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MARINA
ALEKSANDROVA

JURY

of Cinema”) invited the famous historian Semyon

Ekshut to scrutinize the "Catherine" series from
every angle. "Scrutinize” is a quite appropriate term:
the authoritative professor, editor of encyclopedias,
and a consultant for documentary films, Ekshut
did not leave a stone unturned. “The abundance
of historical inaccuracies and blatant errors lies
beyond the line of good and evil,” the expert begins
as we expect to hear more... And there comes the
unexpected: “As for Marina Aleksandrova, | liked her
as Catherine. A talented actress with unsurpassed
artistic tact portrays Catherine we don't know - a
dependent, constantly humiliated, deprived of the
right to even have her own judgment. Even more - she
can't control her destiny and see her own child. * And
then the historian analyzes how “the romantic-minded
bride” turns into not only “an abandoned wife”, but
also “a vigorous mistress”.
However, nothing is surprising to it. A star of Russian
cinema saved the face of several controversial films
and TV series. It was mainly due to her sincerity
that made the audience believe and empathize with
whatever was happening on the screen. It required
a lot of skill as the actress often portrayed the
characters of bygone eras. Her portfolio is not dictated
by directors or producers: her very own look, the way
she carries herself, her speech are how we imagine
the characters of the past were like. And the past
is always perfect. The 42nd Moscow International
Film Festival opened with a “dream of 1900" — “Silver
Skates” by Michael Lockshin, and it is a pleasant
coincidence one of the jury members is an actress
who has been the face of this “dream of the past” for
many years.
The line-up of “unearthly maidens”, played by Marina
Aleksandrova, is diverse. First appearing on the
screen in a cameo role in the series "Empire under
Attack" (2000), she played one of the main roles
in "Azazel" by Aleksandr Adabashyan (2002) - it's
when the “von” prefix first started to appear in her
characters’ surnames. However, the main character
of this "pre-revolutionary", "aristocratic", "imperial"
line-up in her filmography remains not Catherine —
despite the fact that the actress played her several
times — but the modest Princess Marie of Hesse and
by Rhine, the future empress Maria Aleksandrovna.
Marina Aleksandrova (what assonance of names!)
played her in “Poor Nastya®, a series that was a
resounding success. Perhaps, this is the only Russian
television series that was shown not only in post-
Soviet countries but also in China, Latin America, even
on British cable channels and in the USA. Another
significant role of hers — the actress Valentina Serova
in "Zvezda Epokhi" (“A Star of the Era”), 2005, — a
woman of the twentieth century, but still no less
mysterious and “disengaged” for her contemporaries
than the royalty.
By offering Marina Aleksandrova these roles, TV
authorities acknowledge her stateliness and her
manners. She is not the Romanovs or the House of
Hesse kind, but the Shchukin Theatre Institute and
Sovremennik kind. And it is no coincidence that the
actors to play Marina's parents in her first leading role
("Northern Lights" by Andrey Razenkov, 2001) were
Yelena Koreneva and Aleksandr Zbruyev - the real
aristocracy of the Russian acting school.

I n 2014, the film magazine “Iskusstvo Kino” (“The Art

Marina Bolt

|

Hiopu / MapuHa AneKcanapoBa

HACNEOHWULIA MO NPAMOU

2014 rogy wypHan «Mc-
BHyCCTBO KUHO» MPUIMacun
W3BECTHOMO UCTOpMKA

CeMeHa 3KLLyTa pa3obpathb Mo
KOCTOYKaM cepuan «Exatepu-

Ha». «[1o KOCTOYKaM» TyT BroSHe
YMECTHO: aBTOpUTETHLIN Npodeccop,
pefaKTop 3HUMKIONeanA 1 KOH-
CYNLTaHT OOKGUIBMOB, He OCTaBW
OT YBMOEHHOMO KaMHA Ha KaMHe.
«0Brnmne NCTopryecKmx HeTou-
HOCTE 1 rpybbIX NIAMNOB NEHMT 3a
rpaHbio 4obpa v 3na», — HaYMHaeT
3KCMEPT, U Mbl MOHUMAEM, YTO Cet-
yac byger... A byneT HeorKmMaaHHoe:
«MapuHa AneKcaHapoBa B ponu
ExaTepuHbl MHe NoHpaBunack. Ta-
NaHTIMBaA aKTpMca C HeMpeB30oit-
[OEHHBbIM XYA0XHeCTBEHHLIM TaKTOM
rMoKasblBaeT HaM Ty EKaTtepuHy, o
CYLLIeCTBOBAHMM KOTOPOW Mbl arKe
He nogo3peBanu, — ExatepuHy 3a-
BUCMMYIO, MOCTOAHHO YHUMHaEMyIo,
NULLIEHHYIO NPaBa, ia NPOCTUTCA
MHe 3TOT aHaxPOHW3M, «CMeTb CBOE
Cy¥aeHme MeTby. [1a 4to Tam
cyraeHme! MNpocto pacnopAraTbea
cBoe cyabbolt 1 BUOETb COBCTBEH-
HOro cbiHa». M ganslue UCTopuK
pasbupaeT To, KaK «POMaHTUYECKN
HaCTPOEeHHaA HeBeCTa» CTaHOBMUTCA
«HeCHYaCcTHOM GPOLLIEHHON HEHOM,
HO W1 «TeMrepaMeHTHOM NioboBHM-
LieM», KOHEYHO, TOMe.
A yavBnATeCA U HeveMy. He pas
ApKanA aKTpuca, 38e34a POCCUMCKOro
KMHO W TeneBMOEHWA «Cracana» He-
O[1HO3HAYHbIEe GUBMbI U CepUarbl.

[NaBHbLIM 06Pa30M — TO CTEMEHEIO0
WCKPEHHOCTW, KOTOopan 3acTaBnAna
3pUTENA NOBEPUTL U COMEPerKMBaTL
MPOVCXOAALLIEMY Ha SKpaHe. 3To
TpeboBano ocoboro MacTepcTsa,
MOTOMY YTO YaLLle BCEro reponHAMM
CTAHOBUMNCb «0BUTATENBHULbI
Opyrux 3nox. Takom y y MapuHbl
AneKcaHOpoBOM CNOXKWCA Npo-
YN, W 3TO He KaKaA-To perKmccep-
CKaA 1N NPOI0CEPCHan MHepLnA:
CaM TUMarK aKTPMChI, TO, KaK OHa
rOBOPWT, OEPHUT CebA, OTBEYaET Ha-
LLIMM NPELCTaBNEHUAM O MPOLLSIOM.
A npoLunoe Bcerga naeansHo. MHTe-
pecHoe coBnageHue, 4to 42 MMKO
OTKpbIBAETCA HaLLen «meyTor o 1900
roge» — «CepebpAHbIMA KOHBKaM»
Muxamna JToKLLUMHA, @ H4IeHOM Hiopu
CTaHOBUTCA T4, KTO BbiN NIULIOM 3TOi
«MEYTbI O MPOLLIIOM» Ha MPOTAMKeE-
HM MHOT WX J1ET.

Fanepen «He3OELLHUX AeBYLLIEK,
CbirpaHHbIX MapuHo AneKcaH-
[pOoBOIA, MHOroobpasHa. Briepsele
MOABMBLUMCH Ha 3KpaHe B 3Nm130au-
YecKow ponn cepuana «mnepua
nof yaapom» (2000), oHa cbirpana
O[HY U3 MMaBHbIX posieit B «A3a-
3enu» Anexcarapa AgaballbsaHa
(2002) - Torga Bnepsble K damunmm
ee repovHW NpubasnsAeTcA Npu-
CTaBKa «oH». A rmaBHbIM NepcoHa-
YKEM 3TOr0 «J0PEBOIOLIMIOHHOMO,
«aPUCTOKPATUHECKOrO», «MMMepa-
TOpCKOro» pAfa B punbMorpadum
MapuHbl ocTaeTcA He ExaTepuHa —
HeCMOTpA Ha To, UTO aKTpu1Cca Urpa-

Na ee HeCKOSbKO Pas, — a CKPOMHaA
npuHuecca Mapuna lecceH [JapMm-
LwiTagrckan. byayuiaa uMnepatpyua
Mapuia AnexkcaHpposHa. MapuHa
AneKkcaHpoBa (kaKoe coBnageHue
1MeH) urpana ee B «<befHoi Hacte»
— cepuare, KoTopbIr UMen orfly-
LLUMTENbHBIM ycnex. BoamorHo, 310
€VHCTBEHHbI POCCUMCKUN Tene-
cepviarn, KoTopbI MoKasbiBau He
TOMBKO B MOCTCOBETCKMX CTPaHaXx,
Ho 1 B KuTae, JlaTnHCKoM AMepuKe,
[are Ha KaberbHbIx KaHanax Be-
nnKobpuTaHm 1 CLLIA. Eule ogHa
3HaKoBaA porb — akTpuca BaneHn-
Ha CepoBa B «3Be3ze anoxwm» (2005)
— ¥eHLLMHa X0Tb 1 XX BeKa, HO AnA
COBPEMEHHVKOB 6bIBLLIAA He MeHee
3araflo4HbIM U «OTCTPAHEHHLIM» 06-
pa3oM, HYeM NPUHLLECCHI U BEMNUKMe
KHAMHB.
Hapenasa MapuHy AnexkcaHgpoBy
TaKUMU PONIAMM, TeNeBuaeHNe
(mMaBHbIM 06pa3oM, OHO) NUILLIb
BblparkaeT JOCTYMHbIMU eMy
CpeCcTBaMu Ty NMPUHAANIEHHOCTb K
Mopofe, KOTopas BWAHA B aKTpuce.
31a nopoga — He PoMaHoBbI 1 He
['ecceHcKun gom, a LLyKnHcKoe
yunnue 1 «CoBpeMeHHMK». A He
CryYainHo poautenamMm Mapmtel B
ee nepBo rmaeHoi ponu («Cesep-
Hoe cuAHne» AHOpen PaseHKoBa,
2001) 6binv EneHa KopeHesa 1
AneKcaHap 36pyeB — HacToALLaA
APUCTOKPATUA PYCCKOM aKTEPCKOM
LLIKOSbI.

MapuHa Bonm



HEXHbIA BO3PACT

RETERNIEE M/NMHO3 / PEXK. BAJTEPWIA TOLLOPOBCKIMIA

«Opeccar, 0gHa ClorKeTHaA IMHWA ocTaBanacb

Ha nepudepun 0bLLEero BHUMAHWA. 3puTenm
Cnedunn 3a TeM, KaK Pa3BMBAETCA «3arpeTHbIA» POMaH
CTOMIMYHOIO HYPHANMCTA C I0HOM COCeKOM, Hacarm-
[anucb 0ECCKUM KOSTOPWUTOM OT CTapLLIEro NOKONEHUA
— ayatoM VpuHbl Po3aHoBoi 1 JleoHnaa ApMonbHWKa,
a Banepvk... A uto Banepuk? Manbumnk 6eraet Ha 3a-
[HeM nnaHe — v beraet cebe, B3pocsible 0bpaLLaloT Ha
HEro HOJb BHUMaHWA, a Yallle UCMOonb3yIoT AN1A CBOMX
KOPBICTHBIX Lienelt. To, YTo GuibM NOCTPOEH Ha AETCKUX
BOCMoMmHaHUAX 06 Odecce, 1 3TOMO HUKOMY, KareTcs,
HE HYYKHOIO Marb4MKa PeMccep Hagenun CBOUM UMe-
HEM, Y*Ke HaBOAMSIO0 Ha MbIC/Tb, YTO BCE He TaK MPOCTO C
3TOW «POJbI0 BTOPOrO MiaHay.
B «[MnHo3e» TeMa BbIXOOUT Ha NepBbIit: pebeHoK, KoTo-
pOro poauTeN BOCMIPUHMMAIOT €[Ba IV He KaK npeaMeT
Mebenn. PebeHoK, KOTOPbIN CTaHOBUTCA 06EKTOM
MaHUNYNALKMIA B3poCsbIX. [TpuyeM, Bce GopMbl paBHo-
OYLUMA UM MaHUMYNALMIA 06peTaloT 34eck 611arocTHbIN
BHELLUHWIM BUL: OT AKODbLI IEMOKPATUYHBIX OTHOLLIEHWIA
B CeMbe (K poauTenam no uMeHam: Kata, Buta) — oo

B npeaplayLen kapTHe Banepua TogopoBcKoro,

AKOGBI HAY4HOr O 3KCMEPUMEHTa, B KOTOPbIM IOHOMO Na-
LMeHTa BTAMMBAET MMeHUTHIN Npodeccop BonKos.
«[auwmeHToM» MULLY MOMHO Ha3BaTb C HEKOTOPOW HaTAMK-
KOW: 3TO 06bIYHbIM MOCKOBCKMIA CTAPLLIEKMACCHMK, KOTOPLIN
XOAMT M0 Ho4aM. 3a UCKITIOHYEHNEM JlyHaTU3Ma, KOTOPbIN,

B 06LLIEM, He TaKaA YK PEKOCTb W He TaKOM YK NpeaMeT
TPeBOru AnA ceMbi, MuLLia abconioTHO HopManeH. 31a-
NOHHO HOpMareH, KaK MIoBUT NoAvepKMBaTL Npodeccop.

B BeuHol paccyanTensHOCTW, TPE3BOCTM U CMIOKOMCTBI
€CTb [JarKe YTO-To NyraloLLiee, U «Hay4HOe CBETUIO» BbICTPO
Pa3MOMMT MO MOSIOHKaM, YTO TYT He TaK. A 3aTeM HauHeT

C «3TanoHOM» Urpy, B KOTOpOi MuLia byneT cumTats ceba
TO Y4EHUKOM BOJILLIEBHMKE, TO HEBOSLHBIM MOCOBHUKOM
YOUiALIBI, TO NEPCOHAMEM BbIMBILLIEHHOTO MUPa.

MuKc 0BblaeHHOCTU (KaK «<HOPMATLHOCTUY) U 6e3yMUA — To,
yTo Banepuio TogopoBCKOMY yAanoCk MAeansHo: ecn
BOYMaTbCA, 3TOT Pemccep HUKoraa He 6bin NeBLoM 0bbl-
[leHHoro. YalLie OH CTPeMUICA NOCeNUTL 3pUTENA B He3Ha-
KOMBII1 €My MV C TNepTPOdUPOBAHHBLIMI KpacKamu, By
TO YNOMAHYTHIA OAECCKUIA KONOPWT, MUp b6arneTa B «borb-
LLIOM», FpaduyHble 60-e B «OTTenenu» unm byiHele-ApKme
50-e B «CtunArax». [a u B «CTpaHe rmyxux», C KOTOpoW

MaHEeM B «OKTAOpEe»

Ha4anack cnasa TogopoBCKoro, caM Mmp 6e3 3ByKa W A3bIK
HKEeCTOB Ka3anucb ABMHeHWeM B Terra Incognita. Yrkacato-
LM TeMBp ronoca rmyxoro CBUHbLYM Bbin APKOA NPUMETON
3TOro Mvpa: NepBaA KpynHaA ponb MakcvMa CyxaHoBa — u
BOT YeTBEPTb BEKA CNYCTA OH MNPEACTAET B HOBOW KapTUHE
TonopoBCKOro B NpaKTU4ecKM beHed1CHOM ponu [oKTopa
BonkoBa, 1 cHOBa rofoc, Tenepb yrKe YeTKUI, BNacTHbIiA:
«Cnatbl» — 334aeT npovcxoaALLEeMy HbEPHabHBIV TOH.
To, 4TO NPOMCXOQMT 3a 3aApUNaHHO ABEPBIO YHUBEPCU-
TETCKOM Kadeapbl, KAHKeTCA, CIocobHO BbIGUTBL 13 cena
nio6oro, HO He TakoB MuLwa (ponb 16-neTHero aebiotaHTa
Cepren [1po), KOTOPLI B3MPAET Ha IKCMEPUMEHTLI C
TMNHO30M Ha YAMBrEHWE BecrpucTpacTHo. XoTA, eciin
BIYMATLCA, ero MpMBLIYHbIA MUP BIMAOUT eLLie 6onee
VKO, M KaMepTOH 3Toro abcypa NoBCeAHEBHOCTU —
CHerorag, KoTopbli1 He MpeKpaLLiaeTcA BoobLLe. lepont
nepeMeLLialoTCcA B HEM, KaK B OCTAHOBMBLLIEMCA BPEMEHMU,
NOKaLMW NOBTOPAIOTCA 1 MOBTOPAIOTCA, KaK B AyPHOM CHe:
[IBOPbI MaHeseK, 3CKarnaTop, BaroH MeTpo, NpeadaHHUYeK
Kadenpbl C HeM3MeHHbIM KPaCHBIM MankTo Ha BeLLaKe.

B KOHLie KOHLIOB, [EMCTBIA Kar40ro MOHHO 06BACHTL
MOMbITKOM BIPBATLCA M3 3TOMO JIMMKOIO KMCeSA: AOKTOPa
BorkoBa — 3a dnarkKu Hay4Hol 3TukW, MuLm — 3a Npede-
Jbl POSN «B3POCIION0» 1 «PABHOMOx», KOTOPYIO POAUTENN
€My He TONBKO HaBA3LIBAIOT, HO 1 MPEMoAHOCAT KaK 6/aro.
B afy noBceJHEBHOCTM 1 BE3yMIE MOYKET CTaTb Crack-
TeNbHbIM.

Uzope Cacenves

HYPNOSIS

MANICYIZSMIEN DIR. VALERY TODOROVSKY

ne of the plotlines of Todorovsky's
0 last film “Odessa” remained hidden

from the majority of the viewers.
The audience followed the forbidden love
story of a big-city journalist and a girl next
door, enjoyed the Odessan charm of Irina
Rozanova and Leonid Yarmolnik, and as for
Valerik... And what'’s with him? He's wafting
in the back and the grown-ups pay zero
attention to him, even sometimes using
him for their own agenda. If one wants to
escape the quarantine — one will use a child
against another with no second thought
about the child's feelings. The film, based on
the childhood memories of Odessa with a
character being a namesake of the director,
implied it is not just a minor role.
In “Hypnosis”, this theme takes the stage: a
kid is seen as almost a piece of furniture by
his parents. He becomes a subject to adult
manipulation. Moreover, indifference or
manipulation disguise itself as a bliss: from
the supposedly democratic relationships with
the parents (who go by their first names:
Katya, Vitya) — to a seemingly scientific
experiment a young patient is dragged into
by a big-name professor Volkov.
However, it would be a stretch to call Misha a
“patient™: he is a pretty ordinary Moscow high
school student who rambles at night. Except
for sleepwalking — which, in general, is not
such a rarity and doesn’t concern the family
much — Misha is absolutely normal. Perfectly
normal, as the professor likes to emphasize.
There is even something frightening to this
eternal prudence, sobriety, and calmness,
and the big head will quickly sort it out. He
then will start a game with the "perfection”,
which would make Misha think of himself
as either a magician’s apprentice, or an
involuntary accomplice of a murderer, or a
fictional character.
The symbiosis of routine (sanity) and

insanity is what Valery Todorovsky does
perfectly: after all, the director has never
been a singer of the prosiness. He often
strives to put the viewer in the world of the
unfamiliar with its bold colours, shall it be
the aforementioned Odessan flavour, the
world of ballet in “Bolshoi”, the graphic 60s
in “The Thaw” series, or the violent, vibrant
50s in “Hipsters”. Even in the "Country of

the Deaf" — the one to lift off Todorovsky’s
career — the soundless world and sign
language seemed to be a step into Terra
Incognita. The terrifying voice of the deaf man
called Svinya (Pig) was a vivid omen of this
world — Maksim Sukhanov debut - and now,
a quarter of a century later, he appears in
Todorovsky's new film in an almost central
role of Dr. Volkov, and again the voice, now
clear and commanding, says: "Sleep!" and
sets an infernal tone to the spectacle.
Things happening behind the crummy door
of the university department can, it seems,
break anyone, but Misha (16-year-old Sergey
Giro’s debut) is standing strong - he is
almost disinterested in the experiments with
hypnosis. If, however, you give it a second
thought, his world looks even wilder, and the
absurdity of his everyday life is stressed by an
endless snowfall. The heroes get through it
as if the time has stopped, the locations keep
repeating as if in a bad dream: same blocks
of flats, the escalator, the metro coach, the
lecture hall’s outer room with the invariable
red coat on the hanger.

In the end, everyone's actions can be
interpreted as an attempt to break out of this
sticky jelly: Dr. Volkov — as he wants to break
the rules of the scientific ethics, Misha - to
break the role of "an adult" and "an equal"
imposed by his parents and disguised as a
blessing. In the hell of the everyday, madness
can be a salvation.

Igor Savelev



CEMEMHbIE TAUHDI

¢ BECMTOOHAA HEBECTA (RUKUNI KOINA) / PEXK. OHKALAB MAXAHTA

Ha To, YTO AelcTBre drnbMa NporcxoauT Bpoae
6bl B HaLLle BPeMs, OTMOSTOCKM BhLLIENEepeYnCrIeH-
HOIO XOPOLLIO OLLYTUMbI B «BecrnnofgHo HesecTe»,
[arKe HeCMOTPA Ha B LIe/IOM JIETKYI0 MHTOHALMIO
6onbLLeit YacTn dunbMa. bnvike K puHaNy MHToHa-
LMA 3Ta UCMapAETCA U yCTynaeT MecTo 60/1e3HeH-
HoW pedriercum.

[ae 3pnTenam, He3HaKOMbIM C He-b0NMBYLACKOM
4aCTbl0 COBPEMEHHOIO MHOUIMCKOMO KMHEMaTorpa-
®a, Ho NMpUNEKHO YNTAIOLLIM MUPOBbIE HOBOCTM,
6yOeT o4eBUAHO, YTO NPObNeMaTMKa, 3aTpoHyTaA
B ¢unbMe MaxaHTa, ABNAETCA OQHOBPEMEHHO U
04eHb JTIOKarnbHOM, 1 [OCTAaTOYHO YHMBEPCASbHON.
Cpasy HecKonbKo repouHb GuneMa (Ha nepudepumn
[OEeCTBUA TaKKe MOCTOAHHO NMPUCYTCTBYET He-
BecTKa yHaTu — neyanbHanA eByLLKa C NMPOoH-
3UTENbHLIM B3MTIALOM, UCTOPUA KOTOPOW TOXKE
rocTeneHHO PacKpbIBAETCA) — C Pa3HbIX CTOPOH
0Ka3blBalOTCA B NOBYLLIKE TPAAMLMOHHOIO NaTpu-
apxanbHoro obLiectsa. H1u3segeHue Knaccuye-
CKOro MefioapamMaTm4eckoro cloyeTa (OHM NiobAT
ApYr Apyra, Ho (BNUCaTb Hy*HOe) 06CTOATENBbCTBA
MELLIAIoT UM BbITb BMECTE) 40 YUCTOM dusnonormm
— MHTepecHbIM ApamaTypriyeckuii MpueM, U B KOH-
TeKCTe JaHHOM TeMaTUKKM BeCbMa MoKa3aTeslbHbIN.
Hecny4aiHo aBTOpbLI HEOQHOKPATHO aKLEeHTUPYIOT

eByLLIKa M0 nMeHn [yHaTV MenaHXxonnMyHo

HabnofaeT 3a TeM, KaKk BOKpYr odepes-

HOM eBOYKM C PafOCTHLIM KydaxTaHbeM
COBUPAIOTCA HUTEMBHULIBI AEPEBHM: Y AEBOYKM
Ha4anmMCb NepBble MeCAYHbIE — B JAHHOM pervoHe
BCTYM/1eHWe B MOpy NMOIOBOI0 CO3PEBaHWA KaK 3HaK
noTeHUMansHoM GepTUIbHOCTU OTMEeYaeTCA PUTY-
anbHbIM NpasgHecTBoM. Y [yHaTu B cuny Hem3BecT-
HbIX 0BCTOATENBCTB MECAYHbBIE TaK W HE Ha4anwce,
COOTBETCTBEHHO M LLIAHChI Ha YCTPOEHWE TNYHble
HW3HW Y AeBYLLKM TyMaHHble. Ee apyra Kapama
(ero vrpaeTt aBTOp cLieHapuA Mpoaun bopa) ceMbA
MbITAeT Ha TeMy NMOTEeHLMaNbHOM HeHWTLObI. Kagam
cnepyeT 30By cepAua W AenaeT NpefioxeHne
lyHaTW, KoTopoe oHa bbina bbl pafa NPUHATL, HO MO
npasvnam SOMMKHa CHavana NocTaBUTb HeHNXa B
N3BECTHOCTb 0 CBOEW CUTYaLmMK, KOTOpan NocTeneH-
HO CTAHOBUTCA JOCTOAHWEM U MPeAMETOM pac-
CyrOEHUI YyTb /TN He BCe OepeBHN.

OunbM febiotaHTa IRagaba MaxaHTa npen-
BapAeTCcA TUTPOM — UCTOPUYECKM 3KCKYPCOM

B Tparnyeckme obcToATeNbCTBa LWTaTa Accam

Ha ceBep0-BoCTOKe HauW, 0TKyAa pogoM caMm
perkumccep 1 rae npomcxoamT aencreme «bec-
nnoaHoM HeBecTbl». Kak coobLualoT aBTopbl, LUTAT,
cTaBLUMi nocne 80-X ro4oB HeYTUXAIOLLMM 04arom
6eCcCMbICIIeHHOr0 HAaCKIWA, TaK He [0 CMX Mop
MOSIOH PA3NINYHbIX NPeApacCynOKOB U CyeBepui,
CTUrMaTU3NPYIOLLIMX Hanbonee yA3BUMble U He3a-
LLMLLEHHbIE C/IOM MEeCTHOro HaceneHua. HecMoTpsA

BHMMaHWe Ha TOM, YTO MPUHATO Ha3blBaTb Tesle-
CHOCTBIO — Liefble CLeHbl BbICTParBaIOTCA BOKPYT
OBUKEHWI TeN, PUTMUYHBIX PUTYasbHBIX TaHLEB
1 Pa3HOLBETHOMO XOpoBoAa capu. PutyansHoe
[eNcTBO NPOM3BOOMT MOYTU YTO MIMHOTUYECKUM
3¢bdeKT, 3a KOTOPLIM YaCcTo TepAETCA caMa CyTb
pUTyana v ToT GpaKT, YTo, BO3MOMHHO, CyTb 3Ta
HWKOrda W He Bbla No-HacToALLeMy peasnbHoOM —
B OTINYME OT C/TIOMIIEHHBIX BCEMN 3TON YeXapaon
YenoBeyeckux cyaeo.

Mapuxa Bonm

CKPOMHOE OBAAHUE BYPHHYA3UU

SNZAGVINENE HOBbIV MOPALOK (NUEVO ORDEN) / PEXK. MULLIESTb ®PAHKO

- TpyAHO N1 cHUMaATb GUIBEM O TOM,
4ero NoKa HUKTO He 3HaeT?

Muwene ®paHKo: Ham 6bino nHTe-
PECHO CHMMaTb MO NMPUHUMNY: «HT0
cnyumnTea, ecnm?..» YTo, ecnv ogHaabl
Npon30MaeT CoLmanbHbIn B3pbIB? 3T0
MOMET NMPOM30MTU rae YrofgHo — He
TOMBKO B MeKcKKe. Mbl yBraenm
nsukeHue Black Lives Matter — gare

B LLiTaTax cMTyauma B3pbIBOOMACcHas.
Ny dpaHLy30B — ABUHEHME «HenTbiX
HUMETOBY, U B Y1nn, u B TOHKOHIe — Mo
OpyriM npuymnHam. dymaio, B onpene-
JIEHHbIA MOMEHT B3pbIB rpAHeT. A 3aay-
MaJicA, KakuM oH byaeT. ViHoraa nioam
paccyaatoT HamBHO, FOBOPAT: «Hy 1
MyCTb FPAHET, Beb NepeMeHbl — 3T0
XOpOLLIO». Ho BCe MOXKET nepemMeHnThLCA
M K XydLueMy, MoToMy YTo onpeaeneH-
Hble CUIbl MOTYT MPUITK K BNacTu. Camu
3HaeTe, TOTaSIMTapHbIE PEUMBI HblHYe
B Mofe. lNprMeHeHWe BOMCK M NpumMe-
HeHWe BCcex CPeACTB ANA YHeCTOHeHWA
KOHTpOSA... TakUM 06pa3oM, Karabli1
Lar B HEBEPHOM HarpaeneHWn — 370
nepeMeHbl K XydLUemy.

- CpepcTtBa AnA KOHTPOA, KOTOpbIe Bbl
YMOMSIHY/U, U COBpPEMeHHble TeXHO0-
MM NOMoraloT yTBepAnUTbCA ToTanuTap-
HbIM perKuMam?

— 370 npocTo KolwmMap. Korda nATb net
Ha3a[ A Ha4MHaN NcaTb CLeHapuiA, 3To

aHTUyTONMM4yecKoe 6yp,y|_uee Ha3anocb
TakMM OaJ1ieknM, a NoToM, AieHb OTO OHA,

cTano npubnuaTbea. Ho Mbl, HaBepHoe,

BCe CMATUN, MOTOMY UTO Mbl bepeM
cBOV TeNedoHbI 1 BKIIOYaeM 3T0 pac-
no3HaBaHue nuL, obbABNAeM: «3HalTe,
KaK A BbIMMAMKY». «Y BaC eCTb 4OCTYMN KO
BCEM MOVIM 3/1eKTPOHHbLIM NMUCbMaM, KO
BCel Moe MHbopMaLmK, Ko BCEM MOUM
pa3roBopam». «f BCe BbINIOXKY B COLICETM

— MOKary BaM CBOM [iOM, CBOWX [eTeM».
BoT K 4eMy KaTuTCA MUp.

— MoKHo N1 cKa3aTb 06 3ToM $punbme,
yTo 370 6UTBa pabos c pabamn?

— BesycnosHo! Tak 1 ecTb. M HeobsA3a-
TenbHO pabbl — Te, KTO HKMBET 6eHO.
HekoTopble Noau NbITAOTCA TPAKTOBaTh
MOM WIbM TaK, C/IOBHO PEBOSTIOLMI0
yCTpamBaloT TofbKo 6eAHsAKM. Ho 3o

He BrosiHe Tak. PeBontoumio ycTpan-

BaloT He 6eHAKM, @ HeJoBoOMbHbIE. U
MOMHO, He byayyn abCoMOTHO HULLIMM,
BCE e HuTb begHo. A, no-moemy, Mbl
BCE BO MHOMMX OTHOLLIEHUAX — pabbl
HOBOro MuponopAgKa. lNo-mMoemy, Mbl
He co3HaeM, KaK 6/13Ko 3T0... B Kakoi
60/1bLLION CTEMEHM Mbl yHHe HIMBEM MpU
dbaLLm3me, HM1BEM B CTpaxe, KaK 4acTo
Mbl MPUHMMAEM peLLeHWA Noad AaBNeHU-
eM cTpaxa.
— UHTepecHo: Kak 6bicTpo MUpoycTpoii-
CTBO MOM{ET NMOMEeHATbCA?
— A yBepeH: ecnin ogHamdbl TaKoe
CIYYMTCA, 3TO NPOMU30MAET OYEHb Obl-
ctpo. Kto gyman, yto asureHne Black
Lives Matter HacTonbKO pa3BepHeTca,
0COBEHHO B YCIOBUAX NaHOEMUU U
KapaHTWHa? He npoLuno 1 MecAla, Kak
aKLMM HA4YanmMCh BO BCEX aMePUKaHCKIMX
LiTatax. Mo NepcoHarm *1BYT B CBOEM
3aMKHYTOM MUpPE, YCTPamBaloT Npa3f-
HWK — MrpaioT ceaabby. OHW OymaioT,
4TO BYPA HMKOrAa He rpsAHeT. A TaK 3To
1 BbIBaET.
- EcTb N1 B Bawwem ¢punbme nobegure-
11 1 NpourpasLLne?
—[Mo-MoeMy, HeT. TouHee, TEMHbIe CUTbI
6epyT BepX, HO HW OAMH W3 NepCcoHa-
YKel, KOTOPbIM Mbl COMEePEMBAEM, He
OKa3blBaeTcA nobeguteneM. BoT uto
creaoBano 6bl MOHATL MOAAM: eCTn
Mbl 1 jarnblUe NMoiaeM B 3TOM Hanpas-
NEHWK, OT 3TOro NpourpaioT Bee. Jliogn
06bIYHO [yMaloT: Korfa KareTcs, 4To
BCE MET COBCEM He TaK, XyHe yre He
6yneT. Ho oHu oLLmbaloTcA.

Unmepaoio senu Aca KonoduxcHep

u lMemp LLlenomuHHUK



BPATCTBO

KOHKY!

1[0V SN EIEOINeRE (5[0 KOTOA Mbl BbIN BPATBAMU (ONCE WERE

BROTHERS. ROBBIE ROBERTSON AND THE BAND) / PEXK. O3HWE PO3P

yrina C He3aMbIC/1I0BaTbIM
Ha3sBaHveM The Band He o4eHb
W3BECTHa MO 3Ty CTOPOHY
OKeaHa, M0 Ty — CYUTAETCA KY/NbTOBOM,
ocobeHHo B KaHape. BnipoueM, nocne
MepBoro rpOMKOro ycrexa Ha poauHe
MapHY HWUIn U TBOPUIK, B OCHOBHOM,
B CLUA. TaMm ke B 1976-M cocToanca
WX NPOLLAMLHBINA KOHLLEPT, YBEKO-
BeYeHHbI MapTHoM CKopcese B
[OKyMeHTanbHoM ¢punbme «lMocnen-
HWi1 BanbCy». Moty nonBeka cnycra
Cropcese npogiocupyeT dusibM 06
MCTOPWUM IPpynMbl, @ CTaBUT €ro MOJIo-
non pexmccep Oannen Poap.
[nAa poBecHnKoB Poapa KoHeL,
60-X, 0 KOTOPOM BCMOMWHAET INZEp
rpynnbl Po661 PobeptcoH, Bpe-
M#A 3MKUYHoe, 6oraTbIpcKoe, U cam
GUNBbM MOXOMK Ha TaKoW papUTETHBIN
«Kagunnak» — yMonompaumtesieHo
Z0POroi, 60/bLLON 1 KPaCUBbIN.
OH Me-efy1eHHO pa3roHseTcA, uaet
O4eHb POBHO, My1aBHO, yBepeHHo. OT
TaKoM MaLLMHbI He ¥aelLlb Clopnpu-
30B, OHa He [/1A PUCKOBOM e3bl. A
«Korga Mbl 6binu 6paTbAMU» — He
[NA PEHUCCEPCKUX IKCMEPUMEHTOB.
370 yBNEKaTENBHO paccKasaHHanA
UcTopuA BpaTCTBa NATU KaHALCKWX
napHeM, KOTopble OHaM bl OKa-
3a/ICb YHKe He CToMb 61M3KKM Opyr
apyry. VIMeHHo pacckasaHHas: Kagpbl
XPOHMKY, a YaLLe npocTo ¢poTorpa-
dum yepenyioTcA ¢ JoBpoOYLLIHBIMU

MOHOJ10raMy HeMOJTobIX JI0AeM.
Cpey H1X yNoMAHYTBIN MapTuH
Cropcese, 606 [unaH, IpmK KnenTtoH
v ap.

Be3pasgensHo connpyeT, KoHeYHo,
Po66u PobepTcoH: cobcTeeHHO,
ucTopuA BpaTcTBa 3By4MT B €ro Bep-
cuu. TeM, KTo Mano 3Han o The Band,
[l0CTaTO4HO HECKOJTBKO MUHYT B
ryrne, 4to6bl y3HaTb, YTO eCTb pyrvie
BEpCUM MPUYMH pacnaga rpynnbl 1
CropoB, NocneaoBaBLUMX 33 3TUM. Ho
[aHmen Poap He cTaBuT cebe Lenbio
€03[aTb Ha 3KpaHe NJIPanu3M MHe-
HW U U306PECTU KaKne-Nbo «ou-
Hble CTaBKW», 4a, B 06LLeM, 0c060 U
He C KeM: BTOPOW U3 HbIHE HUBYLLIMX
y4vactHuroB The Band B ¢punbMe He
nosenAeTca. Ml cnyiiaem uctopuio
0 TOM, KaK XopoLUM1e NapHW Noacenm
Ha HapKoTKKK, a Pob66um PobepTcoH
XOTen OBUraTsCA Briepes U He XoTen
HECTU «rePOUHOBbIA YEMOAAHY

(B PYCCKOM Ai3bIKe ECTb XOPOLLIMIA
TEPMUH — YeMofaH 6e3 pyukn). OK,
BO3MOMHO, TaK 1 6bino. B «Koraa Mbl
6b111 6paTLAMKY», B NI0OOM CyYae,
€CTb YTO MOC/TyLLATh — IT1aBHbIM
06pa3oM, obpasLibl aMepy1KaHCKOro
¢$onK-poKa, He TonbKo The Band, Ho
W UX OpY3bA, KOSIEru U COBPEMEHHM-
KW, B TOM Yuncne — bob OunaH.
HbIHELLIHWI OTLLIENBHWK M Hobe-
NEBCKMIN Naypear Ha 3KpaHe CKyn 1
HeMHorocsoBeH. Po66u PobeptcoH

MATUW* / Al

1 OCTalbHble paccKasblBaloT 0 HEM
ropasgo bonblLe: craBa KaHafCKoM
rpynnbl HAYMHaNack C Toro, YTo
OHM conpoBoXdanu Typ dunaHa
1965 roga - 1 3aKoHYMNack ToMKe
COBMECTHbIMM BbICTYMNIEHUAMM B
cepenmHe 70-x. BonbLuoi opyH6bI,
Cy[as o BceMy, He bbiro, coTpya-
HUYecTBO C [I1naHOM HpaBMIIOCh
He BCEM U CTano NPUYMHOM NepBbIX
pacKosoB B rpynre, Ho B ¢pusibMe OHO
BAPY NMOPOXKOAET TEMY, JaNeKylo oT
6yKonn4ecKoro foboBaHUA repoAMM
pok-6annag.
370 TeMa faBneHuA ny6nmKu. Npysa
OunIaHui u ctepeoTunos. The Band
CTanv Tov KoMaHaowW, KoTopaA
conpoBogana [unaHa B ero nepe-
X0fe OT YncToro Gosika K GOsK-poKy,
ny6/MKa 3Toro He XoTeNa, U UX CTa-
6UNBbHO OCBUCTLIBANM W 3abpackiBanu
6YTbITKAMK Ha BCEX KOHLIepTaxX Typa.
[na Monogon rpynnbl 310 cTano
YeM-To Bpofe «POLOBON TPABMbI»,
a0, YTo Takue xopoLuue, fobpeble,
[pYHHble NapHu BOPYr cOanuchb
HapKOTUKaM (No ¢punbMy nosyyaeTca
— BAPYF), TOXe Ha4MHaeT OLLYyLLATLCA
KaK «[aBneHue oXuaaHnin». Yto
. Bo3MoHo. MicTopua KynbToBbIX
pynn TOM 3MoXu TO U [OKa3bIBaeT:
yT06b! TE6A MONI6WNM — HaO 6bII0
6pocaThb TeneBn3opbl U3 OKOH OTe-
new, cTopyaTbCa U yMepeTb.

MapuHa Bonm
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MaHEM B «OKTAbpE»

CAMbIN I'TIABHbBIN BOCC
TEXHOBOCC (TECHNOBOSS) /
PEYK. "KOAH HUKONAY

— CueHapui «TexHobocca» Aae npeacTaBUTb cebe
TpyAHo. OH cywectBoBan? TaKoe oLuyLLeHue, 4YTo BCé
poXAaNoch NPAMO Ha CbeMOYHOM NJIoLLafKe.

M{oaH Hukonay: BoobLLie-To H1yero nogobHoro. Beé
6bI510 3apaHee HaMMcaHo, Mbl MHOMO PEMETUPOBAN, [OMTO
BbI6MPan NoKaLMK, roTOBUIM CheMKM B CTyauK. A niobnio
peneTVpoBaTh Nepes CbeMKkamu. B 31o Bpems s YyBCTBYIO
cebn cBoboaHee. Mbl BMECTe C aKTEPaMM MOMKEM YTO-TO
Npo60BaTh, MPUHUMATL HeMpaBUIbHbIE peLLeHnA. Ha Hac
He [aBAT OrpaHUYeHHbIe CPOKK. Mbl MOMeEM M306peTaTb
YTO-TO, YEro He HammMcaHo B CLieHapun. PeneTnuma aaioT
HaM YyBCTBO YBEPEHHOCTM, HEOOXOAMMOE /1A MMMPO-
BM3aLMM Ha noLLaaKe. To ecTb, 3T0 He YTO-TO COBCEM
croHTaHHoe. OcobeHHO B OTHOLLIEHWE HerpodeccMoHanos
— A OLLLyLLIAI0 OTBETCTBEHHOCTb 3a TO, YTOObI OHM YyBCTBO-
Ba/m cebA cBO6OAHO U yBEPEHHO, U Al Bbl HE CTar NMPOcUTL
WX MMMPOBU3MPOBATL B MPUCYTCTBUM TPUALATY YeNoBEK
CbEMOYHOM rpynMbl.

- Kak Bbl BbI6Upanu npodeccuio ans rnasHoro repon?
— Bcé Hayanock ¢ Toro, YTo MHe 3ax0Tenock NoHabnioaats
33 Y€/0BEKOM B CUTYaLIMK, NIULLIEHHOM COLMANBLHOMO
B3aVMOoZelCTBIA. TaK YTo BHaYare noABMIack MaLlmHa.
MHe xoTenock NoHabioAaTh 3a YeTOBEKOM, KOTOPbLIN
MPOCTO 0avH efeT. Bce Mbl Tak AenaeM, e3guMm B Janexve
noesgku. Tak YTo cHayvana NosABMMack MaLLivHa, a NoToM
yrKe — MpodeccrA KOMMEPYECKOIO areHTa, KOTopbIl
ZOJTHHeH MHOro e3auTh. [oToM yre chepa AenTensHOCTU
— OXpaHHanA cUrHanM3aumaA 1 BCE Takoe. MHe HpaBuTcA du-
3K4eCKoe OLLIyLLIEHWE OT MaLLIMHbI, HPaBUTCA, Kak MaLLMHbI
MOTYT B/MATL Ha Jitoaei.

- Ero Beb urpaet HenpogeccuoHanbHbIN aKTep,
BepHo?

— [a. [1ns Hero 370 NepBbIi OMbIT KaK B KMHO, TaK U
BOO6LLIe aKTepCKuiM. Koraa Mbl C MOWM CLIEHAPUCTOM pa-
60TanmM Hag TEKCTOM, Mbl ObINW YOEHKOEHBI, YTO Ha 3Ty POrb
notpebyetcA npodeccvoHan. B npeaplayLumx ¢puibMax

A 1CMO/b30Bas Kak NPOdECCUOHANOB, Tak U HOBUYKOB
BMeCTe, HO IT1aBHbIX repoeB BCeraa Urpanu Hempo-
deccroHanbl. Ha ceit pas A nckan onbiTHoro aktepa. Mol
nepenpoboBany MHOMECTBO apTUCTOB U Aare MeBLIOB.

Y MeHs BbIN10 TpW-YeTbIpe Bap1aHTa, HO BCE OHU MeHA He
MONHOCTbIO YCTPamBanu. M BoT ogHarabl Ha Be4epuHKe A
yBuaen Murena. OH xogun, pasroBapuBar, TaHLEeBas, M,
1 A rogyMan — nodeMy HeT? A npurnacun ero, oH caenan
[Be npobbl 1 BCE.

- Kak onpepgenutb aHp punbma? Kakue ctunuctuye-
CcKue 6apbepbl Bbl NblTaeTeck NpeoaoneTs?

—YecTHo roBops, A 0 TaKMX BELLI@X 0COBEHHO He AyMalo.

Y MeH#A eCTb repoiA, A 3Halo, KaK A Xo4y MPO Hero paccKa-
3bIBaThb. Y MeHA HET HMKaKOM MPOrpaMMbl OTHOCUTENBHO
HKaHpa W 3CTETUKM KMHO. OUbMa 3a1rpbIBaET C Knac-
CMYECKMM MIO3VKIOM, Be[lb repolt MHOro noet. Hasep-
HOe, 3T0 eAMHCTBEHHOE, YTO A MPUHNMAN BO BHUMaHME.
HacKomnbKo Mbl MOYKeM 61IM3K0 MOJOMTH K MIO3UKAY, a rae
HaM b6rrke ByOeT KnaccuyecKan My3bIKa... Tak YTO HaHp —

370 BOMPOC, CKOPEE, K BaM, YEM KO MHe.
Unmepaeto senu Aca Konoduxcrep u lMemp LLlenomuHHUK




noH ¢ ero nblWHbLIMKU OKpyrnbiMK
fienecTkamu HeceT B cebe noeto nio6su,
cYacTbA 1 6NaroQeHCTBUA 1 C AaBHUX

BPEMEH C/Ty{UT UCTOYHUKOM BLAOXHO-
BeHuA ana Chopard. C 2014 roga oH
CTan rnaBHbIM MOTUBOM OFpaHUYEHHOM
cepum L.U.C XP Esprit de Fleurier
Peony. OHa npu3BaHa NpoaeMOoHCTPU-
poBaTb pasHoobpasue XyO4oHeCcTBeH-
HbIX TEXHUK.

B HoBoOW Moenu #eHcKux yacos 13 18-
KapaTHOro PO30BOr0 30J10Ta, BbIMYLLIEH-
HOM B KOJNIMYECTBE BOCbMW 3K3eMIJIAPOB,
rNpeacTaBeHo OfHO U3 CaMbIX U3bICKaH-
HbIX peMeces1, KOTOpbIM BfaJeloT MacTe-
pa Chopard: uckyccteo ropsveit amasnu.
B3AB 3a cTunmcTMYeckmin obpasel,
60oraTo yKpaLlLieHHble KapMaHHble Yackl
13 My3ef Chopard L.U.CEUM Bo ®nepbe,
aMarbep M3rotoBus addeKTHLIN umudep-
6nar ¢ UBeTyLLMMI PO30BLIMU MUOHAMU
Ha cBeT/10-3e/1eHoM QoHe.

XpYMKWi 1 B TO e BpeMA MOSHbIN
YM3HW NUOH, NI0BUMBIN LIBETOK conpe-
3uaeHTa Chopard Kaponutbl Londene,
BOMJIOLLAET B cebe uaeto npouseTaHus,
YeCTU U CIYHUT Npea3HaMeHoBaHWEM
yaauu.

7 3NOOPUA

BVIDOOPUA HABAHKOEHI

OHAMBO (JUMBO) / PEXK. 30U BATTOK

aHHe OKOJ10 TPUALATH, OHa

YKMBET C MaTepbio B MaJieHbKOM

ropofiKe Ha rpaHue benbrum
u JTioKkceMbypra, U ceroHaA ee nepBbii
pabounii feHb B KavecTse YOOopLUMLLbI
B MECTHOM NapKe pa3BneYeHui. Mx oT-
HOLLIEHWA MPEKPacHO XapaKTepu3ytoTcA
TeM HaKTOM, YTO YTPOM MaTb YMaKoBbI-
BaeT AA HaHHb! TaH4Y60KC, caMoM4YHO
OTBO3WT B NapK 1 oboapstoLLLe yBepAeT,
4TO Ta 06A3aTeNIbHO HAMET HOBbIX
apy3en. U pencteutensHo, HECMOTPA Ha
ee 3aCTeHYMBOCTb, K HHaHHe HaunHaeT
3aXarKuMBaTb ee HayasbHUK, HO JeByLLKe
3T0 He 04eHb UHTEPEeCHO. 3aTo oAHaM bl
BO BpeMA HOYHOM CMeHbI BHUMaHWe
HaHHbI NpYBEKaeT 0WH U3 aTTpaKLm-
OHOB — 0Ha byfeT Ha3bIBaTb ero [Jam-
60. [No BceM poMaHTU4YECKUM KaHOHaM
OH [1aKe CriacaeT ee, U 3T0 CTaHOBUTCA
Ha4asioM 04eBUHOIO BlleYeHUsA — Mo-
Hayasny BOJTHUTENIbHO OJHOCTOPOHHErO,
C GprIMPTOM, MHOMO3HauUTESIbHBIMU
B3Maxamu PeCHUL, U OXKUAAHWEM, 3aTeM
— He MeHee BOJTHUTESILHO B3aMHbIM. B
COHHOM LIapCTBe MeJIeHbKOM0 ropojKa
rUraHTCKas, MepenvBaloLLanca pas-
HOLIBETHbIMM OMHAMM MaLLMHA B NPAMOM
CMBbICSIe C/I0Ba OCBELLAeT Hu3Hb H{aH-

Hbl, HO, KaK Yy Nlo6oM1 TakHOM CTpacTu,

y 3TOr0 poMaHa, KOHeYHo, HanayTcA
NPOTUBHUKM.

MoBepxHOCTHOe onucaHue CloxeTa
¢dunbMa 3om ButTok obeluaer, ¢ ogHom
CTOPOHbI, BO3MOXHOCTb MeJiofpa-
MaTWU4eCKON MUKAHTHOCTU, C ApYron

— Y4ero-To U3 pa3paaa TeEXHOreHHoM
nopHorpaduuHoctn [amaa KpoHeH-
6epra, Ho Ha aene «[1KaMb0o» He MmeeT
0C060r0 OTHOLLIEHUA HU K TOMY, HU K
opyroMy. MonHoMeTparHbI aebiot
BuTTOK, NpeMbepa KoToporo cocToAsach
B Hayarne roga Ha CaHfaHce, 6onee Bce-
ro pudMyeTcs € Apyroi «MarnonuTpar-
HOWM», HO BaXKHOW KapTUHOW HeJaBHEro
BpeMeHu — «[1opTpeT OeBYLLKM B OFHE»
CenuH CbAMMa, C KOTOPbIM «[]Kamb0»
POZHUT B TOM YMCIIE KaCTUHI UrpatoLLemt
TyT H{aHHy Hoamu MepnaH. Kak u «[lop-
TpeT», GunbM BUTTOK M3ALLHO M3beraeT
MOMEHTOB, KOTOpble MOMn 6bl yBECTU
[OelcTBUE B CTOPOHY CEHCALIMOHHOCTHU,
paccKasbiBafA UCTOPUIO, IAe PacKpbIThe
CBOEW CeKcyanbHOCTU MOMET OKa3aTbcA
TOMOECTBEHHBLIM 0CO3HaHMI0 COBCTBEH-
HOMy *Kun3HeHHoro nyTu. Mpexae Bcero
— 3T0 UCTOPUA NPUHATUA MHAKOBOIO, U
B KOH}JIMKTE MaTepu C Jo4epblo POMaH

nocnefHer ¢ MaLMHOM 3aHNMaET He
CaMylo LIeHTPOBYIO MO3ULMIO.
Bmecto oueBuaHoro Bpoae 6b1 Kpo-
HeHb6epra, ropoAoK Ha benbrucKo-
NOKCEMOBYPICKOM FpaHuLe Y Buttok
HEKOTOPbIM 06Pa30M OTCHINIAET YHE K
JINHYy — He TOMLKO B CMbIC/IE aHTYparKa
C TPEBOKHbBIMY JIECHBIMW MaccMBaMm
1 06LLeN SKCLEHTPUYHOCTBIO MECTHBIX
HUTENEWN, HO U B KOHTEKCTE TOro, KaK
aBTOPbl HEMHOO UCMOABOJIb MPOLLYYMbI-
BalOT FPaHMLLY MHOMO CBOMCTBA: MEMAY
peanbHbIM U COPPEASTUCTUYECKUM.
MuctuupamMa B MPUBBLIMHOM MOHUMaHUK
TYT, BNPOYEM, HeT — CKOpee 3TO BbIXOf,
3a npefAenbl NPUBLIYHBIX KaTeropui, rae
Teno He NPOTMBOMOCTAaB/AETCA MeTay,
¢daHTa3nA — Npo3e HunsHu, a nioboBb —
cTpacTu. ButTok — 1 BMecTe ¢ Helh Hoamu
MepnaH — nepeaeT TpeneTHOCTb 3a-
POXOAIOLLMXCA OTHOLLEHWUI C HEeBEpOAT-
HOW KMHEMaTorpaduUECKOM HEKHOCTBIO
1 MAKWMM 3POTU3MOM, W JIULLIb Ha MUIT-
NMMETP cAaeT No3WLMK, Koraa poMaH
repoes BXo4uT B 6onee 3penyio dasy:
B KOHLIe KOHLIOB, HU4ero pagvKanbHo
HOBOI0 B pamMaTyprum ceKca 3a Bce 370
BPEMA He NpuayManu.

Onv2a ApmeMbeca
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I'OCVD,APCTBO KOMAPOB (MOSQUITO STATE) / PEHK. @M AH PbIMLLIA

- To, 4T0 Bbl HaM NMOKa3biBaeTe — anoKanuncuc?
Qunun AH PeiMwa: B KakoM-To cMbicne. CueHapui A n-
can B 2017 rogy, Ho cuTyaumMA o4eHb noxora Ha 2020-1. A
Zyman: «B 4eM-To TOT MVp NporHWn, emy TpebyeTcA nepe-
3arpysKan». 370 W NMPOVCXOOMT, TaK HTO GUIbM U1 BrPAMb
MPO KOHEL 3Moxw, MPo 060CTPEHHOE YyThe Ha TaKue BELLN.
O4eBMAHO, NAHAEMMA W Te KoMapkl B GUIbMe — 3T0 YTO-TO
6rm3Koe... Hanmuo o4eHb CTpaHHOe CoBMaaeHne CobbITUIA.
O6bI4HO HadeeLLbCA, YTO GUbM NOABUTCA B MPaBUbHbIN
MOMEHT, W1, M0-MOEMy, MHe 04eHb MOBE3/10, MOTOMY YTO
3T0 GWUNBM 0 HU3HM Ha CaMOM30MALMM, 0 6one3HU. OueHb
CTpaHHO CebA YyBCTBYELLIb OTTOrO, YTO OH BbIXOAMUT Ha
3KpaH MMEeHHO celtyac.

- Kak BaM yganocb Tak ¢pUnurpaHHo cHATb HaCEKOMbIX?
— KomapoB TpyaHo 6b110 3aneyatneTs NpaBusbHO M Ha
YPOBHE Xy[OHECTBEHHOM HOPMbI, U B YNCTO TEXHUUECKOM
CMbicne. MaKpoCheMKa TOro, Kak OHM OTKNAAbIBAIOT AL,
[Janack HenpocTo. Hy 1, KOHeYHo, AA NONYMLL, KOMapOB U
TOMY Moo6HOr0 TPebyeTCA COBEPLLIEHHO APYroi ypoBeHb
KOMMBIOTEPHOI aHMMaLMK. B ocobeHHOCTV noToMy, YTo
HYH{HO 3ameyaTeTb, YTO Polt KOMapOB 061aaeT HEKUM
KOJIEKTMBHLIM CO3HaHWEM — OHW BeAb BeayT CebA Moyt
KaK NTULpI, U UX MCK... Beb KoMapbl — 04eBUaOHO, B YEM-

CMEKTP OTTEHKOB. [11A MeHsA 1 KoMapbl, 1 Hebo — CUMBOSTbI
TOrO, YTO NPOUCXOAMT C FePOeM, C ero CO3HaHMeM, CUMBO-
Nbl €ro0 MeTaMopdo3bl, 7o IMYHOCTHOMO PocTa.

- Bbl npocunu akTepa urpatb unu He urpatb? Pearmpo-
BaTb Ha Bac UM HeT?

— Al BbIbpan Bo 3a ero camooTtaavy, 3a 3HTy3uasMm,
KOTOPbIM OH OTHECCA K CLieHapWIio, MOTOMY YTO BHELLIHE OH
O4eHb HEMOXOrK Ha CBOero NnepcoHarka. A He 3Han, Kak
eMy yaacTcA NepeBonIoTUTLECA... TYT AeNno 3a JOBEPHEM,
Ha[Jo NMPOCTO CKasaTb aKkTepy: «J1adpl, 4aBali MpbIrHeM B
3Ty 6e31Hy BMeCTe, U Mbl 063 [0/ HbI [LOBEPUTLCA ApYr
Jpyry, 4aBalt BCTYMNWM Ha 3TOT NyTby. U ero dusmndeckoe
NepeBOMIOLLIEHE, U TO, KaK OH pa3Bun 06pas nepcoHa-
¥Ka — NMpocTo YTo-To HeBeposTHoe. C LLlapnoTToi npouecc
ObI1 B LIENIOM TOT e, €6 PEKOMEHL0BANM CMELMANICTLI Mo
KaCTUHIY, U Mbl HUKOTAa He BUOeNv Apyr Apyra B peane

— TONLKO Mo cKaiiny. Ho A yBuaen ee TakuM o6pasoM
HECKOJTBKO Pas3, 1 0Ka3anock, YTo Nepeo MHOM — CUpeHa.
OHa nonHaA NpPOTUBOMONOMHOCTL Pryapaa, repod bo.
MHe TpeboBanack aKTpuca, KOTOpanA OKOMOBLIBAET BCEX
MIHOBEHHO. Mbl [OMHKHbI YyBCTBOBATHL €€ OTCYTCTBUE B
Kagpe. Hazo, 4tobbl oHa, NOABMBLLIMCE, BCEX 3aTMUNa, U
Kor[a OHa BbIXOAWT M3 KaZipa — Mbl TOCKYEM M0 Helt BMecTe

MaHEM B «OKTAbpE»

TO NPOEKLIMA HAaCTPOEeHNA BOBHE. Onm OIMLIETBOPAIOT HEKOE  C MePCOHaraMN.
COCTOAHME OyLUn. Tae MCTopKA C He60M: OHO MOCTOAHHO
MEHSAIO LBET — OT ThMbl [0 JIEMKoro 6eoro TyMaHaq, BeCb

Unmepaoio senu Aca KonoduxcHep
u llemp LLlenomuHHUK

NPOTMBOBEC CTaTUKe 1 BEYHOMY MOKOI0 BUNM3aLMen 1 3a0encTBoBan AA 3Toro
H E 5 EC A O E ETO B A H H bl E MOPA W rop — fepraHblil pUTM ABMMKEHUA  MPaHAMO3HBINA apceHan — BRIOYaA Koc-

CTpOUTENbHbIX MaLLIMH, BETOHHBIX H/TOKOB  MUYECKUIA Kopabsb. [OMOLLHWKOM cTan
OHVMEHTAﬂbHOFO KMHO W CTanbHbIX KOHCTPYKLIWIA. KocMoHaBT AHTOH LLIKannepos, yporeHeL,
HPbIM HEBECHbIVI / PEMKVICCEP CEPTEV JEBUHKEB

ELle ogHWMM «npoTMBOBECOM» HEBU- CeBacTononsi. YHacTBylOT TaKKe Kopabnu,
HUMOMY 1 BEYHOMY CTAHOBATCA JII0AM: noABoAHble SI0AKKW, CAMONEThL...
€C/IM 3T0 PUIypbl OTALIXAOLLMX USU Kctatu, o camoneTtax. B ogHom us
cTpouTenei, To [lebures v UM Npuaaet CLieH BoZoa3bl 400 obniavaloTca B
[J0J110 Yan/IMHCKOro ycKopeHuA. Ecin KOCTIOMbI, CMYCKAaIOTCA Ha HO MOPCKoe U
3TO KpYrHbIe MAaHbl NnL, To, BUAUMO, [ernoBuTo obcneayloT TaM aBuananHep,
YMCTOM 3PESTULLIHOCTU, HO 3PUTENAM  «TOBOPUJTBHION. 3a[aHHan peXmccepoM 3afada — AepKatb  Mocse Yero NoaHMMAaloTCA Ha Kopablib.
py6erka BeKOB 3TOro 6b110 4OCTAaTO4HO. B «KpbiMe HebecHOM» OH NMpUXoauT K YNbIGKY, M caMoe LieHHOe — MrHOBEHMA, Mo 6opTOBOMY HOMEPY, MEJIbKHYBLLIEMY
TeM, KTo BrepBble YBUAUT KpbIM B TaKOM YMCTOMY MOJTHAHWIO, XOTA 3TO HE COBCEM KOr[ia YesloBeKy 3T0 He YOAEeTCA: YCMELLKa,  Ha Kpblfie, MOMHO «MPO6UTb», YTO 3TO
YOMBUTENTBHOM MHOM006Pa3mnm — TOMKe. KOPPEKTHO: peyb U3pefKa 3BY4UT, HO rpuMaca, CMATeHHe. AH-24, 3aTONMEHHbIV B Ka4ecTBe Noa-
Moe3ny [lebuesa, KCTaTh, ToMe eCTb, 3T0 CTPaHHbLIM 06Pa30M UCKarKeHHanA B MHTepBbIo, CONPOBOMAAOLLMX CHEMKM BOZHOIM0 Napka. Peruccep e npegno-
HO 3TO He TO, YTO Mbl MPUBbLIKNN BUAETb. ¢poHorpamMma crapoi ¢d133apsgkm no — OHW NPOAOSKANMCHL NoNTopa roaa, — YUTAET HUYEM He 0B BACHUTL PYTUHHYIO
KaKol-To cTpaHHbIf arperar ¢ BaroHeT- paguo. MNop Hee waratoT paboTAru — Te, peMuccep roBopui o HeobXoanMoCTH npvpoay 3ToM aHOMasium, U Takom
KaMu, KOTOPbII e30MT MO NepeLBUHKHLIM KTO CTPOMT KpbIMCKMiA MOCT. «MHaY- pacckasartb Mupy o KpbiMe. Mo KpaiiHel 3MM304 He eAVHCTBEHHbIV: KpbiM npes-
penbcaM. 3To Takue KpyBbIe-KOChle CTpuanbHaA» YacTb 3pennLLa He MeHee Mepe, o ApyroM KpbiMe, He 3anATHaHHOM CTaeT TOW KOHCTaHTOM, BONPOCh! KOTOPOW
pesnbChbl, KOTOPbIE MYMUKM MMHKaMU Mepe-  BaXKHa, YeM «NPUPOAHan», XOTA U peLlie-  MosUTUYecKMMM criopaMu. OH Bbi3Banca He Hy)KJal0TCA B OTBETax.

b0 6l 6aHANLHOCTLIO BCMOMUHATL — paccKasbiBaTh C Hyfif, HO fae Toraa
«MpubbITvie Noe3ga...» Kak 0bpasel,  peruccep He NpeBpaLLaeT KapTuHy B

MeLLIaloT B NPOCTPaHCTBe, Koraa noesay Ha B MPUHLMNMANLHO APYrol MaHepe: B NpeLcTaBuTh NOMYOCTPOB OTAENLHOM Ly- Mapura Bonm
Hafl0 exaTb fleBee UK npasee. Penbcbl .
neraT Ha oToweHnAx conm. Moespsosn | |

COfb. 3BY4UT BCE 3TO CKYYHO, a BbIMAQUT
YMOTOMPaYnUTENBHO — Urpa CoJHLA B
KpUCTanmnax 1 nyax, npudyoMeas reo-
METPWA TEHEN C BbICOThI YyTb HUMHKE MTU-
Ybero noseTa, CaMmun BaroHETKK, KOTopble
TOJTKAIOTCA CMELLIHO, KaK UrPYLLIKM.

Cepreit [lebueB — He TOT persuccep,
KOTOPbIiA NIOBUT MHOTO 06BACHATB, Aare
Koraa 6e3 061bACHEHWIA, Ka3anoch 6bl, He
oboiTtuck. Ecnm 3putens 6onee-meHee
MOHMMAET, KTo TaKol KypexuH («Ceprei
KypexvH — YenoBeK, KOTOPbIN U3MeHUS
Mup», 2011), 1 HaBepHSAKa fakKe Nogro-
TOBMEH K 3peNLLY KaKUMU-TO TUYHBIMU
OXunaaHuAMK, To, Hanpumep, MeaH Cono-
HeBWY, KoTopoMy noceALLeH «[MocnegHui
pbiliapb uMmnepum» (2014) — IMYHOCTD,
KoTopyto [lebuKeB BriepBble OTKpLIBAET
ana 99% sputeneit. O HeM Hajo MHOMO



THE BARREN BRIDE/

RUKUNI KOINA

MAIN COMPETITION
DIR. JADAB MAHANTA

A girl named Gunati is watching melancholically as the
villagers joyfully gather around another girl: her period
has arrived - in this region, puberty is celebrated as a
sign of potential fertility with a festive ritual. But Gunati,
due to unknown circumstances, still doesn’t have her
period, so her chances for relationships are vague. Her
friend Kadam (played by screenwriter Prodip Borah) is
tortured by the family over a potential marriage. Kadam
follows the voice of the heart and proposes to Gunati,
which she would gladly accept, but, according to the
rules, she must first inform the groom of her issue,
which gradually grabs the attention of the entire village
and becomes a topic of gossip.

Jadab Mahanta'’s debut opens with a caption —a
historical insight into the tragic circumstances of the
state of Assam in the North-East of India, where the
director himself comes from and where the action

of "The Barren Bride" takes place. According to the
authors, the state, which has become a hotbed of
senseless violence since the 1980s, is still full of vari-
ous prejudices and superstitions that stigmatize those
most vulnerable. Despite the action of the film taking
place in our time, the echoes of the aforementioned
traditions are still palpable in “The Barren Bride”, con-
trary to the generally light mood of the film. But the
lightness vanishes closer to the end as a rather painful
analysis takes its place.

Even to the viewers unfamiliar with the non-Bollywood
part of modern Indian cinema, but diligently reading
world news, it would become obvious - the problems
mentioned in Mahanta's film are both very local and
quite universal. Several heroines of the film at once
(including Gunati's constantly present in the back
sister-in-law — a sad girl with a piercing gaze, whose
story is revealed gradually) - find themselves trapped
in the traditional patriarchal society. Reducing a classic
melodramatic plot (they love each other, but - fill in

the gap — the circumstances won't allow them to be
together) to pure physiology is an interesting dramatic
move, and is very symptomatic in this context. It is no
coincidence that the authors repeatedly focus on what
is commonly called corporality — whole scenes are ded-
icated to body movements, rhythmic ritual dances, and
varicoloured carousels of saris. The ritual itself leaves
an almost hypnotic impression, which overshadows the
very meaning of the ritual and the fact that, perhaps,
this meaning has never been really there - contrary to
the cavalcade of ruined lives.

NEW ORDER/

NUEVO ORDEN

812 FILM
DIR. MICHEL FRANCO

Marina Bolt

- Was it hard working on a film about something yet
unknown?

Michel Franco: It was curious for us to make a film
thinking “What happens if...?". What if there’s a social
blow-up one day? It could happen anywhere — not
only in Mexico. We have seen the Black Lives Matter
movement — the atmosphere in States is hazardous.
France, too, — with Yellow Vests movement; same
with Chili, you know. And Hong Kong - for other
reasons, though. | think at some point there will be
an explosion, so ... | wondered what it would be like.

Sometimes people are naive, they say: "Well, let it
break out because the change is good." But everything
can change for the worse because certain forces can
come to power. You know that totalitarian regimes are
a thing these days. The use of troops, and the use of all
means to tighten control... Thus, every step in the wrong
direction is a change for the worse.
— Means of control you mentioned, modern
technology - do they help the totalitarian regimes?
- It's simply a nightmare. When | started writing this
script five years ago, this dystopian future seemed so far
away, and then, day by day, it began to draw closer. But
we're probably all nuts because we take our phones and
turn on this face recognition or object recognition, and we
announce "Let the world know how | look'"... "You have
access to all my emails, to all my information, to all of
my chats". "l will post everything on the social network — |
will show you my house, my children, | will show you
everything." This is where the world is heading.
- Could one say that the film is about the addicts
fighting the addicts?
- Certainly! That's the way it is. And the addicts are not
necessarily those living in poverty. Some people try to
interpret my film as if it's only the poor who need the
revolution. But this is not entirely true. The revolution is
not arranged by the poor, but by the dissatisfied. And you
can still live in poverty without being exactly poor. And, in
my opinion, we are all, in many ways, victims of the new
world order. In my opinion, we do not realize how close
itis ... To what extent we already live under fascism, live
in fear, how often we make decisions under the pressure
of fear.
- | wonder how quickly the world order can change?
— | am confident that if it happens one day, it will happen
very quickly. Who would have thought the Black Lives
Matters movement would expand so much, especially
amid a pandemic and quarantine? Less than a month
later, the event started happening in all American states.
My characters live in their own closed world, they plan a
holiday, they have a wedding. They think the storm will
never strike. And so it happens.
- Are there winners and losers in your film?
-l don't think so. More precisely, the dark forces are
taking over, but none of the characters we empathize
with turns out to be the winner. This is what people
should understand: if we continue to go in this direction,
everyone will lose from this. People usually think: it
seems that everything is going entirely wrong, it can't get
any worse. But they are wrong.

Interview by Asya Kolodizhner

ONCE WERE
BROTHERS:
ROBBIE ROBERTSON

AND THE BAND

DOC TARY COMPETITION
DIR. DANIEL ROHER

A band with a funny name — The Band - is not very
popular in Russia, but is considered iconic overseas,
especially in Canada. However, after the first big success
there, the guys moved to live and work in the United
States. There they had their farewell concert in 1976,
documented in Martin Scorsese’s "The Last Waltz".
Nearly half a century later, Scorsese produces a film on
the band's history directed by young filmmaker Daniel
Roher.

For Roher's peers, the end of the 60s, recalled by the
leader of the group Robbie Robertson, is an epic, heroic
time, and the film somehow resembles a rare Cadillac -
breathtakingly expensive, colossal, and beautiful. It ac-

celerates slowly, moves smoothly and with confidence.
One doesn't expect surprises from a motor like this, it

is not for a risky drive. And "Once Were Brothers" is not
about directorial experiments. This is a fascinatingly
narrated story of a brotherhood of five Canadians, who —
as it turns out — were not so close. It is narrated through
chronicle footage (more often - just photographs),
mixed with hearted monologues of middle-aged people.
Among them are the aforementioned Martin Scorsese,
Bob Dylan, Eric Clapton, and others.

Robbie Robertson is, of course, the frontman: we hear
his version of The Band story. For those not familiar
with The Band, a few minutes on Google are enough

to find out there are other versions of why the band

split up. But it is not Roher’s goal to show the variety

of opinions or re-invent confrontations: it is not quite
possible as the only other living member of The Band is
not shown in the film. We witness a story of good guys
getting hooked on, while Robbie Robertson wanted

to move on and didn’t want to bear this cross (there's

a good expression in Russian - a suitcase without a
handle). Ok, maybe this is the truth. Anyhow, “Once
Were Brothers” offers plenty to listen to: mainly samples
of American folk-rock, not only The Band, but also their
friends, colleagues, and contemporaries, including Bob
Dylan.

The Nobel prize winner — now living a pretty secluded
life — is frugal with his words on the screen. Robbie
Robertson and his colleagues are more chatty: they talk
of how the fame of the Canadian band arose after they
accompanied Dylan's 1965 tour — and ended with their
joint performances in the mid-70s. Apparently, there
was no great friendship, not everyone enjoyed the col-
laboration with Dylan, and it caused the first splits in the
group, but in the film, it suddenly proposes a theme far
from the idolatry of the rock stars.

A theme of public pressure. A load of expectations
and stereotypes. The Band was the one to accompany
Dylan’s transition from pure folk to folk-rock, and the
audience wasn't a fan: they were constantly booed
and bottle-thrown at all concerts on the tour. For the
young band it became a kind of "birth trauma", and the
fact that such good, kind, friendly guys suddenly sur-
rendered to drugs (it looks like something very sudden
in the film), also begins to feel like "pressure of expec-
tations". Well. Perhaps. The history of the iconic bands
of the era proves that you have to throw TVs out of the
hotel windows, hang around, and die to be adored.

TECHNOBOSS

SPECTRUM
DIR. JOAQ NICOLAU

- It's difficult even to imagine the script of
“Technoboss”. Did it exist? The impression is that
everything was born on the set.

Jodo Nicolau: Actually, nothing of the kind. Everything
was written beforehand, we had many rehearsals,
selected our locations carefully, prepared studio sets. |
like rehearsing before the shooting. | feel more freedom
this way. We can try something together with the actors,
can take correct decisions. We do not feel the pressure
of the time limit. We can invent something that was

not written in the script. Rehearsals give us a sense of
confidence which is indispensable for the improvisation
on the set. That is not something totally spontaneous.
Especially when it concerns non-professional actors. |
am responsible for ensuring that they feel confident and
free. | would not ask them to improvise in front of a crew
of 30 people.

- How did you choose the main character’s
profession?

- It all began with my desire to watch a personin a
situation devoid of any social interaction. So, the car



appeared first. | wanted to observe the person who was
driving alone. We all do it, we all go somewhere far. So
the car came first, and only then the job of a sales agent,
who has to travel a lot. Then came the security alarm
business, etc. | like the physical feeling of driving a car, |
like the way cars can influence people.
- The character is played by a non-professional
actor, isn't he?
- Yes, it's his first experience in cinema and the first
acting experience. When my scriptwriter and myself
were working on the text, we were sure that we would
need a professional. | have previously worked with
both professionals and non-professionals, but the main
characters were always played by non-professionals.
This time, | was looking for a professional. We
auditioned a lot of actors, even singers. | had three-four
candidates, but | wasn't completely sure about any
of them. Then once, at a party, | saw Miguel. He was
walking around, chatting, dancing, and drinking, and |
thought, why not? | invited him, he made two tests and
that was it.
- How would you define the genre of the movie?
What stylistic barriers did you try to overcome?
— Frankly, | don't think about such things. | have a
protagonist, | know how | want to tell his story. |
don't have any agenda concerning the genre and film
aesthetics. The movie is toying with the musical genre
because the protagonist sings a lot. This was probably
the only thing that | took into consideration. When shall
we get more into musical style and when classical
music would be more appropriate... So, the question
about the genre should be addressed to you rather than
to me.

Interview by Asya Kolodizhner

and Peter Shepotinnik

JUMBO

EUPHORIA OF DELUSIONS
DIR. ZOE WITTOCK

Jeanne is about thirty, she lives with her mother in a
small town on the Belgium-Luxembourg border, and
she is just starting her new job as a cleaner at a local
amusement park. In the morning her mother packs
Jeanne a lunchbox, gives her a ride to the park, and
encouragingly assures that she will definitely find
new friends — and it perfectly depicts their relation-
ship. Indeed, despite her shyness, her boss begins

to pay attention to Jeanne, but she doesn’t seem
interested. One night, Jeanne's attention is drawn to
one of the carousels —she will later call him Jumbo.
According to all romantic canons, it even saves her,
and it becomes the beginning of an obvious attraction
- worryingly one-sided at first, with flirting, eyelash
fluttering, and expectations, then —no less excitingly
mutual. In the sleepy kingdom of a small town, a
colossal machine, shimmering with colourful lights,
literally illuminates Jeanne's life, but, like every se-
cret passion, this love story will find its contradictors.
A brief description of “Jumbo” plot promises, on the
one hand, a possible melodramatic amativeness, on
the other — some kind of technogenic pornography in
David Cronenberg style, but "Jumbo”, in fact, is none
of those. Wittock's feature debut — which premiered
earlier this year at Sundance - syncs better with an-
other low-key yet important recent production - "Por-
trait of a Lady on Fire" by Céline Sciamma; additional-
ly, both films star Noémie Merlant. Just like "Portrait,"
Wittock's film gracefully avoids moments that could
possibly turn the movie into a cheap thrill, telling a
story of how acknowledging one’s sexuality might be
consonant with acknowledging one’s life path. It is -
first and foremost — a story of accepting something
different, and a love story of a girl and a tilt-a-whirl is
not the main reason in generational conflict.

Instead of the seemingly obvious Cronenberg, the
town on the Belgian-Luxembourgish border some-
how refers to Lynch - not only due to its setting, with
disturbing forests and the general eccentricity of the
local residents, but also due to the parallel with a hid-
den border between the real and the surreal. However,
there is no mysticism in its usual sense here - rather,
it is going beyond the usual categories, where the
human body is not opposed to metal, fantasy - to the
prose of life, and love — to passion. Wittock — together
with Noémie Merlant — exhibits the shivers of the
new-born romance with transcendent cinemato-
graphic fondness and gentle eroticism, and only loses
momentum a bit when the love story fully develops -
after all, one cannot re-invent the art of sex.

Olga Artemyeva

MOSQUITO STATE

8 12 FILMS
DIR. FILIP JAN RYMSZA

— Are you showing us the apocalypse?
Filip Jan Rymsza: In some way. | wrote the script
in 2017, but the situation is very similar to 2020. |
thought, "In some ways, that world is rotten, and it
needs a reboot." This is what happens, so the film is
really about the end of an era, about a heightened flair
for such things. Obviously, the pandemic and those
mosquitoes in the film are something similar... There
is a very weird coincidence of events. Usually, you
hope that the film will appear at the right moment,
and | think | am very lucky in a way because this is a
film about living in isolation, about the illness. It's a
strange feeling that it comes out right now.
- How did you manage to film the mosquitos in
such a skilful way?
— It was difficult to capture the mosquitoes correctly
both artistic— and technique-wise. Macro photography
of the mosquitoes laying their eggs was not easy.
And, of course, all these hordes of mosquitoes and
the like - this requires a completely different level of
computer animation. Especially because you need
to capture that a kind of collective consciousness a
swarm of mosquitoes has - after all, they behave
almost like birds and their squeak... After all,
mosquitoes are a projection of the mood outside. They
embody a certain state of mind. The same story with
the sky: it constantly changed color — from darkness
to light white fog, the whole range of shades. For
both mosquitoes and the sky are the symbols of what
is happening with the hero, with his consciousness,
symbols of his metamorphosis, his personal growth.
- Did you ask the actor to act or not to act? To
react or not to react?
— | chose Beau for his dedication, for the enthusiasm
he had towards the script because outwardly he is
very different from his character. | didn't know if he
would be able to reincarnate... It's about trust, you
just have to tell the actor: "Okay, let's jump into this
abyss together, and we both must trust each other,
let's get there". Both his physical transformation and
the way he developed the character is just something
incredible. With Charlotte, the process was basically
the same, she was recommended by the casting
experts, and we never saw each other in real life —
only via Skype. But | watched her several times, and
she turned out to be a Siren. She is the complete
opposite of Richard, Beau's hero. | needed an actress
who bewitches everyone instantly. We must feel her
absence in the frame. It is necessary that she, having
appeared in the frame, overshadows everyone, and
when she leaves the frame, we miss her along with
the characters.

Interview by Asya Kolodizhner

and Peter Shepotinnik

manege in «octyabr»

CELESTIAL

CRIMEA

DOC TARY COMPETITION
DIR. SERGEY DEBIZHEV

It might seem like a bit of a cliché to bring up “The
Arrival of a Train” as an example of a pure specta-
cle, but it is true that for the viewers at the edge of
the centuries it was really it. The same goes for the
audience who will see Crimea for the first time with
such an exciting variety. A train is also featured in
Debizhev's film, but it's not at all the same as what we
are used to seeing. Instead, it's a strangely looking rig
equipped with trolleys, moving along the rails. And,
when the train needs to go more to the left or to the
right, the rails are pushed by some men. The rails lay
on saline deposits. The train is carrying salt. It might
sound kind of boring, but looks absolutely stunning -
the sun rays playing in crystals and puddles of water,
exquisite geometry of shadows from the bird’s eye
view, the trolleys themselves that are being pushed
funnily as if they were toys.
Sergey Debizhev is the kind of director who likes
explanations even in the cases that seemingly call for
those. If the audience is mostly aware of who Sergey
Kuryokhin (“Sergey Kuryokhin - A Man Who Changed
the World", 2011) is, and is probably even prepared for
the spectacle by some personal expectations, in case
of “The Last Knight of the Empire” (2014), 99% of the
viewers discovered Ivan Solonevich for the first time. In
this case, it's necessary to explain a lot of things from
scratch, but even then the director doesn't let the film
turn into a “talkfest”.
In “Celestial Crimea”", he resorts to pure silence, even
though the definition isn't quite correct: speech is still
briefly present here in the form of a distorted radio
phonogram of old physical exercise sessions. It's the
soundtrack accompanying the working building the
Crimean Bridge. The “industrial” part of the spectacle
is almost as important as the “nature” one, even though
it's depicted in a vastly different way: in the contrast
with the statics and eternal calm of the sea and the
mountains, we are presented with a jittery rhythm of
the moving construction equipment, concrete bricks,
and steel frameworks.
One more contrast with the still and eternal become
people themselves: when showing the tourists or the
workers, Debizhev tends to give them a Chaplin-style
boost. When it comes to close-ups of the faces, we can
only guess that what we see is the director’s task of
keeping the smiles on, and the most precious moments
become the ones where a person can't keep a straight
face anymore.
In the interviews that accompanied the shooting, which
took about a year and a half, the director talked about
the necessity to tell the world about Crimea. Or, at
the very least, about a different Crimea - the one not
stained by political fights. He challenged himself to de-
pict this peninsula as a sort of a separate civilization and
engaged an outstanding “heavy machinery” - including
a spaceship. He was assisted by a spaceman Anton
Shkaplerov, who was born in Sevastopol. Also featured:
ships, submarines, places...
Speaking of planes. In one of the episodes, divers spend
some time putting on the dry suits, go to the depths
of the sea, explore a jumbo jet, and then return to the
ship. A briefly glimpsed tail number can tell the viewer
that this is An-24, which was purposely drowned to be
turned into an underwater park. The director chooses
not to explain the mundane nature of this anomaly, and
it's not the only episode of such kind: Crimea is depicted
as a sort of a constant that presents the questions that
don't require the answers.

Marina Bolt



1. CbeMoyHanA rpynna ¢unbma "MmnHos"
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4. Metp bycnos. c xeHown

5. CBetnaHa dpyrHuHuHa

6. danuAp AnwuvHos




6 OKTABPA / OCTOBER, 6

MaHEM B «OKTAbpE»

7 OKTABPA / OCTOBER, 7

1400 OCKOJTKV JKEMAHV/ MAYAR JONJAL OKTABPb, 4 1300 W EbIJA BOVHA / IMALO EDNA VOYNA OKTABPb, 5
1410 BUTBA3A HEPETBE / BITKA NA NERETVI OKTABPb, 11 1330 VBA/VRBA OKTABPb, 7
1420 NTULbI NAZANM [OMIEM / IL PLEUVAIT DES OISEAUX OKTABPb, 5 1345  OPELUHUK/CEVIZ AGACI OKTABPb, 8
1430 TOMMMAHOHEHA / POPPIE NONGENA OKTABP, 10 1400  OWMbM CTAPUKA / VANAMEHE FILM OKTABPb, 4
1445  MONYAHUE JOMOA / SILENCIO DA CHUVA OKTABPb, 8 1415 TECHb O MAHLLYK / PESN O MANSHUK OKTABPb, 9
150 VIBCEE/NEVERTHELESS LK, 1 1445  HAPKOMAMA/MAMA WEED OKTABPb, 2
1515  JIETUOHbI/LEGIONY OKTABPb, 7 1500  CMACTV PYCCKIAM CEBEP / SAVING NORTH LK, 1
1530 BOAFOOCA /A MEDIAVOZ OKTABPb, 2 155  TPOMEMHM / YOKCHANG OKTABPb, 10
1600 OOMPOC/I ANAKRISI OKTABPb, 9 1530 ATHELL/LAGNELLO OKTABPb, 5
1600 OTELL/OTAC WKTT 1545  OHIA CPAMKATIUCb 3A POTMHY / ONI SRAZHALIS ZA RODINU OKTABPb, 11
1615 BECTIOAHAA HEBECTA/ RUKUNI KOINA OKTABPb, 1 1600  CYOBBA/FATE OKTABPb, 1
1630 TPYVIHCKVIA TOCT/3EMNETPACEHNE AN BAHW / OKTABPb, 4 1610 HONMHABOrOB/DOLINA BOGOW OKTABPb, 7
UN BRINDIS| GEORGIANOY/IL TERREMOTO DI VANJA o2 VHCTAHKT/ NSTINGT o
1700 ANbMAHAX COVID TIA3AMM MOMOLIBIX / COVID LK, 1 om0 VP IR LEOmOA A KOS pfc—
1740 YXOLALLAR HATYPA. NIOPTPET PEMVCCEPA AXATIOBA / OKTABPb, 5
UKHODYASCHAYA NATURA. PORTRET REZHISSYORA AKHADOVA 1640  BOTVIHA GOPTYHA /LA DEA FORTUNA OKTABPb, 8
1720 MY/UH, B3VMVH U UMMH / ALL ABOUT ING OKTABPb, 8 1645 TTUYUA A3bIK/ MOWA PTAKOW LK, 1
1730 CTANIbHBIE IEVW/ TERASLEIDIT OKTABPb, 10 1645  BECTIOJHAS HEBECTA/RUKUNI KT
1745  YBU[ETb CBET/VOIR LE JOUR OKTABP, 11 1715 ATIbMAHAX COVID FJIA3AMIA MOJTOIbIX / COVID OKTABPb, 2
1800 KPbIMHEBECHI/ / KRYM NEBESNY OKTABPb, 2 1730 TELIEPA/ NANG NON UNMIO3VOH
1815  BEPHOCTb/VERNOST OKTABPb, 9 17:45  AHVMALYA 3/ ANIMATION 3 OKTABPb, 10
1830 YFOJIOK KOPOTKOTO METPA. MEPCTIEKTUBAI / YTOJIOK KOPOTKOTO METPA. MEPCTEKTUBAI OKTABPb, 7 1800  fIXOTE/ CMIPATATLCA / VOLEVO NASCONDERMI OKTABPb, 6
1845  HKOHKYPC KOPOTKOMETPAXKHOMO KMHO 1/ SHORT FILMS COMPETITION 1 OKTABPb, 4 1830  OWIO®OBKA/ PHILOPHOBIA OKTABPb, 5
1900 TUMHO3/GIPNOZ OKTABPb, 1 18:45  VHTEPBBIO/INTERVISTA OKTABPb, 9
1900 KOTZA Mbl GbiIW BPATBAMM / ONCE WE WERE BROTHERS LK, 1 1900 TWMHO3/GIPNOZ B3HT
1900 NIETOY AEAYLUKW / NAMMAEWUI YEOREUMBAM 1HOCTb 19:00  XWIbOA/HILDA OKTABPb, 1
1900 PACTIOPAMKEHME / MEDIDA PROVISORIA B3HT 19:00  POBEP 3HPUIKO. KOPOTKMIA NYTb 3EMHOV / BREF PASSAGE SUR LA TERRE VKT
1900 POMOBbIV BY/IbBAP/ BOULEVARD DU RHUM WKTT 19:10  KOCMO JIAV® / COSMO LIFE OKTABPb, 7
19:05  CBMHLOBAA AHHA/MANIMH OM/ LEAD ANNA/LALA'S HOME OKTABP, 10 1920 ATACA: BOSHEHVE / ALISA. VOLNENIE OKTABP, 4
1930 MO3BOHM MAME! / RING MAMMA! OKTABPb, 5 1930 BMMAHME/ INFLUENCE OKTABPb, 2
1945  TETA3WTA/TANTE ZITA OKTABPb, 11 1930 KPbIMHEBECHI / KRYM NEBESNY LK, 1
2000  TOCY[APCTBO KOMAPOB / MOSQUITO STATE OKTABPb, 8 19:40  MVYJIUH, B3VMUH M UMVH / ALL ABOUT ING CAnioT
20:00  GE3YMHbIA MIAP / ANIMULALU? WNMI03MOH 19:40  POMOBbI/ BY/IbBAP / BOULEVARD DU RHUM OKTABPb, 11
20:05  bIHMM/EUNMI OKTABPb, 9 19:50  TOPOJ YUTEHHBIX / NINZU-NO MACHI OKTABPb, 10
20:15 1956, LIEHTPASToHbI TPABAHKOP / 1956, CENTRAL TRAVANCORE CATIoT 20:25  MOMYAHVE [IOMKA / SILENCIO DA CHUVA 3BE30A
2025  [MCKO/DISCO 3BE30A 2100 YEMMMOH/ IL CAMPIONE VKT
20:30  AB3TOBPEMA HA 3EMNE / SAMTIDIGT PA JORDEN OKTABPb, 7 21:10  KOHKYPC KOPOTKOMETPAMKHOMO KUHO 3/ SHORT FILMS COMPETITION 3 OKTABPb, 4
21:00  LLEPJIOK B POCCUM / SHERLOK V ROSSII OKTABPb, 2 21:20  MOM HM CABbI / MES JOURS DE GLOIRE OKTABPb, 8
21:15  KOHKYPC KOPOTHOMETPAMKHOTO KMHO 2 / SHORT FILMS COMPETITION 2 OKTABPb, 4 21:30  BTEHM/GOLGELER ICINDE B3HT
21:15  LUAMAH/THE SHAMAN LK, 1 2130 ENFANTTERRIBLE / ENFANT TERRIBLE OKTABPb, 9
21:15  MEIOQWA CTPYHHOrO AEPEBA / MELODIYA STRUNNOGO DEREVA B3HT 21:35  MOCKWT/MOSQUITO MAOHEP
21:30  METPUKOP/ THE PETRICHOR OKTABPb, 10 21:40  MOMUTBA BO UMS O / GLORIA MUNDI OKTABPb, 5
2145  CECTPEHKA/SCHWESTERLEIN VKT 2150 HOBIVI MOPALOK / NUEVO ORDEN OKTABPb, 1
2150 LLAPJIATAH / CHARLATAN MVOHEP 21:50  CALKAMENMI / TSUBAKI NO SONO OKTABPb, 10
2150 HOBIV MOPALOK / NUEVO ORDEN OKTABPb, 1 2200 IMLEHTP/EPICENTRO LK, 1
2200 AHMMALIMA 3/ ANIMATION 3 OKTABPb, 11 2200 YPOKM ®APCU/PERSIAN LESSONS OKTABPb, 1
2210 KPOBb MESIAKAHA / PELIKANBLUT OKTABPb, 5 2210 BYIMABAOPUKE / BUDDHA IN AFRICA OKTABPb, 2
2220 CE30H AOMMEN/RE DAI YU OKTABPb, 9 2220 CMA/THALASSO OKTABPb, 7
2240 TEXHOBOCC/TECHNOBOSS OKTABPb, 7 22:30  CTAPOE PYMbE /LE VIEUX FUSIL OKTABPb, 11
2250  OBbIKHOBEHHAR CTPACTb / PASSION SIMPLE OKTABPb, 8
2300 BPEMSA BO/HbI/ MIENTRAS DURE LA GUERRA OKTABPb, 2

UKTT - KMHO3AIT HHEHEPHOIO KOPMYCA TPETbA KOBCKOW FANEPEN
B3HT - BOJIbLLIOM 3A7T HOBOW TPETLAKOBKI 3AMALHOE KPLINIO
UAOK - LIEHTP JOKYMEHTAJTbHOIO KMHO GS - NNETH/W 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



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