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HO FKMBEM B CHACTMBOE BPEMA. KaK He CHATA H1 0iHa CTpaHa.
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Hiopu / ANEKCAHAIP MOPOAYECKY

BbIBEOP

6pa3 VKapa BOT yrKe MHOM0 BEKOB BOSTHYeT
Yes1oBe4eCTBO. MOMHO CKa3aTb, OH CTAHOBUTCA

BCE 6/1aropodHee: OT IOHOLLIM, KOTOPbIM MbiTancA
cberKaTb OT AMKTATYpbl, €C/M TaK, MO-COBPEMEHHOMY,
TPaKTOBATb MUHOCOBCKMIA PerIM Ha KpuTe, — K
BOM/IOLLIEHMIO YeMOBEKA, KOTOPbIM GYHTOBAMN NPOTVB
OrpaHU4eHUiA, B TOM YMCTIe M3HaYarbHbIX, Gr3m-
YecKux. CTpeMunca K nonety, HapyLLan 3anpeTsl 1
6pocKn BLI30B CaMoi NMpUpose.

«[eTcTBo VKapa» HasblBanack nepBaA NosHO-
MeTparkHas KapTuHa Anexcampa Mopaadecky. Ha
CerogHALLHMIM AeHb W NMoCeHAA: Ha4aB KMHOKa-
pbepY B Ka4YECTBE PEHNCCEPa, Y1EH HIOPW HbIHELLI-
Hero MMKO nepeluen K HanMcaHWio CLieHapUeB,

HO HacTofALLee NMpU3BaHKe HalLles B KayecTBe
NpoAtocepa, 3HTy3MacTa v NoABUHKHUKA KUHEMATO-
rpada BocTouHol EBponbl. C kapoM AnekcaHapa
Vlopaavecky poaHuT 60osibLLIE YeM OaUH GUIEM,
MOTOMY YTO BO BCEX 3HAKOBbLIX MPOEKTaX, B KOTOPbIX
OH Y4aCTBOBaJ1, MOXKHO PaCcCMOTPETb 3TOT MOTUB:
HEMPUATME «yrOTOBAHHOM Cyabbblx, *enaHue npo-
LLLyNaTb BO3MOMHOCTM HeNOBEYECKOM JIMYHOCTH,
MOWCK OTBETOB Ha MaBHbIe Bonpockl. MopaadecHy
He BOANCA 0Ka3aTbCA HEMOHATLIM W YaCcTo 0TAaBanN
NpeanoYTeHMe CTPaHHBIM, CIIOMHHBLIM, GaHTa3UMHBIM
CIOMETaM, B KOTOPbIX He MPOoBeAELLb FpaHuLy — rae
BLIXO[} PErKMCCepa 3a Npefenbl «nofgobuaA peans-
HOCTW, a rae WIo3uA repos, KOTOPbIA MeYTaeT o
605bLLEM, YeM 0BbIAEHHOCTL. ITO HAMETUIOCH eLLie
B paHHel KOPOTKOMETparkKe, «TpaMBalt AHOpea»,
repouHA KOTOPOIA — BarOHOBOMATaA — HaYMHAEeT
O[YLLIEBNATL CBOM TpaMBaii... Vinu aTo pasbirpanoch
BoObpareHne pesHMBoro bondppeHaa?

«[eTcTBO VIKapa» — He TONbKO 3axo4 MONo4oro pe-
¥HUCCEPa B NOSHBIA METP, U HE TONBKO aMBULIMO3HbI
OMbIT paboThl febioTaHTa Co 38340 NepBO BENNYM-
Hbl. 3TO eLLe Y PUCKOBaHHaA CXBATKa C MaTepmasnioM
peanbHOCTH, e 0BCTOATENECTBA HU3HN [MiioMa

MUCTUYECKM cloreToM. [epoi [lenapabe — TArKeno-
60MBHOM YENOBEK, NMOTEPABLLIMIA HOTY B aBapMM MOTO-
umKna. OH peLLaeTcA Ha FeHETUYECKME SKCTIEPUMEHTD
1 CTAHOBUTCA NaLMEHTOM 3arafoqHOM KIMHWKK, rae
roToBbI MOAMOULIMPOBATL Teno. VIKap oT4anAH: y4Lle
OOVH LLIGHC 113 CTa, YeM yracaHue.

MHoro neT Anekcanap Mopaadecky pabotaeT ¢
perunccepoM PyKkcanapor 3eHnae: BMecTe oHU
CO3[anm NpoAtocepcKyio KoMnanmio «Elefant Films»,
a O[IHOM 13 BarKHbIX BEX COBMECTHOr0 TBOPHYECTBa
ctan ounbM «Yyno Teknpar, K KoTopoMy AnexcaHap
Hanwmcan cueHapuii. 1 cHoBa pacLuMpeHme 3eMHbIX
3aKOHOB 1 BYHT NPOTUB NpeJonpeaeneHHOCTU Hn3-
HK, Ho ecrn B «[leTcTBe MKapax 370 bbino cBA3aHo

C HayKoW (Mnu LapnaTaHcTBOM?), TO 30€eChb — 3aX04,
B penunriosHyio Temy. CioreT HenopoYHoro 3a4atus
0bbIMPLIBAETCA PACKOBaHO: reporHA 3abepeMeHera
OT nevebHon rpasu. Mnn e Tak KareTca? Unn
KarKeTcA epeBHe, He 3HaloLLel, YTo 1 AymaTb?
JleuunTbea oT 6ecniofma Ha KypopT efeT boratas
€BPOMEMKa, N CIOHHbIE OTHOLLEHWA OBYX MEHLLMH
CTaHOBATCA OCHOBOW pPa3MbiLLeHMA o Bepe. nu He
Bepe. B KOHLLe KOHLIOB, KTO BEPUT U PUCKYET — MOXKET
MOMy4MTb BCE, @ €CTb JIN CMbICIT HWUTb, CIIN He Ha-
[eeLbca Ha 3To?

Cpenv HelaBHWX yCMeLLHbIX MPOAIOCEPCHIMX OMbITOB
Anekcanapa Mopaadecry — «Yaro» JaHmane MHka-
nakateppbl 1 MaycTbl KBaTTpUHK. 3T0 3anevatneHHbIi
OnbIT 60pbOLI ABTOPOB 3@ COXPAHEHME NaparBalickoro
leca, NpUHUMaioLLMIA GopMy To MOSIUTUYECKOTO
TPUIEPa, TO HYPHANIMCTCKOrO paccnefioBaHuA, To
[0Ka, To apTxayca. C TOUKM 3peHnA CMbIC/Ia BCE KaK
pas3 Npo3paYHo-TPaAMLMOHHO: YerioBeK bopeTca
MPOTWB MaxuHbl (B JaHHOM Crlydae — rocyapcTsa),
MOMET BbiTb, Y MPOUPLIBAA «M0 GaKTy», HO BIMMPbI-
BaA B BbICLLIEM CMbICTIe (QOKa3aTesbCTBo YeMy — U
cocToABLUMICA d1nbM, 1 ero nobea Ha Festival dei
Popoli). ELLie ogHa nctopus Mkapa.

ALEX IORDACHESCU

JURY

The story of Icarus has been
fascinating the humankind for
many centuries. One can say that
the character becomes more and more
refined: from a young man who wanted
to escape dictatorship (if we apply
modern rhetoric to King Minos’ rule on
Crete) to an embodiment of a person
who revolted against the limitations —
including the most basic one: physical.
He strived to fly, broke the rules, and
challenged the mother nature.

«The Childhood of Icarus» - that was the
name of Alex lordachescu’s first feature.
It remains his only one to this day: even
though he started his filmmaking career
as a director, the jury member of the 42
MIFF then switched to screenwriting
and then found himself in producing and
promoting Eastern European cinema.
But the name of the film is not the only
thing relating lordachescu to Icarus,

the motives of his story can be traced

in most of the notable projects he

participated in — antagonizing the idea of
predestination, testing the capabilities of
a human being, searching for answers
to the global questions. lordachescu
was never scared to be misunderstood
and often chose weird, complex, surreal
plots where it was not always easy

to determine where the director’s
experiments with reality bounds end,
and the illusion of a character dreaming
of something more than mundanity,
begins. This pattern is already noticeable
in an early short film “Le tramway
d'Andréa”, whose protagonist, a
conductor, starts humanizing her tram...
Or maybe it was just a freak of her
jealous boyfriend's imagination?

“The Childhood of Icarus” isn't merely
an introduction of a young director

into the world of feature films, and

not only an ambitious experience of

a debutant filmmaker working with a
big star. The film also presents a risky
battle with the material provided by

[enapabe (310 ero nocneaHAA posk) CoeamHeHb!

reality, where Guillaume Depardieu’s

(it turned out being his last role) life
circumstances were entwined with
mystical plot. Depardieu’s character is
a severely ill man who has lost his leg
in a motorcycle accident. He decides to
take a chance with genetic experiments
and becomes a patient of a mysterious
clinic where the doctors promise him

to modify his body. With his “do or die”
attitude, Icarus is convinced it's better to
bet one chance out of a hundred than to
simply fade away.

For many years Alex lordachescu

has been working with the director
Ruxandra Zenide: together they created
the production company «Elefant
Films», and lordachescu wrote the
screenplay for one of their most notable
films “The Miracle of Tekir”. In this one,
there is also expanding the boundaries
for mundanity and revolting against

the predetermination of life, but if the
story in “The Childhood of Icarus” was
about science (or, perhaps, fraud?), “The
Miracle of Tekir” develops the topic of
religion. The story of an immaculate
conception plays out interestingly:

the heroine gets pregnant from a
therapeutic mud. Or does she simply

MapuHa Bonm

believe that? Or does the village just
believe that, deprived of other possible
explanations? A wealthy European lady
also comes to the resort to receive
fertility treatment, and the complicated
relationship between the two women
becomes the starting point of the
discussion about faith. Or about lack
thereof. After all, a person who dares to
believe and take the risk, might end up
getting everything, and is there really a
sense in living without hope?
Among the most recent successful
films produced by lordachescu
is “Chaco” (directed by Daniéle
Incalcaterra and Fausta Quattrini). It's a
documented experience of fighting for
preserving of the Paraguayan forest,
which navigates between political
thriller and a journalist investigation,
from documentary to arthouse. It does
seem to fit with the tradition: a person
fights a giant machine (in this case -
the whole state) and while formally
losing, wins in a higher sense (as
provided by the very fact of the film's
existence and its win at the Festival
dei Popoli) — another addition to Icarus
myth.

Marina Bolt
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PACMOPAMEHWE (MEDIDA PROVISORIA) /PEX. TASAPY PAMOC

pa3unuA, Hefanekoe byayLLiee.
BMono;lom IOpUCT MbITaeTcA

MOCTPOUTbL MPOrPECCUBHOE
06LLIECTBO (TYT, CKarKeM, TEMHOKO-
YUX MPUHATO Ha3bIBaTb «/I0ABMM, C
BbICOKWM YPOBHEM MeNaH1Ha»), ero
Mbln ClIerkKa NOA3YHMUBAET LLYMHBbI
[OAOA-KYPHATUCT, U ClIerKa OCTyHaeT
€0 YKeHa — JOKTOP, NPUAepHM-
BaIOLLIaACA MO3uLMM, YTO JyuLLIe
JIMLLIHWIA pa3 He BblOeNbIBaTsCA.
Bcero napbl HeyKmMioHMX OBUHKEHNIA
MECTHOM BI0POKPATUHECKOM MaLLIMHBI
OKa3bIBaeTCA [OCTATOMHO 1A TOro,
YTOBbI OTKATUTL MPOTPECC K KaKOMy-
TO [JOVCTOPUHECKOMY MpaKobecuio.
AKo6bI C Lienbio BO3MELLIEHNA «BUHb
6enoro YenoBeKa» 3a nopabolLieHne
MX NPeaKOoB BCEM MPeACTaBUTENAM
TEMHOKOMEr0 HaceneHuA npegara-
€TCA BepHYTLCA B AQpUKY — cHavana
[06POBOSIEHO-MPUHYOUTENEHO, MO
CUCTEME «BCE BKITIOYEHO, 3aTeM C Mo-
ABNEHNEM COOTBETCTBYIOLLIEr0 TUTYb-
HOMO PaCcropPAKEHNA — MAKCUMASTBHO
NPUHYOUTENBHO. 3Ta CUTyaLUMA pasny-
4aeT Ccemblo IopuCTa: CaM OH BMeCTe C
[Anen 6appukaoupyeTcA B KBapTUpe
(BbIACHAETCA, YTO B COOTBETCTBYIOLLIEM
pacropAHeHN He MpeyCMOTpPeHa
BO3MOMHOCTb HACUMBCTBEHHOTO
MPOHWKHOBEHUA B HyrKOE HUULLIE
6e3 0pAepa), *eHa e ycresaeT
[oberaTb [o MECTHOO, BrorbIXax
OpraH1M30BaHHOIo NMoAMobLA.
«PacnopareHne» — permccepcKmin
[ebloT 6pasnbCKoi cyrep3se3abl
J1azapy Pamoca, Ha npoTAMeHum
MHOIVIX JIET MCMO/b30BaBLLIEr0 CBOW

3BE3[HbI CTATYC KaK nnatdopmy AnA
aKTVBUCTCKOM AEATeNBbHOCTM MO 3a-
LLIMTE NPaB TEMHOKOMKEr0 HAceneHnA
1 6opbbe ¢ pacnamoM. Pamoc - coas-
TOP NEePBOro B MCTOPUM BPa3nIbCKOro
MeOua-KoHrmomepara Globo Tene-
cepuana npo cemeicTao 6oratbix U
3HaMEHUTBIX ahpo-OpasurbLEeB, Urpa-
€T Ha cleHe MapTuHa JlioTepa-KuHra,
MHOIO M APOCTHO BbICKa3bIBaeTCA

0 TPaAULIMOHHOM perpe3eHTaLmm
TEMHOKOMEr0 HaceneHnA bpasunum
B MonyyApHo KynbType. B aToM
KOHTEKCTe BbIbOp Matepuana o
MrPOBOrO PEHKCCEPCKOro AebioTa
MaKCUMarbHO O4eBUAEH M OpraHuyeH
— 370 TOT CJlyMald, KOraa HET HAKaKUX
COMHEHUi B TOM, YTO aBTOP MOBOPUT

0 bonesHeHHo 3HaKoMoW ANA Hero
TeMe. HenpummprMOoCTb No3uLMN

- T0, YTO OAHOBPEMEHHO W NOAKY-
naet B «PacnopArmeHnm», 1 cnerka
pasouapoBbIBaeT. Pamoc 3aech ABHO
He 717 TOro, YTOBbI AWCKYTUPOBAT,

a BbICTYMAET B HaHpe «MpULLEN U ro-
BOpIO» — BMPOYeM, Mpo 370 B GusibMe
TOMe eCTb.

Y «PacnopsieHma» [OBOMLHO YaMBI-
TenbHasA 4na QUCTONMU UHTOHALWA:
BCE BPEMA KArETCHA, YTO MePCOHarM
BOT-BOT 6POCATCA B MAIAC, CpaBe-
JIMBOCTU PAZM, HECKOMBKO Pas 370 U
BrpaBLly NPOVCXOAMT. B MOMEHTLI, He
pacrionaraioLLme K HaapbIBHOCTH, pe-
¥Uccep BOOBLLIE CKITOHAETCA K YeMy-
TO Bpofe TparvkoMeauu. Ha atoT re
3d¢eKT paboTaeT LLapHMPOBAHHOCTL
MECTHOr0 3/1a — ero (HecMoTpA Ha
GopMarnbHoe NpUCYTCTBUE MAHCTPA C

O4eBUAHO 3MOAENCKUMM yCamu) On-
LIETBOPAIOT aKTPUChI M3 MOMYNAPHBIX
Bpa3mnbCKYX TENEHOBENS, B IT1aBHOM
bapmaneiike B NnatbAX-GymApax
3pUTeSlb MOMKET 0MOo3HaTh Pas3duTHyI0
CaHgpy 13 «BaBunoHcKol 6aLlHm».
Y nobpa e — nuua duHa Tomaca n3
«appu MoTTepa» (Anbdpen 3HOX),
Cey Hopmm 13 «Topoga 6ora» 1
Tauc Apayro — HeHbl 1 MOCTOAHHOMO
TBOPYECKOro NapTHepa PaMoca, Ko-
TOPOW OH BCIO 4OPOry TPOraTeNbHbIM
06pa30oM HeMPUKPLITO NlBYeTCA.
HecMoTpA Ha HerenaHme Pamoca
OTKpbIBaTb ANCKYCCHio (BCe XopoLume
3[€eCb [JOBOSIEHO XOpPOLLIKE, BCe
MN/10Xue — 04eBUOHO NoXMeE), B
HEKOTOPbIE MOMEHTbI OHa BO3HM-
KaeT KaK bbl MOMWMO BOSIW aBTopa.
B 0OHOM 13 3nm3040B NepcoHark
MbITaeTCA CONMAON3NPOBATLCA C
«MeflaHUHaMV» Ha OCHOBAaHWM TOTO,
YTO OH I'el, HO TYT ¥Ke nonyyaeT
peLunTeNbHLIR OTTop — yrHeTeHue
N OVNCKPUMUHALMA-TaKN UMeIoT
OTTEHKM, U MPECNOBYTbIA KOHTEKCT,
KOTOPbI He MPEMUHYT NMPOKPUYaTL
B NIMLIO HECHACTHOMY IoHOLLIe, ef1Ba
yCreBLLUeMy BbIpBaTLCA M3-M04 MHeTa
BI0POKPATUYECKOM MaLLIMHBI — UMeeT
3HayeHue. MNoranyi, To, 4To yaaeTcA
KapTWHe NyuLLle BCero — 3T0 NMoKasaTb
OTynnAloLLyto abCypHOCTb pacu3ma,
KOTOPOMY — KaK abcosnioTHOMY 31y —
Pamoc MoeT, nycTb rae-To HauBHO,
NPOTMBOMNOCTaBUTb NULLIb 3BCOonIoT-
Hoe [o6po: LIBET, ABUMHEHME, TaHeLl,
nio60oBb.

Onv2a Apmemvesa

MIFF dHLILY mane B «okTABpe»

EXECUTIVE ORDER/

MEDIDA PROVISORIA

COMPETITION
DIR. LAZARO RAMOS

build a progressive society (for example, it is

conventional to call black people «high melanins»
here), and his noisy uncle, who is a journalist,
nudges his ardor, while his wife, a doctor, thinks it's
better to not play it fancy. It all quickly regresses to
some ancient bigotry — thanks to just a couple of
awkward movements of the bureaucratic machine.
To, allegedly, compensate for the «white man's guilt»
of enslaving their ancestors, all representatives of the
black community are invited to return to Africa — it
is voluntarily-compulsory first, with a promise of an
«all-inclusive», then it is forced as an executive order
appears. The situation separates the family of the
lawyer: his uncle and he barricade themselves in the
apartment (it turns out that the aforementioned order
doesn't have any mention of the forced entry without a
warrant), while his wife manages to run off to the local
jerry-built shelter.
“Executive Order” is the directorial debut of Brazilian
superstar Lazaro Ramos, who's been using his status
over the years by offering a platform for the black
rights activism. Ramos is a co-author of the first in the
history of Globo Network Brazilian series about the
family of rich and famous Afro-Brazilians, he plays
Martin Luther-King on stage, speaks out a lot about the
traditional representation of the Brazil black population
in pop-culture — and does it fiercely. Given the context,
the choice of material for his feature debut is as obvious
and organic as possible — this is the case when
there is no doubt the theme is painfully familiar to the
author. The intransigence of “Executive Order” is both
captivating and slightly disappointing. Ramos is clearly
not up for debate, but speaks bluntly — however, the
film is honest about that.
«Order» has a rather surprising tone for a dystopia:
it always seems that the characters are about to
burst into dance — it does happen a few times, to
be fair. The director generally tends to something
tragicomedian at the moments not so gut-wrenching.
The grotesqueness of the local evil forces adds to
the effect — it is (despite the formal presence of
a minister with an obviously villainous mustache)
embodied by the actresses of popular Brazilian
telenovelas, and the main villainess in pencil dresses
is actually hoydenish Sandra from the “Torre de Babel”
in disguise. The good have faces of Dean Thomas
from «Harry Potter» (Alfred Enoch), Seu Jorge from
«Cidade de Deus», and Tais Araujo — the wife and a
committed creative partner of Ramos, openly admired
by him in all the touching ways.
The polemic sometimes appears as if against the
author’s will (all the good ones here are pretty good, all
the bad ones are clearly bad). In one of the episodes, a
gay character tries to stand with the «<melanins», but
he immediately receives a decisive rebuff: oppression
and discrimination still have shades to it, and the
much-hyped context still matters — that is what the
unfortunate young man, who has barely managed to
escape the bureaucratic hammer, is told. Perhaps, the
film’s strongest feature is depicting the stupefying
absurdity of racism, the absolute evil, that can be
opposed — as Ramos sometimes naively suggests —
by the absolute goodness: colour, movement, dance,
and love.

B razil, nearest future. A young lawyer tries to

Olga Artemyeva
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[OENEE PACTBOPATBCA (DISSOLVE) / PEMK. KUM KMOYK

'NaBHOE, YTO [IONHEH COo-
XpaHATb N0 KNaccuK B Uc-
KyCCTBe — YMeHu1e yauBNATb,

MOTOMY YTO «FOPU3OHT OFUAAHUIA»

YUTaTEsIA MW 3PUTENA, KaK Ha-

3BaJIv 3T0 TBOPLIbI PELLENTUBHOI

3CTETUKM — LUTYKa KoBapHas.

Bynelub crnefoBatb eMy NosiHo-

CTbi0 — NPOBa/IMLLILCA, OTOMAELLb

CNMLLIKOM [aeKo — MPoBaMLLIbCA

Tore. Kum Kuayk, naypear «/1bBoB»

1 «MeJBefel», UIMA HOMep OOVH B

KOpEMCKOM KuHeMaTtorpagde — Knac-

VK, 6e3ycnoBHo. Ero «PacTtBopAThb-

cA» yOuBnAeT — o, Aa. HaBepHsKa

cpeav 3putene MMKO, KoTopble

MpUAYT Ha HOBYIO BCTPEYY C yiKe

XOPOLLO 3HAKOMBIM UM MacTepoM,

HaiayTcA Te, KTO PeLLmT — KUHOMe-

XaHWKM NPOCTO NepernyTanu 606uHy

(BepHee, dain).

Pesxuccep, HaumoHanbHanA camo-

6bITHOCTb KOTOPOO UPAET He

nocsefHtoto posb (BCe ero camble
3HaMEeHUTbIE KapTUHBI — «<Kopen-

CKUE», U HE TOJBKO MO aHTyparKy:

HEKOTOPbIE KPUTUKU MPUMNUCHLIBAIOT

TPaaMLIMAM U NPECTIOBYThIN «KyJbT

HKECTOKOCTU»), CHAN PpunbM npo Ka-

3axcTaH — pas. Ha pyccKoM f3blKe,

YTO BOOGLLLE HE OYEHDb «B TPEHAE» B

COBPEMEHHOM Ka3aXCTaHCKOM KWUHO

- aBa. OunbM NoJ4epKHYTO Kamep-

HbliA, MPaKTUYECKN 6e3610OMHeTHbIN

- Tpy. OUnbM, HECXUTPOCTHBIN

Mo CBOEMY «yCTPOWCTBY» [0 TOrO,

YTO MOMKET BOCTIPUHUMATLCA KaK

ny6oK, a Mopor Aare Kak napoauA

Ha Nlo6UTESIbCKUE MOCTCOBETCKME

nebioTbl — veTbipe. (U 310 peruc-

Cep, M30LLPEHHOCTb 3aMbICia

KapTWH KOTOPOTO CTana OfHOW U3

€ro BU3UTHbIX KapToyeK.) MATb,

LLIECTb, CEMb — YBJIEKaTeNIbHYI0 Urpy
«Hanmau pecatb ommumi ot Kum
KuoyKa» MOMHO NpoaosKaTh.
BnpoueM, Mactep Kum Bce e
BEepeH CBOVM TpagmumaM. TeMa
[BOMHWYECTBA, KOTOpas Koraa-To
cTana rmaeHom B «CaMapuTaHKe»,
Mo-HOBOMY pacKpbIBaeTcA 30€ech,
KaK 1 HeKoTopble NOBOYHbIE —
nepeKoYeBaBLUME OTTYAA He: OT
NPOCTUTYLIMM C METaPOPUYECKM
pasbpacbiBaHWeM Kyriiop — [0
B3J1AQ0B, KOTOPbIE «CKPOMHAA»
rnosioBrHa bpocaeT Yepes CTeKo
Ha TO, YTO NpoJeNbIBaET «MoXas».
B cepoM, rpA3HOM, HEeYXOHEHHOM
npoctpaHcTBe «PacTBopATLCA» 04-
HaM bl BCTPeYaloTcA ABe AeBYLLKM,
CXOJCTBO KOTOPbIX HEOYEBUHO,
XOTA UX UrpaeT ofHa aKTpuca
(OvHapa Hymaranuesa). Kctaty,
3Ta BU3yaribHasA 6ecnpuioTHOCT,
npoJyBaeMan BCeMM BETpamy,
CTaHOBUTCA OJIHOMN U3 XapaKTepHbIX
YepT HOBOIO Ka3aXCKOM0 KMHO — OT
¢unbMoB AunbxaHa EprkaHosa o
«TpeHuHra MMYHOCTHOro PoCTan,
nobenutens npowwnoro MMK®, roe
POCKOLLHble MHTepbepbl paboTbl
anMaTUHCKMX NPOCTUTYTOK TaK

YKe KOHTPacTMPOBasn C YHbIHWEM
6EeTOHHbIX KBapTanos. MoxHO
BCMOMHUTB, 4TO «30s10Toro Meop-
rvs» ero peruccepy @apxary La-
punoBy Bpy4Ws Toraa Kak pas Kum
Kuayk — npeacenatens »iopu. Ho,
YYUTBIBaA, YTO «PacTBOpPATLECAY, KaK
CO0bLLIAEeT Ka3axcKan npecca, CHK-
MaricA eLLe B M03anpoLLsioM rogy —
rOBOPUTL MOXHO He O «BJIMAHWUMY,
a 0 «MoNafaHNy B pe30HAHC», YTO
HaBepHsKa NofcKasano Mactepy
KnMy, 4to oH Ha MpaBWIBEHOM MyTK

B CBOWX XY[OECTBEHHbIX UCCIe-
[N0BaHUAX.
370 UMeHHO dUNbM-KCCNeoBaHue,
re o4eHb MHOIoe OTOPOLLIEHO KaK
HEeHYKHbIEe YCIIOBHOCTM «Kaccu-
YECKOr0 KMHO» (BKIIOYaA ponn
CLieHapwCTa, onepartopa: No4tu
Bcé genan cam Kum Kuayk, u,
BEPOATHO, MOCTNPOAAKLLH TaKHe
6bIn1 cBeAiEH K MUHUMYMY). UcTopua
He MbITaeTCcA MacKMPOBATLCA NoS
YK13Hemnoaobwue, a KUTY CTaHOBUTCA
MHCTPYMEHTOM, KOTOPbIM MOMHO
3aMoJTHUTbL HEHY¥KHbIE MyCTOTbI.
KutueBas secToKocTb ceMbi [IWH,
MX MEXaHMYECKME «HaenuTUA,
«TUMWYHBIV ONIMFapX» B Ka4ecTBe
Nio6OBHUKa MU KNNEHTa, Jare
MaHepa MPOU3HECEHWA PENIUK U
NOBTOpPbI CUTYaLIMI — BCE 3TO CUr-
Han: He 3TOT «dacaf KMHO» BarKeH.
CmoTpuTe Ha gpyroe.
[MaBHbLIM cneflyeT NpusHaTh
BreYamALLMA ONbIT «4EMOHTa-
YKa CKasku». Ecnv B3rmAHyTb Ha
«PacTBOpATLCA» Yepes CKa3ouHyo
NpY3My, MHOIOE B 3KCMEPUMEHTE
Kum Knpyka ctaHeT noHATHO 1
[Jae y3HaBaeMo: 1 HEKOTOPbIN
MHGAHTUIN3M BCEro BHELLHETO, U
6ecKoHeYHble nepeoaeBaHua 30-
NYLLKM (aX, KaKO 30710TOM NYXOBUK
Yy Hee B «BapuaHTe NPUHLLECCHI»), 1
6ecrpaBHbIl OTeL, NpU «31101 Ma-
yexer... M ecnm ckaszouHbIM KaHOH
0[HO3Ha4Ho TpebyeT NpM3HaTb
«bedHbI», «0obpoaeTenbHbIN»,
«LLeNIoOMyIpEeHHbIN» BapuaHT (re-
POVHK, B LAHHOM C/ly4ae) JTyHLLnM,
To ngeA Kum Kngyka — B ToM, yto
JobpopeTesb 6ecrioMoLLHa U, YBbI,
He crnocobHa H1 Ha YTO XopoLLee.
Uzope Cacenves

MEYTATEJIN

KOHRYPC JOKYMEHTAJTbHOI O KHO
XEHZ MEML / PEXK. EBFEHMV TPUIOPLEB

HMaTb [OKYMEHTaNbHLIN GUIbM O NiodsX Tpyaa

CnoxHo. HempocTo 13berkatb nadoca, 0cobeHHo Koraa

K HeMy TAroTeloT camu repou. CroBa, KoTopble B No-
CTaHOBOYHOM (UIbMe HaBEPHAKA MPO3BYyYasny Bkl GanbLLMBO
— Ha4MHasA ¢ pedneKrcum BarKHOCTV TOro, YTO Thl AeNaelllb,
3aKaHYMBaA «T1IaBHOE /1A MEHA CeMbA» U T.0., — 3TO UX — 3KC-
KaBaTOPLLIMKOB, MacTepOB, BpaYel — 0CO3HAHHOE HenaHue.
He Oatb dunbMy CBanmTLCA B «H{M3Hb MO 3aBOLACKOMY MYOKy»
(KOTOpbIV TOME NPUCYTCTBYET) — CEPbe3Han 3aa4a AnA
permccepa. TeM 6oriee — Kora OH BbICTYMaeT AeMUyproM
KapTWHbI B LIEIOM, HE OVPUMHKMPYA €l0 B MenoyaX, a coednHAA
B 0O[JHO HOBESSbl HECKOJBKMX aBTOPOB — KaK B Clyvae EBreHunA
[puropbesa.
370 coBepLLEHHO pa3Hble HoBesbl. [opoit o4eHb Knaccu-
YecKue no Gpopme, Ho HETPUBMASBHBIE 33 CHET HAMOEHHOro
repos — HanpUMep, /N 3TO BPaY-aHECTE3MOSOT, KOTOPbIN
paboTaeT B peaH MaLK, @ BHE CMeHbl CBALLIEHHMK. [ yeM
yberaeHHee OH paccKasbIBaeT Ha Kamepy, UTO MO CyTH 3TO
O[HO M TO *Ke, TEM MHTEPECHE., a KaK Ha CaMoM [efe NMpomc-
XOAWT 3Ta pedriercuA. ECTb HoBENIIbI C SKCMIePUMEHTaMM, CTb
«0BMaHKW»: repolt 0IHO U3 HUX, MacTep Ha 3aBOfe, ere-
[OHEBHO 1 MOfYa BCTAET K CTaHKY, PyTUHA YCKOPAETCA, HOELb
yrKe Mio60i pasBA3KK, — HO repoi BAPYI CTerNeHHO 3aroBopul.
CaMble OpaiiBoBbIe HOBESSTbI MOCBALLIEHbE FepOsAM C HyAUHKOM,
OT KOTOPbIX OKPYHaloLLIMe ByOTo bl ANCTAHLMPYIOTCA YyTh
CKEMTUYECKMMM YrbloKaMU. 3abaBHble, CTpaHHbIe MeyTaTe-
71 — 0fvH paboTaeT B SIUTEMHOM LieXY, HO XO4eT pa3BoauThb
pbI6, ApYroi KTo-To Bpode depMepa, OCHOBaTeSb 06LLIMHLI B
TTIyLLIK, KOTOPOrO BHE3AMHO CPYbaEeT KieLLIeBoM SHLepanuT.
Ho rmaBHaA HaxoaKa — MapuAa Ko3nosa, AeByLLKa C KaMe-
pOi4, KoTopan MLLLET «KOMMOHEHTLI CHaCTbA» TO Ha 3aBode
(onATb 33BoA), TO B MACTEPCKOM opToneanyeckoit 0bysu, To
Ha pyaHvKe. C repofMm He Nosy4aeTcA, IK3aNsTUMPOBaHHaA 1
HacToM4mBan AeByLLUKa C KaMepPOW BbI3bIBAET Y OOHWX «/Ttoden
TpyZda» 0TOPOMb, Y APYrUX CMATEHWUE, @ KOMY-TO MPOAOMHKATH
C Hell CbeMKM MOMPOCTY 3arpeLLaeT HeHa. «<KOMMOoHeHTLI
CYaCTbAY, YepeayoLLMeca C ApYrMmn HOBEaMM, MOCTEMNEHHO
MEPEXOLAT B HaHp Cendu, NepermBaHmA y 3epKarna, MeyTh
06 1aeancHOM repoe... XoTA repoit, TOYHee, FePoMHA YrKe Hait-
[eHa; HeOMMOaHHbI NMOBOPOT B cyasbe caMoit Mapum cerAzaH
C 04epeHOM MOMbITKOM HAMTU 1 CHATb MHTEPECHBIX JToOeN.
3T0T CIOMET NocTeneHHo NoA4UMHAET cebe BClo abCTpaKTHYIo
33[auy, CBA3aHHYIO C «KPacoTol Tpyaa», M BeAeT GUIIbM K
LieNIbHOMY 1 3HEprUYHOMY dUHanY.
TpyaHO CKasaTb, 10 KaKOW CTEMEeHW 3TOT CKBO3HOWM «Cepuan»
CIIOMIINCA CTUXMIAHO, W BbIN N FOe-NMB0 «JoMNOCTaBNeH»
nop obLume 3aaaum dunbMa EBrenma pruropbesa, Ho 3T0
1 He BarKHO; HETPUBMANbHBIA XOL BbIBOAWUT TEMY HA HOBbIN
ypOoBeHb. XOTA cama Mo cebe MbICSTb, YTO poriaeHue pebeHKa
€CTb [MaBHbI TPYA, HE TaK YK 1 HOBA, HO Bedb [M1aBHOE — KaK
ee BblpasuTb.

Mapuxa Bonm



CEPbE3HbIM YEJIOBEK

VNSIERA HA3AL B CTEMb K CAPMATAM /
PE)-H. ANEKCAHAP MPOLLUKIH

0 TOr0, KaK NoCTaBUTb GUITEM

«Hazap B cTenb K capMatam,

Anekcanap [poLLUKvH xoTen
chenatb KapTuHy o BpopackoMm. Hanvcan
3aMeuaTesIbHbIN CLEeHapuiA, KoTopbi
riopaan He ToJIbKo 04eBUOHbIMM Xy0-
YKECTBEHHbIMU Ka4eCTBaMU 1 3aKpy4eH-
HOCTbI0 pabyrbl. Bbinv B HeM Kakue-To

yOvBUTENbHbIE AeTanu bbiTa, noBedeHuUs,

oJeMabl NepcoHarei JaneKomn anoxu...
X HeBO3MOMKHO 6bl110 BblaoyMaTh. Mx
Hapo 6bIs10 3HaTb U YyBCTBOBATD.

370 3HaHWe 1 3TO YyBCTBOBaHWE Ha-
NMYeCTBOBAsIM MOTOMY, YTO B Ha4Yane
LLECTUAECATLIX I0HbIN KpacaBeL,-apTUCT
Calua Boaun apy6y ¢ KoMnaHuen
CBEPCTHUKOB, OHWMM U3 KOTOPbIX 6bI
6ynyLumi rmaeHbiv TyHeAgew, CCCP u,
BriocriencTeun, HobeneBckuii naypear.
Mpo Anekcangpa AHaTonbeBUYa
lNpoluKKnHa caenaHo HeMano JAoKyMeH-
TanbHbIX GUbMOB U Tenenepenay. Ho,
KarKeTcs, 0 HaLeM KNnaccuKe CKasaHo
[aneKo He BCé.

MIFFdAILY

[eTcTBO B CEMbE 3HAMEHMUTOIO XY-
[OXHUKa. AKTepcKoe 0b6pa3oBaHue.
Cny«6a B TeaTpe KoMeauu Nof pyKo-
BoAcTBoM Hukonasa AkumoBa. Tenesu-
3UOHHbIE permccepcKme Kypebl. 0guH
13 NepBbIX COBETCKMX cepuasnoB «Onbra
CepreeBHa». «Muxaino JloMoHocoB».
TpuyMmd «XonogHoro neta NATbAECAT
TpeTbero...». «<HMKonan BaBunos».
«Pycckuit 6yHT». «[JoKkTop HumBaro»,
«McrynneHuer, «Hyno», «Paitckue
KyLim»... [pn3sbl B Mockse 1 bepnute,
MoHpeane, Buibopre n AIkyTcKe...
MIMeHHO OH oTKpbIN HaM BuKTopa
CrenaHoBa, HuHy YcatoBy 1 PuHa-

nAa MyxameToBa, ABW/ COBEPLLUEHHO
HeobblYHbIX TaTbAHY [lopoHUHY 1 AHa-
TonuA NManaHoBa, Ceprea MaKoBeLKoro
n EBrenua LpiraHoBsa. A B «CapMartax»
TaK HEOXKUOAHHO cAenasn rMaBHbIM
repoeM opeH6YprcKyto cTenb, YTo B
3MOXY 3KPAHHOM CTaTUYHOCTW BCE BOPYr
nopasunuce: «<Hago *e! A Mbl 1 3abbl-
JIN, YTO KMHO — UCKYCCTBO BU3YasibHbIX
obpasos!»

HoBaa neHta Mactepa - 310 HeMom
YKOP MMOHepa COBETCKOr0 «MHOM0-
CepUNHOro TeNIEBU3NOHHOMO XyA0MHe-
CTBEHHOI0 GpMbMa» KMHOPEXMUCCcepam,
336bIBLUMM 0 Marvn OBUMHKYLLMXCA
n306parKeHui.

EcTb ABa NOHUMaHUA CyTU perkuccep-
cKol npodeccun. EBponeiickoe 1 ron-
nueyackoe. B Ctapom CeeTe noctaHoB-
LMK — 3TO AeMUypr, CO34al0LL 1IN CBON
MUP, BCIO }W3Hb CHUMAIOLLUIA OAMH
GMNbM, MOParKaloLLMIM 1 BOCXMLLIAIOLLMIA
MOKJIOHHWKOB, BHYLLIAIOLLIMIA YBaXKeHWe
npoTuBHUKaM. OennvHu n BuckoHTH,
AHTOHMOHU U1 MNasonuHu, BeprMaH u
Tapkosckuin, Banga v Axvo...

MaHEM B «OKTAOPEe»

B lNonnusyge Bcé nHaye. Tam peruccep
— BeJIMKUIA NpodeccroHan, enawLmim
TO, YTO HY*KHO cerofHs. BectepH Tak
BecTepH. KoMeauio, Tak KoMeguio.
CoumanbeHyto gpaMy, Tak coLmManbHyto
apamy. M Bcé — HenpeMeHHo 6nucTa-
TenbHo. [Mo-apyromy NpocTo Hesb3s.
pnddut n Oopa. Yanep n Yanngep,
Konnona v Cnun6epr...

Haw MpoLUKmH, HeCOMHeHHoO, pyc-
CKMK ronnueyged,. Hanb TonNbKo, 4YTO

oTe4yecTBeHHbIe MpoAjocepbl He falT
eMy NMoKa BO3MOMHOCTU peannsosaTb
cLieHapui npo Mocto, «apyra urpuLL, u
3a6aB» JIEHUHIPALCKON IOHOCTU.
Cepzeii JlaspeHmeoes

M U U CMOTPU

K( ¢ BJIOKAHbLIV OHEBHVIK /
PEH. AHLOPEW SAMLIEB

a MocKoBCKoM KiHobeCTVBase KOHKYPCHbIN

«BroKaaHbI OHEBHWK» 06Pa3yeT KyTKOBaTYO

prdMy ¢ GUNBEMOM OTKPLITUA — XOTA, Ka3anoch bl
YTO 06LLIEr0 MOMKET BbiTb MEHOY KPacOYHbIM MPa3AHUKOM
1 3TOM He YepHO-6er10i JarKe, a YalLle BCEro «Cepoi», Ha-
MepeHHO BU3YyaslbHO CTepTol KapTuHoi. B «CepebpsHbIx
KoHbKax» MeTepbypr CKOBbLIBaN CKa304HbIN Ned, a repou
Ha KOCTIOMMPOBaHHLIX 6anax To 1 Aeno BCoMUHanm
nepcoHaren «CHeHHOM KoposieBbl» U, KOHEYHO, MUK
LLIAMMaHcKoe 3a cyacTvBebIn XX Bek. M BOT OH HacTynun,
1 [ieiCTBME Pa3BOPAYMBAETCA B TEX He NIoKaLmsAX (B YacT-
HOCTW, Ha HeBCKoM), Mbl BUAWM anodeos Toro CTpaLLHoro,
yTo cnyuunock B XX Beke. [opof BennyeCTBeHHbIN, 3a-
TIATBIM OT CaMblIX KPbILLI CKA304HBIM J1bLOM, U [aKe TPyrbl
— aTpMBYT NOYTM KaMAoro Kaapa — 34eCh CKOPee NMOXOMMU
Ha abCcTpaKTHble 6enble durypbl. Kak ckBo3b BaTy, Yepes
3ayHbIBHbII BOW C1peH, 60M6 1 CTyK MeTpoHOMa Npo-
6U1BAETCA CTONb e CTepTbIi 3aKaZpoBkIi rosioc AHapen
3aiiueBa: «HuKkorga JleHnHrpag He 6biN TaK KPacKB, Kak
B 3Ty 6110KaHyt0 3UMy». TaK YTo NpAMoe obpalLieHue K
CKa3sKe b6nvrKe K UHanNY BbIMMAZUT BMOSTHE eCTECTBEHHbIM:
«BoH Karas lepfa K Ham npuLLIIa Yepes BCE LLIapcTBO
CHerKHOI KOpOoneBbI» — FOBOPUT OTEL, O MPaKTUYECKU
MEpTBOM, He Y3HaHHOW UM MNoHavany foudepu.
TeKcT - «[IHeBHble 3Be3/bl», aBTobMOrpadmyeckan no-
BecTb Onbru Beprronbu. MoBecTb ony6nvKoBany eLLe B
1960-M, Koraa B neyaThb LM TOSBKO HECTKO OTLIEH3YpU-

poBaHHble CBMAETENLCTBA O 6/I0Kafie: COBETCKaA BNacTb
He XxoTena U3bbITKa Tpareauu, 1 Y TeM bonee — «Crnox-
HbIX» BOMPOCOB, CBA3aHHbIX C 6r10Kafoi. Beé 31o Havano
NOABIIATLCA MO3¥Ke. KaK 1 TaliHble AHEBHWKM CaMoM
Beprronbl, ony6n1MKoBaHHbIe HeJaBHO U BEpHYBLLE
nMcaTesibHULLY B MoJie aKTyarbHbIX QUCKYCCUid. AHapeit
3aliLeB HaMepeHHO OCTAETCA B MOJIe «COBETCKOMO» 3Ha-
HUA 0 6110Kafe, CMeLLLaA aKLLeHT C TOro, YTO OH COOBLLAET,
Ha TO, KaK CO0BLLET. «4T0» — KAPTUHKOM M TEKCTOM —
MOA4EPKHYTO HUYEro HOBOTO, Yero He 3Har Gbl Kamabin
LUKOJBHUK, U 3Ta 06bIAEHHOCTb MHTOHALIMM KaK pa3
ormnyLuaeT. «Kak» — 3ecb COCToAHWE FrepoMHM Ha nopore
CMepTU CTaHOBUTCA BOMJIOLLLEHWUEM MOYTU HENTPankHoro,
6e3nuyHoro Habniogatena. OTCyTCTBYIOLLMM B3MTIAA0M
Jens, yenoeek 6e3 Bo3pacTa (ronoz 04MHaKOBO COCTapui
Bcex), 6e3 BHELLHOCTM M Noria (NeHWHrpaaLbl npespa-

TUIUCb B OFVHAKOBbIE, 3aMOTaHHbIE B NaTKW GUrypbi)
¢uKeupyeT nponcxodsiiiee. [BuHeTcA MeleHHO — Yepes
BeCb ropop, Bce efe bpeyT, U BMecTe C METPOHOMOM 3T0
€037aeT 0cobbI IGHEKT 3aMepLLIEN HM3HM, FHe Karmabii
3MM30/ MOMKET BbiTb HECKOHEYHBIM, a CIOXKET MyTeLLle-
CTBUA B HELOCTVHUMBI Kpait — Takana «0guccen» — v 6e3
KOHEYHOM Lienu.
Y repouHM Lienb ecThb, HO B 3TOM 3aMepLLIEM U 3aMep3LUeM
puTMe («CnaTb 1 BepUTL» — TaK Ha3blBarack o4Ha 13
MO3OHMX KHUI 0 6710Kaie) He KareTcA BarHbIM — [0CTU-
¥K1Ma N1 oHa. Jlena xo4eT yB1aeTh 0TUE, paboTaBLUero Ha
OpyroM KoHue JleHnHrpaga. [1a, B ropoae HeT H1KaKowm
CBA3M, TPAHCMOPTa, U 6IM3KMe NN OKa3amCh pasopBa-
Hbl TaK e, KaK ecnivt 6bl BbIM Ha PasHbIX KOHLLAX 3emMun
— HO 3 [T1yX0 NPOroBapuBaeMbIM GaKTOM, YTO OHU He BU-
JeSNCb 04eHb AaBHO, U pUHANBHLIMK «[pocTy, MpOCTU»
repouHM BCTAET M YTO-To bonbLuee. BepoATHO, KOHGAMKT,
KOTOpGbI AaBHO Tep3aeT Jlento; He Cly4alHo ee LiBETHbIE
BOCMOMWHAHWSA O M PHOW HU3HM — 3TO eTCKME CLiEHBI,
CBA3aHHbIE C OTLLOM. 3Ta FpaHb CIOETa NPOCUTCA HapYHY,
HO perKuccep He No3BosIAET el pa3BuTbCA. OH NpaKTude-
CKM HAYEro He NO3BOJIAET FepoMHE, KPOME OTPELLIEHHOMO
HabnioaeHnA. He nossonseT u cebe — fare TaM, rae
6abouKa 13 MeTanna (loBeniMpHoe yKpaLleHe) BOT-BOT
BCMOPXHET B BOOGpareHW 3acbinaiowert Jlenu. EQun-
CTBEHHbIM BbIXOOM 3a npefesbl GUKcaLmm CTaTUHHOo
yMaca 6110Kkabl 0CTaeTcA BAPYr «MoexXaBLUMiA» TpaMBal C
«OMVBLUMMM» NAccarmpaMm — HeuTo KadKuaHcKoe, Npu
MOJSTHOW, BNPOYEM, PEANIUCTUHECKON «TIOLSIOMKEN.
MpyHUMnoM AHopen 3aliLieBa B 3TOM GpuibMe CTasno
«Huuero nuLLHero» — BO3MOXHO, U CrpaBeIMBoe npe-
JIOMJIEHME U3BECTHON MaKCWMBI, 4To nocie OcBeHLMMa
HeNb3A NnUcaTh CTUXM.

HUzope Casenves



3BYKU MY3bIKU

KOHKYPC LOKYMEHTAJIbHOIO KMHO
HOKTIOPH (NOCTURNE) /

PEX. T/BAHY0 Y0H

0CCUA, MOYTU HALWKM OHWU. KoHLepTHbI 3an

MoJIoH, Ha cLeHe — opKecTp. lMog annoancMeH-

Thl MY6NMKK 3@ PYRY C KOHdepaHCbe BbIXoauUT
MoJ1001 KopeeLl, KNapHeTUCT, NoBOpaYMBaeTcs K
CToALLEeMY PAOOM OMPUHKEPY, KNAHAETCA, FOBOPUT:
«MeHs 30ByT CoH Xo», MonpaBifeT 04KM Ha Hocy,
ULLLET HOTbI. TaK HaunHaeTtcA «HoKTiopH», Tpora-
TesbHbIN [OKYMEHTaNbHbIA MPOEKT C BEJIMKONENHOM
MY3bIKOI, He UCKITIHYEHO — CaMbli CTPALUHbIN GUTbM
HblHeLLHero MocKoBCcKoro KnuHodecTueans.
Perkuccep «HoKTiopHa» — I0-KHOKOPENCKMI Tene-
HypHanucT, npogtocep MBaH4o YoH. MoxeT bbiTb,
Korga-To Bo BpeMs paboThl anA TB eMy 1 nonanacb
UCTOPUA 0 Masb4MKe C 0CO6EHHOCTAMM pas3BUTUA,
obnafaioLLieM My3blKanbHbIM TanaHToM. Beap nepsble
Kagpbl dunbMa OTHOCATCA ellle K cepeauHe HyneBblX.
MoreT 6bITb, HECKOJBKO pas nonagan TanaHTvBbIA
My3bIKaHT, BbIPaCTaloOLLMIA B HACTOALLLYIO 3Be34y, B
CIOMKETbI TeNernporpamMm. M He UCKI0YeHO, YTO YKe
noToM, cnycTa rogbl BaH4Yo YoH pelumn npespa-
TWUTb 3TU CIOMKETbI B CBOW MEPBbIN NMOJSTHOMETPAMKHbIN
JOKYMeHTasbHbIN GUIIBM U LiefieHanpaBneHHo cTas
cneauTb 3a cyabbol My3bIKaHTa 1 ero ceMbW. IMeHHO
CEeMbM: He 0[JapeHHbIN CTapLUMIA CbIH B UTOre CTaf
rNaBHbLIM repoeM 3T UCTOPUN.
MaTb pacTuT cbiHa ¢ 0C06eHHOCTAMM pa3BUTUA, BCE
CWMbl KNageT Ha To, YTo6bI 6bITb NEPEBOOUMKOM MeXay
HWUM 1 MUPOM U Pa3BUTb €ro My3blKasbHbIA TaaHT.
ManbuuK UrpaeT Ha dopTenraHo, BUOSIOHYENU, KNap-

HeTe. Pafm cbiHa MaTb NOXePTBOBasia CEMENHOM HU3-
HbIO — OTeL, yLen 13 goma. U TyT e, pAnoMm, B TOM e
KBapTUpe, pacTeT ee BTOPOM CbiH, [€0HI W, NapeHb be3
BCAKUX 0cobeHHocTe. KoToporo ToMe ycreLlHo yyat
My3bIKe, HO Y HEro TakuX APKUX TanaHToB HeT. KoTopebii
He HeHaBWaWT bpaTa, Ho peBHYET U He NOHUMAET, Mo-
yeMy B UTOMe OH, MNaALLIMIA, ocTancs 6e3 MaTepu.
«HoKTIopH» 3acTaBnAeT BCNoMuHaTh To 0 «[lovepu
Byxapbl» YnuuKow ¢ ee B 06LLEM-TO ONTUMUCTUYHBLIM
¢duHanoM, To 06 aHUMaLMOHHOM LLieieBpe CTYAUM
PIXAR «BBepx», ero cTapToBOM 4acTu — TaM BCA
HW3Hb CEMENHON Napbl 338 MUHYTY bblnia NoKasaHa
Yyepes Yepeqy rasiCTyKoB, KOTOpPbIe *eHa NoBA3bIBana
MY}y, NMOKa He yMepna. B kagpe — a Kamepa HeBepo-
ATHO 6/IM3K0, BHYTPU Kar OO0 pa3roBopa, Karaomn
CLieHbl OHA CJI0BHO eLLle OfUH NepPCoHa, — yMecTu-

Nacb eCNN He BCA HU3Hb 3TUX TPOUX, TO «BOEHHaA» ee
YacTb. Matb, cHayana eLle cpaBHUTENIbHO MoJI0Aan
HKEHLLMHA, a NOTOM CTPeMUTESIbHO CTapeloLLasn 1
cefeloan. Ee ctapLumi CbiH, KOTOPbLIM BCIO *KU3Hb
UrpaeT, 1 ee MNaaLLni CbiH, 0T AETCKUX 0bua nepe-
LueALwmniA K obuaam B3pocsbiM, 6pocaBLUKi y4eby 1
3aTeBaBLLWIA COMHUTENbHBIN GU3HEC, YXOAUBLLMWIA U3
[0Ma, HaYMHaBLUMI CNNBATLCA, HO BOBPEMA 0CTaHO-
BUBLUMICA. [lenaBLumii Bce, 4Tobbl MOpBaTh C CEMbEN,
KOTOpOW Y Hero HUKoraa He 6bino. Ecnv ana matepu
ee Xu3Hb bbina nonem 60 3a cTapLuero cbiHa, To AnA
MnagLlero 3To 6bina ¥u3Hb B agy. NMoHagobunock
Bpems, LLioneH n CeH-CaHc, 4Tobbl OH CMUPWIICA U Ha-
Yas 0Co3HaBaTb, YTO 3T0 Oblsia BOWMHA W 3@ HEro ToKe.
MoyTn aHTUYHanA uctTopus.

Mapuna Jlameiwesa

N3 AOPUKH

8 /2 OL/IbMOB

MOCKMT (MOSQUITO) / PEXK. HXOAY HYHY MNHTY

- CobbiTna B AdppuKe Bo BpeMA
MepBoit MMPOBOIA: Mbl MOYTU He 3HaeM
- Y4yT0 TaM npoucxoguio. boino nu Bam
BaXKHO 3T0 06BACHUTb, UK ANA Bac
3TOT acneKT He CTOMb CYLL,eCTBEHEH —
MOJ1, 3TO NPOCTO BOMHA?

Moay HyHy Muumy: [InA MeHA BarkHO
MOKa3aTb BOMHY TaKOW, KakaA OHa ecTb.
A BoitHa — npocTo arpeccvA. OgHW moau
ybuBaloT Apyrmx. M Bbl 4OMMKHBL... Kak-
TO OMpaBAaTh 3TM AeAHnA? Tpuaymats
cBoto Bepcuio. CyLLiecTsyeT, Hanpu-

Mep, BEPCUA B IyXe HaLMOHanm3Mma, B
KOTOpO Apyrie Hapoadbl n3obparkaloTcA
B BUIe YynoBuLL,. Bbl Bcerma [omHHbI
onpaBablBaTh, NpUOyMbIBaTh. ECTb
TaKkaA 3afja4a — co3[aHue BOMH: Aare

B Hallle BpeMA Tak genaetcA. Bul xotute
YCTPOUTbL BOVHY MO MOIUTUHECKMM
coobparkeHVAM, paan AeHer, paau
MOTYLLIeCTBa — BCErAA MOMHO YTO-TO
caenatb. Ho Koraa Bbl YTO-TO onpaBAbl-
BaeTe, TO co3aaeTe GMKTMBHYIO BEpCUIO,
YTO6bI pebATa C BUHTOBKAMM CUUTANW,
YTO WX NPaBO 1 [eNo — NONTU Ha BOMHY,
MOTOMY YTO OHW He CTaHyT BoeBaTb 3a
[eHbI1 UK 33 MOMyLLLeCTBO — Y6MBaTb
Lpyrvx pagwm atoro. Het, oHu bygyT
BOEBATb, €C/IN Y HMX BO3HWKHET YyBCTBO:

«f BOIOIO 3a MpaBoe [enox»: 3T0 MOXeT
6bITb PENUIAA UMM HAUMOHANbHaA Npy-
HafnerRHoCTb. J1i060Bb K CBOE HaLmm

— 3T0 rMy6oKoe YyBCTBO.

B 1916 rogy Mbl, cTpaHa-6aHKpOT, cTanm
BoeBaTb BO ®paHumu, AHrone u lepMma-
HUK — Ha Tpex ¢ppoHTax. Mel 0TNpaBmIun
Ty[a BOMCKa, 1 3T0 6bina 6oMHA.
AdpuKa B TO BpeMsi bbifia AMKOM, 3ara-
[04HOM TeppuUTOpUElt, rae 6bino NonHo
OVKapei, rae CBUpencTBoBanv 6onesHn
W AMKWe 3Bepn. M TeM ManbymLLIKaM,
KOTOPbIX Tyfa OTMNpPaBMIM, NPULLNOCH
0YEeHb TAMKENO.

- Yro AnA repos 3HauuUT 6bITb X0-
powwnmM congatoM? U 6bin nu y Hero
Bbl6op?

— Mol repolt Manb4mLLIKa, COBCEM
MOJI0[0M MapeHb, 1 eMy MPOMBII MO3rH,
HaBA3anu Yyrol obpas Meicnei. [nA
MeHsA 6bIS10 BaMHO, YT0ObI 3aKapuall Obi
MasbYMKOM C TaKUM e 06pa3oM MbICTel,
KaK y niofielt ero BpeMeHM, OH He NpuMe-
HAN Te HPaBCTBEHHbIE KPUTEPUM, KOTOPbIE
eCTb Y Hac cerofHa. A B Te BpeMeHa

IO AAM OCHOBATESTbHO MPOMbIBaIA MO3IUA:
TaK paboTana nponaraHaa, MUIUTapUCT-
CKanA, HaUMOHanMcTYecKan. TaK vTo 3T1o
Marb4MLLIKA C MPOMBITEIMA MO3ramu.

— ®uUnbM ryneppeanucTUYHbIi, HO

B TO }Ke BpeMsA repou Konebnetca
MeXAay peanibHOCTbIO U YeM-TO uppe-
anbHbIM: TO JIM BUAUT KOro-To, TO Jin
He BUAUT... «TeMnepaTypa peanb-
HOCTW» AocTUraeT 4 Hero TOYKU
KUMeHus.

— A BeZb MCMOMb3YI0 CIOMETHBIN X0f C
ManApuei: y repos IMXopaaKa, 1 oT fin-
X0pafKu, 3HaeTe 1, GbIBaEeT NOMyTHeHWE
paccyaKa, rannounHaumy. U a 3axoten

CbIrpaTtb Ha 3TOM. [nA meHA 6bI1110 OYeHb
BaXHO, YTOObI TOT, KTO CMOTPUT dJVU'IbM,
MaKCMManbHO I'IpI/I6J'II/I3l/IJ'ICF| K BOCMpuA-
TUIO repon. TaK 4To Mbl BCerga HeOTCTYrNnHO
conpoBogaeM 3aHapmaLua. Mbl BUOMM
TO, YTO BUAWT OH, MOHMUMAEM... ToUHee, Mbl

He NMOoHMMaEeM TO He camoe, Yero 1 OH He
MOHWMaEeT. Mbl He BUAWM TOro, Yero He
BUOWT OH. M TaK ¢ Ha4Yana v 4o KoHuUa.
Uumepaoio senu Aca KonoduscHep
u lMemp LLlenomuHHUK



PA3I'OBOP

2 0ANEN 612 MAJTIBMKPOI (MALMKROG) / PEXK. KPUCTU MYIO

- Kak BaMm yganocb norpysurbca Tak
rny6oKo B TekcT Bnagumupa Cono-
BbeBa?

Kpucmu [lyro: 310 Npom30LLN0 B Ha4ane
[AEBAHOCTBIX, KOrAa ero KH1rv nepesenun
Ha PYMbIHCKUIA, MOTOMY YTO NpW couma-
N3Me oHM 6bINK Nof 3anpeToM. U oHa
HanoMMacb Ha BOCMOMUHAHWA N0 gen:
Torfia Ha4Yanm cobupaTtb BOCMOMUHAHWA
TeX, KTO BePHYIICA HMBbIM U3 TIOPEM
KOMMYHUCTUHECKOr0 permmMa. A Bbipoc
NPV TOM PEUME... U B CEMbE aTEUCTOB -
B CMbICTIE, Mbl He XOAMN B LIEPKOBb TaK
Y BCEpbe3, pa3Be YTo AJ1A passrieve-
HUWA. KoHeYHo, A He Mory cpaBHUBaTb
cebA 1 CBOW HU3HEHHBIN OMBIT C OMbITOM
Tex, KTo cuaen B TIopbMe Mpyt KOMMYHU-
cTax v roopun o bore. A ckasan cebe:
«TyT YTO-TO He TaK. JInbo co MHoM, NMbo
C 3TUMM NiodbMu. [oToMy YTo 60 0AHO
WCTUHHO, 6o apyroe. MpucyTctre
bora, Mucyca Xpucta n borbein Matepm
B TeKcTax ConoBbeBa MHe Bbl10 Henpu-
Bbl4HO. A BbIpoC B aTMocdepe, 4to Bora
HET, HayKa — MOLLHaA cuna.

ConoBbLEB 0Ka3ascA BareH 1A MeHs
eLLle 1 NoToMy, 4To NpucyTcTeme [o-
cToeBcKoro, Tonctoro, YexoBa, [oronsa B
MOEM B3pOC/IeHWM Bbio BECbMa 3aMeT-
HbIM, @ MOA MaTb Y4MIa PYCCKUI A3bIK

1, Koraa Mbl ObIN ManeHbKUMK, Nena
PYCCKME MeCHM... B KaKoM-To cMbicne
Poccuna npucytctBoBana ocAsaemo.

— OTHoOLLEHUWe K peniurum Kak-To pas-
BUBasoch B obLiecTBe nocne nageHua
coumnanmsma?

- 0amH 13 peHoMeHoB 90-x — BO3-
BpallieHve B nepuro, KOTopbil Obif

00 KOMMYHUCTUYECKOM BNnacTu. Y Hac

B PyMbIHUM NpovcxoaumT YTo-To Bpode
BO3pOrKAeHMA Bepbl B bora, Lepkeu. U,
KOHe4YHo, BCe eLLle MMMNoPTUPYeTCA BCe,
yto naet ¢ 3anaaa. 06LLEeCTBO packono-

TO, 04€eHb TPYOHO FOBOPUTL Ha TEMbI,
KOTOpbIE CYMTAIOTCA HEMONIUTKOPPEKT-
HbIMW. Hanpumep, 3a kode ¢ Apy3baMn
Bbl MOMETe pa3roBapwvBaTh 0 byage u
MaromeTe... Ho KaK TonbKo Bbl 3aroBo-
puTe 06 Muncyce — HeT, TonbKo He 3T10. O
HeM roBopuUTb Henb3A. Ho moyemy?

MIFFdAILY

— Mo»KHO nu cunTaTb, YTO B 3TOM
obcTaHoBKe ConoBbeB cTan AnA Bac
MoparnbHoi onopoi?

— ConoBbeB CTan NoATBepHAeHN-

€M WUCTMHbI, KOTOPaA CKPLIBAETCA 3a
BCEMM 3TUMU MAaeonornaAMK. MCTHbI,
MPOWCXOAALLIEN U3 CTPaHbI, KOTOPYIO
CUATAIOT POAMHOM MOEU KOMMYHU3MA.
Korga 3amyMbiBaeLLbCA 0 MPOMCXOwae-
HWM KOMMYHW3Ma W 3armAQbIBaellb B
MCTOPUIO — HET, KOMMYHI3M 3apoaunnca
He B Poccun. Ho B PyMbiHWK cumntani,
6yaTo nocne BoHbl PoccuA BTOpriacs
BO BCe CTPaHbl U HaBA3as1a UM KOMMYHU-
CTUYECKYI0 MOfeNb, U KOMMYHWU3M — 3T0,
[OecKaTb, POCCUINCKanA ngeonorua. Yto,
KOHeYHo, HenpaBAa.

— OUNbM MOXKET CNYUTb OJIA PeUC-
cepa «nyTeM K Bory»?

— lNpobneMa B ToM, YTO Korzia Thl
YThIKaeLLbCA B FPaHULbl paLumoHanb-
HOIO MBILLTIEHNA M 0CO3HAeLLIb, YTO

€CTb BELLW, KOTOPbIX Thl 06BACHUTL He
MOMeLLIb, O4eHb BarHble AnA TebA...
HeKoTopble crpalmBaloT: «M Kakue e
370 Belm? MNpueean npumep». Jlyyiumi
npvmep — NioboBb. Bes no6sm Tbl He
MOeLLb BbIMWTb Ha 3Tl NnaHeTe. Tebe
Heo6xo041MO NobUTb, U HEOBX0AMMO,
4TobbI TEBA NI06KNN. HeobAzaTensHo

KOJ1bLO U3 ROJIJIEKLINA RED CARPET 2020

KomnaHua Chopard, KoTopas nATb neT ABnAeTCA
oduLmanbHEIM NapTHEPOM MOCKOBCKOIO Meray-
HapoaHoro KMHodecTMBans, exerofqHo obHoBNAeT
CBOI0 KOMMeKUMio BbICOKOro 10BENIMPHOI0 UCKYCCTBa
Red Carpet. 13BecTHanA cBoei NMioboBkIo K NpUpoAe,
COMPE3UNAEHT U KPeaTUBHLIN OMPEKTOP KOMMaHUM
KaponuHa LLloidene nsbpana ee ocHOBHOM TeMOM
ronneKkummn Red Carpet-2020. B au3saiiHe yKpalueHuit
OTparKeHa KpacoTa OKPYHKAIOLLLEro pacTUTENbHOMo U

HMBOTHOIo0 MMpa.

Cpeau ceMnaecATV TpexX HOBbIX AparoLeHHbIX
TBOPEHW, NPeACTaBNeHHbIX B 3TOM rofy, ocoboe
BHWMaHMe 3aCNyHmBaeT KoMbLO B BUAE MeBeAA,
BbINONHeHoe 13 6enoro 30m10Ta ¢ 6punnunaHTamu. Ero
rnasa yKpalleHbl candurpamm orpaHku «KkaboLLoH, a

HOC — POCCbIMbI0 YepPHbIX 6pMJ‘IJ’|MaHTOB.

MaHEM B «OKTAOPEe»

B3aWMHO, HO Tebe HeobxoMMa Mto6OoBb.
Mo:KeTe nn Bbl paumoHansHo 06bAC-
HUTb N1060BbL? ECNM Thl OTKPOELLL POT
1 HaYHeLLb 06BACHATD, TO YCIbILLMLLb,
YTO 3TO He NofAaeTcA 06bACHEHMIO. A
BOT €C/IN Thl COMMHAELLIb COHaTY, CTUXM,
3TO CITYHUT YEM-TO Bpoe 06 LACHEHMA.
Ho pauwmoHaneHoro nogxofa 6biTs He
MOMKeET.
- B TakoM cnyyae, ¢ nomoLLblo coHa-
Tbl, CTUXOB, $USIbMa MOMKHO NOYYUTb
0TBeTbl Ha Bce CBOU BOMpPOCHI?
— Bcex 0TBeTOB Mbl BCE paBHO He y3Ha-
eM. Pacckary BaM 06 0JHOM PyMbIHCKOM
nucaresne, oH bbin BarkHOM GpUryport Bo
BpeMeHa permMa HayLuecry. OH ymep
HECKOSbKO NeT Ha3ag. W BoT ero npw-
FMacun Ha PyMbIHCKOe TeneBuaeHue,
1 OH CKa3an: «f 3Halo, YTO CKOPO YMpY».
W KTo-To ero cnpocun: «Bbl He 6ouTech
BCTPeTUTLCA C BoroM?». A OH roBOpUT:
«HeT, He 6olocbk. A Bolock Apyroro — 06-
HapyuTb, 4To Bora HeT. 310 ANA MeHA
BCero cTpallHee. Begb ecnu bor ecTb,
OH OTMPaBWT MeHA B af, M A ero NonMmy,
MHe CTaHeT ACHO, YTO MVP YCTPOeH
pa3ymHo. Ho ecnv bora HeT, A coBceM
pacTepAIoCh».

Unmepaoio senu Aca KonoduxcHep

u lMemp LenomuHHUK
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DISSOLVE

MAIN COMPETITION
DIR. KIM KI-DUK

The most important thing that any classic should take
care of, is the ability to surprise, because the viewer's
or reader’s “horizon of expectation” (as the authors of
receptive aesthetics call it) is a treacherous beast. If you
follow it to the letter, you'll fail, if you veer too far away,
you'll fail as well. Kim Ki-Duk, the winner of Lions and
Bears, the number one director in Korean cinema is
undoubtedly a classic. His “Dissolve” can surprise you, no
doubt about it. Among those who will come to the halls
of the MIFF to meet the well-known master, there will
surely be people who will surmise that the projectionist
has mixed up the parts (or rather files).
The director for whom national flavor plays an important
role (all his famous works are “Korean” and not merely
in terms of the setting, certain critics attribute the
notorious cruelty cult to national traditions as well) made
a movie about Kazakhstan. That's number one. It is in
Russian, which is not the most popular choice in modern
Kazakh cinema. That's number two. The movie is mark-
edly intimate, low budget. That's number three. The
structure of the film is pretty straightforward to the point
of seeming even trite at times and a parody of amateur
pots-Soviet debuts. That's number four. (We are taking
about the director whose movies are famous for their
exquisite structure). Five, six, seven... the exciting game
“Find ten differences from Kim Ki-duk” can go on and on.
And still, master Kim stays true to himself. The theme
of doppelgangers, which came to the fore in “Samaritan
Girl", is seen from a new angle like some other second-
ary ones that have been carried over from that movie.
From prostitution with the metaphorical scattering
of bank notes to the glances, which the “modest” half
casts at what the “bad” one is doing. In the grey, dirty
unkempt space of “Dissolve” two girls meet each other.
Their resemblance is not readily evident though they are
played by the same actress (Dinara Zhumagalieva). Inci-
dentally, this visual homelessness open to all the winds,
has become a distinctive feature of modern Kazakh
cinema from Adikhan Erzhanov to the winner of last
year's MIFF “The Secret of a Leader” where we saw the
same contrast between luxurious quarters of Alma-Ata
prostitutes and the drab concrete blocks. We might also
recall that it was Kim Ki-Duk, the chairman of the Jury,
who handed the Golden George to the director Farkhat
Sharipov. Taking into consideration that, according to the
Kazakh press, “Dissolve” was shot the year before last,
there is every reason to talk about “being in sync” rather
than “under the influence”, which must have convinced
master Kim that he was on the right track in his creative
investigations.
This is precisely an investigation where a lot has been
discarded as unnecessary conventions of “classical
cinema” (including the screenwriter and DoP, Kim Ki-Duk
did almost everything himself, post-production was
probably also kept to a minimum). No attempt is made
to position the story as life-like, while kitsch becomes
a tool for filling the gaps. The kitsch cruelty of the Din
family, their mechanical “breakfasts”, a stock oligarch as
a lover or client, even the manner of delivering the lines
and repeated situations signal that this face does not
matter. Look elsewhere.
The essential element should be considered the “de-
construction of the fairy-tale”. If we look at “Dissolve”
from the fairy-tale point of view, a lot of things in Kim
Ki-Duk’s experiment make sense and seem familiar: a
certain infantilism of the appearance, Cinderella’s inces-
sant changes of clothes (what a marvelous golden coat
she wears in the guise of the Princess), the powerless
father beside the “evil step-mother”... While the conven-
tions of a fairy-tale dictate that the “poor”, “righteous”,
“chaste” self of the heroine should be considered the
best, Kim Ki-Duk’s idea is that virtue is powerless and,
alas, incapable of anything worthy.

Igor Savelev

HANDMADE

TARY COMPETITION
DIR. EVGENY GRIGORIEV

To make a documentary about the workmen is a challenge.
It is difficult to avoid pathos, especially when the characters
themselves tend to it. The words that would sound fake in a
narrative film — starting with the reflection on the importance
of your profession and ending with “family is what the most
important for me” — here depict the conscious desire of the
dredgermen, craftsmen, and doctors. It is a test for the direc-
tor —to not let the film to fall into “Living by the Factory Bell".
Especially when being the creator of the picture as a whole,
not conducting it in its small details, but putting together
the stories of different authorship - as in the case of Evgeny
Grigoriev.
These are very different from each other. Sometimes tradi-
tional to its form, but non-trivial due to the character - for
example, shall it be an intensive care anesthesiologist, work-
ing as a priest on his second shift. And the more convincingly
he explains the similarities of his two jobs on camera, the
more interesting it is for us to understand: what'’s the process
of this self-analysis? There are short stories holding experi-
ments, and then there are tricky ones: one of the characters is
a factory worker, he gets up to the machine daily and silently,
turns on all the mechanisms, one waits for something to hap-
pen when he suddenly starts speaking — and does it stolidly.
The most vibrant novels depict characters with a hint of
weirdness, the ones people usually distance themselves
with a skeptical smile. Quirky, eccentric dreamers - one of
them works in a foundry, but dreams of breeding fish, the
other one is somewhat like a farmer but also a community
leader in the wilderness, who is suddenly knocked from
his feet by vernal encephalitis. But the best find is Maria
Kozlova, a girl with a camera who is looking everywhere for
the “Components of Happiness™: at a factory (yet again!), in
an orthopedic footwear store, on a mining plant. She cannot
make it work with the other characters as the exalted and
stubborn girl with a camera either scares or confuses the
workmen, and some of them are even forbidden to continue
shooting with her due to their wife's will. “Components of
Happiness”, combined with other stories, gradually turn into
a genre of a selfie, distress by the reflection, dreams of a
perfect hero ... Although the hero, or rather, the heroine, has
already been found; an unexpected turn in her life is dictated
by yet another of finding and documenting interesting
people. This plot gradually overmasters the entire abstract
challenge of portraying “the beauty of labour” and leads the
film to an integral and dynamic finale.
It is hard to say whether and to what extent these cross-
cutting “series” were created spontaneously, and whether
it was somehow “supplemented” for the sake of Evgeny
Grigoriev’s film, but this is not what's important; a substantive
approach is what pushes the topic of labour to a next level.
Although the idea that birthing a child is the hardest labour is
pre-owned, it still depends on the means of expression.
Marina Bolt

A SIEGE DIARY

MAIN COMPETITION
DIR. ANDREY ZAYTSEV

In the bounds of the 42 MIFF program “A Siege Diary” rhymes
(in a bit of macabre way) with the opening film. Even though
one might ask what can relate a picturesque fest to a film,
which can't even rightfully be considered black and white,

but a picture that chooses to be grey, presenting a purposely
bland image. In “Silver Skates” Saint Petersburg was frozen in
majestic ice, and the characters at costume balls couldn’t help
but recall the characters of “The Snow Queen” and toasted
merrily to the happy 20th century.

And then it came and the action takes place in the same loca-
tions (for instance, on Nevsky Avenue), and we witness the
apotheosis of the 20th century terrifying events. The striking
city is lit from the very rooftops with magically looking ice

and even the dead bodies — you can see them in almost every
frame - look like abstract white figures here. Through the
mournful wail of sirens, bombs, and the metronome rattle we
hear the muffled voiceover of director Andrey Zaytsev: “Never
did Leningrad look as beautiful as in that winter of the siege”.
Thus, turning to fairytale motives towards the film’s ending
comes off as quite natural. “Here’s Gerda who came to the
Snow Queen through the whole kingdom”, - that's a father
talking about his almost gone daughter who doesn't even
recognize from the start.

The text is from an autobiographical novel by Olga Bergholz,
“The Day Stars”. The novel was published back in 1960 when
only heavily censored memoirs of the siege got published:
the Soviet government didn't want to deal with the abundance
of the tragedy and obviously, it didn't want any “complicated”
questions about the siege. All of that came later — just like
the secret diaries of Bergholz herself that were recently
published and thus, rediscovered the writer for contemporary
discussions. Andrey Zaytsev purposely keeps the film in

the bounds of the Soviet discourse about the siege, shifting
the focus from what to how. The “what” — both in the text

and in the image — doesn't add anything new to what every
good school student already knows, and this mundanity of
the intonation is what knocks the viewer senseless. But the
“how” turns the heroine on the verge of death into an almost
neutral, impersonal bystander. Lelya, a person without age
(the hunger had aged everyone in the same manner), without
looks or gender (the inhabitants of Leningrad all turned into
similar, rolled up in shawls figures) keeps track of everything
with an absent gaze. She movies slowly through the city,

and everyone around her barely walks - together with the
metronome it creates a unique effect of a still life where every
episode can have no end, and the “Odyssey”-like journey can
have no real destination.

The heroine does have a destination and a goal but in this

still and frozen rhythm, it seems almost insignificant if it's
reachable. Lelya wants to see her father who worked at the
opposite side of the city. The city was deprived of means of
communication and transport, so people found themselves
separated from their loved ones just as if they were left on the
opposite sides of the world. But the fact it is briefly mentioned
that the heroine hasn't seen her father in a long time and

the way she says “I'm sorry, I'm sorry” in the end, draws the
viewer to the conclusion that there is something more to it.
Perhaps, it's a conflict that has been tormenting Lelya for a
long time; after all, it's no accident that her colored flashbacks
about the peaceful life are the scenes from her childhood,
allinvolving her father. It seems like this narrative would get
developed but the director doesn't let it happen. Actually, the
director doesn't let the heroine do much except overseeing
the world blankly. He doesn't let himself much either — even
in the episode where a metallic butterfly (a piece of jewelry)
seems to be ready to jump up and fly away - at least in dying
Lelya's imagination. The only withdrawal from the static
horror of the siege happens in the form of a tramway that
suddenly “came to life” and started moving, together with “liv-
ing” passengers — there is something distinctively Kafkaesque
about it even if the base is completely realistic.

The main principle of Andrey Zaytsev in this film seems to be
“nothing in excess” which can be considered as a variation of
the famous dictum that after Auschwitz it shouldn't be pos-
sible to write poems.

BACK TO THE
SARMATIAN STEPPE

MASTER
DIR. ALEKSANDR PROSHKIN

Igor Savelev

Before the making of “Back to the Sarmatian Steppe”,
Aleksandr Proshkin had an idea of making a film

about Brodsky. He pulled together a wonderful script,
astonishing with its artistic qualities and a twisted plot.
It depicted precise details of the lifestyle, manners,
characters’ outfits... Those couldn't have been made up.
Those had to be known and felt.

The roots of this knowledge and this sensitivity rest in
Sasha's, then a young and handsome artist, friendship



with a future most famous bum of USSR, and a Nobel
Prize winner back in 60-s.

There's a plethora of documentaries and shows on
Aleksandr Anatolyevich Proshkin. Nonetheless, it seems
not everything about our genius is uncovered.

Born and raised in a family of a renowned artist. Education
in acting. Years of working at the Comedy Theatre under
the patronage of Nikolay Akimov. Courses of direction for
TV. One of the very first Soviet series “Olga Sergeevna”.
“Mikhailo Lomonosov". The triumph of “Cold Summer of
1953". “Nikolai Vavilov". “The Captain’'s Daughter”. “Doctor
Zhivago”, “Expiation”, “The Miracle”, “Earthly Eden”... The
prizes from Moscow and Berlin, Montreal, Vyborg, and
Yakutsk...

It was him who discovered Viktor Stepanov, Nina
Usatova, Rinal Mukhametov, revealed the amazing
Tatiana Doronina, Anatoli Papanov, Sergei Makovetsky,
and Yevgeny Tsyganov. He surprised us by making the
Orenburg prairie the main character in “The Steppe”—a
breakthrough in the era of the stasis. Everyone gasped:
“Sheesh! We have almost forgotten that cinemais an art
of the visuals!".

The Master's new film is a Soviet narrative series pioneer
silent call-down to the directors neglecting the magic of
the movement.

There are two ways of understanding the work of the
directors — European and Hollywoodian. The Old Continent
thinks of a director as a demiurge working on the world
of one’s own, spending the lifetime on one film, adored
by the fans, respected by the foes. Fellini and Visconti,
Antonioni and Pasolini, Bergman and Tarkovsky, Wajda
and Jancso...

Itis different in Hollywood. The director in Hollywood is a
professional, giving the studio what it needs. A western?
Ok. A comedy? Sure. A social drama? No problem. And
each is essentially genius. There is no other way. Griffith
and Ford, Wyler and Wilder, Coppola and Spielberg...

Our Proshkin is, no doubt, a Hollywoodian. Yet it is a pity
our producers won't give him a chance to put the script
about Joseph - “a friend of games and jokes” of Leningrad
youth - to life.

NOCTURNE

TARY COMPETITION
DIR. GWANJO JEONG

Sergey Lavrentiev

Almost modern-day Russia. The concert hall is full, the
orchestra is on the stage, a young Korean clarinet player
faces the applause, then turns to the conductor standing
next to him, bows, says “My name is Seong-ho,” adjusts
the glasses on his nose, looks for notes. This is how
“Nocturne” begins, a touching documentary accompanied
by great music, possibly the most intimidating film of this
year's Moscow Film Festival.

The director of «<Nocturne» is a South Korean TV-journalist
and producer Gwanjo Jeong. It is possible he came across
the story about a boy with special needs and musical
talent while working on TV. After all, the very first frames
of the film date back to the middle of the 2000s. Maybe a
talented musician soon-to-turn real star was the plot of
some TV-program. And it is also possible that later, years
after, Gwanjo Jeong decided to turn these stories into his
first full-length documentary, and has purposefully begun
to follow the fate of the musician and his family. It is the
family and not just the gifted eldest son who eventually
becomes the main character of the story.

The mother is raising her son with special needs,
committing to being a translator between him and the
world around, and supporting his musical talent. The

boy plays piano, cello, and clarinet. She sacrifices her
marriage for him — the father left the family. Her second
son, Geon-gi, a boy with no special traits, lives in the
same apartment. He is also taught music but doesn't
show any talent. He doesn't exactly hate his brother but is
jealous and doesn't understand why it is him who was left
motherless.

«Nocturne» makes one recall either Ulitskaya's «Daughter
of Bukhara» with her generally optimistic ending, or “Up”,

a PIXAR animated masterpiece with its beginning - the
couple’s whole life is shown in a minute through a series
of ties the wife tied for her husband until her death. The
camera is incredibly close to the characters, inside every
conversation, almost as it is its own character in every
scene, it captured so much - if not the whole life of those
three, then the war-time for sure. The mother at first
appears as a still a relatively young woman, and then she
ages rapidly, her hair turning grey. Her eldest son has
been playing all his life, and her youngest son jumped
from the woes of youth into the woes of adults, dropped
out of school, and started a dubious business, left home,
began to drink too much, but then managed to quit. He
did everything he could to leave the family he never had. If
the mother’s life was a battlefield, then his life was a living
hell. It took time, Chopin, and Saint-Saéns for him to come
to terms with it and realize that she’s been fighting for
him, too. Almost a classical story.

MOSQUITO

81/2 FILM
DIR. JOAQ NUNO PINTO

Marina Latysheva

- Africa during World War I. We hardly know anything
about what was going on there. Was it important for
you to explain it or was this aspect not too significant,
it being just another war?
Jodo Nuno Pinto: What matters to me is to show the
war the way it is. And war is aggression. People kill other
people. And are you supposed to somehow justify it? To
come up with your own version? For example, there is
a nationalist version when other nations are presented
as monsters. You must always invent, justify. There is
such a task — setting up wars, and if you want to start a
war - you have to invent it... It is still done nowadays...
You wish to start a war for political reasons, for money,
power —you can always invent something. But when you
justify something you propose a fake version so that the
guys with rifles could believe that going to war is their right
and their business, because they are not going to fight for
money or power, they won't kill people for that cause. They
will go into combat when they have the feeling that “l am
fighting for the right cause”. It may be religion, national
identity. People have this more profound feeling — love for
their own nation.
In 1916 we, a bankrupt country, went to war in France,
Angola, and Germany, three fronts at the same time. We
sent out troops and it was manslaughter.
At the time Africa was a wild mysterious territory ravaged
by diseases and wild animals with lots of savages around.
The boys who went out there had a rough time.
- What does it mean for the main character to be a
good soldier? Did he have a choice?
— My character is very young, still a boy, he was
brainwashed, they imposed a certain world outlook on
him. It was important to me that Zacarias should think
the way his contemporaries did, that he should not apply
the contemporary moral criteria. At the time people
were thoroughly brainwashed. That's how nationalist and
militarist propaganda worked. So this is a brainwashed
boy.
- This is a hyper-realist movie, at the same time the
main character is caught between reality and irreality:
he sees somebody or maybe he does not... So to
speak, “the temperature of reality” reaches the boiling
point for him.
— | used malaria as a plot device. The protagonist
is feverish and fever sometimes causes confusion,
hallucinations. | wanted to make use of it. It was important
for me that the person watching the movie should
identify with the character as much as possible. So we
always follow the character. We see what he sees, we
understand... We don't understand what he doesn't, to be
exact. And we don't see what he doesn't see. And it's the
way it is from start to finish.

Interviewed by Asya Kolodizhner

and Peter Shepotinnik
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8 1/2 FILMS
DIR. CRISTI PUIU

- How did you manage to dive so deep into Vladimir
Soloviev's text?
Cristi Puiu: It started in the early 90s when his book was
translated into Romanian because under socialism it had
been banned. It got superimposed on people’s memories:
people started collecting the memoirs of those who had
survived communist prisons. | grew up under that regime
in a family of atheists. | mean, we did not intently go to
church, only on a whim. Of course, | can't compare myself
and my life experience to those who were imprisoned under
communism and talked about God. | told myself: “There’s
something wrong. There's something wrong either with
myself or with those people. Because either one thing is
true or the other”. The presence of God, Jesus Christ, and the
Mother of God in Soloviev's text seemed unusual. | grew up
in an environment where there was no God and science was
omnipotent.
Soloviev was very important to me for another reason as
well. The presence of Dostoyevsky, Tolstoy, Chekhov, Gogol
was very significant for my education and my mother knew
Russian and she sang Russian songs when we were kids...
In a sense, Russia’s presence was palpable.
- Did religious moods somehow evolve in society after
the fall of socialism?
- One of the phenomena of the 90s was the return to the
period which preceded the communist power. In Romania, we
are experiencing something like a revival of the belief in God,
of the Orthodox church. And we are still importing everything
from the West. The society is divided, it is very hard to raise
questions which are not considered politically correct. For
instance, you can discuss Buddha and Mahomet with your
friends over a cup of coffee, but the moment you bring up
Christ — God forbid. You can't talk about him. But why?
- Can we say that in this situation Soloviev became a
moral support for you
- Soloviev confirmed the truth behind all those ideologies.
The truth originating from the country which is considered
the birthplace of communism. When you start thinking about
the origins of communism and look back in history you see
that it was not born in Russia. But communist Romania
believed that after the war Russia invaded numerous
countries and imposed the communist model on them, and
communism was ostensibly the Russian ideology. Which is
evidently wrong.
- Can a movie be “a way to God” for the director?
— The problem arises when you hit the boundaries of rational
thinking and realize that there is a phenomenon that you
can't explain, a very important phenomenon... People ask
“What are they? Give examples”. The best example would be
love. You can't survive on this planet without love. You have to
love, you have to be loved. It does not have to be mutual love,
but you need love. Is it rational? Can one logically explain it?
If you open your mouth and try to explain it, you will realize
that you are trying to explain the inexplicable. But if you
compose a sonata, if you write a poem, that will be some
sort of explanation. But there can be no rational one. You try
to find some other means of explanation for something you
can't express otherwise, in the rational language.
- In that case, a sonata, a poem, a film can offer answers
to all questions.
— We will never know all the answers. I'll tell you about
a Romanian writer, who was an important figure in the
Ceausescu days. He died a few years ago. He was invited
to Romanian TV and he said: “l know I'll be dead soon’".
Someone asked him: “Aren't you afraid to meet God?” and
the writer said: “No, | am not. There's something else | fear
- to discover that there is no God. That would be the most
terrible thing for me. If there is God he will send me to hell
and | will understand him because it will become clear to me
that the world is rational. But if there is no God | will be totally
confused".

Interviewed by Asya Kolodizhner

and Peter Shepotinnik
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MIFF dHLILY maner B «okTABpe»

3 OKTABPA / OCTOBER, 3 4 OKTABPA / OCTOBER, 4
12:30 M03BOHM MAME! / RING MAMMA! OKTABPb, 5 1245 [WKAMBO/JUMBO OKTABPb, 7
13:00 MPO NIESTHO Y MUHBKY / PRO LYOLYU | MINKU OKTABPb, 2 1315 YPOKWJNIOBBM / LESSONS OF LOVE OKTABPb, 5
13:30 BENAA 3MEA / BAI SHE: YUAN QI OKTABPb, 1330 [ONPOC/I ANAKRIS| OKTABPb, 8
1345 OWNMbM CTAPUKA / VANAMEHE FILM OKTABP, 10 1400  BABEHKO. NOCIYLLIATL CEPALIE Y CKASATE: <OHO OCTAHOBIIOC» / OKTABPb, 2
. ; BABENCO - ALGUEM TEM QUE OUVIR O CORACAO E DIZER: PAROU
1400 CTAMbHBIE IEAV/ TERASLEIDIT OKTABPb, 8 -
1400 BIOKADHbIA AHEBHVK / A SIEGE DIARY B3HT
1415 [ABHOHE BUOENMCh / ENTRE DEUX TRAINS OKTABPb, 4
1410 CBUHLIOBAA AHHA/MIANIMH FIOM / LEAD ANNA/LALA'S HOME OKTABPb, 4
1420 OWUMO®OBKA/ PHILOPHOBIA LK, 1 .
1420 BOCKPECHbIM EHb B AZLY / SAVAITGALIS PRAGARE OKTABPb, 9
14:30 VIBA/VRBA OKTABPb, 7 -
1430 VEbINABOVHA/IMALO EDNA VOYNA OKTABPb, 9
14:45 BOrVHA QOPTYHA / LA DEA FORTUNA OKTABPb, 5
- 1440 BUTAJIMHA BAPENA/ VITALINA VARELA OKTABPb, 7
15:00 PACTIOPAXEHVE / MEDIDA PROVISGRIA OKTABPb, 1
- 1450 KAKCbIP B MACIE / KATZEFET VE DUVDEVANIM OKTABPb, 9
155  CE30HAOMKEM/RE DAIYU OKTABPb, 11
1500 MOV AHY CIABbI / MES JOURS DE GLOIRE LK
15:30 MPUMEPHOE MOBE/EHVE / PAVYZDINGAS ELGESYS OKTABPb, 2
1510 BE3YMVE/HULLUMEELSUS OKTABPb, 11
15:45 MAPVKCKIE KATITIATPAMMB / PARIS CALLIGRAMMES OKTABP, 10
1520 YEMMMOH/ IL CAMPIONE OKTABPb, 5
1600 JETOY JEOYLUKYW / NAMMAEWUI YEOREUMBAM OKTABPb, 9
1530 BUPBAHM/BIRIAANI OKTABPb, 8
1600 VXOLFILLIAR HATYPA. TIOPTPET PEMUCCEPA AXALIOBA / WK™
: UKHODYASCHAYA NATURA. PORTRET REZHISSYORA AKHADOVA 1600 TETA3UTA/TANTE ZITA VKTT
16:15 ATV A3bIK / MOWA PTAKOW OKTABPb, 8 1615 WIPbl, BKOTOPBIE UTPAIOT fII0[V / SEURAPELI 10HOCTb
16:30 MPELBLIEOPHAA KAMMAHWA / THE CAMPAIGN B3HT 1630 LBETbIBTEHW/SHADOW FLOWERS OKTABPb, 2
16:30 KOHKYPC KOPOTKOMETPAMKHOTO KUHO 1/ SHORT FILMS COMPETITION 1 OAKEN 1630  PACTBOPATLCA/DISSOLVE B3HT
16:45 TATTEPBY / GUTTERBEE OKTABPb, 4 1630 KOHKYPC KOPOTKOMETPAMHOTO KWHO 2 / SHORT FILMS COMPETITION 2 OAKEN
17:00 PASPYLUMTENBHULIA CUCTEMbI / SYSTEMSPRENGER OKTABPb, 7 1700 KAHAT/KANAL OKTABPb, 11
1700 YBUETb CBET/VOIR LE JOUR I0HOCTb 1710 HOKTIOPH / NOCTURNE LK
17:00 BrOMTOMOCA / A MEDIA VOZ LK, 1 17:10  AXOTEN CMIPATATLCA / VOLEVO NASCONDERMI OKTABPb, 4
17:15 B ABIYCTE 1944 / V AVGUSTE 44-G0 OKTABPb, 11 1730 BEJAA3MEA/ BAI SHE: YUAN QI OKTABPb, 10
17:30 BJIOKAHbIV IHEBHUK / A SIEGE DIARY OKTABPb, 1 1740 AHVAMALWA 1/ANIMATION 1 OKTABPb, 9
1745 CECTPEHKA/SCHWESTERLEIN OKTABPb, 5 1750 YTO3HAET TUXAA EPAA / KO ZINA KLUSA GERDA OKTABPb, 8
18:00 FOPOL, YUTEHHBIX / NINZU-NO MACHI WNMI03MOH 1800  PAVICKAAMTULIA/ LOISEAU DE PARADIS WNMIO3UOH
18:00 KPACHBIE MMHIBIHbI / RED PENGUINS OKTABPb, 2 1800 HAJATIBHUX PYBEPKAX / NA DALNIKH RUBEZHAKH OKTABPb, 1
18:30 VICKATENM MPUKMIOYEHWI / LES AVENTURIERS VKT 1810 BKIMOYbA/AOS PEDACOS OKTABPb, 5
18:30 MOCKBbI HE BbIBAET / MOSCOW DOES NOT HAPPEN OKTABPb, 9 1820  COMbCME3/LE SEL DES LARMES OKTABPb, 7
18:45 BE3YMHBI MIAP / ANI MULALU? OKTABP, 10 1830 BEMW, YVIE, BETW/SPRING, UJE, SPRING B3HT
18:45 FOPOLICKAR MEYTA / CHENG SHI MENG LK, 1 1830  CMA/THALASSO 65
19:00 FATAPVH / GAGARINE I0HOCTb 1845  PASPYLUMTENbHILIA CUCTEMBI / SYSTEMSPRENGER IHOCTb
1900 A0YbPbIBAKA/DOCH RYBAKA B3HT 1850  NECOPYBbI/LES GRANDES GUEULES OKTABPb, 11
19:15 BENMMKONAHAMA / GREATLAND OKTABPb, 4 1900  YEMOBEK HEYHBIBAIOLLMI / CHELOVEK NEUNYVAYUSCHIY OKTABPb, 2
1930 APY3bA HA CBOIO FOMOBY / LE BONHEUR DES UNS... OKTABPb, 8 19:10  MOJITBA BO UMA EOTA/ GLORIA MUNDI OKTABPb, 9
19:30 MATBMKPOT / MALMKROG 65 195 AB3T0BPEMA HA 3EMTIE / SAMTIDIGT PA JORDEN LK, 1
1945 TBAPM, LENNAKOLIMECA 3A CONOMUHK / JIPURAGIRADO JAPGO SIPEUN JIMSEUNGDEUL OKTABPb, 5 19:30  3TO HE NOXOPOHBI, 3T0 - BOCKPECEHME / THIS IS NOT A BURIAL, IT'S A RESURRECTION OKTABPb, 10
2000 CYBBOTHAV POMAH /LAN XIN DA JU YUAN OKTABPb, 7 2000 TPUYM®/UN TRIOMPHE OKTABPb, 10
20:00 VIHTEPBbIO / INTERVISTA WNIO3MOH 2000 CbIHMOHTOMMM/ SYN MONGOLII WNIO3VOH
20:10 VNrA-MBOATA / VALODZITE OKTABPb, 11 20:10  TATTEPBM/GUTTERBEE 3BE30A
20:20 HOKTIOPH / NOCTURNE OKTABPb, 2 20:20  MICUXOMATUA, UCKYCCTBO ANIA UCLIENEHIA / PSYCHOMAGIE, UN ART POUR GUERIR OKTABPb, 5
2020 CMACEHME/ SALVATION 3BE30A 20:30  WBCEE/NEVERTHELESS OKTABPb, 8
20:30 PACTBOPATLCA / DISSOLVE OKTABPb, 1 20:30  VHCTUHKT/INSTINCT VKT
20:40 MATEPYHCKMI UHCTVHKT / MATERNAL OKTABP, 10 20:45  MAMBMKPOT / MALMKROG OKTABPb, 7
21:00  XEHOMEMA/ HANDMADE LK, 1 21:00  BEPMH, ANEKCAHOEPNNALL/ BERLIN ALEXANDERPLATZ OKTABPb. 1
21:15  ATHEL/LAGNELLO WK™ 21:00  KPACHBIE IMHBYHbI / RED PENGUINS LK, 1
21:30  CMIAVIC BOM3/ SPICE BOYZ OKTABPb, 9 21:30  MTWLLINADATIM AOMKEEM / IL PLEUVAIT DES OISEAUX OKTABPb, 11
21:45 POBEP 3HPKO. HE3ABMCIMbIA / ROBERT ENRICO. INDEPENDENT OKTABPb, 4 21:45  MOKMOHEHME / ADORATION OKTABPb, 9
2210 OTEL/OTAC OKTABPb, 8 2200 MblHE CLAEMCA / DIE UNBEUGSAMEN: GEFAHRDETE PRESSEFREIHEIT AUF DEN PHILIPPINEN ~ OKTABPb, 2
2220 CKOMO®WMMA/SCOPOPHILIA OKTABPb, 6 2215 HOYHOM KOHBOM / NIGHT SHIFT OKTABPb, 8
22:30 KPACHBIN MPU3PAK / KRASNY PRIZRAK OKTABPb, 2 2215 3ATTIABHBIMU BYKBAMM / TIPOGRAFIC MAJUSCUL MAOHEP
22:40 MPAMKCKAR OPTUA / PRAZSKE ORGIE OKTABP, 10 2230 JIETVOHbI/ LEGIONY OKTABPb, 10
22:50 MOCKWT / MOSQUITO OKTABPb, 7 2240 TAPA/LARA OKTABPb, 4
23:00 LLIYM / SHUM OKTABPb, 1 2250  CEBACTbAH BEPET BBICOTY / SEBASTIAN SPRINGT UBER GELANDER OKTABPb, 5
2315 3ATJIABHBIMY BYKBAMM / TIPOGRAFIC MAJUSCUL OKTABPb, 5

UKTT - KMHO3AIT HHEHEPHOIO KOPMYCA TPETbA KOBCKOW FANEPEN
B3HT - BOJIbLLIOV 3AJ1 HOBOW TPETbAKOBKI 3AMALHOE KPBITI0
UAK - LIEHTP JOKYMEHTAJTbHOIO KMHO GS - JIETHUWM 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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