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MAHMOOD
SOLIMAN

JURY

Mahmood Soliman, a jury of 42nd MIFF, considers
himself at home when in Russia. One can say that
this is due to the Russian-like personality of the
artist — the type often present in our literature
(perhaps even more than in our cinema). Or due to
Chekhov's idea of a man with a hammer behind the
door of every happy man finding its embodiment
in Soliman's ideas of saving those humiliated and
insulted. Or due to his journalist past, back when the
artists weren't afraid to declare the urgent needs of
society before anything else (aesthetical included,
though it was skeptically called an «ivory tower»).
Or due to, of course, his literary persona — there
once was a time when the voice of the writers
was the loudest and high-powered. Tolstoy's word
meant a hundred of those by all his contemporaries:
journalists, politicians, priests, etc. Time has changed
those traditions, especially in such a cosmopolitan,
visionary, aesthetic-driven field as cinema, but some
of them are still there and hearten the audience.
That's what Mahmood Soliman is like. He is a
poetaster: perhaps more of a writer than a director.
He is still searching for his cinematic language — he
is now working on his very first feature — but he
is certainly an experienced writer and has released
several books. He is a publicist: the readers of the
Middle East might know him as the author of many
controversial articles on social and political issues.
He is an artist, and his agenda has been lately built
around the difficult path of Egypt — beginning with
the last years of the Mubarak regime, then during
and after the revolution. It is present not only in his
prose and articles but also in films — for example,
the short film «Red & Blue” (2006) begins as a story
of a couple and ends as a statement on the lack of
personal freedom. The pregnancy test in this film
(Blue? Red)) is not a question of «<how does it affect
their relationships», but «<how they'll be punished in a
conservative society”.
But, of course, Soliman's trademark works are his
statements on the aforementioned humiliated and
insulted: “Living Among Us» (“Nadia”), 2004, and
«We Have Never Been Kids», 2015, which can be
compared to a single saga due to the impressive
interval in-between. Having once shot a short film
about a young woman Nadia, Soliman then finds
her a decade later and keeps filming her daily for
several more years for a full-length documentary,
achieving an amazing effect. He explores how the
illusions about the revolution are born, how they are
gradually replaced by disappointment (also a very
Russian plot — a lot like our 1990s); how children
— once a face of our future — go to live and work in
the streets; how the patriarchal model of the world
set by the abusive husband, collapses, Nadia decides
to get a divorce and gradually sets herself free
from the stereotypes (“opens her eyes,” as it is said
nowadays); how the life is getting harder.
There's something else to this loyalty, not only to the
«little man”, but to a particular family. Through the
years, Mahmood Soliman becomes almost a part of
it and studies it not from the distance as the genre
dictates. In the finale, he chats with Nadia's son as
a friend rather than as a distant figure behind the
camera. Not as a stranger. But as one taking care of
those tamed. Akin.

Marina Bolt

Hiopu / Maxmyg Conviman

Y KAWKO0Io CBOE KUHO

Poccum yneH riopn 42 MMK®
BMaxmy,q ConvnmaH MoreT

YyBCTBOBaTL CebA KaK [oMa.
MOMHO CKa3aTb, YTO 3TO PYCCKUIA
«MCUXOTUM» XyOOHHMKA — TO,
KaK 3T0 6bIN0 MNPUHATO B HaLLIe
NUTepaTypHoOM TpaauLmm (Moxanyw,
[Narse bosbLLe, YeM B KMHEMATO-
rpadumyeckoin). M dokyc Ha 3alumTy
YHUHEHHBIX 1 OCKOPOTEHHBIX: TO,
YTO fyuLLIe BCEro BOMJIOLLIAEeTCA B
YEXOBCKOM hopMyre «HenoBeKa C
MOJI0TOHKOM», KOTOPbI LOSHKEH
CTOATb Haa KaradbIM. U Aproe
ny6nmMUMCTYEeCKOe Havaro, Koraa
XYOOMHMKM He CTECHANNCE 3aAB-
NATb, YTO OHW — MPEXKIE BCEro — Nnpo
HacyLLHble NoTpebHOCTM 06LLEeCTBa,
a YrKe MOoTOM Mpo BCE 0CTajlbHoe
(B TOM YmCrie M 3CTETUYECKOE, YTO
CKENTUYECKM ONPeadenAnock Kak
«BalLIHA 13 CITOHOBOM KOCTU»). U,
KOHeYHO, caMa JITepaTypOLIEHTPUY-
HOCTb, KOrda rof1oc nncatens 6bin
CaMbIM MPOMKMM 1 3Ha4YMMbIM. CrioBO
ToncToro 3Hauunno B cTo pa3 bonbLLe,
YEM C/IOBA BCEX COBPEMEHHBIX EMY
HKYPHASICTOB, MOSIUTUKOB, CBALLIEH-
HWKOB W NpoY. Bpema nokonebano
3TV TPaOMLIMK, TeM 6oree Ha TakoM
KOCMOTOSUTUYHOM, BU3MOHEPCKOM U
3CTETCKOM HarnpaBneHnK, Kak K1HO,
HO YTO-TO U3 HUX BCE e HMBO U
TPEET AyLLy HaLLleMy 3puUTesto.
Maxmyn ConmmaH — Tarkoi. OH
NNTEPATYPOLIEHTPUYEH: BO3MOMHO,

B NMepByto oYepeb nucartesb, a
MOTOM YiKe perkuccep. Ecnm B KuHo
OH BCE elLle B MOUCKe CBOEro MyTU

1 cem4ac CHUMaET MepBbIi UrPOBOW
MOJHbIN METP, TO NIUTEPATOP OH,
6€3yC/OBHO, OTMbITHBIN — BEIMYCTUS
HECKOMBKMX KHUI. OH NyBnmumcTm-
YeH: ernneTcKue YiTaTeNn 3HatoT
€ro KaK aBTopa MHOIMX OCTPbIX
BbICKa3bIBaHMI Ha 06LLIECTBEHHbBIE 1
NOMUTUYECKUE TEMbI. 3TO XYLOOHHWK,
T71aBHOM TEMOW KOTOPOI0 MHOMO

NIeT ocTaeTcA TPy AHbIA nyTs ErvnTa
— CHa4ana B nocnefHve rogsl pe-
¥MMa MybapaKa, NoToM Bo BpeMs

1 nocrie pesositoLMmn. 3To KacaeTeA
He TOMLKO NMPO3bl 1 MYBAMLUCTUKN,
HO U dpunbMorpadum — Hanpumep,
KOPOTKMI MeTp «CUHWIA, KpacHbIN»
(2006) npeBpaLLl@eTca 13 UCTOPUN
NoBALLIER Napbl B BbICKa3biBaHWe 06
oTCYTCTBUM CBObBOAbI NIMYHOCTL. TecT
Ha 6epeMeHHOCTb B 3TOM ¢uibMe
(CMHWIN? KpacHbIN!) — Bompoc He
«KaK JarnblLe CrIoMaTcA OTHOLLe-
HWA repoeB», a «KaK NoKapaeT UX
KOHCEPBATMBHOE 06LLIECTBOY.

W, KoHeuHo, MaBHOE MOI0THO
ConmMaHa — ero BbicKasbiBaHWe 06
YHUHKEHHBIX 1 OCKOP6EHHbIX: «OHM
HUBYT cpeam Hac (2004) n «Mbl
HWKorda He 6bln aeTbMmy (2015),
KOTOpblE M13-3a 3TOr0 BHYLLMUTESb-
HOro BpeMeHHOI0 OTPe3Ka MOKHO
CpaBHWTL € anoneAMn. CHAB Korda-
TO KOPOTKOMETPAMKY O MOSIO[OM

HeHLwmHe Hage, ConnmMaH HaxoauTt
ee Yepes fecATUeTHe, NoBcea-
HEBHO CHMAET €LLie HECKOJbKO NeT
[071A OOKYMEHTaIbHOrO MOSHOMO
MeTpa, 406MBaACk MOPa3uUTeNbHOO
addeKTa. Kak porkaalotca unsiosuu,
CBA3aHHble C PeBOSIIOLMEN, KaK OHM
MOCTeNeHHO CMEHAIOTCA pa3oya-
pOBaHWEM (TOrKE 04EHb PYCCKUM
cloxeT — Hawm 1990-e); KaKk geTu, ¢
KOTOPbIMM BbINM CBA3aHBI CTOMBKO
HaOeH, YXOOAT HUTb U paboTatb
Ha ynuLy; KaK pyLIMTCA naTpuap-
XanbHas MofeNb MUpa, HaBA3aH-
HaA abblo3epoM-Myr<eM, Hags
peLLaeTcA Ha pa3Bog 1 NOCTENeHHO
0CBODOOMOAETCA OT CTEPEOTUNOB
(«OTKPLIBAET r11a3a», KaK MOHO
CKa3aTb YXe B HoBelLLIel nuTepary-
POV TPaOMLUMM); KaK HUTb CTaHOBUT-
CA BCE TpydHee.
B 3T0i BEPHOCTU He TOMBbKO «Ma-
NEHbKOMY YesioBeRy» BOOGLLIE, HO
M KOHKPETHOW OHOM CeMbe eCTb U
€eLLle Koe-4To BarKHoe. 3a CTOMbKO
net Maxmya ConmmaH CTaHoBUTCA
MOYTW e YacTbio U ABHO B3MpaeT
Ha NPOVCXOffLLIee He OTCTPaHEHHO,
KaK Toro TpebyeT COBPEMEHHIN
[OKYMEHTarbHbI KaHOH. C CbiHOM
Haaw oH pa3roBapusaet no Tenedo-
Hy B dvHane Kak 6/IM3KUIA, a He KaK
«pUrypa oTcyTCTBUA» 33 KAMEPOW.
He noctopoHHWi. OTBETCTBEHHbIN 33
Tex, Koro npupy4dnnm. Ceoi.

Mapuxa Bonm



ropPoa 3ePO

KOHKYP

B TEHW (GOLGELER IGINDE) / PEM. 3PLIEM TEMETE3

payHble YLl C MpaYHbIMUA SII0ABMU; KaKas-
(( M HUOYOb CITYYaMHOCTb, NIMLLIMBLLIAA repos

paboThl, MUIrOM BbIGVBAET €ro 13 Yncna
[006ponopAnoYHbIX «4NeHOB 0BLLIECTBAY, U KarKeTCA,
YTO NafleHMIo Ha AHO He ByaeT KoHua. OHW HenpuAT-
HOCTM CMEHAIOTCA APYrMM, HUKTO He XOYeT MOMOYb:
0Ka3bIBAETCA, HYeNOBEK Ye0BEKY BoSK». CeMb fleT Hasag
Hallla raseTa Tak onucbiBana AebTHbIn GunbM Ipaema
Tenerésa «4acTnuar. 3a Hero HaYMHaILLWM permccep
nony4nn «3onotoro Meopria» 35 MMK®. 3n e cnoBa
MOMHO OTHECTU K ero HOBOW KapTuHe — «B TeHu». B
TaKoM cryyae, 3paeM Tenerés ABUHKETCA 0T coLmarnbHoM
[pambl (COBETCKanA KPUTUKa HenpeMeHHo fobaswna bbl:
«pazobravaloLLIeR KanuTanmM3aM») K KpUTUKE CaMoro Mu-
POYCTPOWCTBa. ATEMUCTUHECKOE COBETCKOE KMHOBEAEHWE
BBEpHY/10 6bl 1 NPO «60ro60pYECTBOY, HO TYT, KOHEUHO,
cnepyeT pa3obpartbeA bonee AeTasnbHo.
Y repontn «Hactuupl» 660 nMsA (3eiHan), ceMbA,
[pY3bA, COCEM U BMOJHE «3EMHOM» OKPYHHAIOLLILIA
nei3ark: Nno 6onbLLen 4YacTu AeicTBMe pa3BoOpayMBanoch
B CTaMOYNbCKMX TPyLLL0Gax. «B TeHW» y rmaBHoro repos
— ero urpaet HyMaH AfyKap, 38e34a TypeLKoro KMHO C
FONNMBYACKAM 63KrpayHAOM — HET HUYEro, U are MMe-
HW. BMecTe ¢ Konneramm oH nepeMeLLaeTcA no HeKoeMy
pa3pyLLUeHHOMyY NPOCTPaHCTBY B cTune «CTankepa» 1 06-

pasLoB CTUMIMaHKa. Yto POOHUT OBYX repoeB: BO-TMNepBbIX,

CUTYaLMA HEHYHOCTI, 6ecripaBms 1 6ecrpocBETHOCTU.
Bo-BTopbIX, KOHeYHO e, DabpumKa. Perkunccep 3a4apo-
BaH MOLLIbIO 1 Be3ayLLIMEM UHAYCTPUATBHEIX MUFaHTOB
XX BeKa. B «Hactuue» 310 661 TKALKUIA KOMOMHAT,
paboTHWLLI KOTOPOIO XOOUMM CTPOEM, CMasn BrioBas-

IN THE SHADOWS/

GOLGELER ICINDE

MAIN COMPETITION
DIR. ERDEM TEPEGOZ

neighbors, and quite an “earthly”

Ky Ha Moy 1 Mosy4ani rno MUCKe Noxnebru B AeHb.

«B TeHW» 3aBoZ-MOHCTP pa3pacTaeTcaA [0 MaclLTabos
aHTWUYHOO YyaoBuLLA MNK BorkecTBa. Ero npopr+aBes-
LLIMEe MeXaHW3Mbl HUBYT COBCTBEHHOM HU3HBIO, KarKeTCH,
nepemanbiBan pyay (G1ibM CHUMAnCA Ha 3abpoLLEHHOM
COBETCKOM rOpHO-060raTUTeNIbHOM KOMOUHaTe B [py3un).
BceM, fare reposaM, NOHATHO, YTo 3Ta paboTa abconioTHO
beccMbIcreHHa.

HecKonbKo fecATKOB becnpaBHbIX el ¢ yTpa Ao

HOYM OBCTYHKUBAIOT MaLLIMHBI (HUYEro COBPEMEHHOrO:
BCE B JTyuLLeM criyyae 13 1960-x). B nio6olt HemoHATHOM
CUTyaLmm Be3ayLLHbIA Fonoc Mo pagamo NpU3bIBaeT UX
Pa30MTICh M BEPHYTLCA K CTaHKaM. B KarkaoM nome-
LLEEHWW, BRIIOYaA OyLUEeBbIe, e MyHUMHBI U HKEHLLMHBI
MOIOTCA BMecTe (YCrOBHOCTY, CBA3aHHbIE C TENOM, 34ech
yTpaueHbl, KaK B KoHLNarepe), paboTaloT BUOEOKaMepbl.
Jltogm nof NoCToAHHLIM HAbIOAEHWEM M 3HAIOT 06 3TOM.
Hora KTo-To HEBMOMMBIIA, BO3MOMHO, TOE MEXaHU3M,

Georgia). It's clear to everyone, including

MIFF JdHILY  maner B «oktAGpe»

BblAAET UM efly, MPOBOAUT Me4OCMOTPbI, C/IOBOM —
«HKN3Hb MO 3aBOACKOMY MYAKY» (M I'YI0K TOMe ecTb).
B 370l acTETMYECKM LeNbHOM 06CTaHOBKe, rae Mio6o-
BaHMWe KarkabIM PaKypCoM 60MbLLION MHIYCTPUANBHOM
paspyxu — oTaeNbHBIN NNacT dunbMa, IpaeM Tenerés
TBOPUT MPOMETEEBCKUIM M. Ero OBuHyLLIEN CUON,
KOTOPa#A, KOHEYHO, OAHaMabl Pa3PYLLMT 3Ty TIOPbMY,
craHoBuTCcA CoMHeHWe. TpyaHo Aare NOHATb, B YeM
KOHKPETHO YCOMHWIICA Be3bIMAHHBIN Frepoit: YTO-TO eMy
MoYyaMNOoCh B MOBOPOTAX LLAXThl, YTO-TO MOC/bILLIANOCh
13 Tpybbl. OgHarabl OKA3bIBAETCA, YTO U KaMEePbl HUYEro
He CHMMaIoT, 1 HWKakoro «bonbLuoro Bpatax HeT, 1 Becb
3TOT MUP KaKaA-To MynaA Cly4anHOCTb.
KarkeTca, 4o No Mepe Toro, Kak YCOMHUBLLIMIACA BpoauT
Mo TEPPUTOPUM U HAXOOMT OOHO NOATBEPHOEHME [0-
rafoK 3a ApyruM, 4ef0 MAET K CKONaYMBaHUI0 NoAMNosbA.
M3 Tonnbl BoIQENAITCA Frepou, roToBble pa3BUTb 3TOT
KIaCcCUYECKUI CIoXKeT. Ho HeT: moKka Bce MPOAosTHKam
pobeTb, «<M1MPo3aaHMe» Camo NMoHeMHoOry BrafaeT B
WCTEPUKY, 3aHUMAETCA MeSIKOM MeCTbI0, MepecTaeT Bbl-
[asatb eny. C ToTanuTapHoi cucTemoi farke 60poTscA
He Ha[j0: OHa cama HaKpYTUT cebs, HanpuayMbIBaeT,
Pa3BOSHYETCA W1 MOATONKHET K BYHTY Aiare NOANbHbIX —
O[VH 13 BEIBOL0B, KOTOPbI MOXKHO CAenaTb 13 durbMa
3paema Tenerésa.

Uz0pe Cacenves

this prison — is doubt. Although it's hard to

i“ loomy streets with gloomy

G people; some accident leaves the

main character unemployed thus

putting him outside “respected society”,
and it seems like the fall will never end.
One misfortune follows another, and no
one is willing to help, as it turns out, dog
eatdog...".
That's how our festival newspaper was
describing Erdem Tepegdz' debut feature
“Zerre” seven years ago — for this very
film the debutant director received the
Golden George award at the 35 MIFF. The
same words can be rightfully addressed
to his new film “In The Shadows". Could it
be the case that every true artist spends
their life creating one great piece of art?
Possibly yes. Should that be the case,
Erdem Tepegoz' trajectory is moving from
social drama to criticizing the very core
of the world order. Atheistically oriented
Soviet critics would probably also mention
something about “theomachy” here, but
it appears to be a bit more complicated
than that.
In “Zerre” the protagonist had a name
(Zeinap), she had family, friends,

surrounding landscape as the action
mainly took place in the Istanbul slums.
In the new film, the main character — he's
played by Numan Acar, a star of Turkish
cinema with Hollywood background - is
deprived of everything, including the
name. Together with his co-workers,

he wanders some dystopian space that
looks like a mix between “Stalker” and
steampunk aesthetics. What unites these
two protagonists? First off, the general
feeling of irelevance, powerlessness, and
hopelessness. Second of all - the Factory.
The director seems to be enchanted

with the power and soullessness of the
industrial giants of the Twentieth century.
In “Zerre” it was represented by a weaving

plant where the workers “goose-stepped’,

slept side by side on the floor and were
rewarded by a broth bowl per day. In
Tepegoz' new feature the monstrous
factory expands into something of an
Ancient monster or a god. Its rusty
mechanisms live a life of their own,
seemingly busy with grinding ore (the film
was shot at an abandoned Soviet plant in

the characters, that this work is absolutely
senseless.

Several dozens of powerless people are
busy from dusk till dawn serving the
machines (none of which are modern, the
newest ones are from the 60s at best). In
any dubious situation, the soulless voice
from the reproducer calls upon them

to disperse and go back to work. Every
space, including shower rooms where
men and women shower together (body
and gender conventions appear to be

lost here, reminding of a concentration
camp), is equipped with a camera. People
here are constantly being monitored and
are aware of that. Sometimes, someone
invisible — perhaps another machine? —
delivers them food, conducts checkups,
and provides other stuff according to the
“factory whistle” (which is also featured).
This aesthetically wholesome setting
where every single angle of the industrial
dystopia is cherished, allows Erdem
Tepeg0z to create a truly Promethean
myth. The locomotive of this myth — a
thing that one day will allow to destroy

even comprehend what exactly leads the
nameless hero to start doubting — whether
he actually saw something in the endless
turns of the mine, or heard something
coming from a pipe. One day it turns
out that the cameras aren't monitoring
anything, there is no Big Brother, and this
whole world is nothing more than some
casual occurrence.
It seems like the more the hero wanders
the territory and finds new evidence of
his inkling, the more we come closer to
getting an underground revolt. Certain
characters stand out as if to show that
they are ready to further develop this
classical plot. That doesn't happen
though: while everyone is still hesitant,
the “macrocosm” itself gets hysterical and
revengeful — for example, it stops giving
out food. Thus, one of the conclusions
“In the Shadows" might suggest to the
audience: the totalitarian system doesn'’t
necessarily require revolts — it might just
uproot itself and get even the most loyal of
people to rebel.

Igor Savelev



BE3YMUE

MOJTOAbIE 11 KPACVBBIE
MOK/OHEHVE (ADORATION) /

PEX. ®ABPUC [0 BEJ1bL

— C KaKVUMU 0}KMAAHWUAMU Bbl MPUCTYNANU K 3TOMY ¢UnbMy?
@abpuc oo Benby: MHe X0TeN0Ch CHATL 04eHb MPOCTOE KUHO, YTO-
TO BPOAE PYCCKMX UM Mosbckmx ¢punbMoB 80-x rofoB. Mcronb3o-
BaTb OCHOBHbIE LIBETA, 04eHb ApKue. Caenatb GuibM o4eHb 3MOLMOo-
HanNbHBIM 1 He CKy4YHbIN. MHe X0Tenock MepermHyTb MOCTUK MeXay
CTapbIM K1HO, He BbI3bIBAIOLLIM MPybble peaKLmm, U CerogHALLHAM
[HeM, a cerofHA BCe XOTAT yaapa no HepeaM. MHe TakaA peakumA He
HY*KHa, A X04y MOMECTUTb 3pUTENIA B HEKOE NMPOCTPAHCTBO MEYTI.
A 3Halo, ceityac 310 He MoHO, HO MHE XOTeNI0Cb CO3AaTh 04YeHb
MO3TUYHBIN WM. CerofHA MPOUCXOAMT YTO-TO YHKACHOE, 3pUTeNK,
06LLIeCTBO — BCE XOTAT HaKTOB, a A X04Y ObITb MO3TOM C MOMOLLIbI0
KaMepbl 1 aKTePOB. 3Ta 33[1a4a MeHA 04eHb YBReKaeT. A He xouy
HaCKy4UTb 3pUTENAM. MHe KarKeTCA, 3pUTeNb MOXKET CPpasy e Ha-
CTPOUTLCA Ha BOMHY GKNbMa, HO He GriarofapA CioBaM, a TOMbKO 3a
CYeT MNO3TMYECKOro BM3YasibHOr0 BOCMPUATUA.
Horga A roBopto € Komneramu, KoTopble 4eNaloT KUHO, MULLYT O
KMHO, MPOMAIOT €ro, M CrpaLLMBalo ceba: 0 YeM BOOBLLIE OHM roBO-
pAT? Mbl He NoHMMaeM Apyr Apyra. LA MeHA KMHO KaKk penriA.
OHO 1 JOMHHO BbITb PeNUIen, Kak [U1A BENMKMX PEHMCCEPOB, KOTO-
PbIMM A BOCXMLLIGIOCh. OHKM YMen JoCTUraTh MOTPACAIOLLIEr0 YPOBHA
[OYXOBHOCTM O4eHb CKyOHbIMX CpeaCTBaMu.
- B yeM eLue Bbl HacnegyeTe Knaccukam?
- WMcnonb3yio 16-MunmeTpoByio nneHKy. Lindpossle kamepbl MHe
He HPaBATCHA, A MX HUKOrAA He 1crosb3ylo. HeHaBuy Lumdpy. 310
YHacHo, NonHas epyHAa. BarmsaHuTe Ha ¢unbMbl TaproscKoro. Mo-
TpACaloLLVe APKWE LIBETA, KPaCHbII, 3eMeHbli, ronyboi, Hem3MeHHbIe
YepHbiIl, 6erbii LBET. 3T0 Tak KpacKBo. B LidpoBOM KMHO HET 3a-
naxa, HeT YyBCTBEHHOCTW. [1neHKa — 3TO KaK anxuMua, y 3TOM0 KMHO
€CTb 3anaXx, eCTb BKYC, YyBCTBEHHOCTb.
- Ko eLue, Kpome TapKoBcKoro, B4OXHOBWA Bac?
— A MHoro ayman npo «Manota» JdoctoeBckoro. TaMm Tore abco-
Ni0THaA [06poTa, a [06POTa MOMET BbITb 1 GpopMolt besymua. [a,
KOHEYHO, MOf repoMHsA HOsTbHA, HO 3TO YHe BOMPOC MHTEPpeTaLmm,
a Al He YBEPEH, YTO B COCTOAHUM MHTEPPETUPOBATL COBCTBEHHI
GunbM. A NbiTancA co30aTh CBA3b MeHIy 6e3yM1eM, NioboBbIO 1
Lo6poToit. CnocobHOCTb 6biTb [O6PLIM U M0BUTL KOro-To. 3T0 HEYTO
04eHb BO3BbILLIEHHOE. 3T0 Kak cBATOM OpaHLIMCK, BCe CBATbIE, KOTO-
pble CrocobHbI MOAHATLCA [0 YPOBHA HeKoero abeorioTa. [nA MeHA
3T0 OYeHb cepbe3Han 3aaaqa. M oyeHb KuHeMatorpaduyHas.
- Moyemy no60oBb 1 He3yMue coeAUHAGTCA He Y B3pOC/IOro
YesnoBeKa, a y repoeB-noApocTKoB?
— Korga Mbl eLLie fieTh, MogpOCTKK, Y HAC eCcTb NOTPACaIoLLaA
CMoCo6HOCTb MI06UTL. Mbl XpaHM NaMATb 0 CBOel NepBol SbBM.
Koroa Bam neT 14-15 1 Bl BO6NAETECH, 3TO HEYUTO MUCTUYECKOE.
CoBepLLeHHO HoBoe. BalLle Teno, BalL yM — BCE CTAHOBUTCA OPYrM.
A NOTOM Bbl CTaHOBUTECH CTapLLIE W YTO-TO YXOAMT, Tbl TOMBKO U
rOBOPULLIL cebe: «YMMICh, YMICh, YCTIOKOMCH.

Ui to senu Aca K
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YCcHep

u lMemp LlenomuHHUK

I'IOM [MECHIO, noat

¢ MEJTONA CTPVHHOI'O OEPEBA / PEX. MIPUHA EBTEEBA

ATb NeT Ha3ap UpvHa

EBTeeBa nony4mna «Ce-

pebpsHoro Meoprusa» 37
MMK® 3a dunbM «ApBeHTYp».
Ha LepeMoHWM 3aKpbITUA YneH
KIOpW, BbILLELLMIA BpyYaTb Mpu3,
BOCTOP{EHHO roBOPWST 0 HEObbIY-
HOCTM YBMIEHHOIO Ha 3KpaHe U
0 TOM, YTO BCTpEYaeT nodo6Hyio
TEXHWKY BriepBble. A 13 Tuno-
rpaduu, roe nevaranach Halla
raseTa, HoYbIo NO3BOHWUAN: «Y
BaC YTO-TO CNY4MIIOCh C KapTUH-
KO Ha 06noMKe» — «HeT, Tak 1
[OJIHHO 6bITb». 370 BbIN Kagp U3
«ApBeHTypan.
Kak 310 caenaHo?! — Bompoc, Ko-
TopbIi 3apaioT Vipute EBTeeBol B
Kar[OM UHTEPBbIO, KaK MUHKMYM,
nocneaHve ABaaLaTth et — Mo
KpalHel Mepe, nocsie ycnexa Ha
BeHeumaHcKoM decTvBane ee
«KnoyHa». Pexuccep HemsMeHHoO
OTBEYaeT, YTo NpuayMana stot
crocob Bo cHe. «KTo-To eLLe
paboTaeT Nofo6HbIM 06pa3oM?» —
«fA 1 eLLe 0aMH MHOMNMAHETAHNHY.
MHorma nbitaetca 06bACHUTb
TexHosoruio nogpobHee, HO
BPAL JIM 3TO MOXKHO [0 KOHLLa
MOHATb «FOSIOC/IOBHO», HE YBUOEB,
YTO MPOMCXOOUT B MACTEPCHOM
XyOOHHMKa — [a, 3T0 C/I0BO NpU-
MeHUMo 6oree, YeM Kakue-nnbo
KUHOLLHbIE TepMUHbI. OTCHATBIN
Matepuasn [op1CoBLIBaETCA
BPY4HYIO C MOMOLLIbIO CTEKON,
NPOEKLMW, TeaTpasibHOro rpuMa
(B 0TIMYME OT KPacoK, OH AaeT
«CcBeYyeHWe») 1 namnoyek. Koraga
EBTeeBa CHMMara Ha MyeHKy,
3TOT NMPOLECC 3aH1Mar Mo NATb-

wecTb neT. C «umdpoi» BoIXoaUT
6bicTpee, XOTA 3TO MO-TMPEHHEMY
PY4HOM, @ HE KOMMLIOTEPHBIN
yA.

C «ApBeHTYpOM» ee HOBYI0
paborty, «Menoguio CTpyHHOrO
[epeBa», POOHUT 04eHb MHOIOe.
KarkeTca, 310 TOT Cnyyan, Korga
XYOOMHUK BCHO ¥KM3Hb NPOLOSIHKa-
eT paboTaTb Haf 04HUM 6ObLIMM
MOMOTHOM, M3peaKa ABNAA MUPY
€ro pasHble YacTu UK BapyaHTbl.
[y6oKoe norpyeHue B inTe-
paTypy — pas: Toraa 310 6bina
npo3a Anekcangpa [puHa, Tenepb
- no33uA Benumupa XnebHuKosa.
Ho ecnu «ApBeHTyp» eLLie MOXKHO
6bI110 CUNTaTL B KaKOM-TO Mepe
JKpaHu3aLpelt, cobniofaBLueit
BHELLIHIOIO CIOMKETHYIO KaHBY
NepBOMCTOMHMKA — noBecTu «DaH-
[aHro», To K «Menogumn» 310 BpAg,
11 NnpuMeHnMo. [1a v KaKyto «KaH-
BY» Halllynaellb B 033K, KaK

1 BO BCEW MW3HM M03Ta: GUIbM
60s1bLLIE NOCBALLIEH ell caMow,
yeM rnosecTn «Ka» 0 ABOMHMKAX U1
noame «MegnyM v Jlennny.
CMeLLieHWe pasHbIx HOBeS, @
Yepes HYX U BU3YyasbHbIX MUPOB
- aBa. B «ApBeHTtype» 6onee
KOHTpacTHoe: TaM ApeBHUIM Kutai
6b11 HECTEPMNUMO KPACOYHBIM

Ha GoHe 3aMEeTEHHOr0 CHEroM
Metporpaga. B «<Menoguu» v un-
OUACKWE MOTUBbI, U PaCKWUM cag,
B KOTOpOM pasHble Ka cobupatoTca
33 04HWUM KOCTPOM, U FUraHTCK1e
YAUTKY, MON3YLLIME MUMO OKOTOB
[NepBoi M1poBOW, MoManyw,
BM3yasibHO He YCTynatoT apyr
apyry. Metporpag, K KoTopoMy

NpUBA3aHO AeNcTBIe, 30eCh Mbl
He B1amM cosceM. B «ApeeHType»
rorpyxeHue B KpacKM, Kasanochb,
roMOraso repoto 3abbITbeA U He
BUOETb Mep30CTelt peansHon
¥M3HY; B «Menogum» «npockl-
naTbCA» M BOBCE PacXoTesnoch.
CénueHue cyneb — Tpu. U npoTa-
roHucra puHa Torga, v XnebHu-
KOBa Tenepb UrPaeT 0AuH aKTep
(Bnagmmup Koluesoi), «mrpaet
OIMHAKOBO» MPO3BYYUT CTPAHHO,
HO OH [jarKe BU3yarnbHO NoKasbl-
BaeT To obLLee, 4TO BHE3aMHO Ha-
XOQMTCA Y ABYX KyNbTOBbIX GUIyp
pYCCKOM nuTepaTypbl Ha4ana XX
BeKa. PacTepAHHOCTb poMaHTUKa.
Crpax daHTasepa. Bpsg nm MpuH
1 XnebHWKOB 6bIN1 3HAKOMBI, HO
cyabba 1X CIoMMNACch NOXOHKMM
o6pasoM. HoBas 3noxa, KoTo-
poii He 6bINM HYYKHbI HY MeBLibI
YenoBeyecKorn ceobopl, HY, TeM
6onee, «npeacenatenv 3eMHOMO
LLIapa», CMes1a UX CO CBOErO MyTw.
06a TArKeno 3abonenu u ymepnu
B 3aX0J1yCTbe B 3a6BEHMM, OHO
— 3abBeHWe — HOAMN0 UX TEKCTbI
eLLe Ha JecATUNeTUA.
KoHeuHo, He 61 3HaKoMBI, Ho,
npoBepAd 3T0T GaKT, A HaLlen
eLLe 0HO NpUMeYaTesnsHoe
cbnurKeHre. ®unonoru Cnopsr,
KTO NpWZyMan v BBEN B PYCCKUI
A3bIK C/IOBO «1ETUMK»: XebHUKOB
B «Tpu3He» unn [puH B «TAMKeNnoM
BO3[yXe», HanM1caHHbIX Mpu-
MepHO B 0HO BpeMA. JIETUMK.
Kakoe xopoLuee cnoso. M Kak oHo
MoAXoauT Bo3ayLUHOM aTMochepe
KuHeMartorpada UpuHbl EBTeeBoii.
HUzope Casenves
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- Kora uMeHHO Bbl NOHANN, YTO XO-
TuTe cHATb? Bbl 3T0 NOHANM Ha cTagun
3aMbIC1a, U 3TO CTano oTnpaBHOM
TouYKoW AnA pabotbl? Unu ocosHanm
nocreneHHo?

HxcetinaH-AnexaHopo Amamar-Yeka:
Korna BxoamLLb B GpunbM, OH BCeraa oT-
BEYaeT Ha BOMPOC, KOTOPLI Thl 3aAaBan
paHbLLIe, HO, BO3MOXHO, He 0CO3HaBan
3T0r0. A MOMKET 6bITh, Thl 33a€LLb BOMPOC,
a GUNbM B KOHEYHOM CHYeTe CTaHOBUTCA OT-
BeTOM. /1 BCe He y MeHsA KaK y HaumHaloLLle-
ro persvccepa bl onpeaeneHHsle Lenm,
KOTOPbIX A XOTeN 4OCTUYb: HaNpUMep,
HalT MomoAbIX HEMPOhECCHOHASBHBIX
aKTepOoB, NMopaboTaTh C AETbMU — PaHbLLe
A HU4ero NofobHoro He fenan. [1a, bbinm
HECKOJTBKO Liefielt pafv CBOErO pa3BUTUA,
HO TaK¥Ke eCTb HEKOE PasBUTUE U BHYTPU
camoro ¢ubMa, No-mMoemy.

- B KaKoi1 MOMeHT Ball MaBHbIN repom
CTaHOBMUTCA B3poc/ibiM? Unu oH TaK U He
nosspocnen?

— [No-MoeMy, Tpy[HO BbI6paTh KaKoit-To
0MH MOMEHT. Bo3MoHO, BeCb huribM pac-
CKa3blBaeT 06 3ToM. TpyAHO CKasaTk, Koraa
MMEHHO CTaHOBMLLICA B3POCSTbIM. BO3MOMK-
HO, B3POCSIEHWE — 3TO KO K TBOE HU3HM
[1063BNAIOTCA KaKMe-TO COBEPLLIEHHO
6aHanbHble CobbITUA. A TaKrKe CnpocKs Bbi:
Korza 3apoamnack AeTCKanA MeyTa Moero
repoA? B Hauane ¢puneMa — HeT, B duHane...
A He 3Hato, Koraa 3apoamnack ero MeuTa.
Ho *km13Hb — Npouecc 6e3 TakWx KOHKpPeT-
HbIX TOYEK, ¥ 3T0 XopoLLo. BoT uTo A xouy
CKa3aTb 3T1M duneMoM. HYTo B3poceHre
BO3MOMHO B JII060M BO3pacTe.

- CebacTnaH CTaHOBUTCA NWUIIOTOM, Bep-
Ho? Cbbinack ero meyra?

— TyT MOTVB CaMO#1 MeuThI TyT BarKHee, YeM
MOTUB roneTa. KoHeYHo, MosieT — xopoLLan
MeTadopa, HO B TO e BpeMA 3T0 BeCbMa
npOoCTo MOTUB. [1pocTor, NOTOMY YTO
0YeHb MHOTME ETU MEYTaIOT CTaTb No-
Tamu. A XoTen B3ATb YTO-TO, B YeM MHOr Ve
y3Hanu 6l camunx cebn, noHMMaete? Noto-
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My YTO, lyMalo, Mpodeccua NnnoTa - ogHa
13 CaMblX MpVBeraTesbHbIX 417 pebeHKa.
Mnm norkapHoro... A elLie A XoTes, 4Tobbl
MeuTa He Oblria 3KCTpaBaraHTHOM, NMoToMy
YTO BCe [eMCTBME NMPOMCXOANT B 06CTaHOB-
Ke, KOTOpan [1aneKa oT 3KCTPaBaraHTHOCTU.
- CKarkuTe, OH npbiraeT Yepes 3abopbl
TONbKO B NEpBOI YacTu GpunbMa unm Bo
BCeX YacTax?

— Boo6LLie-To oH, Mo-MoeMy, npbiraeT
Yepe3 3abopbl BO BCeX YacTAX ¢puiibMa. B
nepBbIX ABYX YACTAX Bbl 3TO TOUYHO BUANTE.

r. A2

B e

lMocKonbRy y MeHA B duibMe eCTb cucTeMa
MOBTOPOB, Bbl MOHNMAETE 3TO HE O4YeHb
YETKO: BO3MOMHO, Bbl MPOCTO BUOUTE, UTO
KaKoe-To JelCTBMe NMOBTOPAETCA ABAMKbI.
Mnu Bbl ABarAbl BUAMTE OQHO U TO e
mecTo. Mnn ofHm cobbiTuA NpeaBapaAioT
MOXOMME, HO boree MacLLTabHble. Hanpu-
mep, pebeHromM CebacTuaH npbiraeT Yepes
MarneHbKUM 3a60PUMK, 3 MO3HKE — MOKET
6bITb, OH OyOeT MpbiraTh C MoCTa?
Hnmepaoio senu Aca KonoducHep
u lMemp LLlenomuHHUK

UCTUHA B BUHE

OUJ1IbMBbI, KOTOPbLIX 3ECH HE BbIJ10
ELLIE 1O OAHOM (ANOTHER ROUND DRUK) /
PEM. TOMAC BUHTEPBEPT

TbBa J1aHpay 6bina Teopya cHacTbA, Cymma U3

Tpex cnaraeMbix: Tpyaa, o6LeHun v nobeu. Mepom

Tomaca BuHtepbepra peLualoT nposepuTb Apyryio,
6osee 3aMbIC/I0BaTYi0 TEOPUIO — O TOM, YTO CHaCTbe
3aK/04aeTCA B MOJIOBUHE NPOMWIIIE aNKOTOfIA, C XPOHU-

YeCKOM HeXBaTKOM KOTOpOI?I 4e/l0BeK poXOaeTcA Ha CBeT.

Crano 6biTb, CNW ee eXeAHEBHO BOCMOSHATL — HWU3Hb
3aurpaeT HoBbIMM Kpackamu. 06CyKaaI0T HayYHbIN
BOMPOC YeTBEPO [PY3el — COPOKANETHUX LUKOMBHBIX
yumTene, CMepTenbHO YCTaBLLMX OT BAION PYTUHBI U
CKYYHbIX cebs. TepATb MM HeYero — a 4jiA HayKku BoobLue
HUYEro He ¥asKo.

MoHavany BbIXOAWT NoJHbIN YNET. [loMa aTMocdepa Ha-
NarMBaETCA, YPOKW HaMOHAIOTCA HOBbLIM COAEPHaHVEM.
Y uctopvika MapTuHa — poK-H-ponsibHLIM OpaiBoM,
npenofAasaTena My3biku eTepa — ynparHeHWAMM B Ayxe
lpoToBCKOrO, y PpU3pyKa ToMMM — NOYTM OTEYeCKoM 3a60-
TOW 0 MNafLLeKnaLlKe-o4Kapuke. ELLe pas: noHavany.
3arynbHasa 4acTb KapTUHbI 4aeT MOBOA M MOX0X0TaTb, U
noHabniofaTh 3a KyNbTypoi MHO3EMHOMO NUTUA — TYT Tebe
1 MOJOAEHbIe 06bl4aK, BpoLe NMBHOMO 3abera BOKpYr
03epa, 1 A0TOLLHOe HayKoobpaswe, C KOTopbIM Nefaro-
1 OpraHu3yIoT oTpbIB. CMEATLECA Mbl B MOSIHOM MPaBe;
[aT4aHe B Kafjpe NPM3HAIOT, YTO OPUEHTUPOBATLCA B
anKoHaBTUKe HaZo Ha Poccuio, «CTpaHy NbAHbIX BogUTe-
nei». Hawwm repou Boo6LLie NIOBAT UCKaTb pedepeHchI.

B MOMeHT, Korja rpafyc aKcrnepuMeHTa MoBbILLIAETCA,
BuHTepbepr 3amycKaeT MOHTaHbI XUT-Napag, BeenbA-
HeLWi cobop MMPOBOWA NoNUTUKK: MepKenb, CapKosu,
Bopuc O#oHcoH. ConupyeT, NoHATHO, EnbuwH, a 3aBep-
LLI@eTCA KM HeYneHopasaebHbIM HOBOrOOHUM CrideM
BperkHeBsa ot 1979-ro roga. B nocnegHem cnyyae,
BpOYEeM, HEACHO, MOC/EACTBUA Yero Mbl HabnoaaeMm:
PIOMKW-LPYroi UM KoNoCcanbHOro byKeTa reHCeKoBbIX

6one3Hei. Tak unu MHade, nocne bperkHeBa — 3aHATHO,
ecnv BuHTepbepr aToro He 3aKnagbiBan, — puibM Ha-
YMHAET NpPUPaCcTaTb TEMHON MaTepuen.

MartepuA 3Ta MoYTM 0CA3aeMa: TYCKHEET CBET, Nay3bl
MeH Oy BCMosIoXamMu AeCTBUA HAUMHAIOT OrTyLLATh, TEHW
CbefaloT nnua. M uto 3a nuua — BcA YeTBEpPKa NOLLAroBo
npeObABNAET MOMpayeHue In4HocTU. Mapcy Mykkenbce-
HY — OH MUrpaeT UcTopuKa MapTuHa — yaaérca nepefatb He
TOJBKO MY61HY NafeHWA, Ho U ero LieNieHanpaBneHHOCTb.
Cama nerka ero finua, 0CHOBaTeNBLHOCTb ABUMHEHUN,
CUMOBaTLIN PbIK, KOTOPBIM OH Pa3roBapUBAET, He AAloT
cumTaTh MapTiHa 6e3B0NEHOM HepTBOI 06CTOATENLCTB.
YiKac BTOpOIA NONOBUHBI PUTbMa COBEPLLIEHHO HYTPAHOM,
He HaurpaHHbIA. Ero Henb3sA He NoYyBCTBOBATb, Aae
€CJIN He 3HaTb 0 BHE3KPAHHOM MUCTOYHUKE MpaKa. A OH Ta-
KoB: /a, NoCBALLEHMEM KOTOPOI 3aBePLLIAETCA KapTMHA
— 310 Miga Mapua, noub BuHtepbepra, KoTopas JomHKHa
6bina ceirpatb B «ELLe No ogHoM», Ho norubna B aBapun
CrycCTA YeTbipe AHA nocne MoTopa. CbeMKU NpoLLn B
cpok. MNepen HamMu KapTuHa, caenaHHanA YenoBeKoM, CMO-
TpeBLUMM B 6€3HY — 1 He MoTepABLUMM TaM cebs.

He 3abbin oH 1 COBET, KOTOPbLIN Jan eMy Korga-To Tpuep:

«Bcerpma ocTaBnai nyyiiee Hanocnenok». BuHtepbepr —
MacTep KOHLLOBKM; Yero cTouT drHan «OX0oTbl», KOTOPbIN
B TpY 6eCccrioBecHble MUHYTHI BBEpPra CoLMasbHbIi
CIOXKET B KPOMELLIHBIN 3K3UCTEHLMANBHBIN y¥Kac. «ELe
Mo 0HOM» Ha QUHMLLE TOXE YHOCUTCA B COBEPLLEHHO
uHble fanu. Te, 4To 3afaHbl anurpadom u3 Kbepkeropa o
CYLLIECTBE MU3HM.
B ¢u1HanbHoM cLieHe cMepTb BCTpeYaeTCA C BECHOW HOBOW
HKM3HU, FepOEB OKPYHKAET MBaNT LUKOSIbHOMO BbIMyCKHO-
ro. MapTuH nyckaeTcA B MAIAC, NOCTeNeHHO Nepexoas oT
MepBbIX, eLLie CKOBaHHbIX, Ma 0 YyMOBOW akpobaTuKM 1
HaKoHeLl, peanbHoro NnosieTa, B KOTOPOM ero BuHtepbepr
1 GUKCUPYET CTOM-KaapoM. 3penmLle MoXKHO 6bino 6bl
MPVHATL 3a M’MMH BCernobexaaloLLei toHocTu. Ho He no-
nyyaeTcs 3abbITb, YTO repou MPULLIIM Ha CTYAEHYECKYIO
BaKXaHanMio C My4nTesIbHO HEMOBKMX MOMUHOK. YT0
nnAcka MapTtuHa — HeMo# Bonb. A rmaBHoOe — YTo ero
neppopMaHc Tonna no4T! He 3amevaer. Lienytot apyrux,
KayaloT ApyruX, LLAMMaHCKoe OKaTbIBaeT BCeX U Karaoro
— HY U NycTb. TaHeL, CBOEM ¥M3HU Tbl BeAeLLb TOSTbKO C
coboii. [MaBHoe, UTO6bI He MycTeNn GoKarbI.

Cepeaeli AneKceeHKo




BENTMKUW

KOHRYP

LLIAMAH / PEXK. AHLIPEM OCWMOB

KoHLe 1980-x 13BeCTHbIN N1ca-

Tesb B3ANCA 33 KHUy o CtanuHe.

Konnerv HegoymeBanu: «<Komy 3to
6yneT UHTEPECHO — CTapyLLIKaM?» — «BoT
yBUOMUTE, NPOMAET HEMHOMO BPEMEHW,
1 CtanuH 6yaeT y4acTBoBaTh B BbIOO-
pax!». [puMepHo TaK v BbILLINTO. Bonpoc
o CranuHe npeBpaTWiCcA B BOMPOC 0
3aKOHOMEPHOCTAX POCCUIMCKOMN UCTOPUM,
HalLeM 6yayLueM U GeHOMeHe pyCcCKoro
xapaktepa. lNpoLunorogHue «locyaap-
CTBEHHbIE MOXOPOHbI» Ceprea J103HMLbI
1CCnejoBanM 3T BeYHble BOMPOCh! Yepes
JIMLA TeX, KTO NpuLLEeN NornpoLLaThea ¢
BoaeM. «LLlamaH» Angpes OcvnoBa u
aBTopa cueHapua Ogenbluv Aruiesa —
uccrneoBaHWe CKopee Yepes peyb. [ua-
JI0T OTLIA U CbIHA, He MOHMMAIOLLWX OpYr
Jpyra — NpUeM KNaccU4ecKui, Ho Jyullie
BCEr0 BOM/OLLAIOLLMIA B HU3Hb LLYTKY O
Poccun Kak o cTpaHe ¢ HenpeacKasyembiM
MPOLLIBIM.
Anppeit OcvnoB 06X0aMTCA MOYTY TOSNBKO
opULMaNBHON XPOHMKOK, TEMU CaMbIMU
KWHOMYpHasaMu, KoTopble BHavarne
pacxBanuBaeT CTapLUMI repoii guanora.

OUKTATOP

OHVMEHTA_J'IbHOFO KNHO

3apava HeTpyBUarbHan: Beb fame
BOJHe NapafHble MaTepuasibl MOXOPOH Y
J103HWLBI 61X OCBELLEHbI CBOMM «MOJI04-
HbIM» CTaTycoM, M0 YMO4aHuio noapasy-
MEBAaeTCA, YTo «MpaBAa» — T0, YTO [0 CMX
nop 6b1n10 cKpbITo. Matepuansl OcvnoBbl
He Bblnn CKpbITbI. Bce 311 NoHepe!,
KOJIXO3HWMLbI, pacCyKAatoLLpme o cyacT-
NVBOW ¥W3HW, BOAN6IMBANUCh B ro/oBbI
3putenam 1930-x 1 oueBUAHO He bbinn
«MpaBaoN» 418 rONOAHOM pacKynaveHHoM
cTpaHbl. Pacckasatb 06 3Toit cTpaHe, Mosib-
3yACh TOJIbKO TaKUM MaTepuasoM, 6bio
Cepbe3HbIM BbI30BOM.

NomoraloT 3To caenaTb aKLEeHTbI Ma-
Tepuana, notpebosaBLLKe, BEPOATHO,
IMFAHTCKOr0 KONMYeCTBa YesI0BEKOYaCoB,
KWIIOMETPOB OTCMOTPEHHOW MNEHKUN U
TEXHUYECKUX yeunuii. Ha poHe cranuHcKom
peYM «BbITAHYT» TOHEHBKUI CTEKMAHHDIN
3BOH: 3TO POXMUT CTaKaH B pyKax Mno-
JaBanbLumubl. OpaHKOHMKMO3e NacKoBo
6beT KnpoBa no nnLLy: OpyecKan LyTHa,
Cy4altHo BbIXBaYeHHaA XPOHWUKepoM. A
penopTa ¢ pabpuKuM UrpyLLIEK U3 Kap-
TUHKM 0 CHaCT/IMBOM COBETCKOM JeTCTBe

npeBpaLLaeTcsA B BOMJIOLLIEHME YHaca, 0
KOTOPOM CMOPSAT 3a KapoM: pAabl MepT-
BbIX [OJ10B.

Ho 1, KoHeYHo, COBPEMEHHOCTb JIe3€eT U3
Bcex Leeit: CTanuH He yMep, XOTA ero
MOXOPOHBI — NpeArnoceaHu e B packnage
XpoHUKW. MNocneaHee — napap c ero y4a-
CTWEM, Ha MaB30Jiee — eLLie He Ha MepBbIX
ponax — KocbiruH ¢ CycnoBbiM, Monogsle,
LLieroneBarble, BECENO LLYTAT ApYr C Apy-
roM; 3TUM JI04AM NPEACTOUT ONpeaenaTb
HKM3Hb HaLlen cTpaHbl 1 Yepe3 30 neT. A
C/OBa LLUKOJIbHMKA O «CaMOM [iEMOKpa-
TUYHOM rocydapcTee», npeasbIbopHas
KaMnaHuA (B BepxoBHbii coBeT-1936)
€[1Ba /I He KaK LieHTpasibHbIlA CIOMET 1
COBpEMEHHbI Pa3roBOp 0 TOM, HyHHa Jn
HaM HEeCTKas PyKa, — 3T0 3aX0[, yHe U B
6onee ganexoe byayLiee.

[nanor normnoro oTLa v cbiHa CpegHUX
NET 0YKMUOAEMO KOHUWTCA KOHPINK-

TOM — CTOPOHbI He CTIbILLIAT Apyr Apyra:
3a 4ac 3KpaHHOro BPEMEHW B X044 UayT
BCe apryMeHTbl 0 PENpeccusX C 0QHON
CTOPOHbI (C 3KCKYPCOM B «HaLLly pabcKyto
MCUXOSIOTUION) U O TOM, YTO «/1eC PybaT —
LLIEMKW NETAT», C Apyrom. Karkabin Tesuc
HACTOJIbKO 3HAKOM W HACTOJTBKO YHHe
«OTUT B FPAHUTE», YTO HOBLIM MOBOPOT

B 3TOM pa3roBope 6ruKe K duHany — o
LamaHm3Me CTasiMHa U ero OKKyNbTHBIX

MPAKTUKAaxX — CTaHOBATCA HACTOALLUM LLIOK-

KOHTEHTOM. I'|0Haqany Aare HeMoHATHO,
YTO 3TO: 3aX0[ Ha TeppUTOpUIO Kenton

npecchl (KaK 3aKOHOMepHbII 3Tan «BeYHO-
ro CTaNIMHCKOro Bompocan: Takol B 90-x
TOMe Obl) UNK AEMOHCTPALMA TOro, KaK
niobanA No3uumA, fLoBeAeHHas [0 Kpaii-
HOCTW, rPO3WT cBanuTLCA B abcypa. Ho

rMaBHOe, TaKanA 330TepuyecKan BCTPACKA
MOMOraeT NOHATb, YTO BCA MpoYan auc-
KyCCUs B KarKOOM Te3Wce, KaraoM CrioBe
Hen3MeHHa nocnegHue 40 neT - 1 He
MOMET 60SIbLLIE COBUHYTLCA HUKYA.
MapuHa Bonm

3EPKAJIO OJ1A N'EPOA

3[eCb HeyTo Apyroe. MHe KarKeTcA, HeMb3A NoaaBaTsCA
KaKMUM-TO MOAIHBIM MOPasbHBLIM KpUTepUAM. U dunsm
«HepHbiit, YepHBIM YemoBEeK» — 3TO KaK pa3 o repoe,

8 /2 OWJ1bMOB

YEPHbI, YEPHBIN YESTOBEK (QAP-QARA ADAM) / PEXK. AOVINTIbXAH EPHKAHOB

- HopMa - 370 T0, 4TO NpUHATO 60MbLUMHCTBOM. HeT
YHUBepcasibHOro NOHATUA HOPMBbI, B pa3HbiX obLue-
CTBax U B pa3Hoe BpeMA 0HO pasHoe. Kak Bbl noKasbl-
BaeTe, YTO TO, B YeM repoi XKuBeT, — 370 HopMa? Bepb
€ro MUp no «o6LLMM» NOHATUAM HOPMO He ABNAeTCA?
AdunbxaH Epxcaroa: [JelicTBUTENBHO, eCTb TaKOoe Bbl-
parkeHue — «0 BPeMeHa, 0 HpaBbl». V1 Karabivi pas farke
MOpasib MEHAETCA Jare B 3aB1CMMOCTM OT Mofbl. TO

€CTb, ANA 0AHOM 3MOXM HOPMaTbHO OLHO ABNEHWe, AN1A
Apyroi apyroe. V1 NoHATWA MOpanu v 3TWKM M3MeHAEMbI.

K coraneHmio WM K cHacTbio, Mopasib HUKOMAa He 6bina
0MHaKOBOW. /1 MO3TOMY, MHE KarKeTcs, TOMbKO B UCKYC-
CTBE MOXHO CO3/1aBaTb YTO-TO BHE MOPas, YTO-TO BHe
KaKO-TO KOHKPETHOM 3TKU. MHE KareTCA, YTo MoYTH
penuriosHoe YyBcTBo 4o6pa U 311a CTOUT BbiLLIE, YeM
MOparsib 1 3TVKa, NOTOMY YTO He 3aBUCUT OT MOfbI.
Ceiyac Mypy TpebyeTca 3aLliuTa NpaB YesioBeKa, 310
MO[HO, 3T0 HeobxoamMo. Ho Be ThicAYM NeT Hasag Gbiu
KaKue-To Apyrue TpeboBaHKA. Bce 3aBUCUT OT yero-

BUIA BbIHMBaHMWA, YTO KacaeTcA MCKYCCTBa, T, KOHEYHO,

KOTOPBIN YHMBET B 06LLIECTBE, FAe, BO3MOMHO, CyLLiecTByeT
KaKafA-To CObCTBEHHAA Moparb. Y repost KOHGMKT Meray
KOHBIOHKTYPHBIM MbILLIIEHWEM W MOYTU PENIUMMO3HBIM
YyBCTBOM [06pa U 3n1a. /1 oH cTpafaeT Kak pas oT Beibopa,
rie, C OHOW CTOPOHI, MPaBUMbHBIM LLIAr, HO CMEePTb, a C
Lpyrovt — 6y[eT, MOMKET BbiTb, HEMPaBUIILHO, HO 3aTO 3T0
6yneT BrosHe yao6bHo.
- Yro obLLero Mexay BaMu KaK peruccepoMm U no-
3uumeit Bawwero reposi? B yeMm cooTHocATcA Balum
npUHUMNBI?
— Pabora peuccepa — 310, no cyTu, paboTa cnefosa-
TenA, NonbITKa pacnyTaTb AeNo, MOHATb MOTVBALMIO
nepcoHarkei. M o4eHb 4acTo permccep MOeT Ha Kakue-To
KoMrpoMucchbl. Kak Moy TBopYecKoit U nybnnyHoim
NPOdECCUM Mbl MPU3LIBAEM K KaKUM-TO LIEHHOCTAM,
BCe-Taku — K [obpy. Ho Ha fiene Bcé BbiBaeT ropasgo
cnoxHee. U yrKe TepAeLLb Kakne-To OpUEHTUPSI, 1 UHO-
ra CTAHOBUTCA HEMOHATHO, K YeMy MpK3bIBaTh, €CTb TN
BOO6LLIE YMaHHOCTb, W MPUXOAMUTCA NPOAMPATLCA CKBO3b
[0ebpyn cOBCTBEHHBIX COMHEHWIA. U K Tebe yie HUKTO He
MOAOMAET, KaK B [ETCTBE, U HE CKaMKET, UTO XOPOLLIO, @ YTO
nnoxo. 1 3aeck, HaBepHoe, A, KaK W repo, 04eHb YacTo
1Ay Ha KOMMPOMMCChI C COBECTHIO.
- C camoro Hayana Mbl y3HaeM, KTo Koro y6u. Motom
CIOXET KaK 6bl NATUTCA B 06paTHyio cTopoHy. Kak ¢ Ta-
KUM U3HaYaslbHbIM MOCbINIOM — 6€3 UHTPUIY — MOXKHO
pabotartb c ciorkeToM?
— MHe 04eHb HPaBUTCA aHTUAETEKTMB. 3TO AENCTBUTENBHO
04eHb XOpOLLIMe UCXoaHble AaHHbIe, KOraa BCA CUTyaLmA
ACHa M B MPUHLMME HET H1KaKoW MHTpUrn. CooTBETCTBEH-
HO, [TaBHOM MHTPUIOM 3[eCb CTaHOBUTCA TO, MOMEHAETCA
N repoit. To eCTb, 3T0 TaKol MVp Hyapa, B KOTOPOM BCe
Moxue, BCe COMIacHbI C HeCrpaBe4IMBOCTHIO, Karabil
caM 3a ceb. 310 TaKol ToTarbHbIN AromcTUYecKMiA Myp. Ho
MHe BbIN0 BaXKHO NOKa3aTb repos, KOTOPbI BLIPACcTaeT U
KaK 6bl BO3HOCUTCA HaZ MCXOOHBIMM [aHHBIMM CloYKeTa. 3T0
MyTb YENOBEKA K TOMY, YTOBbI CTaTb YESTOBEKOM.

Unmepaoio senu Aca Konoduxcrep u lMemp LLienomuHHUK



O5bIKHOBEHHbLIVN ®ALLU3M

BUOOPYA OOEPHMMOCTI

BO BPEMA BOVHbI (MIENTRAS DURE LA GUERRA) /

PEH. AJIEXAHJPO AMEHABAP

- Kakyto UcnaHuio Bbl XoTenu nokasartb
B 3TOM punbMe?

AnexaHdpo AmeHabap: [lymaio, B duibMe
MOHO YBMIETb AarKe «aBe McnaHumy, u,
BO3MOMKHO, eLLle HeCKosbKO. CobCTBEHHO,
HaLLla CTpaHa MoXoa Ha Takon Hoes KoB-
Yer, e MOHO BCTPETUTL CaMblX Pa3HbIX
obwurarteneit. U B gpunbMe Tarol noaxop:
BOT KOPabsib, B KOTOPOM HaM BCEM Mpu-
XOLMTCA HUTb, TaK [aBaliTe NnocTapaemcA
YHUTBCA ME Y COOOM.

- Kakoit noptpet ®paHKo Bbl X0TeNM bbl
0CTaBUTb B UCTOpUM 6raroaps cBoeMy
¢bunbmy?

— [lymato, He3aBMCMMO OT GUIBMOB, TMpaH
ocTaeTcA TpaHoM. Beerga. CronbKo
BOJIKA HW KOpMM... TpaBaa, MHOra BOMKM
HapFAMKaIoTCA B 0BEYBM LLIKYPLI. [eHeparbl
BOKpYr OpaHKo He CyMenK ero packycuTb.
OyeBnaHo, OpaHKo Monarar, Yto cracaet
Vicnanuio, oH rkenan icnaHum TonbKo fo-
6pa, 1 A XoTen U306pasuTb ero B Gpurbme
MMeHHO TakuM. Ho BOT B YeM npobriema:
Korfla Tbl XOHeLLb HaBA3aTh cnaHim ceoi
perunM, yBrBanA Ty HacTb Hapoaa, KoTopad
He cormnacHa... 31o co3faet npobnemy. Ho
A He xoTen u3obparkatb OpaHKo 3110eeM,
3TakuM OABOOM. A XoTen 1306pasuTb
YenoBeKa, KOTOpbIN JIIBUT CBOIO CEMBIO 1
¥KenaeT [obpa CBOel CTpaHe.

- CHuMas Takue ¢punbMbl, Mbl CTapaeM-

CAl pasBeATb KaKne-To UCTOpUYECKUe
MuUdbl, lereHApl, KakMe-To CTepeoTun-
Hble NpefcTaBneHus. Kakue TpygHoCTU
Bbl NPe00eBanun Ha 3TOM NyTn?

— [1nA MeHA TpYAHOCTb 6bl1a B TOM, YTO6bI
[aTtb B puibMe ¢1oBo 0benM VcnaHu-
AM. ECTb KoHCepBaTUBHbIE CWIbI, eCTb
CUIbI MPOrPEecca, U MHe XOTenock, YTobbI
Karabli 3pUTENb MOT OTOHKOECTBUTD
cebs ¢ TOM Unm apyroit cunoi. A nbitanca
[0aTh fioAAM NPOCTOP [N1A Pa3MBILLNEHNI.
[ToHAN, 4TO MPKX OEMOKPATUM HaM CriedyeT
MbIC/IUTb MO-Pa3HOMY, TaK YTO A NbITaNCA
COXPaHWTb 3TOT AlyX U B dunbMe. 3To npu-
rMaLleHme BCEM HaM MOCMOPUTL O YEM-TO,
a MOTOM MUPHO YKMBATLCA, OCTaBaTLCA,
KaK 1 Npexae, Apy3bAMU U NapTHepa-
mu. Mpobnema VcnaHum B Tom, 4to, Korda
Bbl CMIOPUTE CJIULLIKOM MHOTO U CITNLLIKOM
FPOMKO, Bbl Ha4MHaeTe opaTb Apyr Ha
[Opyra v TepAeTe YBarKeHWE K OMMOHEHTY,
Pa3BA3bIBAETE MParOaHCKYI0 BOMHY, KaK
1 CY4MNOCh Yy Hac B MicnaHuu.

- fl 3apam BaM BoMnpoc, KOTOPbIM Bbl,
BO3MOXHO, 33jaBaJICb CaMU: NoYeMy
CTONb AONTUI Nepuog B UCMIaHCKOM
ucTopum cBAsaH ¢ ®paHko? U uto
cAenasno ero TakuM, KakuM oH 6bin? Mo
Ybel BUHe OH cTan TupaHoM? Bo3Mmork-
HO, B 3TOM BUHOBATbI MHTE/IeKTYyanbl?
Unn Het?

MIFF dAILY

— [lymato, OH ocTaBancA y BNactu Tak
[0Nro, HAMHOMO JOfbLLUE, YeM Apyrue
rMaBbl GALLMCTCKUX PEHKIMOB, MOTOMY HTO
yMen KapAnHanbHO MEHATL CBOM UMUK
Bcé BpemA. OH nogaBan cebs Kak «oTua
HaLWV», MOTOM CTai «AedyLLKOR HaLmm».
OH noHmMan, uto 6opsba VicnaHum c
KOMMYHW3MOM — 3TO LieHHbI KanuTan, 1
MOTOMY CTas COlo3HWMKOM CoeaMHEHHBIX
LLItaToB, 1 370, A yBEpEH, NOMOITIO eMy
yaepsKatbea y Bnactu. Mo ToT dakT,
YTO OH BbINT paLLMCTOM 0coboro copTa...
OH He noxoaun ¢ B1ay Ha daLumcTos
Hanogobve MMepa munm MycconuHu, oH
[leprKarncA o4eHb paccnabrenHo, kasanca
6onee yMepeHHbIM, YeM Te daLumcTbl. M
BCe 370 paboTano Ha NoAco3HaTeNbHOM
ypoBHe. OH He noxoamn Ha daLumcTa — Ho,
KOHEYHO, OH 6bIN GaLLICT.
- Ho Bce e — neut nv B1Ha B onpe-
[AeneHHON Mepe 1 Ha UHTesNeKTyanax?
— BoobLLie-To o4eHb MHOT Ve UHTeNNEeK-
TyanoB yexanwu B amurpauuio. U, oymaio,
YHaMyHo TorKe Mor Bkl CTaTb OfHUM 13
HWX, MPOCTO Y HEro XBaTWNO XPabpocTu
0CTaTbCA W BbiCKa3aTb BCIyX TO, YTO OH
060 BCceM 3T0M yMaeT. U, KoHeuHo, B
TaKol cUTyaLMmW, CMOTPA M0 TOMy, rae Thl
HaxoaMLLIbCA, Tebe HaZo peLuatb, bydellb
Tbl MOOAEPHVBATL HOBbIV PEMKWUM UK
HET, TaK YTO TPYCOCTb — TOME BarKHbI
aneMeHT. Al caM ragato, 4to A bkl cTan
[lenarb, ecniv bbl cam OKa3arncA B TaKoM
Ype3BbI4alHON CUTyaLmK, — cMor bbl A
BbICKa3aTbCA OTKPLITO, GPOCKTH BLI30B
PEIMMY TaK, KaK MOCTYMW Mo repoin?
He dakT, 4To A cMor 6bi.

Unmepaoio senu Aca KonoduscrHep

u lMemp LLlenomuHHuK

MaHe B «OKTAbPEe»

1 HEMNOBTOPVMOE

Cneumanuctbl nogpasgenenua Chopard
High Jewellery, nssectHble cBouMu
YHUKaNbHBIMU YMEHUAMU 1 6e3rpaHny-
HOW TBOpYeCKoW ¢aHTa3nel, packpbiBa-
10T CBOM TanaHTbl B 06/1aCTU UCKI0UM-
TeNbHbIX AparoLeHHbIx KamHel. Cyabba
3TUX MacTepPCKUX, OTKPbITbIX Honee
[ABafLaTK fieT Hasag no MHULMaTUBe
conpe3unaeHTa 1 XyOoHeCTBEHHOro
avpektopa Kaponunel LWondene, no-
UCTUHe 3aMeyaTesibHa. 06beanHUB nog
OJIHOW KpbiLLel crieumanucToB bonee
TPUALATY I0BEIMPHBIX Npodeccui,
koMnaHua Chopard HacToumnBo U1 Le-
neHanpasieHHo JobvBanack pacLumpe-
HWA UX 3HAHWI U onbiTa. BarkHenwmnmMm
BEXaMM B }U3HWU MacTepCKUX CTano
co3[aHune TaKuX KosnneKuu, Kak Red
Carpet 1 Animal World, a Take non-
HOro KOMIJeKTa yKpaLueHui Garden of
Kalahari, nsrotoeneHHoro us Heobpa-
60TaHHOIO afMasa Y1CTol Bobl BECOM
342 kaparta.

HoBbIM fononHeHneM Konnekuum High
Jewellery cTano usALHoe Kpy*KeBHoe
KoJbLO M3 6en1oro 3010Ta, YKpaLleHHoe
MOPraHWUTOM IpyLLEBUAHOW OFPaHKM
BecoM 19,87 kapar, akBaMapuHamu
OrpaHKuM «Mapkm3» (6,32

Kaparta), po30BbI-
MU candupamm
KpYrnow orpaHKu
1 6punnaH-
Tamu. KonbLo
npepacTaB/ieHo

B MHCTBEH-
HOM 3K3eM-
nnspe.

BJTOKAOHBIA OHEBHUK A SIEGE DIARY

HA JAJTbHUX PYBEHAX FAR FRONTIERS

[04b PbIBAKA THE FISHERMAN'S DAUGHTER 4.36
KAK CbIP B MACJTE PEACHES & CREAM 4.26
MPEOBbLIEOPHAA KAMMAHUA THE CAMPAIGN 4.17
PACTMOPAXKEHUE EXECUTIVE ORDER 3,94
PACTBOPATBLCA DISSOLVE 3.29

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



ADORATION

5 AND BEAUTIFUL
DIR. FABRICE DU WELZ

- What expectations you had when you started working on
this film?
Fabrice du Welz: | wanted to make a very simple film,
something in the likes of Russian or Polish films of the 80s. To
use the basic colours, the bright ones. To make a movie that
would be very emotional and not boring. | wanted to create a
sort of a bridge between old cinema, capable of provoking raw
reactions, and the modern-day — and today we live in the time
where everyone wants to be knocked off their feet. | don't need
that sort of reaction, instead, | want to place my viewers into a
dreamlike space.
I know it's not trendy now, but | strived to create a poetic film.
Today something terrible is happening as the audience, and
the society in general, they all long for the facts, but | just want
to create poetry with a camera and my actors. I'm fascinated
by this goal. | don't want to bore the viewers. | believe that the
audience can immediately catch the film’s drift, but it doesn’t
happen because of the dialogues — only on the account of
visual perception.
Sometimes | talk to my colleagues who make films, talk about
films, sell films, and | can't help but wonder: what are they
even talking about? We don't get each other. For me, cinema
is like religion. And it should be like this, just as it was for the
great directors whom | admire. They knew how to achieve an
astonishing level of spirituality using very little aesthetic tools.
- What are other things you take over the classics?
- luse 16mm. | don't like digital cameras, | never use them. |
hate digital. For me, it's terrible, complete nonsense. Take a
look at Tarkovsky's films — they have amazing bright colours,
the red, the green, the blue. The persistent black, the white. It's
so beautiful. Digital cinema is scentless, it's not sensual. The
film is like alchemy, such cinema has a scent and a taste, it's
sensual.
- Apart from Tarkovsky, what other authors inspired you?
- | thought about Dostoevsky's “The Idiot” a lot. There you
also can see the absolute kindness, and kindness can also
be a form of madness. Of course, my heroine is ill, but it's
also a matter of interpretation, and I'm not sure I'm able to
interpret my own film. | tried to connect madness with love and
kindness. To connect the ability to be kind with the real ability
to love someone. It's something sublime. It's like with Saint
Francis of Assisi, with all the saints who are able to elevate
themselves to an absolute. For me, it's a meaningful goal. And
a very cinematic one.
- Why don't love and madness merge in an adult person
in your film? Why did you choose teenagers as your
characters?
- When we're still kids or teenagers, we have this amazing
ability to love. We keep the memories of our very first love.
When you're 14-15 years old, and you fall in love it's something
rather mystical. Something completely new. Your body, your
mind - they're changing. And then as you get older, that
something special is lost, and you just tell yourself to calm
down.

Interviewed by Asya Kolodizhner and Peter Shepotinnik

THE MELODY

OF A STRING TREE

MAIN COMPETITION
DIR. IRINA EVTEEVA

Five years ago, Irina Evteeva received a Silver George at the
37 MIFF for her film “Arventur”. During the closing ceremony,
one of the jury members, who was presenting the award,
spoke keenly of the film's novelty and that the technique in
question is seen for the very first time. And at one point we
got a call from the studio printing our festival paper: “Some-
thing is wrong with the picture on the cover”— “No, it should
be this way”. It was a still from “Arventur”.

How is it done?! — is the question Irina Evteeva gets asked

in every interview for, at least, twenty years, especially since
her “Clown” received praise at Venice Film Festival. The direc-
tor always says she invented it in her dream. “Does anybody
else work in such a technique?” — “Me and one other alien”.
Sometimes she tries to explain her technique in detail, but
it is rather complicated to understand it without visiting the
artist's workshop — yes, this word will do better justice than
“editing room” or any other cinematic term. The footage is
completed via handmade drawings on glass, projections,
stage make-up (unlike regular paints, it adds a certain glow),
and lights. The process took up to five-six years back when
Evteeva used film. It is faster now with digital shooting,
however, the adds-on are still handmade and not CGI.
Her recent work “The Melody of a String Tree” has a lot in
common with “Arventur”. It seems like it is the case of an art-
ist working on one masterpiece for a lifetime, rarely showing
its excerpts to the world.
Firstly, it is a deep commitment to the literary piece: it was
Alexander Grin's prose with “Arventur”, and it is Velimir
Khlebnikov's poetry now. But if “Arventur” can be seen as an
adaptation of some sort as it was following the plot of the
original — “Fandango and Other Stories”, it does not apply to
“The Melody”. And what kind of plot one can find in poetry, as
well in the life of a poet: the film is rather dedicated to it, than
to “Ka", a story of the duals, or “Medlum and Leili" poem.
A mix of various novels, as well as their visual worlds —
that's the second similarity. It is bolder in “Arventur”: there,
ancient China looked strikingly bright against a background
of snowy Petrograd. In “The Melody" there are Indian motives,
and a heavenly garden, where different Ka unite by the open
fire, and giant snails, crawling by the trenches of the World
War |, and they all are equally strong when it comes to visu-
als. Petrograd, where the plot unwraps, is not present here at
all. A dive into colours in “Arventur” seemed to help the main
character to sink into a reverie and ignore the squalors of the
life; in “The Melody” one doesn’t want to awake at all.
Finally, a contingency of the fates. Grin's protagonist then and
Khlebnikov now are both played by the same actor, Vladimir
Koshevoy; it would be odd to say he plays them the same
way, but even visually he shows the sudden similarities these
two big-timers of the early XX century literature have. The
perplexity of a romantic. The fear of a dreamer. It is unlikely
Grin and Khlebnikov knew each other, but their fates shaped
in much the same way. A new epoch, that had no need
neither for the praises of the freedom nor, especially, “The
Chairmen of the Earth”, wiped them out. Both fell severely
ill and died forgotten in the depths of the country, and their
work remained forgotten for decades, too.
Of course, they didn't know each other, but | found yet an-
other curious resemblance while fact-checking. The scholars
debate over who came up and actualized the word “aviator”
in the Russian language: was it Khlebnikov in “Funeral” or
Grin in “Heavy Air”, as both were created around the same
time. Aviator. What a lovely word. And how well it suits the
atmosphere of Irina Evteeva'’s cinema.

Igor Savelev

SEBASTIAN JUMPING
FENCES/ SEBASTIAN
SPRINGT UBER

GELANDER

EUPHORIA OF DELUSIONS
DIR. CEYLAN-ALEJANDRO ATAMAN-CHECA

- When exactly did you know what kind of film you wanted
to make? Did you know from the start and it became the
pivot point? Or did you unravel it gradually?
Ceylan-Alejandro Ataman-Checa: When you are starting
afilm, it always answers a question you already asked, but
most probably didn't know you were asking it. Or maybe you're
posing a question, and the film becomes the answer. Still, as

a debutant director, | had certain goals | wanted to achieve: for
instance, | wanted to find young non-professional actors, to
work with kids — | didn’t do anything of the sort before. So yes, |
had a few goals | wanted to achieve for my own development,

but also, | think, there was a certain development in the
namrative of the film.
- At which point does your protagonist grow up? Or that
doesn't really happen?
- I think it's hard to determine a particular moment. Perhaps,
the whole film is about that, the entire film at large. It's hard to
say when you finally grow up, but... Maybe, growing up is when
some really trivial events enter your life. Another question
makes sense for me: when was the childhood dream of the
protagonist born? Was it at the beginning of the film or was it
in the end... | don't really know when did it happen. But life is
a process without such specific points, and it's a good thing.
That's actually what | meant to say with this film — that you can
grow up at any age.
- He becomes a pilot, right? His dream comes true?
- The motive of dreaming is more important than the motive
of flying. Of course, flying is a good metaphor, but at the same
time, it's a rather simple motive, because a lot of kids dream
of becoming pilots. You see, | wanted to use something that
many people could relate to. | think being a pilot is one of the
most enticing professions for a kid. Also, firefighter’s job. But |
also wanted this dream to be extravagant because the action
takes place in the setting which couldn't be further from being
extravagant.
- Does he only jump over the fences in the first part of the
film, or does he do it in all the others as well?
- I think he jumps over the fences in all the parts. In the first
two parts, you can clearly see it. But because | use repetitions
as a narrative device, you might not understand that at first:
you just see that some of the actions are repeated twice. Or
you see some of the places twice. Or some of the events
foreshadow the similar, but much more major events. For
instance, while still a kid, Sebastian ju mps over a smaller
fence, so could it be that later he would be jumping off a
bridge?

Interviewed by Asya Kolodizhner and Peter Shepotinnik

ANOTHER ROUND/

DRUK

NG PICTURES
DIR. THOMAS VINTERBERG

Lev Landau had a formula of happiness, consisting of labour,
love, and communication. As for Vinterberg's characters, they
decide to test another theory — the one saying each person
is born with alcohol deficiency and must maintain a certain
level of alcohol in their blood to achieve happiness. So, does
it mean one should be drinking daily to live a happy life? The
question is studied by a group of four friends, middle-aged
school teachers who are sick of the routine and themselves.
They have nothing to lose and science is worth everything.

It's a banging success at first. Things improve at home,

and the lessons have a new meaning. Martin, a historian,
becomes a rock star of his study; Peter, a music teacher, gets
into Grotowski-inspired praxis; and Tommy, a PE teacher,
becomes a father figure for a nerdy junior. Once again: at first.
The merry part of the film provides the grounds for both
laughing and observing the foreign drinking culture — here
you see both the drinking habits of the youth (such as a beer
crawl around the lake), and all the seriousness of science
behind the decision. We have every right to laugh; the Danes
in the frame admit that one should rely on Russia, a country
of bacchanalians. The tutors genuinely like to look for refer-
ences. At some point, when the things heat up, Vinterberg
shows off an edited chart of Their Serene Drunkness: Merkel,
Sarkozy, Boris Johnson. Yeltsin is the principal, of course, and
the chart ends with Brezhnev's inarticulate New Year's speech
from 1979. In the latter case, however, it is not clear was it
aresult of a glass or two or a colossal bouquet of general
secretary diseases. One way or another, after the episode with
Brezhnev — would be funny, if Vinterberg didn't mean it —
the film escalates into dark matter.

This matter is almost palpable: the light dims, the pauses
in-between actions get deafening, shadows cover the faces.
And oh, what kind of faces — all four of them gradually show
their dark side. Mads Mikkelsen — Martin the historian —
manages to depict not only the depth of the fall but also its



focus. His sculpturesque face, the boldness of his moves, his
roaring voice — those traits make it impossible to consider
Martin a weak-willed victim of the circumstances.
The horror of the second half of the film is completely
internal, and not simulated. One cannot help but feel it, even
if one is not aware of the off-screen tragedy. Ida mentioned
in the end is Ida Maria, the daughter of Vinterberg, who was
supposed to play in “Another Round”, but died in an accident
four days after the start of the shooting. The project has been
completed on time. What we see is a project of a man who
stared into the abyss — yet didn't lose himself.
Neither did he forget the advice that Trier once gave him: “Al-
ways leave the best for the last.” Vinterberg is a master of the
finale: in “The Hunt", the director only needed three wordless
minutes to turn a social drama into sheer existential horror.
The finale of “Another Round” also aims to completely differ-
ent heights. Those dictated by the Kierkegaard's epigraph.
In the final scene, death meets the May of youth, and the
heroes are surrounded by the hubbub of the school prom.
Martin starts dancing, gradually passing from the shy moves
to the real flight, the one Vinterberg captures him in with a
stop-frame. The spectacle could be mistaken for a hymn
to overwhelming youth. But one shall not forget that the
student jamboree took a painfully awkward commemoration.
That Martin's dance is a silent scream. And most importantly
— the crowd almost doesn't notice his performance. They
kiss others, they celebrate others, champagne pouring over
each and every — well, so let it be. You are the leader of your
dance. But make sure the glasses are full.

Sergey Alekseenko

THE SHAMAN

DOC TARY COMPETITION
DIR. ANDREY OSIPOV

At the end of the 1980s, one famous writer started writing

a book about Stalin. His colleagues were surprised: “Who
would even be interested in it - old ladies?” - “Mark my
words, little time will pass and Stalin will be back in the
discourse again!”. Which is pretty much what happened. The
discourse around Stalin turned into a discourse about the
patterns of Russian history, about the future, and the phe-
nomenon of Russian mentality. Last year’s “State Funeral” by
Sergey Loznitsa explored all these eternal questions through
the faces of those who came to say goodbye to the Vozhd.
“The Shaman” directed by Andrey Osipov and written by
Odelsha Agishev, explores similar questions through speech.
The dialogue of a father and son who don't understand each
other is a classical narrative device, but it works very well
when it embodies the joke about Russia being a country with
an unpredictable past.

Andrey Osipov deals mostly with the official chronicle - the
very same newsreels that get such high praise from the older
participant of the dialogue. It's not the banalest task; even
the official materials used by Loznitsa had a certain status

of having been “shelved”, after all, it's a common perception
that only the things that were hidden at some point can be
“true”. Materials that Osipov uses were not hidden. All these
pioneers and farmers talking about the happy life were being
pushed down the throats of the 1930s viewers and obviously
didn't represent “the truth” of the country with its hunger

and dispossession of the kulaks. To tell the story about this
country using such material exclusively seems to be a seri-
ous challenge.

What helps is that the authors emphasize certain things,
which most probably required a gigantic amount of work,
kilometers of the film watched, and a lot of technical efforts.
With Stalin’s speech heard in the background, the emphasis
is made on a squeaky, glassy chime - it's a glass shaking

in a waitress'’s hands. Ordzhonikidze gently slaps Kirov —a
friendly joke accidentally caught on camera in the newsreel.
And the report from a toy factory which was supposed to be
a picturesque tale of a happy childhood turns into a horror
show with the rows of deadheads.

And, of course, the modern-day is also very much present
here: Stalin is not dead, even though his funeral is penulti-
mate in the outline of the newsreel. The last one - is of the
parade with Stalin still alive, and young and dapper Alexei

Kosygin and Mikhail Suslov (not the most important people
of the state at that moment) jocking merrily with each other
- these people are bound to determine the life in our country
even thirty years later. And the words of a school student
about “the most democratic country”, the election campaign
for the Supreme Soviet of 1936 as almost the main plotline of
the film, and the contemporary conversation about whether
our country requires a strong rule - that's a pass at the
distant future.
The dialogue of a father and his middle-aged son undoubt-
edly leads to conflict — they simply don't hear each other: in
the course of an hour they use all the expected arguments
about repressions from one side (the “slave mentality” also
gets amention) and the “you can't make an omelet without
breaking eggs” from another. Every thesis point here is so
familiar so the new twist towards the end of the conversation
- about Stalin’s possible shamanism and his occult practices
- comes off as quite a shock. At first, it's even hard to say if
that is a pass at the tabloid territory
In the beginning, it is not yet clear whether it is a pass into
the tabloid-like territory (as an obvious outcome of depicting
the figure in question), or an example of any possible opinion
devolving to absurd after coming to crunch. What's important
is this esoteric hotfoot makes it clear: there’s nothing new to
this premise and the discourse hasn't had a new input in 40
years.

Marina Bolt

A DARK, DARK MAN/

QAP-QARA ADAM

8 15 FILMS
DIR. ADILKHAN YERZHANOV

- The norm is something that is accepted by the majority.
There is no universal notion of the norm. It is different in
different societies and epochs. How do you emphasize that
the character’s environment is the norm? His world is not
normal according to “general” standards.

Adilkhan Yerzhanov: Yes, there is this phrase “0 tempora,

o mores”. Even morals change depending on fashion. | mean,
something is normal for one epoch and something else for
another. The notions of morals and ethics are a subject of
change. Sadly or luckily, morals were never the same. That is
why | believe that only in art one can create something beyond
morals, something outside specific ethics. | think that the
almost religious feeling of good and evil is above morals and
ethics because it does not depend on the current fashion.
Currently, humanity requires defending human rights. It is
fashionable, it is vital. But two thousand years ago there were
other demands. It all depends on the conditions for survival.
Artis different. | don't think you should fall victim to some
fashionable moral criteria. The movie “A Dark-Dark Man”is
about a character who lives in a society with its own morals.
The character experiences the inner conflict between the
conformist mentality and the almost sacral understanding of
good and evil. He is suffering because he must make a choice.
The right choice would mean death, the other option might be
wrong, but it will ensure a comfortable existence.

- What do you, as a director, have in common with your
character? Where do your principles coincide?

- The director's work is in essence the work of an investigator.
You attempt to solve the case, to understand the motivation

of characters. Very often the director has to compromise. We
are the creatives but also public people, and there's a calling
for certain values, for goodness. But in reality, things are much
more difficult. You start losing your guidelines, you become
uncertain about what to promote, you are unsure if humanism
exists at all. You have to tear your way through your own
doubts. Nobody is going to tell you what is good and what is
bad. And | myself, just like my hero, often make compromises
with my conscience.

- We learn who the murderer and the victim are in the
very beginning. Then the plot seems to go backward.

How can you develop the plot proceeding from such an
intrigue-less beginning?

— | adore an anti-detective. This is a marvelous starting

point when the circumstances are clear, when there is no

MIFF dAILLY manege in «octyabry

intrigue. So6 the main interest lies in watching if the main
character will change or not. This is the world of noir where
everybody accepts injustice, where “every man for himself".
A totally egotistical world. It was important for me to present
a protagonist who rises above the initial plot circumstances.
This is the path a person takes to become a human.
Interviewed by Asya Kolodizhner and Peter Shepotinnik

WHILE AT WAR /
MIENTRAS DURE LA

GUERRA

EUPHORIA OF DELUSIONS
DIR. ALEJANDRO AMENABAR

- What kind of Spain did you mean to present in your
movie?
Alejandro Amendbar: | suppose you can see two types of
Spain, or perhaps, more. Actually, my country is a bit like
Noah's Ark where you can meet very dissimilar people. So |
adopted this approach for the movie: this is our ship, we all live
here, so let's try to coexist.
- What portrait of Franco would you like to leave for future
generations?
— Irrespective of cinema, a tyrant is always a tyrant.
Always. A leopard can't change its spots... Though
sometimes a wolf can wear sheep's clothing. Generals
around Franco did not realize his true nature. Perhaps,
Franco believed that he was saving Spain, he wished only
the best for Spain, and that's what | wanted to show in
the movie. But here’s the thing: when you try to impose
your regime by slaughtering the rest of the nation... That
creates a problem. But | did not want to show Franco as
a villain, a devil. | wanted to show a person who loves his
family and wishes good for his country.
- When making such movies we try to set the right
historical myths and stereotypes. What difficulties did you
runinto?
- For me, the difficulty was in presenting two Spains in the
movie. There are conservative forces and progressive forces,
and | wanted to give every viewer a chance to identify with one
of them. I try to offer my viewers freedom of thought. | believe
that democracy means a diversity of approaches, and | wanted
to preserve this spirit in the movie. | invite everybody to think
differently, to argue, and then coexist peacefully, remaining
friends and partners. In Spain, the problem is that when you
argue too much and too loudly you end up shouting at each
other, you lose respect for your opponent, you start a civil war,
which is what happened in Spain.
- I'll ask the question you have probably asked yourself:
why there is such a long period in Spanish history
connected with Franco? And what made him the way he
was? Who is responsible for making him a tyrant? The
intellectuals, perhaps? Or not?
— I think he remained in power longer than other fascist
leaders because he knew how to change his image radically.
All the time. He presented himself as the “father of the nation”,
then the “grandfather of the nation’. He knew that Spain's
struggle against communism was a valuable asset and so
he became a US ally. | am sure it helped him to stay in power.
Besides, he was a very special fascist... He did not look
like Hitler or Mussolini, he was very relaxed, seemed more
moderate than fascists. And it all worked on the subconscious
level. He did not resemble a fascist. But, of course, he was one.
- But still, do the intellectuals bear a certain amount of
guilt?
- As a matter of fact, many intellectuals emigrated. And,
probably, Unamuno could have become one of them but he
was brave enough to stay and say what he thought about all
of it our loud. In these circumstances, depending on where
you are, you have to decide if you are going to support the new
regime or not. So, cowardice is also a factor. | myself speculate
what | would have done in such a situation; could | rise against
the regime, challenge it the way my protagonist did? | am not
sure of it.

Interviewed by Asya Kolodizhner and Peter Shepotinnik
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5 OKTABPA / OCTOBER, 5

MIFF JdHILY  maner B «okTAGpe»

6 OKTABPA / OCTOBER, 6

1345 AHHA/ANA OKTABPb, 8 1400 OCHOSTKV MENAHAV / MAYAR JONJAL OKTABPb, 4
1400 3TOHE MOXOPOHBI, 370 - BOCKPECEHYE / THIS IS NOT A BURIAL, IT'S A RESURRECTION OKTABPb, 10 1410 BUTBA 3A HEPETBE / BITKA NA NERETVI OKTABPb, 11
14:15 BMPBAHN / BIRIYAANI OKTAEPb, 11 1420 TV MADATW IOMKGEM / 1L PLEUVAIT DES OISEAUX OKTABPb, 5
1420 MOMMA HOHMEHA / POPPIE NONGENA OKTABPb, 4 1430 TIOMMA HOHMEHA / POPPIE NONGENA OKTABP, 10
1430 [OAVHABOTOB/ DOLINA BOGOW OKTABPb, 7 1445  MOMYAHVE [OMOA / SILENCIO DA CHUVA OKTABPb, 8
145 KTO BEPHETCA AOJIOBMT / KTO VERNYOTSA, DOLYUBIT OKTABPb, 9 1510  VBCEKE/NEVERTHELESS LK, 1
15:20 BIHMM / EUNMI LK, 1 1515  NETVIOHbI/ LEGIONY OKTABPb, 7
1600 HEBMA / NEVIA OKTABPb, 5 1530 BrIOJITONOCA /A MEDIAVOZ OKTABPb, 2
1610 MHE BbIJ10 19 / ICH WAR NEUNZEHN OKTABPb, 11 1600  [IOMPOC /1 ANAKRIS| OKTABPb, 9
1620  CAIKAMETUI/ TSUBAKI NO SONO OKTABPb, 9 1600 OTEL/OTAC VKT
16:30 KONMEKTVB / COLECTIV OKTABPb, 2 1615  BECTUIOJHAA HEBECTA/RUKUNI KOINA OKTABPb, 1
16:45 1956, LIEHTPASToHbIV TPABAHKOP / 1956, CENTRAL TRAVANCORE OKTAEPb, 8 1630 TPYMHCKUA TOCT/3EMNETPACEHVIE [IAIM BAHU / OKTABPb, 4
1700 PVMEPHOE MOBEREHUIE / PAYYZ0INGAS ELOESYS R UN BRINDISI GEORGIANO/IL TERREMOTO DI VANJA
700 HELLEPA NANG NON — 1700 ASIbMAHAX COVID FTIA3AMM MOSIObIX / COVID LK, 1
YXO[ALLAA HATYPA. NIOPTPET PEM{VICCEPA AXAZIOBA / OKTABPb, 5
17:10 AHUMALAA 1/ ANIMATION 1 OKTABPb, 10 1710 UKHODYASCHAYA NATURA. PORTRET REZHISSYORA AKHADOVA
17:20 B TEHW / GOLGELER IINDE OKTABPb, 1 1720 MYJUH, B3VIMUH U M H / ALL ABOUT ING OKTAEPb, 8
1730 YPOKM JIOBBY / LESSONS OF LOVE OKTABPb, 7 1730 CTANbHBIE NEAV/ TERASLEIDIT OKTABPb, 10
1800 CMACTV PYCCKWI CEBEP / SAVING NORTH OKTABPb, 5 1745 YBUOETb CBET/VOIR LE JOUR OKTABPb, 11
1830 XOMOMHbIE AH / HIDEG NAPOK OKTSABPb, 11 1800  HPbIMHEBECHBIV / KRYM NEBESNY OKTABPb, 2
1845  UTO3HAET TUXAA FEPLA/ KO ZINA KLUSA GERDA OKTABPb, 10 1815  BEPHOCTb/VERNOST OKTABPb, 9
19.00 KOHKYPC KOPOTKOMETPAHKHOTO KV HO 3 / SHORT FILMS COMPETITION 3 OAKEN 1830 YIOJIOK KOPOTKOIO METPA. IEPCIEKTBBI / YIOJIOK KOPOTKOIO METPA. MIEPCMIEKTYABbI OKTABPb, 7
19.00 Ml HE COAEMCA / DIE UNBEUGSAMEN: GEFAHRDETE PRESSEFREIHEIT AUF DEN PHILIPPINEN LUK, 1 1845  KOHKYPC KOPOTKOMETPAMKHOMO KVIHO 1/ SHORT FILMS COMPETITION 1 OKTABPb, 4
19:00 LIAMAH / THE SHAMAN OKTABPb, 2 1900 TWMHO3/GIPNOZ OKTABPb, 1
19:10 MIPAKCKAA OPI WSl / PRAZSKE ORGIE OKTAEPb, 8 1900  KOITIA Mbl BbINIM BPATLAMM / ONCE WE WERE BROTHERS LK, 1
1920 CblH MOHFOMIAM / SYN MONGOLII OKTABPb, 9 1900 JETOY [EOYLIKM / NAMMAEWUI YEOREUMBAM I0HOCTb
1930 COMbC/E3/ LE SEL DES LARMES 6s 1900 PACTIOPAYKEHVE / MEDIDA PROVISORIA B3HT
1930 AHUMALIAA 2/ ANIMATION 2 OKTABPb, 4 1900  POMOBbI/ BY/IbBAP / BOULEVARD DU RHUM G
1940 OTCMEPTU 10 CMEPTU / Sapalenmis Olimlar Arasinda OKTABPb, 7 195  CBMHLIOBAA AHHA/MIASIH [JOM / LEAD ANNA/LALA'S HOME OKTAEPb, 10
20:00 MATEPVIHCKW/ UHCTUHKT / MATERNAL UNMIO3MOH 1930 T03BOHM MAME! / RING MAMMA! OKTABPb, 5
20:00 MENOAVA CTPYHHOIO [EPEBA / MELODIYA STRUNNOGO DEREVA OKTABPb, 1 1945  TETA3WTA/TANTE ZITA OKTABPb, 11
20:15 B K/04bA / AOS PEDACOS CATIIOT 2000 OCYJAPCTBO KOMAPOB / MOSQUITO STATE OKTABPb, 8
20:30  [JWCKO/DISCO OKTABPb, 5 2000 BE3YMHbI MUP / AN MULALU? VNNIO3VOH
20:45 LIECTHA/LIATAA BECHA / SEIZE PRINTEMPS 3BE30A 20115 BIHMI / EUNMI OKTABPb, 9
21:00 VIKAP / IKAR. LEGENDA MIETKA KOSZA I0HOCTb 2015 1956, LIEHTPATTbHBIZ TPABAHKOP / 1956, CENTRAL TRAVANCORE CANIOT
2100 YENOBEK HEVHBIBAIOLLIMI / CHELOVEK NEUNYVAYUSCHIY LK, 1 2025  [VCKO/DISCO 3BE30A
21:00 VICKATENIV MPUKTIOYEHII / LES AVENTURIERS OKTABPb, 11 2030 AB3TOBPEMA HA3EMJIE / SAMTIDIGT PA JORDEN OKTABPb, 7
2110 TBAPU, LENAAIOLUMECA 3A CONOMMHKM / JIPURAGIRADO JAPGO SIPEUN JIMSEUNGDEUL MVIOHEP 2100  LWEPTIOK B POCCUM / SHERLOK V ROSSII OKTABPb, 2
21115 LIAPTTATAH / CHARLATAN OKTABPb, 4 2115  KOHKYPC KOPOTKOMETPAMHOMO KMHO 2/ SHORT FILMS COMPETITION 2 OKTABPb, 4
21:40 KOFIA Mbl BbIM BPATBAMM / ONCE WE WERE BROTHERS OKTABPb, 2 21:15  WAMAH/THE SHAMAN LK, 1
21:50  OBbIKHOBEHHAA CTPACTb / PASSION SIMPLE OKTABPb, 7 2145 MESIOOMA CTPYHHOTO [IEPEBA / MELODIYA STRUNNOGO DEREVA B3HT
2200 OPELUHMK/CEVIZ AGACI OKTABPb, 10 2130 METPYKOP/THE PETRICHOR OKTABPb, 10
2210 YEPHbIM, YEPHBIM YEMOBEK / QAP-GARA ADAM OKTABPb, 8 2145  CECTPEHKA/SCHWESTERLEIN VKT
22:20 MOMET B HEBECHBIE MPOCTOPBI / SONG WO SHANG QING YUN OKTABPb, 9 2150  LWAPJIATAH/ CHARLATAN M OHEP
22:30 FATAPVH / GAGARINE OKTABPb, 1 21:50  HOBBIV MOPAOK / NUEVO ORDEN OKTABPb, 1
22:40 HAPKOMAMA / MAMA WEED OKTABPb, 5 2200  AHUMALIVA 3/ ANIMATION 3 OKTABPb, 11
2210 KPOBb MENMKAHA / PELIKANBLUT OKTAEPb, 5
2220 CE30H JOMLEN/RE DAI YU OKTABPb, 9
2240 TEXHOBOCC/ TECHNOBOSS OKTABPb, 7
2250 OBbIKHOBEHHAA CTPACTb / PASSION SIMPLE OKTABPb, 8
2300  LUAPBO BPEMA BOWHbI/ MIENTRAS DURE LA GUERRA OKTABPb, 2

UKTT - KNMHO3AJ1 UHHEHEPHOIO KOPMYCA TPETBAKOBCKOW FANEPEU
B3HT - 50/1bLLOM 3A71 HOBOW TPETHAKOBKM 3AMAOHOE KPHII0

LLOK - LEHTP IOKYMEHTA/TbHOIO KMHO

GS - IETHWI KMHOTEATP GARAGE SCREEN

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
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