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50U C TEHbIO

=\eIANa{==INAlEE HA OCTPUE / PEXK. 30YAPL BEOPLYKOB

B Poccum oTHOCUTENbHO HeiaBHO, HO Meray
6alonyKamMm XOKKencTa XapiaMoBa, KoTopbii
CUMTAeTCA POAOHAYaNBHMKOM HaHpa Y Hac, 1 GyThonuncTa

CTpenbLIoBa, KOTOPbIM MAET B KMHOTeaTpax cenyac, ye

YMECTUNOCk He MeHee AecATKa GpunbMoB. Kak npaswno,
370 6orblLmMe bloarKeTsl (M COOpbI, BPOYeM, TOHeE), bomb-
LLMe 3Be3[bl, MaKCUMarIbHOe CTpeMIIeHWE NPUBIN3UTLCA
K peanbHoMy 3M130Ly, NMoYTY BoLLeLemy B Gonb-
KMOPHbIA KaHOH. 1 KnaccHo opraHn3oBaHHble... EaBa He
HanMcanoch «6atanbHble CLEHbI», 8 BPoYeM, noyeMy
HeT. B 3TOM OTHOLLIEHWM HalLle 60rIbLLIOE CMOPTUBHOE
KWMHO rOTOBO BMAETL Ce6A HAacNeAHMKOM KuHematorpaga
Cepren boHzapuyKa, TMHHECOBCKMI peKopA KOTOporo,
KarKeTCA, TaK HUKEM U He Bbin nobuT.

3nyapa bopayKoB cHMMan o cropTe, Korda 370 eLLe He

3 rnoxa 60/1bLLIOro CMIOPTUBHOMO KMHO HaYanack

6bI0 TPEHAOM, 1 0 COpeBHOBaTENBHOM JyXe, ApaiiBe U
OTHYaAHWM NOPAHKEHNIM Hado GbINO YMETb PACCKasblBaTb
6€3 MOLLIHOM TeXHUYECKOM 1 GUHAHCOBOM MOAOEPHKN.
Ha pyKy persuccepy chirpana v KaMepHOCTb M36paHHO-
ro UM celtyac Braa cropta. HeHckoe dexToBaHme — He
yTOOM U He XOKKel, Jarke ecrim roBOpUTb C 3KpaHa (Kak
3T0 AENaloT B GUHANBHBIX CLIEHAX HYPHAUCTBI), UTO 3T0
CMOPTUBHOE 3peLLIE CTaro T1aBHbIM [1A BCe CTPaHb
Ha oOuH AeHb. Bee KnioyeBble CobbITUA pa3BopaymMBaloTcA
B [JOBOJIbHO KaMepHBIX 3a/1ax Npy MosynycTbX TPUBbYHaX.
Kpyr repoes v Tex, KTo BoBfieYeH B COOLITUSA, HEBESWK, a
raBHaA CoCTaBrIAIoLLAA yerexa (Mnm Heydad) repovHb

— He Nxve 60U, XOTb M YAa4HO CHATBIE, @ UCCTYMEHHO-
0aHo06pa3Hble 0TPabOTHM OBUMHKEHMA C MaHEKEHOM MW
TpeHepoM. He B KpacouHbIX GyTOOMBHBIX-XOKKEMHBIX
6aTanuAx, a UMeHHO 34ecb BUOHO, YTO 99% ONUMMMINCKOM

nobefpl — 370 MOT, KPOBb M TPYA, @ 1%... YiKac oT Toro, 4to
NOCNeHUIA B HU3HU LLIAHC MOXKET BbITb NpoBarneH.
lepouHb ABe — Yy Kark4oM CBOA MpaBAa, U 3T0 TOT Crydal,
Korza 3puTesib He MOYKET BblbpaTh 04eBUOHBIN 06TBEKT
conepermBaHuA. Anexcanapa [Moxposckan (CBeTnaHa
XoayeHKoBa) — NpU3HaHHaA poccuickan cabnmcTra N2

1, obnapartenbHMLLA BCeX MbICTIMMBIX Harpag, KpoMe
ONMMMUICKOrO 30/10Ta — [J1A 3TOr0 OCTAeTCA NoceHAA
OnuMnnaaa; YenoBeK UCTEBNMLLMEHTa — 3TO BarkHO. [e-
6toTaHTKa Kupa Eroposa (Ctaca MunocnagcKas) — camopo-
[IOK, IMKapKa, [eMCTBIA KOTOPOI Ha [IOPOHKKE W B HU3HM
4acTo anorunyHbl. OHa Oep3uT, XaMuT «BeTepaHKe» U BCeM
BOKPYT, HUBET C APY3bAMU B JTOdTE, HAMEPEHa CrioMaTb
3Ty MocKBY, a ee norvka npocta: NobeauTb [OMHKHA CUMb-
HewLLanA, 1 3T0 OHa.

«Ha octpue» TonbKO MackupyeTcA Nop NPUBbIYHLIN 41A
CMOPTUBHLIX [ipaM HaHp Nosy6aionmKa, 0cobeHHo B
KOHLie, KOria MoAYepKMBaET [OKYMEHTasTbHYI0 OCHOBY —
601 3aBepLualoLLei kapbepy Codbi Benmkoi 1 toHoi AHbl
EropaH Ha duHane OnuMnmaael 2016 B Pro. Ha camoM
[Llene, 33 Nofgo6HO KoNM3KMen 3puUTers BCMOMHWT Yepesy
WHBIX OSIMMIMUIACKX CKaHAAMO0B — OT CUHXPOHUCTOK
obpasua AdpuH-2004 0o durypmucTok obpasLia NxeHdvaHa-
2018. 301070 TONMBKO OAHO (<KOMaHAHOE» yTeLLMTeNbHOe
He B CHeT), YeTbIpe rofia — OrPOMHbIY CPOK, M 3TO BCeraa
KatacTpoda.

lMoHa4any npoTtneocTosHwMe MoKpoBCKoM 1 Eroposoit

— TVNWYHBIR KoHGAMKT Canbepy 1 MoLiapTa, B KOTOPOM
HabnioaaTh, KOHEYHO, MHTepecHee 3a Canbepu. Mcuxo3bl,
CpbIBbI, 3aM1CU B AHEBHVIKE. MOLIaPTUAHCKIUIM CTUMb HU3HN
B 3TOM KOHTEKCTE MOYKET MOKa3aTsCA NMPOCTOBATHIM U M-
MOBaTbIM, HO TO, YTO MO3BOSIUTENBHO UCKYCCTBY, HE MOMET
MpoCTUTL CNopT. Hy, Kak ecrin Bl yMeHVe NpedynpeanTs v
MPaBWNbHO M36eraTb 0TPaBeHMA BbIN0 YaCTbIo KOMMO3K-
TOPCKOro MacTepcTBa.

®unbM 3aBepLUaETCA [OKYMEHTabHbIMA Kadpamu 13
Puio. B Te oHW KpacoK, canioTa 1 KapHaeana 6orbLumne
[OMMHIOBblE CKaHAMbI TOMTBKO PACKPYHYMBANCh, U ANA
POCCUIMCKMX ONUMMUILIEB HAYMHAIACh HOBaA pearbHOCTb
C HOBbIM TUMOM KOH(IIMKTOB: BO3MOMHO, M 3TO KOrAa-To
CTaHeT TEMOW «H0SIBLLIONO CMOPTUBHOMO KUHO.

ON THE EDGE

=II\eNF18)Y DIR. EDUARD BORDUKOV

Te big sports cinema in Russia is
relatively new, but there are already
almost a dozen films between
Kharlamov's — who is considered to be the
ancestor of the genre in the country — and
Streltsov — who's currently on screens -
biopics. Those usually have big budgets
(and box offices as well), big stars and an
almost folklore-ish strive for authenticity.
Those are also very organic. In this
respect, our great sports cinema is willing
to become a Bondarchuk's — with his yet
unbeatable Guinness record - heir.

Eduard Bordukov made sports films

when it was not yet a trend and one

had to portray the competitive spirit,

drive, and despair of defeat without

much technical and financial support.
Bordukov has certainly benefited from
certain confidentiality of the chosen

sport. Women's fencing is not as showy
as football or hockey, even if we claim

(as the journalists do in the final scenes)

it to be the main thing of the day. All

the key events of the film take place in
rather scaled-down halls with half-empty
stands. The pool of the participants and

those involved is modest, and it's not the
dashing battles to guarantee success

(or failure) but frenziedly monotonous
exercises with a dummy or a trainer. The
movie shows that 99% of the Olympic
victory lies in sweat, blood, and diligence.
As for the remaining 1% - it is the fear
that the last chance in life could be lost.
There are two main characters — each
has her own truth and this is the case
when the audience struggles to pick

who to empathize with. Alexandra
Pokrovskaya (Svetlana Khodchenkova) is
an acclaimed Russian saber-fencer Ne1,
the holder of all possible awards, except
for the Olympic gold — and Alexandra

has the last Olympics to change that;

the establishment is of a high priority

for her. Debutante Kira Egorova (Stasya
Miloslavskaya) is a nugget, a savage, who
often acts illogically both on the track and
in life. She is insolent, gets sassy with
the «veteran» and everyone around; she
lives with her friends in a loft, intending
to conquer Moscow, and her agenda is
simple: the strongest shall win, and that
is she.
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«On the Edge» only disguises itself as a
semi-biopic film — which is a common
thing for sports dramas, — especially in the
end, when highlighting the documentary
basis - the fight between soon-to-retire
Sofya Velikaya and young Yana Yegoryan
at the 2016 Olympics in Rio. In fact, this
collision might remind the audience of the
other Olympic scandals - from the artistic
swimmers of the Athens-2004 to the
figure skaters of the Pyeongchang-2018.
There is only one gold (a consoling team
gold doesn'’t count), four years is a huge
time, and it is always a disaster.

At first, Pokrovskaya and Yegorova battle
seems to be a typical conflict between

Uzope Cacenves

Salieri and Mozart, and it is always more
captivating to watch Salieri. Psychoses,
breakdowns, diary notes. The Mozartian
lifestyle in this context may seem rustic
and silly, but what is allowed in arts can't
be forgiven in sports. Well, as if the ability
to prevent and accept the poisoning was a
part of the symphony.
The film ends with documentary footage
from Rio. In the bright days of fireworks
and carnival, big doping scandals were
only getting underway, and the new reality
began with new conflicts for the Russian
Olympians: perhaps it will soon become
the topic of the big sports cinema.

Igor Savelev



TAHLI,VIOLLI,AFI B TEMHOTE

HOH
XWMbOA (HILDA)/ PEMK. PULLIV M3/13M

AHTUYHBIX TPpareguaAx youTble
BI‘IEpCOHaH(l/I He noknganu

cLeHbl. VIM Mazann nuua
6en1naMn, M OHM 0CTaBanmchb Ha
BTOPOM M/iaHe, NyranA 3putenen
6enbiMK NLaMU. TeHb Yero-To Mno-
XOXero ecTb B «Xunbae». BHellHe
BCE Bpofe 6bl B TpaaMUMAX Co-
BPEeMeHHOM CoLManbHOM Apambl, TO

€CTb MaKCMMaJIbHO HaTypPanmuCcTn4Ho,

a To M NceBOoAoKyMeHTasnbHo. Oco-
6eHHO B Havarne, Koraa 3arnaBHas
repOVHA, CTapLUEKNacCHALA U3 He
caMblx 61aromnony4HbIX TOHOOHCKMUX
KBapTasnoB, ABNAETCA [JOMOWN HOYbIO
1 nonagaeT B NepedpAry, B KOTOPOW
3pUTENb JOATO HE MOMKET pa3o-
6patbeA. [purnyLLeHHbIe KpUKKU po-
auTenei, 6eroTHA KaMepbl, MOMbITKY
Xunnbdbl YKPbITBCA: KAMHETCA, YTO
KTO-TO KOro-To yO1BaeT, HO, OKas3bl-
BAeTCA, 3T0 — HA060POT — porKAeHWe
HOBOW HW3HW. B cTpaLuHomn cyma-
TOXe, CKaHaane, HeroToBHOCTU K
YeMy-To NogobHOMy — MaTb Xusbabl
poraeT. M no atoln berotHe, opy U
PBaHbIM KapaM Mbl MOHUMAaeM, YTO
ovepenHOM — TpeTben — [oYepu B
3TOM HENYTEBOW CEMbE He O4YeHb-TO
pagbl.

Ax [a, 06 aHTUYHOM TpaanLmu:
KarkeTcA, Puwm Manam gonyckaet
noJo6HYI0 YCIIOBHOCTb, TONBKO

He B 1106. BMecTo 6ennn cuHAKK,
TeHW nog rnasamu. Bpoge 6bl, 1 He
BbIXOAALLME 3a Npeaensl pusmono-
FUYEeCKOM HOPMBI, HO 3TO CTPaHHbIM
06pasoM nputArneaeT BCé Gorblue
BHWUMaHKA. CHavana ¢ TeMHbIMU

Kpyramu BOKpYr rma3 npeacraeT
«MaTb-repounHsa». M He yamBuTensHO,
BCE-Taku pofel, TeM bonee, No BUay
«CHaCTNIMBLIX POAUTENEN» NIEMKO
NPeanosioKMTb, YTO OHW MW HaKa-
HyHe BCI0 HOYb. Y Xunbabl BUA TOXe
He cambli1 300poBbIi. OQHAKO YeM
Janblue, TeM KOHTPaCTHee CTaHo-
BATCA ee TeMHbIe Kpyri nof rnasamm
(TaK YTO ABOMHMYECTBO MO OTHO-
LLIEHWNIO K MaTepW, NPoABMBLLIEECA B
durHane, yre He ByeT clopnpu3om).
Bpoge, 310 1 He CTpaHHO, yunTbI-
Baf BCE UCMbITaHWUA, CBA/IMBLLIMECA
Ha ronosy 16-neTHen AeBYOHKM,
6pPOLLIEHHOW BbIMMBATb C ABYMSA
MIaALLIMMKM CeCcTpaMm Ha pykax. Ho
CTPaHHo, YTO 3TU [are BU3yaslbHble
M3MEHEHWNA He XOTAT 3aMeYyaTb KaK-
6bl-NpUATENN: 4EeBOYKA, B KOTOPOW
Xunbda pobKo NbiTaeTcA yBUOAETb
60/bLLE YeM Moapyry, 1 Manb4mK,
KOTOPbIN POBKO MbITaeTCA CTaTb
6onblLe YeM ApyroM. BnpoueM, yem
He 3aKOHbl KaMEHHbBIX OHYHITIeN:
611aroBocnuTaHHo caenath BMa, YTO
C NafaloLLMM B NPONacTb HAYEro He
MPONUCXOANT.

BTopan ycnoBHOCTL — TaHeLl: mopon
[oBeeHHOM [0 oT4aAHUA Xunbae
He ocTaeTcA HuYero 6onbLue, KpoMe
KaK BbIpa3uTb BCE, YTO OHa OyMaeT
06 3TOM MMpe, A3bIKOM TaHLa. 3To
BHe3arMHO POAHWUT ee C reponHel
BbopK 13 «TaHuyioLLein B TeMHOTE»
— TOMe NpUHMMaloLLLeR BCE bonee
HKECTOKME yaapbl OT MMPa, He Mo-
HUMaloLLel — 3a 4To, M 3a60TIMBO
BEOMOW PeHMCCEPOM Mof JTOKOTOK

K awadoTy. TonbKo y Jlapca doH
Tpuepa TaHel, 6bI1 eLLe 0aHUM
CnocoboM He BUAETb, OTTOPOAUTL-
A, co3aaTth cebe crnacuTesnbHyio
WANIo3uto, @ AnA Xunbbl 310 YyTb
6onee nparMaTi4Han UCTOPUAL.
CKpblBaA 310, cTecHAACh (0bpa3s npo-
H{H{EeHHOM MaLaHKu ¢ 6aHKoM NvBa B
pyKe — HeobxoamMas «bpoHsA»), OHa
nbiTanacb CAeNaTb TaHew, 1 oTayLIM-
HOW, 1 BbICKa3blBaHMEM, 1 CNOCO-
60M CO0BLLMTL YTO-TO Nodpyre (a
MOMKET, M POAUTENAM, MPULLIEOLLNM
OfiHaXabl MOCMOTPETL ee LLKOSbHOe
BbICTYNSIEHNE). A Kora COBCEM MpU-
Yano 6e3neHersbeM 1 Heobxoau-
MOCTbI0 BbIMMBATL — M Npodeccueit.
OOHaKo No 0HOMY BUY XMLLIHOM
OaMbl-MeHeKepa, B Loy KOTOpoK
Xunbha npuxoauT ycTpamBaThCA Ha
paboTy, Mbl MOHUMAEM, YTO HIyT
OT Hee OTHIOAb He TBOpYecTBa. A
Yero-HMbYdb Meay CTPUMTU3IOM U
NpoCTUTyLIMEN.
M BAPYr Mbl y3HaeM OyX KNacCuKku.
C 0ZIHOW CTOPOHI, HECTOKMIM MUP
(paHbLLe 66l 006aBUN — «<MUP
KanuTana), KOTopbIiA COMPET U
He nogasutcs. C gpyroi, pebeHok
(Xmnbaa, KoHeYHo, He BbIMAaUT
pebeHKOM, HO...), BHYTPEHHSS Y1CToTa
KOTOPOro bYHTYeT MPOTUB TOro, BO
YTO BTAMMBAIOT. Tpaamummn [MKKeHca
MBI, JarKe ecrniv B Kagpe — JIoH-
[OHCKMe TpyLLobbl 21 BeKa. TonbKo
BOT, KarKETCA, YydeCHbIX CMaceHuin B
ZyXe POrKAECTBEHCKUX CKA30K 30eCh
YHE HUKTO He M [ET.

Uaope Casenves

MIFF JdHILY  maner B «oktAGpe»

HILDA

MAIN COMPETITION
DIR. RISHI PELHAM

in ancient tragedies didn't leave the stage.

Instead, their faces were painted white and
they stood at the back scaring the audience with
pale frozen faces. Something similar is happening
in “Hilda", Rishi Pelham’s debut. Outwardly, it
seems to comply with the traditions of modern
social drama, that is everything is realistic,
naturalistic, and pseudo-documentary. Especially
in the beginning, when the title character, a
high-school girl living in the not too prosperous
quarters of London (and as we soon realize, in a
dysfunctional family) comes home late at night and
gets into a mess and the viewer is clueless as if
he were awakened in the middle of the night. The
parents’ muted cries, a restless camera, Hilda's
attempts to hide. It looks like murder is taking
place, but it turns out that a new life is being born.
In a horrible mess, brawl, and unpreparedness
— Hilda's mother is giving birth. This running and
shouting and abrupt presage that the hapless
family is not overjoyed to have a third daughter.
Oh, yes, the ancient tragedy. Rishi Pelham allows
for the formal device, but only indirectly. Instead
of the white paint, he uses bruises and dark
shadows under the eyes (so that her ambiguous
relationship with her mother at the end is not
surprising). It is not weird for a 16-year-old girl
left alone to survive with her two younger sisters.
But, strangely, these changes go unnoticed by
her alleged friends: a girl Hilda has more than
friendly feelings for, and a boy who timidly tries
to become something more than a friend. An
example of lawlessness: politely pretend that
those falling into the abyss are all right.
Another formal device that Rishi Pelham accepts
is dance. Sometimes Hilda, when she is driven
to despair, can express her attitude to this world
only through dance. And, suddenly, it makes her
similar to Bjork'’s character from “Dancer in the
Dark” who also receives more and more hideous
blows of fate without understanding the reason and
whom the director gracefully escorts to the scaffold.
But in Lars von Trier's movies, dance was a way
of not seeing, of cutting oneself off, of creating a
saving illusion. For Hilda, it is more pragmatic. She
conceals it, feels shy about it (the image of a tomboy
with a tin of beer in hand is the necessary armor),
she tries to turn her dancing into an escape, and into
a pronouncement, and into a way of communicating
with her friend (and, perhaps, with her parents who
once came to watch her school performance). And
when the need to get money and to survive grew
stronger, she made it her profession. But from
the looks of the predatory female manager who is
interviewing Hilda, it becomes clear that what is
expected of the girl is not creativity, but something
between striptease and prostitution.
And then we suddenly feel the spirit of the
classics. On the one hand, there is the cruel world
(some years ago they would have said the world
of money) which is ready to devour her. And on
the other, there’s a kid (most certainly Hilda does
not look like a kid, but still..) whose innate purity
rebels against the life she is being dragged into.
Dickensian traditions live on, even when we see
London slums of the 21st century on the screen.
Only no one seems to believe in miraculous
Christmas happy ends anymore.

Theatre historians recount that dead characters

Igor Savelev



KOHRYPC KOPOTROMETPAHHOI O KMHO

TOpOW rof, NoAPASA KOPOTKOMETPaXKHbIN KOHKYPC

MMKO® coctouT 13 Tpex ceaHcoB. KomnaHuio eMy

Ha decTuBarne B 3TOM rofly COCTaBNAIOT BHEKOH-
KypCHble MporpamMMbl: «Poccuiickoe KuHo: MNepcrek-
TvBbI» U «KopoTKOMeTparKHble dunbMbl EBponeiicKon
K1HOaKadeMumn». B aTOT pa3 B KOHKYpPC BOLLM YeTbIp-
Haguatb pabor.
Poccuio npeacTaBnAloT YeTbipe 04eHb pasHble KapTUHBI.
«PyKm» (per. Kata CKaKyH) cocTaBnsioT OpUriHanbHyto
pudMy ¢ ApyrM NoKasaHHLIM Ha GecTuBane B 3TOM
rofy KOPOTKUM MeTPOM — durbMoM «PebeHok» KceHum
3yeBoiA, BRMIOYEHHBIM B NporpamMy «[lepcrexTuebi». 06a
¢unbMa 06paLLAIOTCA K TEME OXKMOAHUI, KOTOpble Ha-
KNablBaloTCA Ha *EHLLMH B COBPEMEHHOM 06LLIECTBE, HO
CHATBIA B HAPOUNUTO MENaHXOJIMYHOW, CU30-CepoV ramme
¢unbM CKaKyH TakKe 3aTparvBaeT 601e3HEHHYI0 TeMy
JoMallHero Hacunus. K Bonpocy HacunuA — npaega, ¢
pafvKanbHo MHOMo parypca — obpatuaetcA v ¢punbM Usa-
Ha OraHecoBa «PoT oTKpbIBaTb». PAOoBOE, Kasanock bbl,
Co6biTHE — MOArOTOBKA K MOKa3aTesIlbHOMY BbICTYMIEHMIO
MHTEPHATOBCKMX MOAPOCTKOB Mepes BarHbIMU YUHAMU
13 aAMUHUCTPALIMM — [eWCTBUTENIbHO OKa3bIBaeTCA No-
KasaTesibHbIM, HO BOBCE He B TOM CMbICTIe, KaK X0Tenochb
6bl pyKOBOAUTENAM UHTEPHATA: LEMOHCTPUPYET, YTO
Nio60e NpUMeHeHWe CUMbl PaHo UKW NO3OHO BCTpeYaeT
npotnBodencrave. Lienoyka HeomaaHHbIX JencTBUM
TaKMKe NoKasaHa B ¢purbMe «4uctota» (perx. Maena
Crpatynar) — oTrpaBHOM TOUKOM 1A HUX CTaHOBUTCA
HEJOBKO BbIGPOLLIEHHBIM B OKHO Mycop (KaK HEC/IOMHO
[lorafarhcs, 3To Komeaus). YeTBepTan poccuiickas KapTu-
Ha B HbIHELLIHEM KOPOTKOMETPAaHOM KOHKypce — «Cynyc»
AHacTacum BopucoBoii (ee NpeblayLLas paboTa «<Mama»
6bl1a y4aCTHKOM OAHOI0 U3 IMaBHbIX KMHobeCTVBaneN
KopoTKoro MeTpa B KnepmoH-Qeppate). OuepeaHoe noa-
TBEPHOEHUE TOro GaKTa, UTO AKYTCKOE KUHO — HEBAXKHO,
KaKoro gopMara — NMopoHAaET BCE HOBbIE U HOBblE
MHTEpEeCHble MMeHa.
OpHol 13 MarucTpasnbHbIX TeM KOPOTKOMETPArKHOMO
KOHKypCa CTasna B 3TOM rofly TeMa aetcrsa. [oxanyn,
Havboree 0TKPOBEHHOE NPOH3UTENBHOE NPOYTEHME OHA
nonyymna B cepbckoM duneme «MocnegHas dotorpadus
oTua» persmccepa CredaHa [KoparKeBnYa, B KOTOPOM
YMUpAIOLLW OTeL-0MHOUKA MbITAeTCA OpraHM30BaThb

KOPOTKUE BCTPE‘-IM

¥M3Hb CbiHa nocsie cBoell cMepTu. B dunbMe KuTaiickoro
npou3BoAacTBa «ApcnaH» (per. Cat Hyap) 3arnaBHbiv
repow roToBUTCA K 06pe3aHuIio, KOTOPOE M0 CI0BaM ero
0TLLA, JOSHHO 03HAMEeHOBaTb ero nepexo Bo B3pocnyto
¥U3Hb. A toHanA repounHs benbruiickoro dunsma «Mionb
96-ro» (pexk. Muwwenb Hakob) NpoxoauT MHMLMaLmio
MHOro pofa — Kasanock 6bl 06bIYHBIM IETHUM HEM BblHe-
CeHHoro B Ha3BaHue 96-ro roga Copu BMAWT MMp C HOBOW
CTOPOHbI M MPOLLIAETCA C HEBUHHOCTbIO AeTcTBa. HaKoHel,
y Credanu, 11-neTHelt MMMHACTKU U3 OAHOMMEHHOM
paboTbl (TakMe NpounssoacTBa Benbrm) JleoHapgo BaH
[eiina, petcTsa He 6b110 B NpuHLmne. 0TobpaHHanA B 3ToM
rogy onA y4actua B KaHHcKoM decTuBane KapTuHa BaH
[eiina cHATa ¢ paHTaCTUHECKUM NPUBIIMMKEHWEM K ero
IOHOW repouHe.
ELule ogHa KapTWHa, NonaBLUaA B 3TOM oy B KOPOTKO-
METparKHyto nporpaMMy KaHHa — «botock 3abbiTh TBOE
nmuo» (coBMecTHoe npou3eoacTo Ervnta n ®paHumm),
TUXaf, NOYTU MHTUMHaA paboTa, pacCyKaaloLLan o TOM,
Ha YTO FOTOB MOWTH YeSI0BEK B OCYHAAEMbIX 0OLLLECTBOM
obcTonTenbctBax. OunbM «A — [opuH» NpefcTaBnsaeT 13
cebs 3aKI0YNUTESBHYI0 YacTb TaK Ha3blBAEMOW KOPOTKO-
MeTpaHoN «Tpunorim o Mongasum» Banepuy AHgpuy-
L3, 40 CBOEro NPYX0AA B PEHMCCYPY NMPOCABUBLLIErOCH B
KayecTBe aKTepa.
Hy 1, KoHeuYHo, HY 0iHa KOHKYpPCHasA NMporpamMma He bbina
6bl NonHow 6e3 onpeeneHHoro KonmyecTsa pabor,
06n1afaloLLMX HEKOTOPOW CKaHOANBLHOCTLI0. [eponHA
nosnbcKoro ¢punbMa «Mnatse» (per. Tageyiu JTbicax)
BriepBble No-HaCTOALLIEMY OTKPLIBAET 1A cebA cobCTBEH-
Hyl0 YyBCTBEHHOCTbL NOC/1e CyabbOHOCHOW BCTpeuu. lepou
Konymbuiickoro ¢punbMa «Mapiumennoy» [dysaHa [dyke
YCTPauBaIoT KPACOYHbIM NP BO BPEMA YyMbl, & 3aCTeH-
unBoMy KpuctuaHy («OTeLs HeBeCTbI», pex. Puc Mapk
[I}OHC), roToBMBLLIEMYCA K peyn Ladepa Ha cBaabbe,
MPUXOOUT NEPEHMUTb HECKOJBKO CTPAHHBIX MUHYT B
MY}CKOM TyaneTe, KOTopble CyLLIECTBEHHO MEHAIOT XOf,
Beyepa. Hy 1, noxanyw, caman 6e3 npeysenmyeHma
CKaHfanbHaA paboTa, NpefcTaBneHHan B KOHKypce — «30-
noToun gowab» IpuKa M. BerneHepa, KapTuHa, CHATaA €
Heo6bl4aliHOM OTKPOBEHHOCTHIO, HO M He MEHee BrieYaT-
NIAIOLLEN HEHHOCTBIO K €8 repoAM.

MapuHa Bonm



TPU UCTOPUN

(OISR CYObBA / PEXK. HXAHHA ICABAEBA

aHHa Vcabaesa He crieLuut

npegynperaaTs 3puUTenen, Yto

ee PUbM — He To, HeM KareT-
cA. HaunHaeTcA oH Kak npocTadA uctopums
Ha TeMy «Kyaa KpeCTbAHNHY MOAATLCA?»
[epeBeHcKuIM NapeHeK A3aTt NpuxoauT Ha
anMaTuHCKYI CTPOVIKY — 3€eCb TPYOMUTCA
ero 6part 1, BO3MOMHO, HalaeTcA npume-
HeHVe eLLle oaHol nape pabouux pyK. He
HaLLINOCh AarKe Yrma AnA HOYEBKU — U
A3aT nyckaeTcA B 0THaAHHOe nyTelLle-
CTBMWe Mo 3afBOpPKaM 60MbLLIOro ropoa.
Horu npuHocAT ero Ha 6a3ap, e KinAaT
MeJIKOYrosoBHble cTpacTut. Kpumu-
HasbHbIV CIOXKET pa3BMBaeTCA GbICTpo,
3a KaKue-To ABafLAaTh MUHYT — YTo6bI,
O0MAA 00 KyNbMUHALMK, 06HYNIUTECA U
BEPHYTb 3pUTENA Ha CTPOMKY. TosbKo Ha
3TOT pa3 A3art HanpaBWTCcA He Ha 6asap, a
B FOPOJCKOW MapK, e ToXe NonageT B
uctopuio. Beero ux byner Tpu.
WcabaeBa He B NepBbIi pa3 BLUMBAET
MOBECTBOBaHMWE B NepensieT KMHoasb-
MaHaxa. Ee paHHuWe paboTbl — «Tepan
HEBUHHOCTb B AniMa-ATte» 1 «OnnbipMai
wnu Joporve Mom JeTW» — TOXe COo-
CTOSIIN U3 HOBEJ1/1, KOTOpbIe Bbln He
CTOJIbKO JIOCKYTaMM 60SIBLLIOMO MOJIOTHA,
CKOJIBKO PacXoALLMMWCA TPOMKaMu
0fHo cynbbbl. Tenepb AoLuen Yepes 1
10 Cynbbbl ¢ 60/bLLION 6YKBbI — MYCTb U
OYeHb MasIeHLKOr0 YesloBeKa.
Cynb6a 3Ta, B 06LLEeM, He3aBMaHa.

ByKBanbHO BCe HM3HEHHbIE MEPCMEKTUBI
A3arta CBOLATCA K paMKe «0T CyMbl 4a OT
TIOPEMbI», HE3aBUCUMO OT HaMepeHWit
caMoro napHs. 06 3ToM HarmAgHO Co06-
LLI@eT BTOpaA HOBeNa, Koraa Halll repo
MbITAeTCA CNAcTU He3HAKOMYI0 [EBYLLIKY
OT HaCUJTbHVKOB B NapKe W NnonagaeT B
caMbIi rKap MunuLeiickoro aga. Ceet-
NbIMU NATHaMM BCM/IbIBAIOT GeLLbakm o
CeNbCKOM KOHOCTU — MOMKET, He CTOWII0
nokupatb pogHon ayn?

Bonpoc ocTaHeTcA 6e3 YeTKoro oTBeTa

— BO MHOIOM MOTOMY, YTO BbIXOAMT 33
npegenbl cyrybo coumansHoM NIoCKocTU.
Peub naet o Boibope MOEHTUYHOCTU, U
A3aT B HeM KornebneTcs.

OLuyLLieHVeM 3ToM HeCTabunbHOCTY Npo-
HUKHYT CTUIUCTUYECKMIA CTPOM KapTUHbI:
peanunsM B HEM 3a0CTPEH ¥aHPOBbIMU
npuMecAMU. Ha pbIHOK BbesHaloT
6aHOuMTbI B raBaickux pybaxax. Bckope
OHM Y}Ke KaTAT Mo HOYHOMY ropofy,

KaK NepcoHarKu 3anpaBCcKoN raHrcTep-
CKOW LUTYKOBUWHbI — He ¢unibMa Jae, a
BAOXHOBNEHHOMN KUHeMaTorpadoM mrpbl,
Tvina GTA: Vice City. Tam gevicTaue pas-
BOpa4uBasnock B Manamu, o Maiamu e
3anvBaeT, Tep3asd AyLLy, TeHOp-CaKcodoH
B CayHATP3Ke (TUTpbI NoATBEPHKAAI0T
[Orajiky: KoMno3uuma 0603HaqeHa

kak Miami Nights). MpvBKyc HeoHya-

pa BrosiHe K MecTy. Befb uTto TaKoe, B
CYLLIHOCTM, Hyap, eC/1 0TBNeYbLCA OT

CTWUNA U KOHKPETHBIX CIOMETHBIX X040B?
WcTopuA cTonKHOBEHNA NPOCTOAYLLHOIO
repos C MMpoM 601bLLIOro ropoaa, € ero
KPWBOW NOMMKOMN, MyTaHbIMM 3aragKkamu
1 HeOAONMMBIMU cobnasHamu. Beero
3TOro XBaTaeT 1 B AniMaThl — C MOMNpPaBKON
Ha 6eJHOCTb 06CTaHOBKU U He3aMbic-
NOBaTOCTb AVKTYEMbIX €10 KONU3UNA.
BripoyeM, HuLLaA paKTypa obnagaet
3peSULLHBIM NOTEHLMArNoM, a NpocToTa
CIOMKETa — HE MOPOK, 0COBEHHO €C/IN OH
XOPOLLIO NOMKUTCA Ha BriaTHble aKKopabl.
Tore NOYTEHHbIN HaHP U BaXKHbIN MHIpe-
JVEHT ropoficKoro donbKiopa.

EcTb 30ecb 1 $poNbKNOp TPAAMLIMOHHBIN:
OH MOCBEYMBAET TPEXITIABYIO CTPYKTYPY
KapTuHbl. [oKknaan HerocTenpUYMHyio
CTPOMKY B NepBbIi pas, AsaT uaeT Ha-
NeBo, 3aTeM HarMpaBo U JILLb B CAMOM
KOHLLe — HanpAMUK. HaTypanbHo, BUTA3b

MIFF JdHILY  maner B «okTAGpe»

Ha pacnyTbe. Bnepeau repos waoet
BCTpeYa C LIapeBHOM — KpacaBuLien-
[0YKOM X03AMHa YalXaHbl. OHa NoSIOKUT
rmas Ha gobporo MonoAua, a ToT... Ux
OTHOLLIEHWA, TOSIKOM He Ha4aBLLIMCb,
06pbIBalOTCA HE CBOMCTBEHHBIM CKasKe
MHoroTouneM. Asat v [ynanM pacxogaT-
CA HA OTKPLITOM JOPOre — POBHO TaK,

KaK Ntobunn 3aBepLUaTh CBOM KapTUHbI
peMunccepbl-HeopeanmcTel. AGConioTHasA
MPO3pPaYHOCTb MPaHULL MeX Ay HaHpaMu 1
CTUNIAMU — BaXHasA YepTa, CBOWCTBEHHASA
He TOJIbKO KapTuHe cabaeBoM, Ho M Ka-
3aXCTaHCKOMY KWHO B LienioM. Cnyyait us
HKU3HW HEMPUHYKOEHHO NpeBpaLLaeTcA B
CKa3, a annyecKoro MaclLtaba o606LLe-
HWA BbIPaCTaIOT U3 NPUOOPOHKHON MbUIN.
Kak 1M ato ypaetca? MecTo, Buanmo,
TaKoe.

Cepeeli AnexceeHKo

[1IBA B O1HOM

8 7 OV/IoMOB

— KarkeTcsa, uto B BawweM ¢punbMe [enapabe urpaet
camoro cebs. B KaKoli Mepe 3T0 MOXHO CUUTaTb ero
npusHaHveM Ham?

Tudiom Hukny: A Havan nopgobHoe ccnedosaHue B «o-
NHe NiobBu», rae Hepap Oenapabe v 3abens IOnnep
UrpatoT cammx cebA. Ho B paMKax BbIMbILLIIEHHOIO CIOMETa.
To ¥Ke camoe 6bi10 ¢ MuLLenem YansbeKoMm, KoTopbili Tore
urpan cam cebs B pamKax HEKOM UCTOPUM.

MHe HpPaBWTCA MOKA3bIBaTb PA3HULY MerOY MPUBLIYHEIM
WUMUKEM YerIOBEKa U TeM, KaKoi OH Ha CaMoM fene.
[larke Korza YenoBeK UrPaeT Porib, OH MbITaeTCA 3aCTaBUTb
3pUTENIA MOBEPUTL B TO, YTO OH BUOWT, HyBCTBYET, UTODbI
UCMONHEHMe Ka3anoch Havbonee NpaBaonofobHsIM. Ecim
YenoBeK UrPaeT BbIMBILLIIEHHYIO POSTb B MPUAYMaHHO
CUTYaLWW, HO NepenaeT COBCTBEHHbIE MOLMM, MPUBHOCUT
YepTbl COBCTBEHHOMO XapaKTepa, NostyyaeTcA boratan

CMA (THALASSO) / PEX. T/IOM HUKITY

daKTypa. 3puTenb OKasbiBaeTcA nepes MLIOM Yero-To
COBepLLIEHHO HEOHO3HAYHOMO, OH 33/13eTCA BOMPOCOM,
rae 3Aeck BoIMbIces, a rae npasda. BoT 31o mpocTpaHcTBo
MeHOY HAMM 04eHb MHTEPECHO. 3TO KaK HaxoaMTHCA
Mer Y HepHBIM 1 GefbiM. A MeMKY HAMM — YenoBeK, ero
Teo, MO3, KOTOpPbLI MO3BOMAET HaM Pa3roBapVBaT,
UCMbITbIBATL 3MOLMK. Bcé 370 1 coctaBnAeT 6oratcTteo
YenOBEYECKVIX HYBCTB, YeloBeYecKoM mu3HW. Beak nepen
KVHO CTOMT CTPaHHaA 33a4a — BPaTb KaK MOMHO MPaBAo-
nofobHee. OyeHb CTPaHHO, YTO 3pHTeSTb AOMHKEH UCTIBIThI-
BaTb HACTOALLIE 3MOLMW, ITIAAA Ha TO, YTO MPOMCXOAMT Ha
3KpaHe, Ha 3Ty OMb.

- KakoB Muwenb Yanbbek B KauecTse aKTepa?

— A HWKora He paboTaio ¢ aKkTépamu. A 3abbIBalo 06
aKTepax. OHW MeHA He UHTepecytoT. [lare aKTpmcel MeHA
He MHTepecytoT. A paboTalo ¢ loAsMK. 3TO KacaeTcA U

3Be37. Korga A pabotato ¢ HepapoM, MeHs UHTepecyeT He
3Be3a, a Hepap denapabe,e v MoHrKa benyqum, nnm
KatpuH [eHeB, Kopoye — NioAu, C KOTOpbIMU A BCTPEYaloch,
pa3rosapvealo. VHorga A rosopio cebe, YTo BOT 3T0ro
YenoBeKa MHe X0TeNoCk Bbl CHATL, HO HEe MOTOMY, YTO OH
XOPOLLIMI aKTep.
- YbA TouKa 3peHus B punbMe BaM bnmike?
— Ml HeobA3aTebHO GBI COMMAacHb! Mo BCEM BOMPOCaM.
MHe xoTenock AaTb BO3MOMHOCTb BbICKa3aTbcA. MuiLLenb
FOBOPUT O IEMOKPATUM, OGBACHAET, MOYEMY OH CUUTAET,
410 Bo OpaHLmm HeT fleMoKpaTun. Hepap roBopuT o
[TyTVHe, FOBOPUT, 4TO 3TO €ro ApYr 1 OH ero NlobuT. U A
MOHMMaI0, MoYeMy OH ero JIo6UT, MOHUMAIO MPUYMHBI.
[NoH1MaeM Mbl, 1 NodeMy MuLLienb He niobut Opatcya On-
naHfaa. Tak YTo Y Hac 30eCb MHOMECTBO ToueK 3peHuA. Mpu
3TOM Mbl He 3a6bIBaeM, YT HalLla KapTuHa — KoMeauA, He
[OKYMeHTarbHbI GUbM. 3To dapc, HeUTo aHapXUYeckoe
W yBarKuTENbHOE. Mbl MoKa3biBaeM niofdew, MpedatoLLmxca
u3nmLecTBaM. IHoraa 3To pasaparkaeT, MHOMAA KareTcs
04eHb TPOraTeslbHbIM, HacTo MPOCTO UCKPEHHWM.
— Ko 13 Hux 6onee cBo60aHbIN Yenosek?
— OHM cBOBOAHLI MO-Pa3HOMY, M3MEPUTL 3TO HEBO3MOMHO.
A 3Halo, YTO MO O4EHb Pa3HBIM MPUYMHAM OHM 06a peLLnn
He 06LLaTLECA € Npeccoit. MHe KarkeTcA, MuLLens YenoBeK
6onee LieneyctpeMieHHbIi, YeM Hepap. Ho MorKHO Kx 06
3TOM CrPOCUTL. MHe KareTCs, UTo, NepecTaB 06LLATLCA C
MPecco, YernoBeK cTaHoBUTCA cBoboaHee. CeropHA Macc-
Meama, coLMasibHble CETU BCE NepeBOpaYMBaIoT C HOM Ha
ronosy. [locToBepHOM MHPOpMALMM BOSIbLLIE HET, CKOPOCTb
MNOTOKa MHOPMALIM TaKOBa, YTO HET BPEMEHM HTO-TO
ocMbIcnuTh. [o3ToMy A Mory 1x 060uX NOHATL. apafoKc,
HO MONYYaETCA, HTO TOSBKO NepecTaB 06LLATHCA C BHELLHWM
MVPOM, YESTOBEK CTaHOBUTCA NO-HACTOALLIEMY CBOBOAHBIM.
Humepaeoio senu Aca KonodusicHep
u lMemp LLlenomuHHuK



NOPA MEYTAHUA

MOJI0bIE 1 KPAC/BBIE 3
OUNOGOBMA (PHILOPHOBIA) / PEXK. TA O3BIAC

anpacHo yeepsn Pembo, 4To «B

ceMHaauaTh IeT Cepbe3HOCTb He

K nnuy». He BceM goctaet ero
MyZpOCTU; 6ONBLUMHCTBO MNOAPOCTKOB
KaK pa3 B ceMHaALaTh MMBYT HECYACT-
HO, MBIC/TAT LLMPOKO, YyBCTBYIOT C/TOMHO.
HacTonbKo, 4To Aarke NonMeHoBaTh 3TU
YyBCTBa MOMHO He MHaYe KaKk peaKnMm
TePMUHAMM FafNbCKOrO M MPeYecKoro
npoucxoraeHus. Kpacueble popmy-
JIMPOBKM ULLIET CTAPLLUEKIACCHUK Kait.
Korna HakaTbIBaeT BOOXHOBEHME, OH
JINCTaeT C/I0Bapb MHOCTPAHHBIX C/10B,
Mo6oBHO 06BOAUT [0CCHI, YTOOLI MOTOM

ynoTpebuTb UX B CBOMX JIUTEPATYPHbIX
onbiTax — Kal1, KoHeYHo, nucaTernsb.
Monogo yuuTesb NUTepaTyphl OT COYM-
HEHWI y4eHWKa He B 60/IbLLIOM BoCTopre
— Yepecuyp yMO3puTesbHO, U BoobLLLE,
NapeHb, BOKPYI Te6A HI3Hb, /10BM e€.
lNepnaror 3HaeT, 0 YeM roBOPUT — HaBep-
HAKa caM HejaBHO Obl1 TAKUM He.

1 B TO e BpeMs, UTO TaM, CHapyHu?
MunnunoH nepeas UCTOPUA B3POCTEHUsA
— Ha cell pa3 Ha 3e/eHbIX NPocTopax
BykuHreMLmpa. BHeluHAA daKTypa
3HaKOMas: BEYEPUHKM C HAAPLIBOM,
3aropofHbIe MPOrySKK C PUCKOM AnA

HKU3HW, 33aBUCAHNA C OPY3bAMU Ha Kpbl-
LLIe — MNJoC YTo-To eLte. [1nA ncKyccTBa
HYMHO YIIOBUTb 3TO «eLLE» 1 OaTb ero
MoYyBCTBOBaTL ApYrvM. 3ateM Kai n
ULLIET CBOWM MHOCTPaHHbIe C/I0Ba.

0O[QHo 13 HWX — 3arnaBHasA «duno-
$obuAx, 6073Hb MI06BYM (rped.). He
FPOMKOBATO /1M [ANA 3aCTEHYMBOIO
BbIMYCKHWMKA? TaK 1M OH CTpaLLmTCA
yBneYeHuin ceoero cepaua? A ysnede-
HMe ecTb — O[HOKMACcCHMLIA, CoceKa,
6pIOHETKA, KOKaMHETKA — Pa3oM fy4llee
1 Xy[LLee, YTO MOMET CIyUNTLCA C
IOHOLLIEI ero OyLLIEBHOM opraHM3aLmn.
Ho nobavsaeTca Kait ABHO He ogHoM
nuwb 6nmsocTr co ceoelt Ipeiic. U He
Xaoca, KOTopbI B Helt esenutcs. M He
ee Kayka-bondppeHaa. HemsbAcHMManA
TpeBora pasnuTa B Bo34yXe POAHOro
ropodKa, ¢ Buay 6naroctHo Tuxoro. Bo
BPeMA NporynoK Kato NocToAHHO AB-
NAETCA BUOEHWNE — BENTMYABbIN TECHON
oneHb. PasymeeTca, 3To He cny4vaiHoe
MopoMaeHMe LLabHOro BoobpareHus,
HO 3HaK cybbbl, ABHO He 6e300U1OHbIN.
OHa 1 CTpaLLKT HaLLero repos, 1 npu-
MaHMBAEeT, U MHTPUIyeT. 3TO Toe Gpuo-
$obuA — K MUpY BOKpPYr cebA n cebe

B HeM. B ncxogHoM rpeyeckoM crnoee
«dunuaA» 1 «pobocy cLenneHsb coegm-
HuTenbHbIM O B eamHoe Lenoe. CTpax u
BieYeHue, anhopuna 1 NaHUKa — TOYHbIN
PELLENT TOro TPeneTa, YTo HaKaTbIBaeT
Ha HeOMbITHOrO NYTHWKA, TOMALLIeroca

B TO4Ke A.

C KaeMm Bcé bynet B nopAaKe; B Maeanb-
HOM MUpe ero cyabba CIOHUTCA, KaKk 1y
ero 3emnaka laa [Jasuca. ToT ManbymK
MOKWHYN AEPEBHIO, Bbly4NICA KMHEMA-
Torpady B Huio-Vlopke v BepHynca B

cBoto O6110MOBKyY CHMMATbL Mo cebA U
BCE, YTO eMy [0poro.
W knaccHo, Ketatu, cHAan. Ecnv Bocnpum-
HMMAaTb MOSTHOMETParHLIN Oeb0T KaK
TeCT Ha BafieH1e npodeccueit, To CTouUT
3aKMounTh: [13BMC CAaeT ero yBepeH-
HO, 0cOBEeHHO B pamKax anmsoda. Bee
MM3aHCLieHbl 06pa3LoBo BHATHLI. CBeT
JIEHUT OCMBIC/IEHHO, @ He paam Y1CTom
KpacoTbl. KoMm1yecKkuin annsog, B KOTO-
POM Tpoe 060ITYCOB MbITAITCA TANKOM
BBIHECTW 13 JOMA PYMbe, PaccymTaH no
CeKyHIHoW cTpesike. Xod y dunbMa, TeM
He MeHee, HepoBHbIN. [lebioTaHTcKoe
HeTepreHWe YyBCTB CKa3biBAeTCA He B
4acTHOCTAX, a B LienoMm. lNogpocTtkosan
[Opama B 0HY CKIenKy npeBpaLLaloTcA B
yOanyto LLKOMbHYI0 KOMeOMIo C HOYHLIMU
3aberamu rofibILLIOM, a NO3TUYeCKan
3aBOPOMEHHOCTL repoA Nof 3aHaBec
pa3peLuaeTcA TpunepoM. B uyTbe Ha
HaHp MOMHO 3aMo403pUTb TAMY MOJIO-
[0ro perkuccepa K NanmuHoMy KMHo. Yto
K, He CTpaLLHo.
C nanamu, KCTatu, B KapTUHe OTHOLLIe-
HWA MHTepecHble. Bce repoun dpunema
BOCTUTLIBAIOTCA MaTepAMU OOMHOYKaMU,
a3a 0TLOB Y HWX — CypOBble Nefaroru B
LKone. Ha cBA3b ¢ MnagLwImnM rnoxKone-
HMEM BbIXOOMUT TOSBbKO 0MH M3 By OHbIX
61O0NOrMYECKMX OTLIOB, U OH TOMKe 13
nnemMeHn BoCnuTatenen, ToNbKo B No-
nnuencron dopme. BripodeM, 3ToT nana
CKaMeT CBOE nocnefHee C/10BO — TOY-
Hee, 6pOCUT HeJOYMEHHbIV B3rNA4 Ha
cofeAHHoe AeTbMU. 3TOT B3rMAL HYHKHO
YMeTb LieHUTb — eLLé 04HO cBuAaeTe b-
CTBO, YTO Nepef Hamu MecHb He TONbKO
HEBWUHHOCTW, HO U OMbITa.

Cepzeli AneKceeHKo

PYCCKOE

MVIP [ICKYCCTB
SEMJIETPACEHWE OAOM BAHA

(IL TERREMOTO DI VANJA) /
PEM. BVH/Y1O0 MAPKIMOHN

1Ma. PyvHbI [JOMOB, He TO YTO «3amOpOoLLEHHbIE,

a NPAMO-TaKW 3aBasieHHble CHeroM. 3anycreHve

— HW eOMHOM XKMBOWM OyLun. B3BONHOBaHHLIN
MY*4MHa MedfIeHHO MAET MO pa3pyLLUEeHHOM AepeBHe.
310 He PoccmA, a, Kak Hu cTpanHo, Utanua. «Kak Hu
CTPaHHO» — MOTOMY YTO C TOJSIKY COMBAET ryCToW CHer,
HY 1 B MPUHLMME Mbl, 3pUTENW W HabnioaaTenu co
CTOPOHBI, MPUBLIKIM K APYro UTaNbAHCKOM ry6uHKe
— 0BHUTOMN, YIOTHOM, MPUBETIIMBOM, CONTHEYHOM. YyTb
MO3MKe 3TOT He MyrK4nHa NonaeT Mo ynoyKam TaraH-
pora, cpeam AepeBAHHbIX JOMULLIEK, MaN0 OTNHYUMBIX
OT UTaNbAHCKUX «COBpaTbeB». OHWM He pa3pyLLEHb,
HO MMEIOT JOBOJIbHO Herpe3eHTabenbHbIN BUA 1,
KarKeTcA, He PeMOHTMPOBANUCh M He YKpaLLanmck C
Tex camblX Mop, Kak B 3TOM ropofxe poamncA AHTOH
Yexos.
BuHWYMO MapKMOHM CHUMAET 3TOT QUIbM, YTOObI
paccKasatb 0 [iBYX CBOWX, BO3MOMHO, MaBHbIX
nobosAx — Yexose u JT Akyune, ManeHbKOM ropoKe
B NPOBUHLUMK ABpyLILI0. MOMET BbITb, HE UIMEHHO K
3TOMY rOpoAKy — MapKnoHu poausca B PuMe, aTo He
ero Masian PoamHa, — a K BOT 3TOMY MPUrbINIeHHOMY
WTanbAHCKOMY 3aX0S1yCTbiO, 4aNeKOMy OT OTKPLITOY-
HOro MMAHLA. KaK «CMOHTMPOBaTb» [Be Takue pa3Hble
NPWBA3AHHOCTM B O4HO KMHeMaTorpaduyecKkoe Bbl-
CKa3blBaHWe? KarkeTcaA, pernccep He CTaBuT nepes
coboM TaKoM BoMmpoc: ero ¢puibM packoBaH B TOM,
YTO HET MOMCKA KaKNX-TO CNeLnasnbHbIX MPUEeMOB U
CTPEMINEHUA «yaMBUTLY UM 3PHEKTHO «TIOHMHIOBaTb»
HU3Hb.
BuHM4Mo MapKMoHW 1 ero copaTHUKK 1 Apy3bA — OHK
e ManeHbKaA TeaTpanbHaa Tpynna — genaloT To, YTo
XOTAT (2 XOTAT OHW CTaBWUTb YEXOBCKYIO KTaCCUKY B ro-
POAKaX, paspyLLUeHHbIX 3eMneTpAceHneM). B TBopue-
CKUI KOKTENb MeLLAIoTCA NPOrySKK MO YoYKaM OBYX

CTPaH, YTeH1e HYeXOBCKUX MUCEM U pa3rmAgbIBaHNe
ceMeltHbIx doTorpaduit, dparMeHTsl COBCTBEHHOMO
CMEKTAKNA Y PaHHWX 3KPaHM3auUMii, GenIMHUEBCKM-
B3BWHYEHHble peneTuummn. IHTepBbIo, KOTopble
TaKOBbLIMM [AKe U He Ha30BeLLlb. 3T0 MOryT HbITb He-
NPUHYHOEHHble Becebl, KaK, HanpuMep, ¢ AHOpeeM
KoHYanoBCKMM — He TOMbKO KaK C persunccepoM «aam
Banu» 1970 roga, HO 1 YenoBeKOM abCcomnioTHO CBOUM
LNA UTaNbAHCKOM KynbTypbl. 3T0 MOryT 6bITb UCMOBe-
M TeX, Ybk JoMa v cyabbbl paspyLLUMno 3emneTpAce-
HUA — KOHEYHO, MOHOJIOMM CO CIe3aMu.
3eMneTpAceHWe — CTUXMA, Ha KOTopylo, Bpoae Obl, U
TNYMo NEHATb, HO PeYb, KAXKETCA, U He 06 3TOM, U He
06 31erMyHoM NoYTEHMI NaMATK HepTB. Bo B3rmage
1 cnoBax BUHWYMO MapKMoHW, CKOMbKO Bbl OH HK
MbITaNCA YIATU B HEXOBCKUIA MUP U TEKCT, YyBCTBYETCA
1 opyran ropeyb. [pUYKMHbLI ee CTaHOBATCA MOHAT-
Hee, ecnn y3HaTb, YTo 3eMrieTpAceHe bbino B 2009
rody. [lomMa 1 LiepKBM He BOCCTaHOBMeHbI. [lepeBHn
3abpoLueHsl. BbinbeM nopocsio. To, YTo B 3T MecTa He
BO3BPALL.AETCA HM3Hb, He XBaTaeT KaKoM-To OyX0B-
HOW 3HEeprum BCTath, OTPAXHYTLCA U MOUTU danblue
— BOT, MOMKET 6bITb, MYOWHHbIN CMbIC/ BbICKa3bIBaHWA
MapKWOHW, «KMIOYM» K KOTOPOMY OH ULLeT B «[lAde
BaHe», nbece o coMeHHbIX ioAX, KOTopble BCe e
HafeloTcA yB1OeTb «Heb0 B afiMasax».
3[ecb Bopy BCMOMHUTL HecT YexoBa, CoBepLLEHHBIN
eLlle B MOMI0A0CTM — TOrda OH YaMBUI COBPEMEHHM-
KOB: Moe3aKa Ha CaxanwuH, MHTepBbIo (eCNN Ha3biBaTb
3TO COBPEMEHHBIMM TEPMUHAMM) C KaTOPHHUKaMK,
MOMOLLIb 3TUM 06e30/1eHHbBIM NioAAM. MapKMoHM
He YNOMMHAET 06 3TOM rparaaHCKOM MOCTYKe, Ho,
KarKeTCA, UMeeT ero B BUAY — W [eNaeT 1A HuTenel
JTAkyrna noutu To e.

Uzope Casenves



KOH®OPMUCT

KOHKYPC AOKYMEHTA/1bHO O KNHOR N ZlslsIZI = (NI REIA N6 3
PEXK. PUYAPL MOTITAK, OAMAHA HATT

peMbepa «BnnaHMA» HblHeLLHen

31MOI1 COCTOANACh Ha KUHO-

¢dectuBane Sundance. ABTopbl
aToro ¢unbMa dariaHa Hunn v Puyapg,
Monnak — oTMeYeHHble Harpagamu
n3BecTHble ypHanucTbl ns I0AP. Mepoi
¢uneMa, nopa TumoTu Benn, ymep
MpOLU/IbIM aBryCTOM B CBOEM [iOMe B
JloHgoHe B Bo3pacTe 77 neT, U MHOr e,
B KOM a bl cripaBe/IMBoCTv 60/b-
Lue, YeM YyBCTBa MUJIOCEPOMS, MO
6bl ckasatb: «M cnasa 6ory».
TumoTtu OxoH Jlu Benn 6bin cneumanun-
CTOM B 06/1aCTV NOSIUTUYECKON peKIa-
Mbl, PR-TeXHOMOMMI 1 ynyyLLeHnaA Kop-
rnopaTMBHOIO MMUAKA. HeT, He npocTo
creumanucToM. KTo-To 13 6puTaHCcKmnx
¥ypHanucToB 3aMeyan, Yto go benna
paboTa nuapLuKa onpegensanach
JIULLb NbAHBIMM JlaHYaMu, OpyHK60M ¢
pernopTepamMu 1 60/1bLLKMM KOJIMYECTBOM

BbIKYPEHHbIX CUrap, Ho OH MpuLLen 1
BCe M3MEHWJ, B ero pyKax 3To npeBpa-
TUIOCh B UCKYCCTBO cTpaterun. OH 6bin
MOeosI0roM Tpex nobeaHbIX KamnaHum
MaprapeT Tatuep. A TaKe cnaBunca
TeM, YTo Bpan KNMeHToB NoYTun 6e3
OrNALOKM Ha TO, YTO OHW caenanu, u
3aHMMancA ux npobneMamu. Kargpii
MMeeT NpaBo ObITb NpeACcTaBNeHHbIM,
Kak caM roeopun benn. Ho npobnema B
TOM, YTO OH He a[JBOKaT, a ero KINeHTbl
He CToANM Nnepen CynoM, Haobopor,
6bINK BIMATENbHLIMU JI0ABMU. M
b TpeboBanock oTTepeTb Napy
MATEH CO CBOEM penyTauuu, 4Tobbl no-
TOM 61aronosiy4Ho NPoLosHKaTh B TOM
e ayxe.

«BnuaHune» — 310 GUNBM 0 MyHKUMHE B
Kny6ax TabayHoro AbiMa, CUAsALLEM B
OKPYEHUN XpYCTasbHbIX NenenbHuUL,
6pUNIMAHTOBBIX COB, KHUI 0 TaTuep,

MIFF dAILY

PenraHe, Yepunnne. O yenoseke,
KOTOPbIN 6pan B KINEHTbI U NPUIIUYHBIX
JII0AeN, HO YaLle MMEHHO Henpunmny-
HbIX, MOTOMY YTO 3T0 6pocano BbI30B
ero uHTenneKTy. Hy 1 3a ato omnyHo
nnatuaun. O yenoseKke BHe Mopanu, He
3/10M, MpOCTO 6e3 coBecTw.
BoT OH gaeT MHTEpPBbIO ypHanuUcTam,
C YCMELLIKOW, CHUCXOAUTENbHO MAQA
Ha MUp NnoBepx 04KoB. BoT uMHHO
NporynnBaeTcsa ¢ Nasio4Kon B CBOEN
yucton benrpasun. HaunHaetca no-
BECTBOBAHWE NOYTU C HALLMX OHEN,
C TOro BpeMeHu, KaK Kapbepa benna
6bina paspyLueHa us-3a pabotsl B OAP
Ha MHOWNCKYI0 KopropaLmio, UMEBLLIYIO
HeoaHO3HayHble fesloBble CBA3M C Npa-
BUTE/LCTBOM CTPaHbl (B TOM, YTO Moro-
pen oH Ha l0xHon AdpuKe, ecTb YTO-TO
MUCTUYecKoe — Koraa benn 6bin coBceM
MareHbLKUM ero oTeLl, yLUen U3 ceMbi
1 nepebpanca KuTb UMeHHo Tyaa). Ho
BeCb GUSIbM 0XBATUT MOJIBEKA, U Yepes
WHTEPBBIO C *YPHANUCTaMu, C TeMU,
KTO 3Has 3TOr0 NepCcoHara NnYHo, ¢
€ro OMMOHEHTaMM MOKAXeT He TONbKO
HW3Hb repos, HO 1 BpeMA, KOTOpOe OH
dopmupoBan un dopmynuposarn. Ctapas
XPOHUKA, JTaMMOBbIe PeKJIaMHble
ponuku, potorpadum 6ocort Maprapet
TaT4ep, c Horamu 3abpasLueiica Ha
OVBaH 1 paboTaloLLen ¢ [OKYMeHTaMy,
KapuKaTypbl Ha N1ebopUCTOB, MHOMO
roBOPALLMX FOJI0B, SKCTNpecc-aHanm3
cutyaumm B UpaHe 1 Upake, Tembl
Brexit u Cambridge Analytica. Bce
3TO CKOpee AJ1f1 TeX, KTO XOTb HEMHO-
ro B Kypce COBPEMEHHOM NMONUTUKM:
NOTHBIV paccKas o YesloBeKe, KOTOPbIN
CTOAN Y UCTOKOB HalLlew 3pbl MOCTMNpaB-
nbl. HeT, oH He BUHOBAT Bo Bcex befax
MMPa U KPOBb XPUCTUAHCKMX MNafeH-
LieB He NuJ1, HO OH YKpenun gyx bec-
CTPacTHOr0 MaHWMYNMpoBaHWA B chepe
nonuTTeXHonornn. HenpuatHoe KMHo
npo HenmpuATHbIX Nlogen. HenpocTtoe,
HO OYeHb No3HaBaTesbHoe.

MapuHa Jlameiwesa

MaHEM B «OKTAOPEe»

Ha MocKoBcKoM KuHodecTuBane
Bpy4nnu npemum Chopard Talent
Award - aBTOpuTETHbIE Harpagbl
6oratoi ¢pecTmBanbHo Uctopuent. Mmu
0TMEYaIoT CaMbIX APKMX, OAAPEHHBIX 1
nepcneKTUBHBLIX MONOAbIX aKkTepoB. Ha
KaHHCcKoM decTvBane BCeMUpHO 13-
BECTHaA 0BeJIMPHO-YacoBas KOMMaHWA
Chopard Bpy4aeT 1x BOT yXe HeCKOMb-
KO [IeCATKOB NIET: MPeMUAMU BblTo
OTMeYeHOo Havano Kapbepbl MapuoH
Kotunap, Ogpwm Toty, Jlea Cenpy. Ha
MocKkoBckoM ¢ecTmsane Chopard
Talent Award Bpy4aeTcA nATLI roA.

B npowunoM rogy obnanatensimMm Ha-
rpagel ctanu Ennsaeeta AHKOBCKaA 1
AnekcaHgp KysHeLoB, a B4epa 6b1iu
Ha3BaHbI UMeHa naypeatos 2020 roga.
Jly4wien Monofom akTprcom No Bepcum
Chopard ctana 24-neTHas AneHa Mu-
XalnoBsa: TaKk bbina oTMeYeHa rnaBHan
posib B dunbme «JTiobum ux Bcex» Mapuu
ArpaHoBuy. Jlyywini Monogon axktep —
27-neTtHun l0puin Bopucos, B NpoLLIoM
roZly CbirpaBLLNIA HECKONTbKO 60JIbLLINX
ponei B ¢punbMax «bbik» Bopuca
Axonosa, «BtopreHue» ®egopa boH-
Japuyka, «Colo3 cnaceHua» AHgpes
KpaBuyKa, «T-34» Anekcea Cugoposa.
HenaeM HaumMHalOLWMM aKTepaM rpom-
KUX YCMEXO0B, APKUX posier 1 4oNron
MM3HU B KMHOWCKYCCTBE.
Mo30os104eHHan NeHTa KUHOMEHKU
NnoAHUMAETCA B BEpPX MO CNPasnu: TaK
BbIFMIAOMT I0BEIMPHOE BOMJIOLLEHNE
npemuun Chopard Talent Award. 31o
CUMBONN3UPYET BOCXOMOEHNE MONO-
[blX aKTEPOB K BepLUMHaM npodeccuu.



FATE

OMPETITION
DIR. ZHANNA ISSABAYEVA

Zhanna Issabayeva takes it slow - her film is not
what it seems. It begins as a usual story on “What
shall a peasant do?". A village boy Azat comes to
an Almaty construction site — his brother works
there and, perhaps, they could use a hand. There's
no place to sleep, so Azat embarks on a desper-
ate adventure through the outskirts of the big
city. The road takes to the street market full of
low-key illegal affairs. The criminal part of the plot
develops quickly, in just twenty minutes - so that,
having reached the climax, it will reset to zero and
return the viewer to the construction site. But this
time Azat would go to the city park and not to the
market, but there, yet again, he gets into trouble.
Altogether, he'll have to handle three of them.
Issabaeva is not a newbie to intertangling the narra-
tive into the almanac. Her previous works - “Los-
ing Innocence in Alma-Ata” and “My Dear Children”
- also consisted of short stories, not so much of
scraps but rather the paths of one fate. It is now
time for Fate — with a capital letter - of, albeit, a
very little man.
This fate, all in all, is unenviable. Azat’s life pros-
pects come down to “no fence against ill-fortune”,
regardless of his own intentions. It is highlighted in
the second story when our hero tries to save a girl
from rapists in the park and hits the roughest patch
of police hell. Flashbacks of his youth in the boonies
appear as bright spots — maybe you shouldn’t have
left the village? The question will remain unan-
swered — mostly because it goes beyond the social
issue. It is a question of choosing one’s identity, and
Azat is hesitant. The feeling of instability intervenes
in the stylistic structure of the film: its realism is
spiced up with genre tricks. Hijackers in Hawai-
ian shirts enter the market. Soon they’ll be riding
through the city at night just like characters of some
gangster shtick — not even a movie, but a cinematic-
inspired game like GTA: Vice City. It took place in
Miami, and the saxophone soundtrack of “Fate” also
wines about Miami (the credits confirm the guess:
the track is called “Miami Nights”). The taste of neo-
noir complements the image. After all, what is, in
essence, noir, if we ignore the style and specific plot
moves? The story of the clash of an innocent hero
with the world of a big city, with its crooked logic,
confusing riddles, and irresistible temptations.
There's plenty of it in Almaty - although corrected
to the poverty and its consequences. However, this
skinty background has spectacular potential, and
the simplicity of the plot is not a vice, especially
when it goes so well with crony chords. It is also an
independent genre and an important ingredient to
urban folklore.
There is also traditional folklore: it emphasizes the
three-headed structure of the picture. Leaving an
inhospitable construction site for the first time, Azat
goes to the left, then to the right, and only at the
very end — straight ahead. A knight at a crossroads
as it is. A meeting with a princess - the beautiful
daughter of the teahouse owner — awaits our hero.
She will have eyes on a good fellow, and as for
him... Their relationship ends without really start-
ing — not a common move for a fairy tale. Azat and
Gulyaim part on the road - exactly as the neoreal-
ist directors like to finish their films. The absolute
transparency of the boundaries between genres and
styles is an important trait of not only Issabayeva's
film but also of Kazakh cinema in general. An
incident naturally turns into a tale, and the roadside
dust shapes epic abstractions. How do they do it? It
is probably a local feature.

Sergey Alekseenko

HORT FILMS COMPETITION

For the second year in a row, the short film competition
of the Moscow International Film Festival consists of
three screenings (accompanied by out-of-competition
programs: “Russian Film: Perspectives” and “European
Film Academy Short Films Program”) — this time these
included fourteen works.
Russia is represented by four very different works this
year. “Hands” (directed by Katya Skakun) refreshingly
clinks with another short film shown at the festival
this year — “The Child" by Ksenia Zueva, a part of the
“Perspective” program. Both films address the expecta-
tion faced by women in modern society, but Skakun's
short, set in a deliberately melancholic, bluish-grey
range, also touches upon a sore subject of domestic
violence. Ivan Oganesov's “To Mouth” also addresses
the issue of violence - albeit from a radically different
angle. A seemingly ordinary event — preparation for the
gala performance by teenage orphans in front of the
important officials — really turns out to be indicial, but
not in the sense that the orphanage tutors would like:
it demonstrates that any use of force sooner or later is
met with a rebellion. The chain of unexpected events is
also depicted in “Purity” (directed by Pavla Stratulat) — it
all starts with the garbage being clumsily thrown out
of the window (it's a comedy, as one might guess). The
fourth Russian film of the current short film competition
is “Sulus” by Anastasia Borisova (her previous work
“Mama’ took part in one of the major short film festivals
in Clermont-Ferrand). It is yet another confirmation that
Yakut cinema offers more and more interesting names
- regardless of the format.
One of the main themes of the short film competi-
tion this year is childhood. Perhaps, it has received the
most honest and wrecking portrayal in the Serbian film
“The Last Image of Father” directed by Stefan Djord-
jevic, which tells a story of a dying single father trying
to organize his son’s life after his death. In “Arslan”,
directed by Xiati Nuer and produced in China, the title
character prepares for circumcision, which, as his father
promises, should mark his transition into adulthood. As
for the young heroine of the Belgian “July 96" (directed
by Michéle Jacob), she undergoes initiation of a different
kind — it would seem like an ordinary summer day in,
as the name suggests, 1996, when Sophie explores the
world from a new angle and waves off the innocence of
childhood. Finally, Stephanie, an 11-year-old gymnast
from Leonardo van Dijl’s film of the same name (also
made in Belgium) had no childhood at all. Selected for
participation in the Cannes Film Festival this year, van
Dijl's short is made with fantastic proximity to his young
character.
Another picture that got into the Cannes short program
this year — “I'm Afraid To Forget Your Face” (a co-
production between Egypt and France), a gentle, almost
intimate work, exploring what a person can do in the
conditions condemned by society. ‘I Am Dorin” is the
final part of the so-called short “trilogy about Moldova”
by Valeriu Andriuta, a famous actor turned director.
And, of course, no competition would be complete with-
out a certain number of works that have a pinch scan-
dalousness. The heroine of the Polish film “The Dress”
(directed by Tadeusz tysiak) for the first time truly dis-
covers her own sensuality after a fateful meeting. The
characters of the Colombian film “Marshmallows” by
Duvan Duque throw a colourful feast in time of plague,
and the shy Christian (“Father of the Bride”, directed by
Rhys Mark Jones), preparing his best man's speech
for the wedding, comes to experience a few strange
minutes in the men's room, which significantly change
the course of the evening. As for, perhaps, the most
scandalous work of the competition — it is “Shower” by
Eric M. Weglehner, filmed with extraordinary frankness,
but no less impressive endearment to its characters.
Marina Bolt

THALASSO

8 1/2 FILMS
DIR. GUILLAUME NICLOUX

— Depardieu seems to be playing himself in your
movie. Can it be considered his confession?
Guillaume Nicloux: | began this study back in
“Valley of Love”, where Gérard Depardieu and
Isabelle Huppert played themselves. But that was
an invented plot. It was the same story with Michel
Houellebecq, who also played himself in a certain
way.
| like showing the difference between the person’s
familiar image and their real self. Even when
someone is acting, they try to make the viewer
believe what they seem and feel, so that the
performance should seem as realistic as possible.
If a person is playing an invented character in an
invented situation, but invests themselves with
their own emotions, with the traits of their own
personality, we get a rich texture. The viewer
is facing something ambiguous, they question
themselves, where the truth is, where the fiction is?
This space between the two is very interesting. It is
like being in-between white and black. In-between,
we have the human body, the personality, the brain
which lets us talk and feel. This is what constitutes
the richness of human emotions, human life. After
all, cinema has a strange task - to lie as plausibly
as possible. Strangely, the viewer must experience
real emotions looking at the events on the screen,
looking at those lies.
— What is Michel Houellebecq like as an actor?
— | never work with actors. | forget about the
actors. Actors don't interest me. Even actresses
don't interest me. | work with people. When | work
with Gérard, | am not interested in the star, but in
Gérard Depardieu or Monica Belucci or Catherine
Deneuve, in short, in people who | meet and talk to.
Sometimes | tell myself that | would like to shoot
this or that person, but not because they are a good
actor, but because they are interesting for me.
— Whose point of view in the movie is closest to
yours?
— We did not necessarily agree on everything. |
wanted to let people speak. Michel talks about
democracy, explaining why, in his opinion, there is
no democracy in France. Gérard talks about Putin,
says that he is his friend and he loves him. And |
can understand why he loves him, | can understand
the reasons. We can also understand why Michel
dislikes Francois Hollande. So we have multiple
viewpoints. At the same time, we keep in mind
that it is a comedy and not a documentary. It is a
farce, something anarchic and regardful. We show
people indulging in excesses. Sometimes it may be
annoying, sometimes touching, often merely sincere.
- Who is a freer person?
— They are free in their own ways, it can't be
measured. | know that for very different reasons
they both decided not to talk to the press. | think
that Michel is a more determined person than
Gérard. But we can ask them. | think that when a
person stops talking to the press, they become
freer. Today the mass media, the social networks
turn everything upside down. There is no reliable
information anymore, the speed of the media stream
leaves no time to think anything over. That is why |
can understand them both. It is ironic, but it looks
like a person becomes really free only when they cut
communications with the outer world.

Interviewed by Asya Kolodizhner

and Peter Shepotinnik



THE VANJA
EARTHQUAKE/
IL TERREMOTO
DI VANJA

ORLD OF ART
DIR. VINICIO MARCHIONI

Winter. Wrecked houses, not only covered but lost
in the snow. Total solitude, not a soul around. An
agitated man walks slowly through the ruined
village. This is not Russia, but, strangely enough,
Italy. “Strangely enough” — because the thick snow
confuses us, and we, let's face it, are used to another
kind of Italy — homely, cozy, friendly, sunny. A little
later, the same man would walk along the streets
of Taganrog, among the wooden houses, barely
different from their Italian «twins». They are not
destroyed, but they look rather unpresentable and, it
seems, haven't been repaired or re-decorated since
Anton Chekhov was born here.
Vinicio Marchioni made this film to portray his two
great loves — Chekhov and L'Aquila, a small town
in the province of Abruzzi. Maybe not this particular
town — Marchioni was born in Rome and has no ties
to L'Aquila— but he has deep feelings towards these
dusty Italian backwoods, far from the postcard gloss.
How can you “engage” two such different loves into
one cinematic statement? It seems that the director
doesn't stress himself with this question: his film is
light-hearted and there is no special technique and
the desire to «surprise» or “glamourize” life.
Vinicio Marchioni and his peers and friends — a small
theatrical troop — do what they want (and they want
to adapt Chekhov's classics in towns destroyed by the
earthquake). Walks along the streets of two countries,
reading Chekhov's letters and looking at photographs,
fragments of their own stage works and early film
adaptations, and Fellini-like rehearsals mix together,
creating a casual creative cocktail. Interviews that
you can't even name. Interviews that are barely
interviews. These can be casual conversations, as,
for example, with Andrey Konchalovsky — not only as
with the director of the classic 1970 «Uncle Vanya,
but also as a person akin to for Italian culture. These
can be confessions of those whose homes and
destinies were destroyed by earthquakes — these
monologues, of course, followed by tears.
An earthquake is a force and can’t be blamed,
but it's not the point, neither is elegiac reverence
for the memory of the victims. There is another
kind of bitterness to the look and words of Vinicio
Marchioni, no matter how much he tried to escape
into Chekhov's world and text. The reasons
behind it become clearer once one finds out that
the earthquake took place in 2009. Houses and
churches have not been restored. The villages are
abandoned. Covered with dust. The fact that life
does not return to these places, and that there is
not enough spiritual energy to get up, dust off, and
go further — this, perhaps, is the deep meaning of
Marchioni's statement, the one he tries to unlock by
studying «Uncle Vanya», a play about broken people
who still hope to see «heaven shining like a jewel».
It would be the right place to remember the gesture
Chekhov made in his youth — back then he surprised
his contemporaries: a trip to Sakhalin, interviews
(if one insists on using modern terminology) with
convicts, help he provided to these disadvantaged
people. Marchioni does not mention this goodwiill
gesture but seems to mean it — and does much the
same for the residents of L'Aquila.

Igor Savelev

PHILOPHOBIA

AND BEAUTIFU
DIR. GUY DAVIES

Rambo wasn't entirely right when he said that “when
you are seventeen, you aren't really serious”. Not
everyone is this wise; most of the teenagers go through
life feeling unhappy at seventeen, they think broadly
and feel complex feelings. Complex to the extent

that sometimes it's even hard to give these feelings
appropriate names — safe for rare terms of Gallic or
Greek origin. Highschooler Kai is also looking for
beautiful terms. When inspiration visits him, he flips
through the dictionary of foreign words and circles
glosses lovingly in hopes to use them later in his
literary trials — Kai, of course, is a writer. His young
literature teacher isn't all that thrilled about his student's
essays — they are too tentative, and besides, you're a
young guy, there's a whole lot of life around you, carpe
diem. The teacher has an expertise in the matter — it's
clear that he wasn't that much different not a while ago.
What kind of life surrounds Kai precisely? It's a coming
of age story - this one is happening among the green
wides of Buckinghamshire. The setting looks familiar

- parties spiked with anguish, risky exploits in the
countryside, hanging out on the rooftops with friends —
plus something else. To create art, Kai should be able to
determine that “something else” — and find the way to
be felt by others. That's why he's searching for the right
foreign words.

One of such words — the titular “philophobia”, the fear of
love (from a Greek word). But isn't too pretentious for a
coy graduate? Is he all that scared of the passions of his
heart? There is a passion here indeed - his classmate,
girl next door, a brunette with cocaine addiction — both
the best and the worst what could happen with a young
man of that particular character, all at once. But Kai
isn't only afraid of being intimate with Grace. Or of a
chaos in her soul. Or her hunky boyfriend. The sense

of inexplicable unease is in the air of his seemingly
sleepy hometown. During his walks, Kai keeps seeing
a vision of a deer. Obviously, it isn't merely a creation

of a wild imagination but a sign of fate — which doesn't
appear to be harmless. Fate is what really scares our
protagonist, just as much as it taunts him and mystifies
him. This also can be considered philophobia in a

way — fear of the outer world and yourself in it. In the
original Greek term the words “philos” and “phobos” are
united with the connective “0” into one. Fear and desire,
euphoria and panic — that's the recipe for the quiver
that unexperienced Kai is feeling at the start of the life
journey.

Kai should be all right though; in a perfect world his life
will turn out the way it turned out for his fellow man,
Guy Davies. That boy left his home village, studied
filmmaking in New York, and came back to his native
land to shoot stories about himself and everything
that's dear to him.

And he managed beautifully. If you consider a feature
debut as a sort of a test, Davis passes it masterfully,
especially in the bounds of concrete episodes.

Every mise-en-scene here is perfectly distinct. The
lighting not only serves the purpose of beauty but is
meaningful. Comical episode where the three slackers
are trying to sneak arifle is calculated by the clock. That
said, the rhythm of the film is uneven. The excitement
typical for most debutants is not in the details but can
be felt in the whole film in general. Just one cut is able
to turn a teen drama into a dashing high school comedy
with night naked runs, while the poetic enchantment of
the protagonist is ruined by thriller motives towards the
end of the film. Director’s drift towards genre cinema
can suggest that he is leaning towards the so-called
“cinema de papa” — which is fine.

Speaking of the dads, they also play an interesting

MIFF dAILLY manege in «octyabry

part in the film. All the characters are raised by single
mothers, and the closest thing to having a father figure
they get — is their relationship with their though school
teachers. Only one of the prodigal biological fathers
makes an effort to contact his offspring — but he also
belongs to the “mentors” breed, the only difference
being his police uniform. But this Dad will be the one to
have the final word — or rather, will throw a perplexed
look on the children’s doings. One should remember to
appreciate this kind of look — another reminder that it's
only a song of the innocence, but of experience as well.
Sergey Alekseenko

INFLUENCE

TARY COMPETITION
DIR. RICHARD POPLAK, DIANA NEILLE

“Influence” premiered at the Sundance Film Festival
this winter. The authors of this film, Diana Neille and
Richard Poplak, are both award-winning renowned
South African journalists. The hero of the film, Lord
Timothy Bell, has died last August at his home in
London at the age of 77, and it made those more
rightful than merciful gasp: “Thank God.»
Timothy John Leigh Bell, Baron Bell, was a specialist
in political advertising, PR-technology, and corporate
image building. Even more than just a specialist.
Some British journalists stress that before Bell, a PR
job only included lunches with drinks, friendship with
reporters, and a load of cigars, but he came and changed
everything, it has turned into the art of strategy in his
hands. He was the ideologist behind Margaret Thatcher's
three winning campaigns. He was also famous for
taking clients with little regard to what they did and fixing
their problems. Everyone has the right to be represented,
as Bell himself said. But he wasn't a lawyer, and his
clients did not face the court; on the contrary, they were
influential people. They only needed to wipe a couple of
spots of their reputation, so they can keep the beat.
“Influence” is a film about a man hiding behind puffs
of smoke, surrounded by crystal ashtrays, diamond
owls, books about Thatcher, Reagan, Churchill. About
a man who took decent people as clients, but more
often indecent ones, because it challenged his intellect.
Well, they paid generously. About a person outside of
morality, not malicious, but without conscience.
Here he gives interviews to journalists with a grin
on his face, condescendingly looking at the world
over his glasses. Here he walks with a stick across
his neat borough of Belgravia. The story begins
almost from the present day, from the moment Bell's
career was destroyed due to his commitment to an
Indian corporation in South Africa, the one that had
ambiguous business ties with the government of the
country (there is something dim about the fact it was
South African part of his career that sank that boat —
when Bell was very young, his father left the family and
moved to live there). The film will cover half a century,
and it will depict through interviews with journalists,
with those who knew this character personally, with
his opponents not only Bell's life but also the world he
helped to shape. Old chronicles, vintage commercials,
photographs of barefoot Margaret Thatcher climbing
onto the sofa with her feet and working with
documents, caricatures of the Labourists, plenty of
talking heads, a brief analysis of the situation in Iran
and Iraq, Brexit, and Cambridge Analytica. A dense
story about a father of post-truth, it is rather for those
who are at least a little aware of modern politics. No,
he is not to blame for all the troubles of the world and
shall not be demonized, but he engrained the spirit of
dispassionate manipulation in political technologies. It
is an unpleasant movie about unpleasant people. Not
easy to watch, but insightful.

Marina Latysheva
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MIFF JdHILY  maner B «okTAGpe»

7 OKTH BPH / OCTOBER, 7 21:35 MOCKWT / MOSQUITO MUOHEP
2140 MOMMTBA BO UMA BOrA/ GLORIA MUNDI OKTABPb, 5
) 2150 HOBbI/ MOPAIOK / NUEVO ORDEN OKTABPb, 1
1300 WBbIMABOMHA/IMALO EDNA VOYNA OKTABPb, 5 a0 CALAMENVIL/ TSUBAKI NO SOND p—
1330 VIBA/VRBA ORTHBRS, 7 2200 3MULEHTP/EPICENTRO UK, 1
1345 OPELLHUK/ CEVIZ AGACI OKTHBPS, 8 2200 YPOKM®APCU/ PERSIAN LESSONS OKTABPb, |
1400 OWIbM CTAPUKA / VANAMEHE FILM OKTABPb, 4 2210 BYAOABAOPYKE/ BUDDHA IN AFRICA OKTABPb, 2
1415 TECHb O MAHLLIYK/ PESN O MANSHUK OKTABPb, 9 20 A THALASSO pr—
15 HAPHOMAMA/MAMA WEED ORTHBRS, 2 2230 CTAPOE PYSKbE / LE VIEUX FUSIL OKTHBPb, 11
1500 CMIACTU PYCCKWV CEBEP / SAVING NORTH LIk 1
1505  TPOJIEMHM/ YOKCHANG OKTABP, 10
1530 ATHEL/LAGNELLO OKTABPb, 5 8 OKTABPA / OCTOBER, 8
1545  OHM CPAMATICb 3A POMMHY / ONI SRAZHALIS ZA RODINU OKTABP, 11
1600 CYbBA/FATE OKTABP®, 1 1300 KAK CbIP B MACTIE / KATZEFET VE DUVDEVANIM B3HT
1610 MONMHA BOT0B/ DOLINA BOGOW OHTAEPb, 7 1500 HA ATHVX PYBEMAX / NA DALNIKH RUBEZHAKH B3HT
1620 VHCTVHKT/INSTINCT OKTABPb, 9 1600 OCKOMKI MENAHIM / MAYAR JONJAL VNMIO3MOH
1630 VIKAP/IKAR LEGENDA MIETKA KOSZA OHTAEPb, 4 1600 YTOTIOK KOPOTKORO METPA. EFA / SHORT FILMS PROGRAM. EFA OKTFABPb, 8
1640  BOTVHA OOPTYHA / LA DEA FORTUNA OKTABPb, 8 615 AMIMALVA 2/ ANIATION 2 OKTAEPE. 9
1645 TTUMIAV A3BIK / MOWA PTAKOW UK 1 oa0  CYmEA/FATE T
16:45  BECTTIOMHAA HEBECTA / RUKUNI il 1630 OT CMEPTI[I0 CMEPTU / Sapalonmis dlimler arasinda OKTABPb, 7
1715 ATbMAHAX COVID FA3AMM MOTIOZbIX / COVID OKTABPb, 2 1700 TIONTOHEHVIE ADORATION R
1730 TIEWEPA/NANG NON WVIOSMOH 17.05  CEBACTBAH BEPET BbICOTY / SEBASTIAN SPRINGT UBER GELANDER OKTABPb, 5
1745 AHVIMALWA 3/ ANIMATION 3 OHTAEPb, 10 1800 HOYHO KOHBOM / NIGHT SHIFT OKTABPb, 9
1800 AXOTEJI CTIPATATECA / VOLEVO NASCONDERMI OKTABPb, 6 1630 HUHOMEXAHVI/ THE PROJECTIONST OKTAEPL
1830 OWIO0GOBAA/PHILOPHOBIA OKTABPb, 5 1850  TCMXOMATWA, UCKYCCTBO [NA UCLIENEHWA / PSYCHOMAGIE, UN ART POUR GUERIR OKTABPb, 5
1845  VHTEPBbIO/INTERVISTA OKTABPb, 9 1900 CTAPOE PYWE/ LEVIEDXFUSIL T
1900 TWNHO3/GIPNOZ B3HT 1900 TPUYM®/UN TRIOMPHE OKTABPb, 8
1900 XATbOA/HILDA OKTABPS, 1 1910 BY[OABAGPUKE/ BUDDHA IN AFRICA LK, 1
1900 POBEP 3HPUKO. KOPOTKIVI MYTh 3EMHOM / BREF PASSAGE SUR LA TERRE WKIT 1930 BEROTAIAA | SREATLAND S —
19:10  KOCMOJIAVI®/ COSMO LIFE OKTABPb, 7 2020 MOJIET B HEGECHBIE MIPOCTOPb / SONG WO SHANG QING YUN 3BE3OA
1920 AJIMICA: BOTIHEHME / ALISA. VOLNENIE OKTABPb, 4 2030 AbABOM MEMKY HOT / EL DIABLO ENTRE LAS PIERNAS OKTABPb, 9
19:30  BIMAHME/INFLUENCE OKTABPb, 2 2100 CYBBOTHUI POMAH / LAN XIN DA JU YUAN OKTABPb, 7
19:30 KPbIM HEBECHbIA / KRYM NEBESNY LK, 1 21:05 YEPHBII1, YEPHbI YEMIOBEK / GAP-QARA ADAM MUOHEP
1940 MYIWH, BIIMAH U UMIH / AL ABOUTING CATIOT 2145 BOBPEMA BOVHbI/ MIENTRAS DURE LA GUERRA OKTABPb, 2
1940 POMOBbIV BYNbBAP/ BOULEVARD DU RHUM OKTABPb, 11 230 XURREATHIDA =
1950 FOPOZ YYTEHHbIX / NINZU-NO MACHI OKTABPb, 10 oo BAVAHVE S INFLUENGE R
20:25 MOJTAHVE OM{[IA / SILENCIO DA CHUVA SBE3MA 21:30 FOCY[APCTBO KOMAPOB / MOSQUITO STATE OKTAIBPb, 8
21:00  MEMIMOH/IL CAMPIONE all 2145  KPOBb MENMMKAHA/ PELIKANBLUT OKTABPb, 5
2110 KOHKYPC KOPOTKOMETPAMKHOMO KUHO 3/ SHORT FILMS COMPETITION 3 OKTHBPb, 4 00 AP LARA ye—
2120 MOUJHY CNIABbI/ MES JOURS DE GLOIRE OKTABPb, 8
2130 BTEHW/GOLGELER ICINDE ey '
VKTT - KUHO3AN MHHKEHEPHOTO KOPMYCA TPETHAKOBCKOV TATIEPEM
21:30 ENFANT TERRIBLE / ENFANT TERRIBLE OKTABPb, 9 B3HT - BO/IbLLIOM 3A71 HOBOW TPETBAKOBKI 3AMALHOE KPbISO
LK - LIEHTP IOKYMEHTAMIBHOMO KUHO
UnA* / AU
BJIOKAOHbIV OHEBHUK A SIEGE DIARY
HA OAJTIbHUX PYBEHKAX FAR FRONTIERS
[104b PbIBAKA THE FISHERMAN'S DAUGHTER 4.36
KAK CbIP B MACJIE PEACHES & CREAM 4.26
MPEOBLIBOPHAA KAMIMAHUA THE CAMPAIGN 417
MEJT0OMA CTPYHHOIO JEPEBA THE MELODY OF STRING TREE 4.15
TMMHO3 HYPNOSIS 412
B TEHU IN THE SHADOWS 4,11
PACMOPAXEHUE EXECUTIVE ORDER 3.94
BECIM/10OHAA HEBECTA THE BARREN BRIDE 3.59
PACTBOPATBLCAH DISSOLVE 3.29

* Ha MoMeHT noanucaHua HoMepa B nedatb / * At the time of this issue going into the print

PEOKOIEMUA: UMOPb CABE/IbEB /ACA KOMOOWMHEP / OfTbIA APTEMBEBA / EBA KPAYC / WIbA KOMbINOB / AHOPEN LUMIONEB / MUXAMIN KYKH / CEPTEN ANIEKCEEHKO / METP LWEMOTUHHWK

NEPEBOLbI: MAPWA KOB3APEBA / MAPWA TEPAKOMAH ®OTO: MEHHALMA ABPAMEHKO BEPCTKA: MAPVA PEBAKMHA MAKET FA3ETbI: AMUTPU METENKIH / ONbrA NBHAHAA



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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