when
and how it ended. The earliest point is 1962, when Khrush-
chev, disappointed in the ideas of freedom, scattered the
Manege exhibition. It was a significant moment; however, it
was a public one — what happened behind the scenes was
way scarier: the Novocherkassk massacre recently depicted
in Konchalovsky's “Dear Comrades”. The latest point was
after Khrushchev, when the events in Czechoslovakia made
the Soviet government button up the tanks, especially when it
came to arts. Anyhow, Khutsiev's “July Rain”, the cinemato-
graphic reflection of the Thaw, was made in 1967. Same year
Konchalovsky shoots his “The Story of Asya Klyachina, Who
Loved, But Did Not Marry”, — the cinema authorities get so
annoyed with it they immediately put it to rest.

Annoyed by the pessimism and scared of the novelty: the
young director pledges the audience. The film has barely any
professional actors, and the dwellers of the Volgian boonies
just tell everything they want in front of the camera. They talk
about their hard life. About the war. About the camp after the
war — however, the camp subject has been dismissed after
they showed the weakness for Solzhenitsyn. “Had a present
for my son. A chess set. Then | arrived... The wife is silent, and
so am . Nothing to say. Literally nothing to say. Had a drink.
Felt the Christ in my veins”.

27 years have passed. Konchalovsky, now an acclaimed
director with a career in Hollywood, comes back to the same
grip and even calls the film a sequel to Asya's story. And even

though “Asya and the Hen with the Golden Eggs” is a rather
conventional narrative film, yet again the natives of the Volga
are given a chance to speak. There’s no one to cancel the film,
but it had once again annoyed many. New Asya cheers to the
stagnation and criticizes the new farm reality: back then it
caused a certain reaction — “Have you gone mad, Russia”,
— but we understand it now, that it is just the way it was: and
the real feelings of those people formed the reality we are
currently living in.
27 years later. Konchalovsky, now a father of Russian cinema
and the winner of Venice festivals, creates “Homo Sperans”
— afilm with no narrative whatsoever. Only the voice of the
people is left. Even more so — in between eight novellas, the
voice of dozens is edited into one statement.
The director here is a God, that doesn’t show up — neither by
questioning his characters nor via off-screen voice. His point
is clear despite his non-existent presence, and then stated di-
rectly in the end via subtitles on the Volgian landscapes: 89%
of Russians claim to be happy people. And before that, we see
the numbers: how many of them live below the poverty line
and laden with debt.
This bitter motive isn't there in the beginning, but it soon be-
gins invading the viewer's mind. In the first place, the theme
of this hard life is like a taboo. The characters add to this, too:
here’s a young and modern teacher, going through the Soviet
rubbish with laughter; a giggly paramedic, who's aware of
her daily endeavors; an IT-guy, developing his very own “IT
village”; a Shukshin-like video blogger, who's also a scrap
collector... When put together, these “united statements”
generate almost American passages on the optimism of the
nation, and the characters struggle to speak of the hardships
become especially obvious in the first novella. Here's a family
with many children in a Siberian village, children jollily chat on
camera, while the adults softly discuss their own business in
the back, giving the viewers nothing.
The peak of the film is a short episode of a farmers’ wife
shedding a tear — her husband has been diagnosed with ter-
minal cancer, — but she then instantly gets herself together:
“Oh, I shouldn't be crying. Everything'’s going to be fine”. It
becomes a verbatim of a frontline poem by Semyon Lipkin,
which refrains — “The enemy draws off. We won. Shouldn't
be thinking. Shouldn't be crying”.

Igor Savelev

BERLIN

ALEXANDERPLATZ

SPECIAL SCREENING
DIR. BURHAN QURBANI

«Berlin Alexanderplatz» tells a story of Franz Biberkopf, a low
ranker committing a murder of his friend Ida, and a big city
with its teasing political, erotic, and criminal contrasts. Based
on a 1929 colossal novel by Alfred Déblin, this composite pol-
yphonic masterpiece marked not only the peak of the Weimar
Republic but also portended its dawn. It took 14 episodes and
894 minutes for Rainer Werner Fassbinder to adapt the novel
into his 1980 film. As for Burhan Qurbani’s take, it seems

to be rather the madness of the brave to adapt D&blin after
Fassbinder did, knowingly exposing himself to comparison;
putting the story into a modern-day setting; fitting this jumbo
text in only three hours of screen time. The world premiere

of the film during the Berlinale was of particular significance
- it was attended by Monika Griitters, a Federal Govern-
ment Commissioner for Culture and the Media. Certainly,
Mrs. Commissioner, along with both cinephiles and regular
viewers, was entertained by the screening. Bornin 1980 in a
family of Afghan refugees, Qurbani is no stranger to feeling
like a stranger, a member of Eastern culture in the West, an
alien in a metropolitan city— if not from his own experience,
but surely from his parents’. That is why his choice of turning
Dablin's outcast Franz into Francis, an illegal immigrant from
Guinea-Bissau (Welket Bungué already has around 50 acting
credits and has directed about a dozen short films, but he
truly broke new ground with his role in «Berlin Alexander-
platz»), makes even more sense. The other protagonist, a
criminal named Reinhold, is played by Albrecht Schuch, who
can be both an expressively masculine character and the very
soul of a seriocomic grotesque (he also has a role in «System



Crasher», a part of Moscow International Film Festival
“The Time of Women"). As for Qurbani, he calls his version
of «Berlin Alexanderplatz» “the parable on the victims of
globalization”, fallen preys of the urban Moloch. A symbiosis
of bold realism and extensive paroemia could be also found
in his previous works — in his debut drama «Shahadan, re-
counting the fates of German-born Muslims in Berlin through
its mosaic narrative, and in «We Are Young. We Are Strong»,
the chronicles of a Neo-Nazi riot in the eastern German city
of Rostock. Qurbani cinematized a quirky aesthetic of the
text with its lowbrow love triangles and vivid crimes through
the style of a snazzy film clip; his «Berlin Alexanderplatz»
has already become a scenic bestseller. Sometimes it is a
Dablin-rave with edgy and electric beats; sometimes — a
Déblin-pop, descending to a reckless soap opera and swank.
Both of the styles highlight the themes important to Qurbani:
money, power, desire, — those are the pillars the world has
been dancing upon in both 1929 and 2020. The regular life
Biberkopf and Francis dreamed of is no longer it.

Vadim Rutkovskiy

WE HOLD THE LINE/
DIE UNBEUGSAMEN:
GEFAHRDETE
PRESSEFREIHEIT AUF

DEN PHILIPPINEN

TARY COMPETITION
DIR. MARC WIESE

2015, Philippines. A voiceover of Rodrigo Duterte, then-
Mayor of Davao City, talking about the need to save the
country from drugs. The next shot — Duterte and journalist
Maria Ressa casually chatting while waiting for the interview
to record. The shooting begins. Talking about who a tough
leader is, Duterte says: “If | have to kill you, I will kill you.
Personally”. Silence. The pause is almost Stanislavsky-like.
The opening credits of “We Hold the Line” directed by Mark
Wiese are on. It is not about him, who will soon become the
president and execute up to 30 thousand people without trial
during his reign. It is about her.

Maria Ressa is a 57-year-old Filipino graduate of Princeton.
She worked for CNN for many years after returning to the
Philippines. And then created — from scratch and with the
help of her girlfriends — her own news resource Rap-

pler, which later became the fourth largest website in the
Philippines and took a sharp stance on the government and
its anti-drug policy. The team of the site is famous not only
for their investigations but also for testing new journalism
business models as if they are working in peacetime; as

if the entire apparatus does not work against them (at the
end of July this year, at least seven cases were conducted

in the country’s courts against Ressa and her colleagues). A
short-haired brunette with glasses who is simply off to work
every day, and at the same time appears on the cover of
Time, Madeleine Albright writes about her, and Amal Clooney
handles her legal problems. A couple of months ago, Ressa
was found guilty on the charges of cyber libel and is now at
risk of going to a Philippine prison for six years.

“We Hold the Line" is a cardio spectacle. If one might compare
this movie to anything — it'd be exactly the program of inter-
val training, when the speed rises to only then drop sharply
to increase the frequency of contractions of the heart muscle.
There is a quick narrative about the government’s war on
drugs, about how much punishers are paid for the murder of
suspected traffickers or even simply using drugs, about the
work of the press criticizing human rights violations, about
how exactly the president's son is associated with the mafia,
sometimes accompanied by “Glass” by Ryuichi Sakamoto &
Alva Noto.

Then it is suddenly interrupted. Then, in complete silence, a
two-minute video of the real murder of an opposition official
and his relatives is broadcasted, unhurried, reliable (the kill-
ers carefully finished off the victims before leaving). Then a
static interview with the executioner, taking place some-

where outside the city, against the background of spreading
trees and a white goat grazing nearby, he sits on a street
chair — a handsome middle-aged man in jeans and a white
jacket, his leg trembles. He says he does not remember how
many people he killed, but would not hesitate to do it again,
because life has become better since.
The attitude towards the fear of being destroyed, the attitude
these women diligently, daily develop in themselves (and
Ressa's company is mainly run by women) is the most as-
tonishing thing about the film. They receive endless threats.
Sometimes they cry, but they try to keep it together. “l do
think about safety,” — says Ressa, — “But | also know that
the first thing one should do is to understand what is real and
what is not.” In the final shots, preparing for a group photo,
she and her team, including very young ones, are happy.
Pragmatists, more or less aware of the risks.

Marina Latysheva

GLORIA MUNDI

NG PICTURES
DIR. ROBERT GUEDIGUIAN

- To what extent, in your opinion, your film resembles
real life?

Robert Guédiguian: One could say that things happening

in the film happen all over the world. The middle-class is
supposed to be the core of life these days, while common
people are outcast — as if no one wants to see them or as if
they didn't exist at all. The vast difference between the center
and the province is getting more and more evident.

- Was that crucial for you — to show precisely the common
people, the “humiliated and insulted”?

Robert Guédiguian: I'm always looking for specific types of
real people to be my characters: workers, loaders, people of
labour of different professions. For instance, that's how the
bus driver appeared: | invited a real driver from some bus
company in Marseille to take a stroll with us, all the while
thinking about the story. We walked together through a new
quarter in Marseille center where all the new buildings are.
So, the idea about which professions | want to show really
comes with the necessities of the narrative. | wanted to show
the changes, this whole “new and improved” Marseille and
everything that happens behind the facade. In reality, Marseille
is much less shiny, so if you happen to pass under the
highway, you might encounter some sketchy characters.

- Ariane, are you also familiar with the contrast between
the rich “fagade” and poverty?

Ariane Ascaride: I'm familiar with it. | come from the line
of women who are a lot like my heroine. | was raised by such
women. My grandmother continued working as a cleaning
lady in the office even when she turned seventy. So, for me,
it's not an excursion to an unknown territory. On the contrary,
it was an opportunity to make these “invisible women”" - as |
call them - visible. These working women who don't get a lot
of heads turned for them on a street. The ones who only think
about their babies. The ones who don't care much about their
looks. The ones who sacrifice themselves.

- But it's not really the same - to know such women and
to transform into one. How hard it was for you?

Ariane Ascaride: It's not easy but that's part of the job. Yes,

| sacrifice myself on the screen but | didn't see it as merely

a job. It becomes a part of your life really — something you
live though, sometimes rather painfully. That's what acting is
about — to put yourself in danger, letting yourself feel painful
things. It sinks into your body, your conscience.

- It seems your heroine is the strongest character in the
film.

Ariane Ascaride: She is a sort of an embodiment of the
Capitoline Wolf. Just like that. To protect her family, she is
capable of killing anyone.

- The film is very dramatic, tragic even, but at the same
time, you can feel something optimistic to it...

Robert Guédiguian: | said it on multiple occasions that

the most important thing is to love your characters, even if
a character does something obscene you should still love
them. We don't judge the characters. It's the society that
shapes the characters and offers those obscene things as
the only solution to their problems... You need to keep loving
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your characters despite everything. | believe that to make a
film is to love the world.
Interview by Asya Kolodizhner
and Peter Shepotinnik

THE SEWER / KANAL

HE WAR: WITNESSES' ACCOUNTS
DIR. ANDRZEJ WAJDA

Whether consciously or not, the programmers have revived
the atmosphere of the famous mid-fifties debate. It was initi-
ated by Benedikt Sarnov's article “A Globe and a Two-Layout
Map”.
How one should depict war on the screen? Should the
Supreme Commander-in-Chief’s point of view be enough? Or
should we pay attention to those in the middle of the attack,
those relying only on a small map on the belt of the junior
commanders?
The time has proved “two-layout” films to be the best made
about the war. These films are what make the program.
Interestingly enough, even the colossal “They Fought for
Their Country” by famous battle-artist Sergei Bondarchuk is
not about the big shots, but about ordinary men fighting the
enemy.
However, Andrzej Wajda's “Kanat” deserves special atten-
tion. Like Eisenstein's “Strike" (1924), overshadowed by
“Battleship Potemkin” (1925) grandeur, the outstanding 1956
work is in the shadow of yet another masterpiece of the
Polish classic — “Ashes and Diamonds” (1958). In the USSR,
“Kanat” was shown as a part of the famous World Festival
of Youth and Students in 1957. It not only received the main
prize of the festival but completely amazed the audience.
Muscovites enjoyed Wajda's work in the atmosphere of
relaxation and freedom. When suddenly — the ruins of the
revolting Warsaw, a bunch of people trying to escape in an
extensive sewer network, and then the voice of the narrator:
“Here they come, the heroes of the tragedy. Watch them
closely, for these are the last hours of their lives”.
A tragedy. Back then the audience was familiar with the rise
of the genre in the ancient world, they also admired Shake-
speare. But the idea of speaking about the recent history via
classical canons was yet uncouth.
Even more unexpected was the tragic note in the conversa-
tion about the Warsaw Uprising. The official Soviet history
either did not mention it at all or spoke of it as an ill-consid-
ered action that could not achieve its goal, because it was
organized by the fighters of national resistance who had no
liking for the Soviet Union.
“Kanat” became a cinematic monument to their courage
and suffering. The restless camera, the very restless tone of
the director's narration, creating a style that would later be
called “Wajda’s Baroque”, testified to the emergence of a new
cinema, a new language, a new classic.
The expressive inflated style of the film was due to not
only the severity of the dramatic situation. It was this exact
cinematic form that proved necessary for the expression of
new social ideas.
The image of Death catching a person the moment he already
accepted salvation would become mainline of “Kanat”. There
will be no salvation — even for those few who manage to
get alive to the place where the sewage water flows into the
Vistula river. There will be a large padlock on the iron grate
of the exit.
The last frame of the film. A group of the “lucky ones” looking
at us longingly as they grab the bars. It seems to the audi-
ence that the gaze of the rebels is turned to them. In reality,
they are looking at the other side of the great Polish river.
There is the army of Marshal Rokossovsky, the one that did
not come to the aid of the “wrong” uprising.
Back in 1957, most of the shocked viewers had no idea of
this historical fact. Therefore, the following year, “Kanat” was
released in Soviet theaters. And from that moment on, Wajda
became an indisputable artistic and moral authority to the
Soviet cinephiles. For over half a century, we have followed
everything that he did and said. We were proud of the director
of “brotherly Poland” who explains the world we live in so
purely and with such artistic grace.

Sergey Lavrentiev



1. Omutpuii Mynap 2. CbeMouHan rpynna ¢uneMa «Ha ganbHux pyberkax» 3. MpuHa EBTeeBa
4. CbeMoyHan rpynna ¢uneMa «MockBebl He 6biBaeT» 5. AHHa YepHaKoBa




IMLF= dRELILY maner B «okTAGpe»

4 OKTABPA / OCTOBER, 4 5 OKTABPA / OCTOBER, 5
12:45 [AMB0 / JUMBO OKTABPb, 7 13:45 AHHA / ANA OKTABPb, 8
13:15 YPOKW JIIOBBW / LESSONS OF LOVE OKTABPb, 5 14:00 3TO HE MOXOPOHbI, 3TO - BOCKPECEHME / THIS IS NOT A BURIAL, IT'S A RESURRECTION OKTABPb, 10
13:30 [0MPOC /| ANAKRISI OKTABPb, 8 14:15 BUPBbAHW / BIRIYAANI OKTABPb, 11
14:00 BABEHKO. MOCNYLUATL CEPOLLE A CKA3ATb: «OHO OCTAHOBMJTOCh» / OKTABPb, 2 14:20 MOMMWX HOHIEHA / POPPIE NONGENA OKTABPb, 4
. BABENCO - ALGUEM TEM QUE OUVIR 0 CORACAO E DIZER: PAROU p
— 14:30 [I0/TMHA BOr0B / DOLINA BOGOW OKTABPb, 7
14:00 BNOKAOHbIN OHEBHWK / A SIEGE DIARY B3HT
14:45 KTO BEPHETCA JOJTIOBUT / KTO VERNYOTSA, DOLYUBIT OKTABPb, 9
14:10 CBWHLIOBAA AHHA/NANWH JIOM / LEAD ANNA/LALA'S HOME OKTABPb, 4
- 15:20 bIHMU / EUNMI LK, 1
14:20 BOCKPECHbIV [IEHb B ALY / SAVAITGALIS PRAGARE OKTABPb, 9
= 16:00 HEBUA / NEVIA OKTABPb, 5
14:30 M BbINTA BOVHA / IMALO EDNA VOYNA OKTABPb, 9
16:10 MHE BbI/10 19 /ICH WAR NEUNZEHN OKTABPb, 11
14:40 BUTAJIMHA BAPEJIA / VITALINA VARELA OKTABPb, 7 —
16:20 CAQ KAMENW / TSUBAKI NO SONO OKTABPb, 9
14:50 KAK CblIP B MACIIE / KATZEFET VE DUVDEVANIM OKTABPb, 9
16:30 KOMNEKTUB / COLECTIV OKTABPb, 2
15:00 MOW [IHW CNABbI / MES JOURS DE GLOIRE uaK .
16:45 1956, LIEHTPASTbHbIV TPABAHKOP / 1956, CENTRAL TRAVANCORE OKTABPb, 8
15:10 BE3YMUE / HULLUMEELSUS OKTABPb, 11
17:00 MPUMEPHOE MOBELEHWUE / PAVYZDINGAS ELGESYS Lok, 1
15:20 YEMIMWOH / IL CAMPIONE OKTABPb, 5
17:00 TIELLIEPA / NANG NON OKTHEPb, 4
15:30 BUPbLAHM / BIRIYAANI OKTHABPb, 8
17:10 AHUMALIAA 1/ ANIMATION 1 OKTABPb, 10
16:00 TETA 3UTA / TANTE ZITA WUKTT
17:20 B TEHW / GOLGELER ICINDE OKTABPb, 1
16:15 WIPbI, B KOTOPBIE UMPAIOT S04 / SEURAPELI IOHOCTb
17:30 YPOKW JII0BBM / LESSONS OF LOVE OKTABPb, 7
16:30 LIBETbI B TEHW / SHADOW FLOWERS OKTABPb, 2 —
18:00 CMACTV PYCCKWV CEBEP / SAVING NORTH OKTABPb, 5
16:30 PACTBOPATBLCA / DISSOLVE B3HT
18:30 XONOAHBIE AHW / HIDEG NAPOK OKTHBPb, 11
16:30 KOHKYPC KOPOTKOMETPAMHOIO KUHO 2 / SHORT FILMS COMPETITION 2 OAKEN -
18:45 YTO 3HAET TUXAA FEPOA / KO ZINA KLUSA GERDA OKTABPb, 10
17:00 KAHAT / KANAL OKTABPb, 11
19:00 KOHKYPC KOPOTKOMETPAHHOMO KMHO 3 / SHORT FILMS COMPETITION 3 QAKEN
17:10 HOKTIOPH / NOCTURNE LK __ -
19:00 Mbl HE COAEMCA / DIE UNBEUGSAMEN: GEFAHRDETE PRESSEFREIHEIT AUF DEN PHILIPPINEN LOK, 1
17:10 A XOTES] CNPATATBCA / VOLEVO NASCONDERMI OKTABPb, 4
19:00 LWAMAH / THE SHAMAN OKTABPb, 2
17:30 BEJTAA 3MEA / BAI SHE: YUAN QI OKTABPb, 10 -
19:10 MPAMCKAA OPI1A / PRAZSKE ORGIE OKTABPb, 8
17:40 AHUMALINA 1 / ANIMATION 1 OKTABPb, 9
" 19:20 CbIH MOHIOMAM / SYN MONGOLII OKTABPb, 9
17:50 YTO 3HAET TUXAA MEPOA / KO ZINA KLUSA GERDA OKTABPb, 8
1 19:30 COJ1b CNE3/ LE SEL DES LARMES GS
18:00 PAVCKAA NTULA / L'OISEAU DE PARADIS WNNI03MOH
19:30 AHUMALIMA 2 / ANIMATION 2 OKTABPb, 4
18:00 HA JANTBHUX PYBEMAX / NA DALNIKH RUBEZHAKH OKTABPb, 1
19:40 0T CMEPTM 10 CMEPTU / Sapalanmis Olimlar Arasinda OKTABPb, 7
18:10 B KM0YbA / AOS PEDACOS OKTABPb, 5 —
20:00 MATEPUHCKMM UHCTUHKT / MATERNAL WNNIO3UOH
18:20 COJ1b CNE3/ LE SEL DES LARMES OKTABPb, 7
z 20:00 MESI0QWA CTPYHHOIO JEPEBA / MELODIYA STRUNNOGO DEREVA OKTABPb, 1
18:30 BETW, YUE, BEMWN / SPRING, UJE, SPRING B3HT
20:15 BKM0YbA / AOS PEDACOS CANIOT
18:30 CMA/THALASSO S
20:30 QMCKO/ DISCO OKTHABPb, 5
18:45 PA3PYLLUUTESbHULIA CUCTEMbI / SYSTEMSPRENGER I0HOCTb
20:45 LWECTHALLLIATAA BECHA / SEIZE PRINTEMPS 3BE3MA
18:50 JIECOPYBbI / LES GRANDES GUEULES OKTABPb, 11
- 21:00 WKAP / IKAR. LEGENDA MIETKA KOSZA IOHOCTb
19:00 YESI0BEK HEYHbIBAIOLLIMWM / CHELOVEK NEUNYVAYUSCHIY OKTABPb, 2 —
21:00 YENOBEK HEYHBIBAOLLIMK / CHELOVEK NEUNYVAYUSCHIY Lok, 1
19:10 MOJUTBA BO MMA BOTA / GLORIA MUNDI OKTABPb, 9 —
P 21:00 VCKATENW NPUKIIOYEHWI / LES AVENTURIERS OKTABPb, 11
19:15 A B 3T0 BPEMA HA 3EMJIE / SAMTIDIGT PA JORDEN UK, 1
21:10 TBAPW, LIENSIAOLLIMECAH 3A COSTIOMUHKM / JIPURAGIRADO JAPGO SIPEUN JIMSEUNGDEUL MUOHEP
19:30 3T0 HE MOXOPOHbI, 3TO - BOCKPECEHWME / THIS IS NOT A BURIAL, IT'S A RESURRECTION OKTABPb, 10
21:15 LUAPTATAH / CHARLATAN OKTABPb, 4
20:00 TPUYMO / UN TRIOMPHE OKTABPb, 10
21:40 KOrA Mbl BblN BPATBAMMW / ONCE WE WERE BROTHERS OKTABPb, 2
20:00 CbIH MOHIOJIUM / SYN MONGOLII WITIO3MOH
21:50 OBbIKHOBEHHAA CTPACTb / PASSION SIMPLE OKTABPb, 7
20:10 TATTEPBM / GUTTERBEE 3BE30A -
- 22:00 OPELLIHMK / CEVIZ AGACI OKTABPb, 10
20:20 NCUXOMAIMA, UCKYCCTBO ANA UCLIENEHMA / PSYCHOMAGIE, UN ART POUR GUERIR OKTABPb, 5 — —
22:10 YEPHbIW, YEPHBIV YENOBEK / QAP-QARA ADAM OKTABPb, 8
20:30 V1 BCE ¥E / NEVERTHELESS OKTABPb, 8
22:20 MOSET B HEBECHBIE MPOCTOPbI / SONG WO SHANG QING YUN OKTABPb, 9
20:30 WHCTUHKT / INSTINCT WUKTT
22:30 TATAPUH / GAGARINE OKTABPb, 1
20:45 MAJIbMKPOT / MALMKROG OKTABPb, 7
22:40 HAPKOMAMA / MAMA WEED OKTABPb, 5
21:00 BEPJIMH, ANEKCAHIEPMNALL / BERLIN ALEXANDERPLATZ OKTABPb. 1 — —
23:25 CMAWMC BOWN3 / SPICE BOYZ MUOHEP
21:00 KPACHBIE NMUHIBUHBI / RED PENGUINS LAK, 1
21:30 NTULBI NAOANW OOOEM / IL PLEUVAIT DES OISEAUX OKTABPb, 11
UKTT - KMHO3A MHMEHEPHOIO KOPMNYCA TPETLAKOBCKOW MANEPEN
p ADORATION ! T
2145 MOKTIOHEHNE/ OHTRBPb, 9 B3HT - B0J1bLLIOM 3AJTHOBOW TPETEAKOBKM 3AMNAHOE KPbISI0
22:00 Mbl HE COAEMCA / DIE UNBEUGSAMEN: GEFAHRDETE PRESSEFREIHEIT AUF DEN PHILIPPINEN OKTABPb, 2 LAK - LIEHTP JOKYMEHTAJIBHOMO KMHO ~ GS - NIETHW KMHOTEATP GARAGE SCREEN
22:15 HOYHOV KOHBOW / NIGHT SHIFT OKTABPb, 8
22:15 3ATTIABHBIMU BYKBAMU / TIPOGRAFIC MAJUSCUL MUOHEP
22:30 JIETUOHBI / LEGIONY OKTABPb, 10
22:40 JIAPA/ LARA OKTABPb, 4
22:50 CEBACTbAH BEPET BbICOTY / SEBASTIAN SPRINGT UBER GELANDER OKTABPb, 5

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KONMOOWMHEP / OfIbIA APTEMBEBA / EBA KPAYC / WIbA KOMbINOB / AHOPEM LUMIONEB / MUXAMN KYKH / CEPTEN ANIEKCEEHKO / METP LUENOTUHHWK
NEPEBOAbI: MAPVA KOB3APEBA / MAPWA TEPAKOMAH ®OTO: FTEHHAOM ABPAMEHKO BEPCTKA: MAPVA PEBAKVHA MAKET MA3ETbI: AMUTPUIA METENKMH / ONTbIA JIbHAHAA



42 MOCKOBCKMIA MEXXIYHAPOHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
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42 MOSCOW INTERNATIONAL FILM FESTIVAL IS HELD WITH THE SUPPORT
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