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COBAKA HE NMEPECTAHET JIAATb
E RRO QUE NO CALLA

PoawoH Yenenb

Al Mano cHANCA B CBOEM dUrbMe,
uT0BbI He NoAyMaK, YTo y MeHA
MaHWs BeNMUmA.

Rodion Chepel

| only briefly appeared in my film
s0 that people wouldn't say

I'm vain.

Ockap Kanoia

TNio60Bb V1 HEHABICTb B YesIoBEKe
POMKIIAIOTCA W3 OLIHOWA TOUKM.
Oscar Kapoya

Love and hate are born

from the same source

inside a person’s mind.
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OOPMYIJIA JTIOBBU

- HeHcKan BonHa — 3T0 MU unu peans-
HocTb? Mnu reHpaepHbIN NpUHLMN BoobLue
HenpuMeHVM B KUHO?

HuauHa Catigynnaesa: Korpa A noctynana

Ha permccepCKIe Kypchl, He BO3HMKaIOo Aare
TaKWX MbICIeN, 4TO A AeNalo YTO-To MPOTUB
TpapmLwmi. [oToM Bce CTanu cnpaLumBaThb

0 reHepHOM MpUHLMNE, 1 A CTana AyMaTb,
€CTb NI AeVCTBUTESTBHO KaKaA-To pasHmLa.

Ha nnoLuaaKe A HAYero TaKoro HUKorAa He
YyBCTBOBana. Y MeHA Bcerga bbina pafoctHaA
mnoLLaaKa... HaBepHAKa y MyMHUMH TaK He.

A, HaBepHOe, OLLIYLLIAI0 PasHWLY, TONBKO ecnn
eCTb MrafeHLbl. [oToMy YT BCe HalLiv Konnery,
[LEBYOHKM, CHUMAnKW 6o bepeMeHHLIMU, IO
KOPMALLWIMY, W 3TO [eCTBUTENBHO Cyrnep3asa-
ya. Al ee pacLieHVBaI0 KaK YCMOMHeHWe, C 0OQHOM
CTOPOHBI, @ C APYroi CTOPOHbI A MOYYBCTBOBaa
— 3T0 cetyac NadgocHO NPO3BYYNT — KaKoe-To
borkecTBEHHOE MpucyTCTBUE. BOpyr noABnAeTcA
B Tebe HOBOE 0CO3HaHMe M1Pa, U NMEPCOHaM,
aKTep, Tore obpeTaeT 06beM U TYBUHY — Takyio,
KaKy!l0 Tbl paHbLLIE He MOI MOCTUYb.

Korga cH1Manm «BepHocTb», A KopMmia
rpyabto. [MOKOPMUTL ero nepes CheMKamu,
Merdy, Mocsie — 370 [aBasio YTo-To abconioTHO
MpPaLMOHassHOe, HO HaMosHALLIEE KaKol-To
MyLPOCTBIO YeNoBEYECKOM. .. YT0-To TaKoe, UTo
HEBO3MOKHO OMKCaTh.

— A c KeM flerye — c aKTpUCaMM WM C aKTe-
pamu pa6botatb? Unu HeT pasHuLpbI?

— C aKTpurcamm, KoHeuHo, nerye. OHW KaK-To BO
MHe yBepeHbl, YTO /. A OT MyH4MH, 0CObEeH-
HO, EC/1 OHM CTapLLIE, A OLLIYLLIAI0 HEKOTOPYIO
HaCTOPOMEHHOCTb, KaKylo-To becco3HaTenb-
HyI0: «A TOYHO JT1 Thl FOBOPULLIb MPaBUbHbIE
BeLLM?». A YyBCTBYIO, UTO 3TO TPEOYET HEMHOM-
KO [OMONHUTENBHBIX YCUNIA.

— Teb6e cnoxHO peLMTbCA Ha KaKoW-To pa-
[OMKanbHbIA NOCTYMOK B KMHO, Ha KaKylo-To
paguKanbHyio npaeto?

- [Noka H1 pasy He oLLyLLiana, 4To A 4To-To
TaKoe 33yMarna, YTo Hefb3A, U YTO BCTpe-

TUT NpoTMBOAelcTBMe. Kak byaTo Bce naeun,
KOTOpble BO3HWKAIOT, OHW B PaMKax MOeW Hn3HM
— TOr0, YTO MHe MOHATHO, TOro, YTO A MpeACTaB-
nAI0. /1 370 KarkeTcA MHe HopMoi. Bo3MorkHO,
3TO KarKeTCA, HO MOHATME HOPMbI HACTOMBKO
pasMbITOe M MHAMBMAYANbHOE, YTO B paMKax
MOe JIMYHOCTU MHE 3TOM KaHeTCA HopMalib-
HbIM. I N03TOMY A BbICKa3bIBatock. TOro, YTo
6yneT 1A MeHA 38 paMKaMU HOpMB, A 1 He
3axody Aenartb.
MHe NpeanonIn CIOHET Npo AoLieHTa, youB-
Liero AesyLUKy B [Metepbypre. A He Mory. A cebe
KaK NpeACTaBrio, YTo MHe Hafo ByaeT HeCKOMb-
KO NeT HaxoaMTLCA B 3TOM ClorKeTe... 310 AnA
MeHsA NoTpebyeT KaKo-TO BHYTPEeHHeN 60pbObI.
BpAa nv MeHA KTo-To BOKpYr GyAeT ocTaHaBu-
BaTb, HO BHYTPeHHe 3To byaeT HeBbIHOCKMMO. A
He cMory Takoe. M A He 0TBarKyCb Ha 3T0.
- KakoBb! IM4Hble rpaHuLibl 0co3HaHUA cebA
perkuccepom? Mpodeccua octaeTcA Ha Cbe-
MOYHOM NJIOLLAAKE, UNIU U B HU3HU OCTaeTcA
YKemnaHue, MOXeT BbITb, He PeUCCUPOBaTh,
HO fOMUHUPOBaTL?
— VIMeHHo BO BpeMsA CbeMOYHOro nmpoLiecca
YyBCTBO, YTO Thl PEHMCCEP, COXPAHAETCA C
T060M, Koraa Tl MPUXoaMLLL AOMOW. U no-
CKOJTbKY MO My} TOXKE PEHMCCEP, OH 04EHb
6bICTPO CHATBLIBAET 3TO M MPOCUT BLIATU U 3aiATH
HopMasbHoW. [oToMy YTO Thl NpUXOAMLLE: «3TO
clofa, ceivac Mol byneM fenats 31o. Tel fena-
€elUb 3T0...». M HaUMHaeTCcA — NpULLINA PyKOBO-
auTensHMUa. U 31o TpebyeTtca nepernioumTb.
Ho Korda npoxoauT CbeMOoYHbI Nepu1og, To
3TOr0 HeT, KOHEYHO. Tl pacTBOpAELLLCA B
O0BbIYHOM HM3HM — MaTb, HeHa, [04b. Thl e
3apAMeH Ha MIOLLaAKe, 3TO Kakoe-To U3Me-
HEHHOE COCTOAHWE CO3HAHMA, Thl JOMHEH ObITb
TaKkuM. U ecrin 6bl A1, HaBEPHOE, B 0BBIMHOM Hi3-
HK cebs TaK BeNa, KaK Ha NoLLazKe, 310 6bio
6bl HEBLIHOCUMO 1A OKPYHAIOLLIMX. HUKTO He
rOTOB MHe MOBMHOBATLCA W BCE UCMONHATL.
Uumepaoio senu Aca KonoduxcHep
u [lemp LLlenomuHHUK

NIGINA SAYFULLAEVA

JURY

- Do you consider the wave of female
cinema a myth or reality? Or is the
gender approach not applicable in
cinema at all?

Nigina Sayfullaeva: When | started
studying filmmaking, | was not thinking

| was going against tradition. Then
everyone started asking about the gender
approach, and | began to wonder if there
really was a difference. On set, | have
never felt anything like that. | have always
had a joyful set... Surely men have the
same.

The only difference has to do with

having children. Because all our
colleagues, all the girls shot either
pregnant or breastfeeding, and that is
really a superpower. | see it as an added
complexity, on the one hand, and on

the other hand, | felt — as pompously as

it might sound — some kind of a divine
presence. Suddenly there is a new
awareness of the world in you, and the
character, the actor, also acquires volume
and depth - the sort of that you could not
have comprehended before.

| was breastfeeding when we were making
«Fidelity». | had to feed my son before
going on set, in-between takes, and after.

It gave me a sort of an absolutely irational
feeling, filled me with some kind of human
wisdom ... Something indescribable.

- And who do you find easier to work
with, actresses or actors? Or there is no
difference?

— Of course, it's easier with actresses. They
have confidence in me, somehow. And
with men, especially if they are older, | feel
a certain awareness, a prejudice, often
unconscious. They are almost saying: «Are

you sure you know what you're doing?»

| feel like it takes a little extra effort with
them.

- Is it difficult for you to take a chance
on something radical in a film, some
radical idea?

- So far, I have never felt that | had
something in mind that was impossible,
or that | would meet resistance. | feel like
the ideas that appear somehow fit into
my life — into the things | can understand
and imagine. And | feel like this is normal.
Perhaps, the concept of the norm is so
vague and personal, it seems normal to
me in the context of my personality. That's
why | speak out. | would not want to do
something that lies outside my idea of the
norm.

| was offered a script about the docent who
killed a girl in St. Petersburg. | cannot do
that. | can'timagine myself living in this
story for several years ... This will require
some sort of an internal struggle for me.

| don't think anyone would try to stop me,
but internally, it would be unbearable. And |
would not dare to do this.

- How do you distinguish being a
director at work and in life? Do you
leave the profession on set, or do you
feel like you want to, perhaps not to
direct, but do dominate in life too?
— During the shooting, the feeling that
you are the director remains with you
when you come home. And since my
husband is also a director, he quickly
catches up to that, so when that
happens he asks me to go and come
back normal. Because you come home
and you go: “This goes here, now we are
going to do this, you're doing this...». You
just need to switch out of it.
But when shooting ends, this stops as
well, of course. You dissolve into ordinary
life — as a mother, wife, daughter. You are
somewhat charged on set, it's some kind
of an altered state, and you kind of have to
be like that. And if | behaved in everyday
life the way | do on set, | would probably be
unbearable for those around me. Nobody
is willing to do everything | say.
Interviewed by Asia Kolodizhner
and Peter Shepotinnik
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MOCAEOHAA «MUAS BOSTTAPVIA» / PEXK. ANIEKCEM OEOOPYEHKO

TPaHHO, YTO NoBeCTb Mu-
Cxamna 3oueHKo «[epeq

BOCXOLOM COMHLA@» A0 CUX
rnop He MpuBEKana BHUMaHve
PEMMCCEPOB, a U becTcensiepoM,
B OTIMYME OT 30LLIEHKOBCKMX
paccKa3os, ee He Ha3oBellb. Ho
HACKOSIBbKO e COBPEMEHHOM Bbl-
MMAQUT ee KOHLENLMA NporoBapy-
BaHWA TPaBM 1 MOVCKa B AETCKMX
BMNeYaTIeHWAX, MOTPACEHWAX
KOpHel NMPo61eM B3POCSION HIM3HM.
Brnipouem, To, 4To AenaeT Anerceit
®ej0pYeEHKO C NIUTEPATYPHBIM
MaTepranoM, MOHHO Ha3BaTb YeM
YrofHo, HO He 3KpaHu3aLwen (1
3T0 ropasfo Apye «CTaHAapTHOro
noaxona). KapHaean, dapc, Teatp
KabyKW, paéK — 1 BCE 3T0 BMeCTe C
[ETEKTUBOM, B KOTOPOM MOJI00M
arpoHOM paccrefyeT UcHe3HoBe-
HWe 1nK YOUIACTBO NOMyNAPHOro
nucaTens, a MaeHbIiA Nofo3pe-
BaeMbIi1 H MHOTO HW Mafio Ceprei
JM3EHLUTENH.
C 3M3eHLLTENHOM YrKe Npomc-
X0ZWI0 YT0-To NofobHoe Mo Bore
[utepa NpuHy3A, caenasLuero
BENMKOIO PErMCCepa NepCcoHareM
KapHaBasIbHOMO 3penuLLa C MeKCK-
KaHCKWMM aKLIeHTOM («3M3eHLLTENH
B yaHaxyato»). PacnucHele Yepena
repeKoYeBanu 1 B peKBM3nT Anek-
ceA QegopyeHKo, HO B €ro BepCum
«OTeL, MOHTaMa» SKCMPeccuBHee,
3nee, 6e3yMHee, a [MaBHOE, B MUHY-
Ty OTKPOBEHHOCTV MPOroBapMBaET
coBceM Apyrue 6onu. CBA3aHHbIe
C MocTeneHHbIM yayLLeHNeM CBO-

6oabl — 1 BOT B aHTyparKe Nnepeoi
MUPOBOW, PEBOSTIOLILOHHOM YeKaHKN
Lwara (NpvBeT CTUANCTUHECKOMY
deltepsepKy Broka) BnepBble 3BYy-
YUT 3TO CN0BO — «[TONUTOI0POY.
CueHbl B3pOCTeHWA TMPUYECKOTO
repos 30LLEeHKO — OT AeTcTBa C
YepCTBLIM OTLIOM-XYOOHHMKOM [0
Xaoca BOWHbI 1 PeBOMIOLIMM — NINLLIb
dneLwbarn, BUOEHUA, noceLLato-
LLIMe NnpUYecKoro repos dunbMa
(O3, Takoe BOT pa3HouTEHME), Korada
OH HOYaMW NINCTAET PYKOMMC.

1941 ron, Anma-Arta, 3BakyaumA.
3peck cobpanick B bapake pasHble
1 CTPaHHble oy — nucatessb,
KOTOPbI UCHE3, perKmnccep, KOTo-
pbi CHUMAET «/BaHa MPO3HOro»,
arpoHoM (oH Ha3blBaeT cebn
nn040Bo[), KOTOPbI MeYTaeT
BbIPaCTUTL AGMOHIO copTa «Munan
Bonrapwa» — 1y Hero, KcTatu, cBou
CYeThl C AeTCTBOM. 3TO eLLle BOMpoc,
YTO BbINO NEepPBUYHON Naeel ans
Anekcea ®egopyeHKo, HanNTK No-
BecTu «[lepe[ BOCXOOOM COMHLE»
a[EKBATHYI0 KUHO-DOPMY MM 3KC-
NepYMEHTUPOBATL C 3TUM HOEBbIM
KOBYErOM BpeMeH BOWHbI, KOTOPLIN
i B peanbHOCTH, HO M3BECTHO O
HeM Marno.

CbEeMKM KMHO B 3BaKyaLMm Nof-
CKazanu 1 popmy. KMHoKapTWHLI B
TaKWX YCIIOBUAX MOMTIY CHAMATb-
CA TONMbKO TaK, B AeKopaLuaAXx,
MOCTPOEHHBIX U3 LLITAKETHWKA U
YyTb JIX He COSIOMbI, 3aMa3aHHoM
LUTYKaTypKol. TaKoB e 1 dunbM
®enopuyeHKo, MHOro0bpasHbili B

BU3YasbHbIX GaHTa3MAX O TOM, HTO
MOMHO 1306pa3mnTb 13 Narnok. M He
Cry4anHo eBa /v He MosioBMHa
ponet 0TAaHa B HeM Tpynne TeaTpa
HuKonaa Konsaabl, caMobbITHOMY
KonneKTuBy 13 ExatepuHbypra,
BCE CMEKTaKM KOTOPOro Urpa-
I0TCA B MaKCUMasibHO H6e3yMHbIX
[OeKopaLmAX U3 BCAKOIo xJ1laMa n ¢
MaKC1MasIbHOW 3KCNpeccuen.
B peanbHol Hm13HM BTOPYIO YacTb
«/BaHa po3Horo» pasrpoMAT
1 3aNpeTAT, MPUMEPHO TO e
MPON30MAET C KHMMoM «[lepeq
BOCXO[0M COJHL@»; CyAbba Bbl-
MBILLTIEHHOr O e copTa AB/oK
CKNAObIBAETCA He NyYLLle, CKOMbKO
HW MbITAeTCA repom ero cnacTu.
CHavana MecTHble NaLaHbl COKpYT
nocnemdHee yuenesLuee ABIOKO,
MOTOM MTULbI CTALLLAT ero CEMEYKM,
MOTOM MOCAEAHNUIA POCTOK 3aTon4yeT
MLWaK. Karkapi pas, oTpbiBanch oT
YTEHWA, FepOI C FOPTaHHLIM KPUKOM
KnaaeTcA cnacatb cBolo «Munyio
Bonrapuio», KoTopas octanack elLe
1 KaK MamATb 06 0TLIE, U Karapli
pa3 Haflea Yy Hero BCe MeHbLLIe.
[TocKonbKy NponcxoauT 3To Ha
GOoHe OKOMOB, Xaoca 1 AMUrpaLMK,
noactynaioLmx 30-x ¢ benomop-
KaHanoM, TpyaHo He yBUAETL B
3TOM nocTeneHHom rmben Hagea
«Poccuio, KOTopyto Mbl NOTEPANN».
Rorga-To y YexoBa yre 3acTyyanm
TOMOPbI, CUrHANU3MPYA NPUMEPHO
0 TOM e, @ ABNOHM U BULLIHA —
BeSIMKa N1 pasHmLa?

Uzope Casenves

MIFF dHLILY mane B «okTABpe»

LAST «DEAR

BULGARIA»

COMPETITION
DIR. ALEKSEY FEDORCHENKO

«Before Sunrise» wasn't adapted to screen before and

was never nearly as popular as his short stories - its
concept of talking out traumas and searching for the roots of
adult problems in the childhood memories, seems especially
relevant and modern. This concept, however, seemed so
out of hand in the 40s that Zoshchenko was shunned by
the government. That said, Aleksey Fedorchenko's way of
dealing with this literary material is anything but a classic
adaptation (and it's much more exciting than the “traditional
way"). Carnival, farce, kabuki theater, raree show — all that is
combined with a mystery plot in which a young agronomist
investigates disappearance — or murder, of a popular writer,
while the main suspect is Sergey Eisenstein himself.
It's not the first time Eisenstein is put in the middle of an
extravagant action — last time, it was Peter Greenaway
who made the great director the character in a carnival-like
spectacle with a Mexican accent in “Eisenstein in Guanajuato’”.
Coloured skulls also find their way into Fedorchenko's props,
but in his version the “father of editing” is more dramatic,
angry and mad; what's more important, in the moment of
candidness he talks out vastly different pains. Those pains
doesn't relate to his sexuality as it was in Greenaway'’s film, but
to gradual suffocation of freedom - fight there, set against the
background of the World War One, the word “Politbureau” is
spoken for the first time.
The episodes dedicated to the growing up of Zoshchenko's
hero - from the childhood with cold hearted artist father (his
mother isn't much more loving towards the “strange child")
to the chaos of war and revolution — are merely flashbacks,
visions that the film's protagonist is having while scrolling
through the manuscript left by the writer. 1941, Almaty,
evacuation. Very different people have gathered in the barracks
- awriter who will disappear, a director who is making “lvan
the Terrible”, an agronomist (he calls himself a “orchardman”),
who dreams of growing an apple tree of the “Dear Bulgaria”
sort —and also has his own complicated relationship with his
childhood. One could wonder what initially interested Aleksey
Fedorchenko more — to try and find a way to adequately adapt
«Before Sunrise» to screen or to experiment with this “Noah's
ark” in the times of war.
Film shooting during evacuation also suggested the form
here. How films could be made in such conditions? — only
like this, among the sets built from fencing and wheat sticks,
smeared in plaster. This is echoed in Fedorchenko's film that
plays out visual fantasies about how much can be created
from sticks. It is no coincidence that almost half of the roles
are played by the artists from the Kolyada-Teatr, a distinctive
collective from Yekaterinburg; their edgy shows are always
played among the insane looking sets made out of various
rubbish.
In real life, the second part of “lvan the Terrible” will be
slammed and banned - almost the same thing will happen
to the book «Before Sunrise». The fate of the made-up sort of
apples is also quite sad, despite the hero's attempts to save it.
First, local boys eat the last remaining apple. Then, the birds
steal its seeds. Then, the sprout that grew from the last seed,
is stomped on by a mull. Every time the hero has to interrupt
his reading, he rushes to try and save his “Dear Bulgaria” -
which also serves as a memory of his father - but every time,
less and less hope remains. Set against the trenches of the
World War One, the chaos or revolution and emigration, as
well as the upcoming 30s and the Baltic Sea Canal, it's hard to
see that stealing hope as the allegory of “Russia that we lost”".
Some time ago, in one of Chekhov's plays we heard the rattling
of axes signaling the same thing, and after all, it doesn't really
matter what is getting chopped — a cherry or an apple tree.

Igor Savelev

One might find it strange that Mikhail Zoshchenko’s book



BABbE LI,APCTBO

[OEENEE HHEHLLIHBI (ON'NA-TACHI) / PEX. HOBYTEPY YYMOA

To 6yLeT, ec/iv Ha CBeTe He OCTaHeT-

CA My*K4UH? HeT-HeT, TyT peyb He o
baHTacTuKe, B JepeEBHE MYMUMHBI,
KOHEYHO, eCTb, MPOCTO U3 HMU3HU FrepoUHb OHU

MCYe3al0T OAUH 3a OpYruM, TaK YTO B KOHLLe
KOHLLOB OCTaeTCA YMCTO HeHCKanA 0bLLMHa,
YBUAEHHAA [71a3aMU MyHUMHbI-peHMCCepa:
MaTb, ee fo4b Mucaku, ee nogpyra Kaopu v ee
cecTpa, cuaernka-BosioHTep (KctaTu, — o yac!
MHocTpaHKa!). Ho oTcyTcTBrE MYMUMH — NULLb
OJVH, 1 JaneKo rMaBHbIv acnekT. [1nf repovHb
HobyTepy Yunaa HaMHOro BaykHee BEpHYTbCA
K HKU3HW, K NI0AAM, Befb BCe OHU 6e3MepHo
0JMHOKW. KcTaTh, Tema pa3obLueHHoCTV nog-
YepKMBaeTCA eLLie 1 TO U JeN0 3ByYaLlMu C
TesleaKpaHa CBOAKaMM 0 CUTyaLmu C naHge-
MWIA.

Mucaku HuBeT oHa ¢ nosyrnapann3oBaHHOM
MaTepto, 1A KOTOPOW eMHCTBEHHOE pa3Brie-
YeHWe — U3eBaTeNbCTBa Had Aovepbio. OHa
MCTOYaeT APOCTb M HEHABUCTb — LLBBLIPAET Ha
MoJ1 Tapesikui c ef1oM, 3106HO TPACET KOHBEPT,
MnbITaACb 0JHOM PyKoW 13BJieYb 0TTyAa NUCbMO,
HeTeprenvnBo KpU4KT, Tpebys oTBecTu ee B
Tyanet. MHbIX ¥enaHui y 3Toro noslyvesioBexa-
MOJTY*MBOTHOI 0, MOXOE, U He 0CTasNoCh.
MucaKu, KaK UCTUHHARA AMOHKa, BCE TepnuT
MoJya, He noaaean Buaa. Beab rmaeHoe (1 310
camMo coboii pasyMeeTcs) — YTobbl HUKTO He
3aMeTWI1, HaCKOJIBKO et MoXo, YTo6bbl CBOUMMU
CTPafaHuAMM OHa He [oCTaBuIN HeyaobCTBa
KOMy-TO elLLle.

YiKe B Havane ¢pmnbma ee *usHb 6e30TpagHa

1 becnepcrekTuBHa. A Aanblle OHa HauMHaeT
CTPeMUTESIbHO KaTUTLCA MOf, 0TKOC, Habu-

panA cCKopoCTb, byATo MaluMHa 6e3 TOpMO30B.
Mucaku 6pocaeT Bo3/061€HHbIN (TONBKO YTO

B 3HaK CBoeW NtobBM OHa NoJapura eMy Kpy-
TNEHbKYI0 CYMMY), ee YBOJIbHAIOT C paboThl, OHa
nosiy4yaeT MUCbMA C Yrpo3aMu U NorKenaHUaMK
«COOXHYTb». Kak-To B pa3roBope ¢ noapyrom

MwucaKu noranosanachk, YTo BCIO *WU3Hb Bbl-
Hy'KJeHa 6bina NPUTBOPATLCA, U BOT 6onblue
CWUN BpaTb HET, U HacTynaeT B3pbiB. 06e3yMeB
OT 0TYaAHUA, OHa NbITaeTcA 3a4yLUUTb MaTb,
CTaBLUYIO /1A Hee 0SIMLLEeTBOPEHNEM BCEX CBO-
nx HecdacTu. Ho Mucakum Bcé e He OTtenno, u
HaBarKaeHue NPoXoauT.
K nocnepoBaBLLeMy NpUMUPEHUIO MOACO3HA-
TeNIbHO CTPEMUIIUCH 06€ EeHLUMHbI, U1 MOMEHT
HaCTynu1BLLEro c4acTbA 0603Ha4aeTcA HeyBe-
PEeHHOM yNblbKoW Jo4epu (Heyenu A eLue
MOMHI0, KaK 370 [iefnaeTcA?) 1 HepasbopumBbIM
CN1I0BOM «crnacubo», Briepsble C Ten0ToM Npo-
M3HEeCeHHbIM MaTepblo. KTo 3HaeT, Hagonro
JIM BOLLApWIIack OONroMAaHHanA aunnusa,
OTMeYeHHas, KCTaTu, U CMEHOM KpacoK Ha
6onee pagoCTHbIE U B 0feH4e FreporHb, U
B OCBELLeHUW MHTepbepa AOMUKA. TaK unu
MHa4e, ONTUMMUCTUYECKUIN PUHaN BNUCbIBaeTCA
B NOCT-PYKYCUMCKYI0 OeMCTBUTENBHOCTb, Koraa
camo coboii BO3HUKIO HernacHoe npasusio,
YTO GUNBbMbI SONMKHBI HECTU NIOAAM YTO-TO
ceetnoe. Kctatn, nogo6bHbIX Menoyen, ykope-
HEHHbIX B AMOHCKOM OeNCTBUTENBHOCTU — U pe-
anbHOK, U KMHeMaTorpaduyeckon, — B punbme
€ U36bITKOM. TaK 1 Xo4eTcA BOCMo1b30BaTLCA
CJI0BOM «MUMepTeKCT» U pa3obpaTb BClO KapTU-
HY N0 KOCTOYKaM — OTCbINIKM K 043y (AMoHCKasn
ceMbA), paHHeMy MuasoryTu (skepTByloLLan
coboit *eHLKMHa), Tauya HakacuMa (*usHb,
pasBasiMBaloLLAnACH Ha MeJlKue Kycoukm), Kua-
3y Ecupa (NonbITKU NpooHaTh *UTb pAOOM
C TepALLMMK paccyaoK 65mskinMm), Macaxupo
Kobanacu (tpaens), EcumuLy MopuTa (Kpacuso
obcTaBneHHanA nonbiTHKa camoybuitcTBa ¢ boKa-
JIOM BWHA) M TaK Aanee 1 Tak danee. Bpag nn
3TO0 co3HaTesIbHaA NoJieMUKa CO BCEMU Cpasy,
CKopee CBUAETENbCTBO TOr0, CKOJb YYTKO pe-
¥UCcep ynaBnMBaeT HaCTPOEHWA U U3MEHEHUA
B AMNOHCKOWN OeNCTBUTESTIbHOCTM.

Mapusa TepakonaH

nong
AJIEKTPUHECKUMU
OBJIAKAMU

VINSIIEEA 113 POMA 3BEPEV (LAHI, HAYOP) /
PEH. JIAB IMAC

0€ LLIAXTEPOB OTMPAB/AITCA B OTMYCK [OMOW; B LIENIAX SKOHOMUM
OHM UIYT Yepes N1ec — MeCTo MUGUUECKOE 1 OMAcHOe Aare no
MepKaMm CIoppeasiMcTUYECKOro, HeYMOBYMO 3/10BELLIEr0 OCTPOBA
Xyray. HanpseHve, npocTynatoLLiee Meray repoAmu, 6poauT B HasneK-
TPU30BaHHOM BO3[1yXe C CAMOr0 HaYara: AHOPEC OLLLYTVMO MOJIOHe
CBOVIX TOBApULLIEM (BLIBLLIMX LIVIPKAYel C 3aracoM UCTOpUiA, KoTopble 13
BeCe/TbIX [JOBOJLHO OLICTPO CTAHOBATCA MaKabpU4ECKMMM), 1 MOMUMO
0YeBMHOr0 pa3pbiBa NMOKOMEHUI 1 MMPOBO33PEHNI, TPOUX TaKHKe CBA-
3bIBAIOT CIIOMKHBIE GMHAHCOBLIE OTHOLLIEHUA. «Mbl e MIoAM, Mbl [OMHHBI
[lyMaTb rofIoBoi, a He NMoAaBaTLCA SMOLMAMY, — HACTaBNAET OAMH U3
CTapLLIMX TOBApULLIEI BCMbINbYMBOr0 AHIPEC, Y KOTOPOro CBOA Tparut-
YecKan UCTOPWA U CBOM CHETBI C YepTOBLIM OCTPOBOM. Y pekn AHIpec
BUOUT MUPUUECKYIO YepHYI0 NoLLaab — Mpea3HaMeHoBaH e bedpl (xoTA,
BO3MOMHO, NMPOCTO ra/iioUMHaLmA). HensberHo nponMBaeTca KpoBb, U
KarKeTCA, OHa byaeT NTbCA BCeraa.
HoBbln drnbm J1as [Ouaca — nobonbITHbIN 38epb. MHoroe B HeM —
CTOMPOLIEHTHBIM, Kiaccudeckuin [nac (nateHToBaHHOE UCKpsLLieeca
YepHo-6enoe 1306parkeHe, HaHp CoLMasnbHOM daHTacMaropum), Ho
0HOBPEMEHHO 3T0, KAXETCA, TaKHKE M ANANOr C COBCTBEHHLIM KAHOHOM.
OyeBWOHOE: 3TO NEPBLIM 33 JONroe Bpems $urbM persuccepa ¢ bonee-
MeHee TPaaMLMOHHBIM XPOHOMETPAXEM — BCEro Ba C MOMOBUHOM Yaca.
370 He KanUTyNALMA Nepes KOHPOPMUCTCKOM KUHO-HOPMO: JTaKOHY-
HOCTb HapPaTVIBa e 3aI0MeHa B 3T UCTOpUM, BiepBble paccKasaH-
HOW B KOPOTKOMETparkKe [maca, YacT GunmMnnmHCKOro anbMaHaxa
«[TyTeluecTaurer. [opora, nyTeLLiecTsue B M1d, poyad-MyBy, BeflyLLiee
MPAMKUKOM B cepfLe ToMbl — [ac ciieayeT TyT HemHoro 1 3a KoHpagom,
1 3a Konnonoi. MpuebluHbIn dabynuam [vaca BOpyr oKasbiBaeTcA
MaKCKMarbHO YKOPEHEHHBIM B PEaNIMCTUHECKON 3CTETHKE, Marnde-
CKW Peaniam NpUHLMNMANLHO SLLIEH Mariu. [lame Ta caMan YepHan
noLLaAb — CHaYara HaMm ee He MoKa3bIBaloT BOBCE, a KOrAa OHa HaKOoHeL,
MaTepuani3yeTca Ha aKpaHe — 3T0 caMas 06bl4HaA oL b, CUMBOIMYE-
CKWM 3HaYeHVeM ee HaOeNAIoT CaM1 repow, Ta TPAAMLMS, B KOTOPO OHM
YKOPEHeHb! BOMPEKM CBOE BoSe.
«13 poa 3Bepeli» JaneK oT NpefblayLLyX aBaHrapaHbIx paboT [unaca:
KOMIMO3UUMA 30eCh HENMHEMHA, 3aT0 NPAMOMMHEHA 3CTeTUKa. YepHo-
6enan KapT1HKa TPaOULIMOHHO KOHTPaCTHa; [mac, No 0bbIKHOBEHMIO
CaM BbICTYMMBLLIMY OMEPaTopoM, AEPHMUT BECCTPACTHYIO MEPCTEKTUBY
06LLero NnaHa, Mbl He MPUBAKAEMCA K reposiM Jare B MOMEHTbI Ha-
60MbLLEr0 ApaMaTUHeCKOro HaKasa, Ho 3TO, MOMKaIyM, U He HyKHo. 3a
KafpOM HafpbIBAIOTCA NETYXM, CTPEKOUYT HACEKOMbIE, LLIENECTUT NIUCTBA
— 70T eLLie GorK-MIO3MKI. LieHTpanbHoe npoT1BomnocTasneHie (OHO
TOME YNIETYMATVBHO MPAMOSIMHEMHO 1 3aABNEHO MPAMO B HA3BaHUW — BO
BCEX €ro CYLLIECTBYIOLLIMX BapaHTaX) — YeloBeYeCKan HaTypa npo-
TUB HMBOTHOM, 10 MPOTUB 3BEPEN, C KOTOPBIMU TYT MOCTOAHHO BCEX
CPaBHMBAIOT — PELLIAETCA 04EBUOHEIM 06PA30M He B MOSb3y MepBbIX.
KonnektreHoe beccosHatenbHoe U3beaeHo TpPaBMaMM M HaCUIMEM.
Y106kl MccienoBaTs MpUPOLY 3M1a He 06A3aTesbHO MATU B Nec. YTobbl
Pa3MmIALETL MOPOK, HE HyHKeH KpyMHbI nnaH. B cepplie Bcerga ToMa.
Oneza Apmembeaa




AKBAPEJ1b

(/SRS YPEBO MOPA (EL VIENTRE DEL MAR) / PEXK. ATYCTW BUITBAPOHTA

epef HaMu KnaccuKa: «Mope-okeaH» AneccaH-

apo bapurKKo, nonynApHbeIA poMaH KoHua XX

BEKa, 3KpaHu3upyeT Aryctv BunbAapoHra, oauH
M3 CaMblIX M3BECTHbIX UCMAHCKUX perkmccepoB. CLieHa-
pW OHW HanMcanu BMecTe. Takan Konnabopauua He
MOr71a He 6bITb JIOFOLEHTPUYHON. TEKCT MMEeT OrpoMHoe
3HaYeHue: To, YTO MPOUCXOAMT Nepes HaMK — cKopee
cnoBecHadA AyaJib HocuTesien ABYX NpaBg 1 (Mnn) MonuT-
Ba CTUXWW, YeM 3aABIEHHOE BU3YyasibHOE BOMJIOLLIeH e
Tpareauu, cnyumBLLeicA B Havane XIX Beka.
lMnoT c nonyTopa COTHAMM Ntofel, YHECEHHBIV B OTKpbI-

Toe Mope — LieHTpasibHoe cobbiTe PubMa, HO He KHU-
'Y, COCTOSALLIEN U3 HECKOJTBKUX UCKYCHO MepernieTeHHbIX
ucTopuit. M repom BCTpeyanuch B TaBepHe Ha bepery,
1 Mope NpefacTaBasio cKopee B MX BOCMOMUHAHWAX Uin
6b1n10 MeTadopoli CTPeMIIEHMA Kyda-To, UTO He MOXOoXHe
Ha WX 30€eLUHI0 HU3Hb. He cnyyaiiHo ctapuk Oappen,
repov 0QHOM 13 HOBES, KOrAa-To BbIMKMBLLWIA NOCe
MHOMUX CYTOK B JlofiKe (3TOT pa3roBop rnepexoYeBan U B
Gu1nbM), 06 BACHAET ManbUMKY, YTO eCTb JIoaM, KoTopble
CTPeMATCA B MOPE, U eCTb Te, KOMy YaeTcA oTTyda Bep-
HYTbCA, U eLLe HEM3BECTHO, KTO CHacTIMBee.

MIFF dHLILY maner B «okTABpe»

Aryctv BunbApoHra nepeHocuT Ha 3KpaH crineTeHne
€C/IM U He 3TUX UCTOPUI BYKBasEHO, TO, MO KpaliHel
Mepe, coveTaHue pasHbix GopMaToB: Cloprpu3, HO
OCHOBHble COBbITWSA, CBA3aHHbIE C NI0TOM B MOpe,
MpoMCXoaAT He Ha MNOTY U He B Mope. To 3To TopiKe-
CTBEHHBbII 3as1, B KOTOPOM MIET YTO-TO TWMa cynebHoro
3acefjaHuis, Ha KOTOPOM BbIBPUTLIE, C UrOI0YKM OAeTbIe
repou CBUAETENLCTBYIOT (B OCHOBHOM, NPOTMB cebs)

— KaK MUIN MoYY, €M 3KCKPEMEHTbI U YeSI0BEYECKYI0
M0Tb, yMMPanA OT Fos104a U arabl. To 3To YTo-To
BPOLE MOHACTBIPCKUX KeNWI, MO NoJTy KOTOPbIX TeYeT
BOA3, U Te e N0y NbITAloTCA 3anmncaThb C/10Ba B CTpaxe
3a6bITb farke COHCTBEHHOE UMA.

Mops npu aToM Tore MHoro. OHO BbICTYNaeT B CaMblX
pa3sHbIX Ka4eCTBaxX — B TOM YMCSIe Y 06TLEKTOM MOKITOHe-
HUWA, @ MONUTBA, 06paLLIeHHanA K HeMy B duHarne, 3ByumT,
Moanyn, KaK LleHTpasnbHoe BbicKasbiBaHue. B 31o Mope
KpacuBO YXOOAT OT OTHAAHMWA, B HEM MPOLLIAIOTCA C J1io-
61MBIMU, €ro MPOKSIMHAIOT UM NMPOCTO CMOTPAT B HErO B
6eccunbHOM oLeneHeHUW. OHO Bceraa pasHoe — Peruc-
Cep HaLLlen MHOMeCTBO Crocob0B, KaK NMoKasaTh ero
TaKWM, HECMOTPA Ha CKPOMHOCTb FaMMbl MOHOXPOMHOMO
KuHo. OMHanbHble Kaapbl — anodeos 3To KPacoTbl.
CynA no BceMy, CHATbI OHW B MapKe NoABOAHbBIX CKYSb-
nTyp B 3an1ee MonuHbe B KapnbckoM Mope. Mecto
N3BECTHO., «3aCMOTPEHHOEY, HO, KaXEeTCA, HUKOraa OHO
He Mpe/iCTaBasno B TaKoM 3¢ GpEeKTHOM M 0AHOBPEMEHHO
OTTa/IKMBAIOLLLEM BMIE.

Ho rmaeHoe Bce-Taku cnoBa. TekcT AneccaHgpo bapuvk-
KO MaKCMMaJIbHO CTUITM30BaH MO, 3MOXY U «CTYLLIEH»,
KarkOaA dpasa TpebyeT ocMbicieHud. Onupanck Ha
pa3sHble popMbI Nepeckasa cobbiTuit, ArycT BunbapoH-
ra peLuaeT NoYTV HeBbINOTHUMYIO 33[a4y pacckasaTb
06 03BepeHUM Nloaen, UctpebneHun apyr apyra u Meg-
NEHHOWM My4nUTeNbHOM CMepTUu 6e3 GU3MONOrUUECKUX
y*acoB. Ero repov Bcerga KpacuBbl, fare eciiv Ham co-
06LLAI0T, UTO OHW MepTBbI 1 pasnaralTca No NanALLmM
COMHLLEM Ha nnoTy. ToT pedKmi O1A KMHO CryYal, Koraa
BepWLLIb CHaYana ycrbILLaHHOMY, @ 3aTeM MPUHUMAaeLLb
YBUOEHHOE KaK TOUHYIO U sipKyto MeTadopy.

Uzope Casenves

ETW COJIHLUA

C JOKYMEHTAJTbHOI O KNHO

«KAMNTAHBI 3AATAPW» (CAPTAINS OF ZAATARI) / PEMK. AT AJlb APAB

rUNTAHUH Anv Anb Apabu, onbITHBIA BOEHHbIN

HYPHANWCT, MHOro paboTaBLUMIA Ha BrnHeM

BocToke, oKkasancA B KpyrnHenLLeM B MUpe na-
repe ANA CUPUIACKUX bereHLEeB Ha ceBepe MopaaHum
B CBA3M C KaKMM-TO 04epefHbIM MOIMTUHECKIM Clo-
HeToM. Tam, B 3aatapy, OH M MNO3HAKOMMAICA C ABYMA
ManbumKkamu, ¢ Maxmygom v @aysu, 1 Tak 6bin Mn
BreYatneH, 4To paKTUYeCKM NOCeNWICA B larepe Ha
HECKOJbKO NeT. Tak NoABWUICA 3TOT GWNbM, B KOTOPOM
aBTop 63 criefjia pacTBOPUICA B CBOWX reposXx. B Hem
HeT roBOPALLMX FOS10B, 3aKapPOBOIro TEKCTa U apXmB-
HbIX CbeMOK, GUIbM BbIMMALUT Kak UMPOBOE KMHO — He
0 CropTe, 0 Haperae.
[NecoK, BbeTHaMKK, pBaHble ManaTky, 3ByKu yaapa
no Mavy, dyTbon B Nydax npeA3aKaTHoOro ConHua — a
3T0 6eCCNOPHO CaMoe KpacuBOe COMHLIE HA, — CMeX,
KOslo4aA NPoBosIoKa. PAJOM ¢ repoAMM Bcerpa MAy,
KOTOPbIN TYT KaK OTAEMbHbIV NePCOHar, NapHU C HM
He MUIpaloT, OHWN C HUM MUBYT, OH BEPTUTCA MO HOraMu,
KorZda OHW Jarke NpocTo MAayT no gopore. Maxmyn
TyT ¢ 13 neT (B Kagpe, Koraa Mbl €ro BUAMM BrepBble,
emy 16), c poanTenAMM 1 TpeMA MNAALLMMU [EeTbMU,
MbITAETCA U Ha YPOKaXx ycrneBaTb, U Ha MECTHOM UMMPO-
BU3MpoBaHHOM ¢yTHoMLHOM Nose (MpocTo NycTbIpb
C KOPO6KOM BOPOT) BblAeNUTLCA. Day3un — ero Apyr,
KanuTaH 34eLUHelt GyT6onbHOM KOMMaHWK, OH NOYTH
rnaBa B CeMbe, TaK KaK oTeL, BDEMEHHO B pyroM nare-

pe, napeHb bpocun y4eby 1 cenan CTaBKy TONbKO Ha
cnopt. QyT60N ONA HUX 060MX — BUNET B 0OMH KOHeL,
13 nareps, aMepuKaHcKasa MeyTa, NMonbITka nepe-
MpbIFHYTb 13-3a KoJioYelt MPOBOJIOKM B HOPMasbHOe
6yayLee.

Bopaa, Kannuv Ha nvue, KpyrnHbIM NMaHoM efa LUnMnuT
Ha CKoBopoaKe B JoMe y MaxMya, byKBasnbHO NMaxHeT
YeM-TO 0YeHb anneTUTHBIM CKBO3b SKPaH. Bo3MoM-
HOCTb CIeNaTh BOXOENEHHbIN MPbIHKOK NoABnAeTcA

B TOT MOMEHT, KOrfla B /larepb NpUesaloT npeacTa-
BUTESIN KaTapCKOM CMOPTUBHOM aKadeMuu, ULLLYLLYE
NepcrneKTUBHbIX IoHbIX GyTOOMCTOB ANA TypHUPa
HoBKYKOB B [loxe. Maxmyq nonagaeT B n3bpaHHble, a
Day3m He 6epyT M3-3a KaKUX-TO BO3PACTHbIX OrpaHm-
YeHUi1. Ho MoTOM KaKMM-TO Yy[oM BCe MPOACHUTCA, Ka-
nuTaHa 406aBNAIOT B CINCKK, W ApY3bA BOCCOEAMHATCA
Ha cbopax B OrpOMHOM oTesle, Kyaa 1x Npueesnm
MPAMO W3 MYCThIHW.

Boga, 6pbi3ru U3 bacceiiHa, ronble Horu, cMeX, 6ora-
Thle 3aBTPaKM, GoHTaHbl, He6oCcKpebbl, opsibl B Hebe.
[py3bsA 0X0THO BEPAT, UTO Tenepb BCE B UX PyKax.
CMOTPAT Ha NoKarnbHO M3BECTHBIX UTPOKOB KaK Ha
HeborwmTenei. MpoBoaAT Nepsble Urpbl. [aioT nepsyio
B CBOEW HU3HU Npecc-KoHdepeHumio. B narepe mx
6/IM3K1e CMOTPAT WX BbICTYNieHWe (Hago H, Bedb
COBCEM HeaBHO Masb4YMKM Urpanu Mo CoceacTay, U
BOT YrKe B TefieB130pe!), MaMbl, pasyMeeTcs, niadyT.

N MaxMy[, ClIOBHO 3a HUX 33 BCEX, FOBOPUT HypHa-
NINCTaM, YTO BEerKEHLaM He HyXKHa HanoCTb, UM Hy¥KeH
LLIGHC, BO3MOXHOCTb MOJy4MTL 06pa3oBaHue 1 paboTy.
TonbKo WaHc. OunbM He 0 dyTHore, @, KOHEYHO e,
MMEHHO 06 3TOM, HO eLLie 6OJbLLIE — O TOM, KaK CUJIBHO
MOJ1040CTV CBOMCTBEHHO OLLIYLLIEHME HM3HW KaK bec-
KOHEYHOM BO3MOMHOCTU, 1 3Ta Haferaa Bcerada bynet
nobernatb. [larke B narepsx.

Mapuna Jlameiwesa



CEKC, J10Kb M BULIEO

OWJ1bMBI, KOTOPbLIX 3[ECH HE BbIJ10
HEYOAYHbIN TPAX, M BE3YMHOE MOPHO (BABARDEALA
CU BUCLUC SAU PORNO BALAMUC) / PEXK. PALTY WYLE

- 37107 dunbM — geTue naHaemMum?
Morna nu Takaa uctopus Npo1sonTH B
Apyrue BpemeHa?

Pady H{yde: A roToBWnNCA ero cHUMaTb
ellle nepeq TeM, KaK Ha4anacb anuae-
muA. Ho, pasyMeeTcs, TeMa nangemMum
MnoLUna Ha nosb3y 3ToMy cloreTy. [eno
He TOMbKO B KaKMX-TO MeSTKMX nepe-
MeHaX, HO 1 B TOM, 4TO HaMHOro 60/1bLLe
nofern cuaut foma. BupTtyanbHana Yactb
HaLLlel HU3HM CTana CyLLEeCTBEHHe!, Mbl
B 0[iHOYaChbe CTasn 0BLLATECA MEKaY
cob0 C MOMOLLLBI0 BCEX 3TUX UHCTPY-
MEHTOB. 3TVX HECOBEPLLIEHHBIX MHCTPY-
MEHTOB, 3TWUX OMaCHbIX MHCTPYMEHTOB — A
rOBOPIO O KOMMbLIOTEPAX, UHTEPHETE U
BUOEO.

- MorkHo nu yTBep:AaaTh, YTO cerof-
HA B 06LL,ecTBe NOBbICU/ICA YPOBEHb
arpeccuMBHOCTU?

- BrnionHe BeponaTHO. Jltloam 6onblue Bpe-
MeHU cnanT B delicbyKe, B coLceTsx, rae
BHE3arHo BCMbIXMBAET arpeccus, 04eHb
pes3Ko, 1 C NerkocTbio 3alliKanmeaeT. [a
1 3a Npefienamu UHTepHeTa, B peare,
MOMeT 6biTb, arPECCUBHOCTU HyThb-4yThb
NpW6aBMIOCh, NOTOMY HTO B PYMBIHCKOM

06LLecTBe — KaK 1 B POCCUIACKOM obLLie-
CTBe, HAaCKOMbKO A 3Hat0, —OTHOLLIEHNA
Me Iy NiofabMU BCe BorblLLe OKpaLLWBa-
I0TCA UHOMBUAYANU3MOM.

- Ho Mopanb Bpsag nu MeHAeTcA ¢
TaKOM e CKOpoCTbio?

— JlueMepuie TorKe MeHAEeTCA, NOToMy
YTO YBA3aHO C TeM, YTO MMEHHO CYMTa-
€TCA MpUeMIEMbIM U HEMpUEMIIEMbIM

B 06LLIECTBE B KarKAblA KOHKPETHbIN
MOMeHT. B MoeM dunbme nioan Ha-
3bIBaIOT BY/brapHbIM 1 HEMPUANYHBIM
BWIE0, KOTOPOE NOCMOTPEN, HO OHO

He 06A3aTe/IbHO TaKoBo. BepHee, ecTb
Apyrye pasHOBUAOHOCTU HEMPUANYHBIX
MOCTYNKOB, KOTOPbIM JTI0AM 0ObIYHO MpU-
[3l0T He Tak MHOMO 3HaYeHWA.

- MHe nokasanocsb, B 3ToM ¢punbMe
Mbl BUauM Pagy Hyge B Tpex pasHbix
HacTpoeHuax. MepBan YacTb 6onee-
MeHee HarnmoMHWU/A MHe TUMWYHBIN
PYMBbIHCKUIA ¢punbM. BTopas yactb —
abconioTHo Balle npousBegeHue. A B
TpeTben YacTu, KaK MHe MoKa3anochb,
4yTb 6onblue rpoTecka.

— MHe 3T0 B rofoBy He MpUX0AUSIO.

A Bedb OyMan ToMbKO O Tpex pa3sHbIX

CTUAAX, HO Bbl YNOMAHYIU UMEHHO Ha-
CTPOEHMAX — 1, NMO-MOEMY, Bbl NPaBbl.

A HMKoraa eLLe He cAbILLas, YTobbl 3TO
GopMyIMpOBanu TaKk MpoCTo.

- Ho Bo Bcex 4acTax — ocobeHHoe
McKyccTBo AeTanu. Hackonbko BayHO
TO, YTO OKpYKaeT repounHio?

— A, 3HaeTe N, o4eHb M6 IM3eH-
LTeMHa. Ero Teopma MoHTara ctana
MHe 0c0beHHO b11M3Ka — Bce 6onblue
BHUMaHWA yAenaAio MOHTaXy B nocne-
Hue rofbl. OT 3M3eHLUTENHa A nepeLlen
K OpyruM paboTtaM, HanpuMep, K Tpydam

BanbTtepa benbAMuHa. M B nepsom
4acTu dpubMa Mo 3aMblces COCTORAS
B TOM, YTO6bI C MOMOLLIbIO KMHOKaMepbl
CBA3aTb BOEAMHO Pa3HOPOAHbIE BELLIM.
Te, KoTOpLIE OT MpMPOALI UK MO CBOEN
CYLLIHOCTU He B3aWMOCBA3aHbl, U TOJTbKO
B3M/1A0 Kamepbl YCTaHaBIMBaET Merady
HUMW CBA3W. 3TO CMOCOb BOMMUTL B HUX
KaKOM-TO CMBICTT, W 3TO He MOXOMe Ha
nMpueMbl NOBECTBOBATE/IBHOMO KUHO —
3TO, CKOpee, 0T [LOKYMEHTaNbHOro.
Unmepaoio senu Aca KonoduxcHep
u lMemp LLlenomuHHUK

%AM J'IAI'IV APyl

P/A N30/1A

COBAKA HE I'IEPECTAHI:—F NAATH (EL PERRO QUE NO CALLA) / PEXK. AHA KALL

nocneHee BpeMaA Mbl MPUBLIKIM K TOMY, YTO B KUHO

LOMUHVPYIOT HeHCKMe 06pasbl. A eciv yy dunbM

CHSAIT }EHLLMHOM-PEerMCCepoM, To TeM 6onee
¥AeLlb, YTO B LIEHTPE CloMKeTa ByLeT repouHsa — 4acTo
CO CXOMMM MM3HEHHBIM orbiToM. Ho Befjb coBceM He
06A3aTenbHO, Aare paccKasbiBan o cebe, NpuaepHm-
BaTbCA KaHOHa aBToMNopTpeTa. MHoraa, HanpoTuB, paccKas
Mony4aeTcA ropasgao rybe, Korha ero IMpUYecKuin
repoii oCTpaHeH, BbIBEAEH U3 Kpyra 3HaKOMbIX aBTopy
HUTEMCKMX 06CTOATENBCTB U MOMELLEH B BbIMbILLIIEHHbIE,
daHTasuitHble. M fame, Kak B criyyae dunbMa «CobaKa He
nepecTaeT NanTb», OH, FePOi1, OKa3bIBaeTCA ApYroro nona.

BripoueM, B AaHHOM CIly4ae ecTb BaXKHOE 06CTOATENBCTBO:

B ¢punbMe apreHTUHKM AHbl Kal, masHyio posib (04eHb Uc-
KpeHHe W BbIpa3uTeNbHO) UrpaeT ee poaHow 6pat [JaHuan

Kau, a 'y H1X, KaK HeTpyaHO [oraaaTheA, HeMaro obLLero.
«CobaKa He nepecTaeT NaATb» — MeNIaHX0NINYHaA U
OCTPOYMHaA 3apKCOBKa W3 HW3HW MOSIO[Or0 YerioBeKa no
UMeHn CeﬁaCTbHH, Y KOTOPOIro HUYTO U HUKaAK He KIeuTcs,
HECMOTpSA Ha ero MpPeKpPacHylo BHELLHOCTb, 06asHue,
CMOCcOBHOCTY M YenoBeyecKue AOCTOMHCTBA. Bo BceM emy
peLunTesibHO He Be3eT — U B Kapbepe, U B NUYHOM HU3HW,
a HarmAGHOMN UAMIoCTPaLMeN 3TUX HeyaaY CTaHOBMTCA He-
nenas UCTOpUA ero JitobrMoi cobaku. MocKombKy cBOMM
naeM oHa MeLLiaeT cocefiAM, CebacTbAHY NpUxoauTCA
MPOCUTb, YTOBLI EMY paspeLLnnv bpaTb YETBEPOHOIOro
ppyra ¢ coboit Ha paboTy, HO B pesynbTaTe repov TepAeT 1
paborty, u opyra.

370 OnKcaHWe HaCTpaMBaET Ha CEHTUMEHTabHBIV Nag,

1 B dunbMe, [AeNCTBUTENIBHO, XBATaEeT TpOraTeslbHbIX

MoMeHTOB. Ho Hu AHa, HY [daHuan Kau uMu He 3n10y-
noTpebnsioT. ELLle co BpeMeH I0HOCTM KMHeMaTorpada
W3BECTHO, YTO HMBOTHbIE, 0COBEHHO CobaKK, Nepenrpbl-
BAIOT [jaXKe 3HAaMEHWUTbIX apTUCTOB — UMEHHO MOTOMY, YTO
He urpatoT. Ho B JaHHOM C/y4ae 3TOT 3aKOH He BrosHe
cpabatbiBaeT, Mbo caM repoit MeTagopuyecKu oTo-
YOECTB/IAETCA CO CBOMM MCOM U MEXY HUMU He MOMET
6bITb KOHKYPEHLMM.
CebacTbAHY NPUXOAMTCA NPOTU Yepes Yepemy HeCTHUX
UCMbITaHWUI, OMYCTUTLCA B Camble HU3bI 06LLiecTBa. U pae
CTaB OTL,OM, OH CTaJIKMBaeTCA C HeBOO6Pa3MMOiA CIIOMK-
HOCTbI0: 60J1bHOV Pe6EHOK W POAUTENN [OSTHHBI [oNroe
BPEeMS! HUTb B NPo3pauHbIx ckadaHapax. C Kakoro-To
MOMEHTa B PeaIMCTUYECKYI0 CTUIIMCTUKY duIIbMa BTopra-
€TCA 31IeMeHT IrpoTecka 1 abcypaa — M Mbl NMPUHUMAEM ero
KaK JosmkHoe. B cioxeTe HaxoOuTcA MecTo U GaHTacTuKe
- B BE MeTeopuTa, HaBCera OTpaByMBLLIero atMochepy
BblILLIe YETLIPEX GYTOB OT 3EMIIN.
OuribM COAEPHUT BCE NPU3HAKMU KMHO HaLLIEro BpeMEHW —
3MOXM 3KOHOMMYECKUX KPU3MCOB, NaHOeMUM, TMBPUOHBIX
BOVH W1 3KOJIOMMYECKMX KaTacTpod. 3T0 yrKe OTHETNIMBO
BblparkeHHoe KMHo 2020-x rofoB, Koraa YesnioBeYecTBo
TaK WM MHaYe CHUMOCh C TEPPOPUCTUHECKUMM YrPO3aMu
W BKYCWII0 BCE MPenecTu ToTanbHom usonauuu. Ee net
[ECATb Ha3a[] YTO-TO B OKPYHAIOLLLEM COLIMYME MOMHO
6bI1710 NbITAaTLCA PaLMOHANBEHO 06BACHUTL — C 60SIbLLIEN
WU MeHbLLEeH cTeneHbio yoeauTenbHocTU. CeroaHa Mbl
YKMBEM B MUPE C pa3pyLLEHHBIMM JIOMMHECKUM LienoYKa-
MW, M KMHeMaTorpad OTparKaeT 3To Halle HecTaburbHoe,
TPEBOKHOE COCTOAHUE — BHELLIHEE U BHYTPEHHE®.
YOuBUTENEHBIM 06Pa30M CKPOMHbIN YepHO-6ebli GpUnbM
0 HM3HEHHbIX Heyaa4aX, Kak M ero HeyHbIBaIoLLMIA FepoM,
BHYLLIQET YyBCTBO PafoCTU U ONTUMM3MA. HU3Hb HEeCToKa
W HecrpaBea/IMBa, HO OpYrov HET, U [akKe B 3TOM MOXKHO
rnoviMaTb MOMEHTbI c4acTbA. B 04H 13 TaKMX MOMEHTOB K
oTyanBLLeMycA CebacTbAHy, cuaALLeMy Ha bepery Mops,
MPWAET NEC, TaK MOXOMHMIA Ha TOro, YTPaUeHHOTO.

EneHa lnaxoea
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SVAOINEYOE KOMETHI (I COMETE) / PEXK. MACKATTb TAHBATA

TapOXWbI, 3aCTaBLLKe

XUT COBETCKOMO KMHO-

npokara «Bengetra no-
KOPCUKaHCKM», 3HAIOT, YTO Ha
KopcuKy — nbinatwoLwuii ocTpos,
rpesAmi CyBepEHUTETOM U
KpaiHe HegpyKento6HO Npu-
HMMaIOLLIMI CBOM CTaTyC perMoHa
OpaHumu — cnabbiM nydlle He
COBaTbCA: TaM U CTap, U Mnag
HaKOPOTKe C OrHeCTPesibHbIM
Opy*ueM 1 60eBbIMU NpUNacamu.
K HawwwmM TpaBosaHbIM BpeMeHaM
BOWHCTBEHHbIN HACTPOM KOPCUKaH-
LieB, KareTCA, YyTb CMAMYMUIICA — O
HeM B «KoMeTax» criopauyecku
HarMoMWHaloT pa3Be YTo YMePEHHO
HeBWHHbIe NpOoKa3bl OeTBOpPbI,
roToBOM Ha pa3-ABa-Tpy NOU3MbI-
BaTbCA HaJ MALLMHOM C NapUHK-
CKUMW HOMepamu. B octanbHOM
neTo Ha KopcuKe (TakoBo neHvBoe
aHIT0A3bIYHOE Ha3BaHWe GUbMa)
HUYEM He OTNIMYAETCA OT OTMYCK-
HOro Ce30Ha Ha NtoboM KypopTe:
CcosiHUe paccnabnseT, U uctoma
HaKpbIBaeT 3aropesble Tena. U
BCE e YyrKaKaM 3[eCb He MecTo.
30ecb — TO eCTb B 3TOM HETOPO-
NAMBOW, COCTOALLLEN U3 CTAaTUYHBIX
nnaHoB-3M13040B TparMkomMeanu,
rae BCe MHOTMOUUCSIEHHbIE repou
CBA3aHbl ApYr ¢ OpYroM: poaCcTBOM
- He 06s3aTesIbHO KPOBHbIM, Aeso-
BbIMM OTHOLLEHUAMM, 3acTapesion
HenpUA3HbI0 UM CEKC-4aToM B
WHTEpHeTe.
BupTyo3Ho OebioTupyioLLmii B pe-
Huccype akTtep MNackanb TaHbATH

LePHUT HAPOUMTYIO COLMAsbHYIO

OUCTaHUMIO: 60NBLUMHCTBO CLIEH
C/TIOBHO YBMEHO OKOM BCEBUAA-
LLLero KoMMbloTepa 1 Kamepamu
CIIEMKEHWA, KYMIeHHBIMU MECTHBIM
MYHULMNaNUTETOM 3a OBECTM Thl-
cAyY eBpo (catvpa B «<KoMeTax» Ha
PaBHbIX C IMPUKOW U 3N1eraHTHbIM
abcypamsmom). Barnag otcrpa-
HEHHO0 M aHOHWMHOro Habsloaa-
TesA BCeraa HemoABUMKeEH, U3 Yero
BOBCe He criegyeT, uto «KoMeTbI»
— 3Takui1 NegAHoi naboparop-
HbI 3KCMEPUMEHT M0 U3YYeHUI0
KOPCMKaHCKoro coumyMa. 3a
[BUKeHWe U HeocnabeBatolLiee
[JaKe B CaMbIX CMeLLHbIX 3nM3o04ax
HanpAXeHWe 0TBeYaloT AeNCTBYI0-
Wwme nuua (NpodeccroHasnbHele
aKTepsbl, Cpeay KOTOpbIX CaM
TaHbATH, CbirpaBLLKIA 3a6aBHYI0
poJsib My4eHWKa NllobBU, B CBOEN
€CTeCTBEHHOCTU HEOTIIUYUMbI OT
NOASIMHHBIX uTenen Kopcuky, a
Te, B CBOIO 04epefb, He yCTynaioT
npodu B apTncTnsMe). KaryLumeca
roHayany paspo3HeHHbIMU Habsio-
[EeHUWs 3a aBryCTOBCKUM HUTbEM-
6bITbEM [lepeBEHCKUX obuTaTenemn
pasHbIX MOKOMNEHWR, Npodeccuin n
YPOBHel [oCTaTKa CKNaablBaloTcA
B M03auKy, BbIBEPEHHYI0 10 CaMoW
MUHWaTIopHOW AeTann. OparMeH-
Thl, BbITIAOEBLLME YACTOW UMIpPO-
BM3aLMeNn, MHoraa — He camon
obA3aTesnbHOM, B pUHane oKasbl-
BaloTCA AeTansAMU eUHON Ppecku.
3ameyaTenibHo — BOT OHO, 06bIK-
HOBEHHOE Yy[10 PeXHMNCCEPCKOro
macTepcreal - 4to B «<KoMeTax»
HET M HaMeKa Ha TeaTpasibHOCTb:

CTaTVKa 1 gpaMaTtypruyeckan 3a-
BEpLUEHHOCTb Kaxaoro anusona
He NOPTUT OLLlyLLIeHME CTIOHTaH-
HOCTW NMPOUCXOAALLENO; HN3Hb,
ronasLlan B KaJp, Havanach 3a-
nonro no KomaHabl «MoTtop!» 1 He
3aKaH4MBaeTcA co cnosamu «Ctom,
cHATo!»
TaHbATK Nerko NPoOXo4uMTCA No
BCEM OCHOBHbIM 06LLLeCTBEHHO-
NOSIUTUYECKUM MOBECTKaM HacToA-
Lero: BceBnacTue YUHOBHUKOB-
610pPOKPATOB, YbM OUPEKTUBBI
[oBoaAaT depMepoB 1o camoy6uin-
CTBEHHbIX MOCTYMKOB, pacoBble
npoTMBopeyra (cpeam LeHTpanb-
HbIX NepcoHaren punbma — adppu-
KaHeLl, YCbIHOB/IEHHbI MECTHON
ceMbei U CTaBLLUMIN 6ONbLINMM
KOpCUKaHL,eM, YeM BCce BMeCTe
B3ATble abopureHbl), reHaepHan
KOHBIOHKTYpa (0, 3TOT NPUPOAHbIN,
reHeTUYeCKU AeTepMUHUPOBAHHLIN
MYHCKOM LLIOBMHW3M, BECOMas
YacTb I0XHOW KyNbTypbl, KOTOPYIO
He U3BeCTU HUKaKoM GeMUHUCT-
CKOI1 BOJHOW; B dWIbMe OHa He
6e3 NpoBoKaLuKu pudmMyeTca ¢
OeBUYBbUM 06CYHOEHUEM U3 BAHOB
MoHoramuu). OgHako «KoMeTbi» He
YTPaTAT LLEHHOCTW U CNyCTA rogpl,
Koroa NoBecTKa U3MEHUTCA — UK
He U3MEHUTCH; «KHNYTO He HOBO
nog fiyHolo, YTo eCTb, To bbISI0,
6yneT BBEK». 3Ty BHYTPEHHIOO
HEeW3MeHHOCTb NoBceaHEeBHOCTH
TaHbATM U PUKCUPYET C IOMOPOM U
cepOeyHon TenoTom; COSHLE — HU
npu YeMm.

Badum PymKogcKuli

MIFFdAILY

MaHEM B «OKTAbpE»

Buepa Ha MMK® cocToAnack 0TKpbITaA QMUCKyccuaA
«CoBpeMeHHbI KuHeMaTtorpad. Bpems seHLLMH» npu
noaaepHKe oduLManbHOro NapTHepa KMHoGecTMBanA
— I0BeSIMPHOM KoMMaHuy Mercury. [uckyccnA crana
NPOLOHEHNEM TPEX APKUX BHEKOHKYPCHBIX MPOrpamM:
«K1HOpeMMCCepKn HalLlero BpeMeHw», «KuHeMatorpad
Kutan. HeHckuin B3rmAg» 1 «HeHcKoe KuHo V3paumns».
MopnepatopoM 6ecefibl BuICTyNUA TeneBedyLLanA U Hyp-
Hanuct dapba 3natononbcKasn. B KauecTse cnvikepoB
Ha AMCKyccuio Bbinm NpurmaLleHsl npodeccop CaHKT-
[NeTepbyprcKoro rocynapCTBEHHOMO YHUBEPCUTETA KUHO
1 TeNeBMOEHWA, KypaTop NporpamMMbl «KMHopermnccep-
KW HaLLero BpeMeHn» AHKenrKa Aptiox, Cutopa Anu-
eBa — KMHOBe[, MPOrpaMMHbIN AMpeKTop «KMHOTaBpa»,
Huruxa Caidynnaesa — perunccep, CLIEHApUCT, YieH
Hiopy 43 MMK®, AHacTacua Manb4nKoBa — persmnccep,
cLeHapwcT, naypeart «3onotoro Opnax, MapuHa Mura-
noBa — pyKoBoauTesb poccuinckoro odmca Walt Disney
Company, naypeat «3onotoro Opna», OkcaHa Muxee-
Ba — PEMMCCep, CLIeHAPUCT, FreHeparbHbIi Npotocep
dectveana Mopbruii Fest, EBreHna MapKoBa — reHe-
paneHbit avpextop POCKMHO, Pytu Mpubap — perxuc-
cep, aBTop dunbMa «AcaAx («H{eHcKoe KuHo M3pannav),
Anuca XasaHoBa — aKTpu1Ca, PerKmccep, CLIeHapUCT U
npoAtocep, v Anekcert Monorpe6ckuit — persiccep,
CLIEHAPWCT, NaypeaT HECKOMBKMX MPEMUIA, B TOM Yncre
aByx «30n0Tbix OpnoB» 1 «HWKW».

C 2021 roga opuvumanbHeiM naptHepom MMKO cTa-
HOBUTCA I0BENMPHaA KoMMNaHWA Mercury, npogonan
TPagVLMIO MOAAEPHKM CaMbIX 3HAUMMBIX KYSBTYPHBIX
€obbITUIA Poccin. KoMnaHmna M3rotosmna npusbl KMHO-
becTnBanA — B TOM Umcse MaBHbIi, ceMb cepebpsaHbIX
«CBATbIX MeoprmeBs», «3a BKNad B MUPOBO KMHEMATO-
rpad» 1 «Bepio. KoHctaHTH CTaHMcnaBcKuminy.

bCKINX
CHOIC

BHYTPEHHEE CUAHUE
THE INNER GLOW

OH 3.9
HIM

* Ha MOMeHT noZnucaHva HoMepa B neyarb
* At the time of this issue going into the print



THE WOMEN /
ON’NA-TACHI

MAIN COMPETITION
DIR. NOBUTERU UCHIDA

What will happen if there are no men left? No, no, we are
not dealing with sci-fi, of course there are men in the vil-
lage but one by one they disappear from the lives of the
protagonists until a purely female community remains -
the mother, her daughter Misaki, her friend Kaori and her
sister and the volunteer nurse (incidentally, how horrible!
She is a foreigner!). But the absence of men is but one
minor aspect of the movie. What is much more important
for Nobuteru Uchida’s characters is coming back to life,
to people - since all of them are terribly lonely. The idea
of estrangement between people is reinforced by the
repeated TV comments about the pandemic.
Misaki lives alone with her half-paralyzed mother whose
only diversion is torturing her daughter. She exudes
anger and hatred - throws dishes on the floor, fiercely
shakes the envelope trying to grasp the letter with the
only functioning hand, loudly demands to be taken to
the toilet. This half-animal half-human being seems to
have no other interests left. As a true Japanese Misaki
endures everything silently and calmly. Nobody should
notice how awful she feels - lest her suffering should
make somebody uncomfortable.
When we first meet her, Misaki’s life is already in sham-
bles. And then it slides downward faster and faster like a
car with no brakes. Misaki's lover leaves her (the previ-
ous night she gave him a considerable sum of money
as a token of her love), she loses her job, she keeps
receiving letters with threats and wishes to “die”. Once
Misaki complains to her friend that all her life she had to
play-act, now she has no more strength to pretend and
explodes. Driven to despair she almost loses her mind
and tries to strangle her mother, who embodies every
imaginable misfortune. But Misaki is no Othello and the
delusion subsides.
Both women have subconsciously longed for the
subsequent reconciliation. The moment of happiness
is signaled by the daughter’s hesitant smile (do | still
remember how it is done?) and the hardly legible “thank
you”, for the first time uttered with genuine warmth by
the mother. Will the long-awaited idyll last? Inciden-
tally, it is marked by the change to brighter colors in
the clothes of the women and lighting of the house. One
way or the other, the optimistic finale fits into the post-
Fukushima realities when all of its own accord, a tacit
rule appeared stating that films should bring something
positive to the viewers. The movie abounds in small
details rooted in the Japanese physical and cinematic
reality. One is tempted to use the word “hypertext” and
disassemble the entire movie finding allusion to Ozu
(Japanese family), early Mizoguchi (sacrificial women),
Tetsuya Nakashima (a life falling to pieces), Kiju Yoshida
(attempts to live side by side with parents who are go-
ing insane), Masahiro Kobayashi (bashing), Yoshimitsu
Morita (beautifully staged suicide attempt with a glass of
wine) and so on and so forth. It is hardly likely that it is a
conscious polemics wht everybody at once, probably it
is the evidence of the director’s sensitivity to the moods
and changes in Japanese society.

Maria Terakopyan

CAPTAINS OF ZAATARI

TARY COMPETITION
DIR. ALI EL ARABI

Ali El Arabi, an experienced war journalist from Egypt
who has spent a lot of time working in the Middle East,
found himself at the world’s largest camp for Syrian
refuges in the northern Jordan while conducting one of
his political investigations. There in Zaatari he met two
boys, Mahmoud and Fawzi, and became so fascinated
with them, he basically lived in the camp for the next

several years. It resulted in this film where the author
completely dissolves in his characters and where there
are no talking heads, no narration or archive footage. The
film that looks like a narrative feature — not about sport,
but about hope.
Sand, flipflops, ragged tents, sound of a ball being
kicked, football matches in the rays of sunset sun (natu-
rally, the most beautiful sun light of all), laughter and
barbed wire. The main heroes of the film are two friends
Fawzi and Mahmood. By their side there always seems
to be a ball - a character in itself; the boys don’t so much
play with it as they live with it, it can be seen by their feet
even when they just walk down the road. Mahmoud has
been here since he was thirteen (when we first see him
in the film he is sixteen), he got here with his parents
and three younger siblings and he tries to prove himself
both in studies, as well as on the improvised football
field - just a waste ground with a box for goal posts.
His friend Fawzi is the captain of the local football team,
who is basically the “man of the house” since his father
is temporarily at a different camp. Fawzi quit the studies
and became focused on sport. For both of them, football
seems to be the ticket out of the camp, an American
dream, a chance to jump over the barbed wire into
normal future.
Water, drops on the face, closeup of the food being
fried in the pan at Mahmoud's home - it almost smells
deliciously through the screen. The opportunity to do
the desired jump comes when the camp is visited by the
representatives of the Qatar sports academy, seeking
up and coming young football players for a beginners’
tournament in Doha. Mahmoud gets selected while
Fawzi doesn'’t - because of some age restrictions. Later,
the situation gets miraculously resolved, the captain’s
name is added to the list, and the friends are reunited
at the training camp in a spacious hotel where they are
transferred to straight from the desert. Water, splashes
in the pool, naked feet, laughter, generous breakfasts,
fountains, skyscrapers, eagles in the sky. The friends
are eager to believe their fates are in their hands. They
look upon the locally known players as if they were
gods. They play their first matches. Attend their first
press-conference. Back at the camp their loved ones
are watching their performance (seems like it was only
yesterday when they played right here in the neighbor-
hood and now they are on TV!), their mothers are crying.
Mahmoud seems to be speaking for all of them when he
tells journalists that refugees don't need pity, what they
need is a chance - an opportunity to get education and
jobs. Only a chance. That's what the film is really about,
but even more so - it's about how the youth sees life as
an endless opportunity, and how the hope will always
prevail — even in camps.

Marina Latysheva

THE BELLY OF THE SEA/
EL VENTRE DEL MAR

MAIN COMPETITION
DIR. AGUSTI VILLARONGA

There is a potential for instant classic here: Alessandro Bar-
icco’s “Ocean Sea”, a popular novel from the end 20th century,
is brought to screen by Agusti Villaronga, one of the most
prominent Spanish directors. Together they wrote the script.
Such collaboration couldn’t turn out any other way rather than
logocentric. The text is especially significant: what we witness
is a verbal duel of the carriers of two truths and/ or a prayer
of the nature, rather than a visual embodiment of the tragedy
that happened at the beginning of the 19th century.

The raft carrying more than a hundred people, drifting at sea,
is the central affair of the film - but not of the book which
consists of several skillfully entwined stories. The characters
in the book were meeting in the tavern on shore, and so the
sea was mostly presented as part of their memories or as a
metaphor of the urge to go somewhere that doesn’t resemble
their current life. It's not an accident that Darrel, a central
character in one of the stories, who survived after many

days adrift at sea, explains to a boy (this conversation is also
present in the film) that some people long for the sea and
some people manage to come back from it — and it remains
unclear which ones are more lucky.

Agusti Villaronga doesn't transfer the entanglement of these
stories in a formal way, but rather by mixing various formats:
it might come off as a surprise, but the main events that has
to do with the raft and the sea, don't happen on the raft or at
sea. Sometimes it's a gala where something resembling a
court hearing takes place: the shaven, neatly dressed people
testify (mostly against themselves) about how they drank
urine, ate excrement and human flesh, while dying of hunger
and thirst. At other times, it's somewhere looking like mo-
nastic cells where water runs down the floor, and the same
people are trying to write down words, fearing they might
forget their own names.

There’s a lot of sea too. It appears in different capacities —
such as an object of worship, and the prayer that goes out to
it in the end sounds like a crucial statement. People disappear
into the sea out of despair; they say goodbye to their loved
ones at sea; some people curse it and some people watch

it in a helpless stupor. Sea is always different — the authors
found multiple ways to show it as such despite the apparent
limitations of monochromic cinema. The final shots appear as
culmination of this beauty. From the look of it, they were shot
in the Molyneux Park of underwater sculptures in the Carib-
bean Sea. A largely known place, it had never been depicted in
such a spectacular and at the same time appalling way.

But the most important thing is words. Alessandro Baricco’s
text is stylized to the uttermost and condensed; every line
calls for apprehension. Using various narrative techniques,
Agusti Villaronga manages something that usually seems
impossible - to tell a story about human brutality, destruction
and slow and painful death without resolving to body horror.
His characters are always beautiful - even if we are being told
they are dead and are decomposing under the burning sun

on the rift. It's a rare occasion when you first believe in what
you hear and then, you consider what you see a precise and
striking metaphor.

GENUS PAN/
LAHI, HAYOP

MASTER
DIR. LAV DIAZ

Igor Savelev

Three miners embark on the journey back home; trying

to save money they decide to go through the woods — a
mystical and dangerous place even by the common
standards of the surreal, imperceptibly ominous Hugaw
island. The tension that rises between the characters,

can be somewhat felt in the electrified air from the start.
Andres is significantly younger than the other two men
(both former circus workers whose stories soon stop
being funny and take a macabre turn); to add to the
obvious generational and mindset gap, these three are
tied in a complicated financial situation. “We people should
use our heads and not succumb to emotions”, - preaches
Paolo to hotheaded Andres who also harbors the tragic
backstory of his own, as well as his own account to settle
with this damned island. By the river, Andres encounters

a black horse - a harbinger of trouble in these parts of the
world (though it might also be a mere hallucination). Blood
will inevitably spill, and it seems like it will be spilled over
and over again.

The latest installment in Lav Diaz' filmography is a curious
beast. In certain ways he stays true to himself (with his
patented black and white imagery and socially themed
extravaganza), at the same time seemingly opposing his
own aesthetic canon. Let's get to the elephant in the room:
“Genus Pan’ is the first Diaz' film in many years that keeps
to a more or less conventional running time and clocks
out at just two and a half hours. It's not that the director
suddenly surrenders to the conformist film standard: the
narrative conciseness here is inherited as the film expands
a short movie made by Diaz for a Filipino omnibus
“Lakbayan” - “Journey”. It is a journey to the territory of
myth, a road-movie which leads straight into the heart of



darkness, where Diaz follows both Joseph Conrad and
Francis Ford Coppola. Familiar fabulism of Diaz' cinema
gets an unexpected turn into realistic aesthetics, and

his magical realism here is wonderfully deprived of any
magic. Take the black horse - at first we don't see it at
all, and when it does make an appearance on screen, it
turns out to be just a horse that only gets to be symbolic
because the people and the traditions they are caught in
against their will, see it as that.

“Genus Pan’ is pretty removed from the famous
avantgarde works of Diaz: the narrative might be
nonlinear here, but the aesthetics is straightforward.

The black and white visuals are traditionally highly
contrasted; Diaz — who also commonly serves as director
of photography — keeps the detached perspective

based on the use of wide shots; we never really get
closer to the characters, even in their most dramatic
moments. Offscreen, roosters yell, insects chatter and
the leaves whisper. The central antithesis (also ultimately
straightforward and announced in the title - in all of its
translations) — that of the human nature and the animal
one, between humans and beasts - is clearly resolved not
in favor of the former. The collective subconsciousness

is corroded by trauma and violence. You don't need to go
deep into the woods to explore the nature of evil, just as
you don't need closeups to really see vice. The darkness is
always in the heart.

THE DOG WHO
WOULDN'T BE QUIET/
EL PERRO QUE

NO CALLA

EUPHORIA OF ISOLATION
DIR. ANA KATZ

Olga Artemyeva

Lately we've got used to female characters dominating
the screen. If a movie is made by a female director it is
only natural to suppose that the protagonist will be a
woman - often sharing a similar life experience. But it is
not mandatory to stick to the self-portrait format even
when you are talking about yourself. Sometimes the
narration can be more profound when the protagonist is
“detached”, removed from the situations familiar to the
author and placed into fictional, fantastic circumstances.
The protagonist can even be of a different sex, like in the
case of the movie “The Dog Who Wouldn't Be Quiet”. In
this case there is one crucial circumstance: in the film by
the Argentinian director Ana Katz the main part is played
(very sincerely and expressively) by her brother Daniel
Katz, and they have a lot in common, as can be expected.
“The Dog Who Wouldn't Be Quiet” is a melancholic and
witty sketch from the life of a young man Sebastian,

for whom everything invariably goes wrong in spite

of his good looks, charm, talent and other virtues. He
has absolutely no luck — neither in his career, nor in his
personal life. The story of his pet dog is a good example
of his misfortunes. As the barking dog irritates his
neighbors, Sebastian has to ask permission to take the
dog with him to work. As a result, he loses both his job
and his friend.

The description sounds sentimental and the film has a
lot of touching moments. But neither Ana, no Daniel Katz
overindulge in them. Since the birth of cinema, it has been
well known that animals, especially dogs, outshine even
famous actors exactly because they do not act. But this
time the rule does not quite hold, because the protagonist
himself is metaphorically equated to his dog and there
can be no rivalry between them.

Sebastian has to go through a series of hard trials,
descend to the very bottom of society. Even having
become a father he has to face incredible difficulties: the
sick child and his parents have to exist in transparent
exo-suits for a long time. At some point grotesque and
absurdist elements make their way into the realistic
settings of the film and we readily accept it. There is a

place for sci-fi too in the form of a meteorite which forever
poisons the atmosphere of the Earth above four feet from
the ground.
The film has all the signs of the present-day cinema, of
the time of economic crises, the pandemic, hybrid wars
and ecological catastrophes. It is a clear manifestation of
the cinema of the 2020s when humanity has got used to
terrorist threats and has savored total isolation. Some ten
years ago we could have attempted to rationally explain
something in society more or less conclusively. Today
we exist in a world with broken logical chains and the
cinema reflects his troubled unstable state both external
and inner one.
Surprisingly, this modest black and white movie about
failures in life and its resilient protagonist transmit joy
and optimism. Life is cruel and unjust, but there is no
other life, and moments of happiness can be found even
in this one. In one of such instances, a dog very closely
resembling the one Sebastian has lost, will come up to
him when he is sitting on the seashore in utter desolation.
Elena Plakhova

BAD LUCK BANGING
OR LOONY PORN/
BABARDEALA

CU BUCLUC SAU
PORNO BALAMUC

ING PICTURE
DIR. RADU JUDE

- Is this film a product of the pandemic? Could such a
story happen in a different epoch?

Radu Jude: Actually, | was thinking about it before the
pandemic. But yes, the plot benefited from the pandemic
business. | don't mean only the minor changes in society,
but most notably the fact that many more people now
stay at home. The virtual part of our life has become more
important than ever, overnight we started communicating
through all those online mediums. Imperfect and
dangerous mediums. | mean computers, the Internet,
video chats.

- Could we say that today society has become more
aggressive?

- Probably. People spend more time on Facebook

and social networks, where suddenly and very easily
aggression flares up and reaches enormous proportion.
Outside the Internet, in real life, there also seems to be a
little bit more aggression, because in Romanian society —
as well as in Russian society, as far as | know - relations
between people are becoming more and more tainted with
individualism.

- But morals are not likely to change so quickly.

- Hypocrisy changes because it is related to what is
considered acceptable in society at any given moment.

In my movie people deem a video they saw vulgar and
indecent, but it is not necessarily that in reality. Or rather
there are other kinds of indecent acts, to which people pay
much less attention.

- | felt like in this movie we observe Radu Jude in three
different moods. The first part is more or less reminiscent
of a garden variety Romanian film. The second part bears
a mark of your individuality. And it seems to me that the
third part has more grotesque elements.

-I never thought about it. What | had in mind was three
different styles, but you pointed out the mood and | think
you are right. I've never heard anyone sum it up so clearly
and simply.

- But all parts are marked by great attention to detail.
How important are the main character’s material
surroundings?

- You know, | admire Eisenstein. | appreciate his montage
theory so much. In the last few years | have been paying
more and more importance to editing. From Eisenstein

| switched over to other works, for example those of
Walter Benjamin. In the first part of the movie the idea

MIFF JdHILY manege in «octyabrs

was to connect dissimilar objects with the help of a movie
camera. The ones that originally are not related and only
the look of the camera can establish a connection between
them. This is a way of investing some meaning into them
and it does not resemble the methods of narrative cinema,
rather something out of documentary cinema.
Interviewed by Asia Kolodizhner
and Peter Shepotinnik

A CORSICAN SUMMER/
| COMETE

8 1/2 FILMS
DIR. PASCAL TAGNATI

Old timers who remember the hit of the Soviet box-office
“Short and Sweet”, know Corsica — a burning island that
dreams of sovereignty and is pretty grumpy about its official
status as one of the regions of France - as a place not to
mess with, place where all people, both young and old, are
on friendly terms with guns and ammunition. That trigger
happy attitude seems to smoothen by our more mild times,
and in “A Corsican Summer” the only thing sporadically
reminding us of it are innocent mischiefs of the youngsters,
eager to abuse a car with Parisian license plate. Other
than that, this Corsican summer (which also serves as a
slightly lazy English title of the film) isn't that different from
a holiday season at any given resort: the sun provides
relaxation and weariness covers tanned bodies. That said,
strangers are not welcome here. Here — i.e. in this slowly
paced tragicomedy that consists of static shots and is filled
with numerous characters who are somehow connected
to each other - by either kinship (not necessarily blood),
professional relations, old animosities or an online sex chat.
Actor Pascal Tagnati's masterful directorial debut keeps
deliberate social distance: most of the scenes are seen
through the eye of an all-seeing computer and security
cameras purchased by the local town council for two
hundred euro (satire in “A Corsican Summer” goes hand
in hand with lyricism and elegant absurdism). A gaze of
a distant, anonymous beholder is always static but that
doesn’t mean in the slightest that Tagnati's film is some
kind of an ice-cold experiment to study Corsican society.
The tension that doesn't seem to weaken even in the
most hilarious moments, is driven home by the cast.
Professional actors, including Tagnati himself (he plays a
funny role of martyr by love), are almost undistinguishable
from real Corsicans, while the latter can give the
professionals a run for their money in terms of virtuosity.
At first seemingly random observations over the summer
life of villagers of different generations, occupations and
incomes, later shape into a mosaic carefully calibrated
to a smallest detail. Fragments that might seem as pure
improvisation, all come together at the end as parts the
single mural. Fascinatingly — a true miracle of directorial
craft! — the film lacks any hint of the theatrical. Narrative
perfection of each episode cannot be spoiled by the
spontaneity of the action; life captured in the shot, has
started long before someone yelled “Action!” and it doesn't
stop when someone says “Cut!”.
Tagnati easily drifts through the main social and political
agendas of the present: omnipotence of bureaucrats
whose directives often drive farmers to suicidal actions,
racial issues (among the main characters of the films
there is an African man who was adapted by a local family
and has become more truly Corsican than many locals),
gender issues environment (the supposedly natural,
genetically determined male chauvinism - a big part of
the Southern culture which doesn't seem to be washed
away by the feminist wave; in the film it is somewhat
ironically rhymed with the girls’ talking about the flaws of
monogamy). At the same time, “A Corsican Summer” will
stay relevant years later, even when the agenda shifts - or
doesn't: after all, “there is nothing in the world that did
not happen before; the nature of things does not change”.
This is the same inner persistency of the everyday life
that Tagnati captures with humor and heart — and the sun
doesn't really have anything to do with it.

Vadim Rutkovsky
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24 ANPENA / APRIL, 24

25 AMNPENA / APRIL, 25

MIFF dHLILY maner B «okTABpe»

12:00 HALEMObI BBICTPEN / NADEZHDY VYSTREL OKTFABPb, 2 00:30 BAHKUPLI / AZOR XYLIOMKECTBEHHBIN, 1
12550 OTKIMOHEHME / OUTLIER OKTABPb, 10 1330 HI0 / OVNI(S) OKTABPb, 11
1300 HEDASTEKO OT [JOMA / KAROV LA BAYIT OKTABPb, 7 1340 CHEPKHBIE AHMEfbI / SNOANGLAR OKTABPb, 7
1350 HEMLLbI / NEMTSY OKTABPb, 5 1350 [PE3bl O COXPABE / ROYA-YE SOHRAB OKTABPb, 10
1400 CHEPKHBIE AHTENbI / SNOANGLAR OKTHBPb, 4 14:00 FEPP BAXMAH W ET0 KIACC / HERR BACHMANN UND SEINE KLASSE OKTABPb, 2
14:00 COBYTHITBHIK OHFTAVH. KAPAHTVHHBIE PA3TOBOPbI / SOBUTYLNIK-ONLINE VKTT 1400 OBPATHAA MEPCTIEKTUBA // MIPOTPAMMA 1/ INVERTED PERSPECTIVE // PROGRAMM 1 B3HT
14:40 113 PO[IA 3BEPEV / LAHI, HAYOP OKTABPb, 8 1400 MYTb B BICLLEE OBLLECTBO / ROOM AT THE TOP VKT
15:00 ACA/ASIA OKTABPb, 2 1410 MNAH / ALFA OKTABPb, 4
15:00 MPOLLIAV, FOTIAP / ADIEU GODARD CATlioT 14:20 AHUMA / MO ER DA GA OKTABPb, 8
15:10 MELIOBAS CUIAPA / CIGARE AU MIEL OKTFBPb, 7 15:00 APXUMENAT / ARCHIPEL OKTABPb, 5
15:20 FEPP BAXMAH W ET0 KITACC / HERR BACHMANN UND SEINE KLASSE LK 15:00 200 METPOB/ 200 METRI CATIOT
15:40 PKEHLLMHBI / ON'NA-TACHI OKTAEPb, 1 15:00 CTIYYAMHOCTb W IOTAZIKA / GUZEN TO S0ZO XYIIOMKECTBEHHbIM, 1
15:50 VICTOPWA HEXKHOM HETIOBBU / ROU QING SHI OKTAEPb, 10 1510 CYMEPKY YKEHCKOW [IYLLIW/TPETEA MELLLAHCKAR / OKTABPb, 9
1550 prem—p— OHOCTE TWILIGHT OF A WOMAN'S SOUL/BED AND SOFA
_ 1540 KAPAHIALLIOM B BEHY / A PENCIL T0 THE JUGULAR OKTABPb, 11
1550 BECHA, JIETO, OCEHb, 3UIMA... U CHOBA BECHA / XVLIOMKECTBEHbIN,
BOM YEOAREUM GAEUL GYEOUL GEURIGO BOM 1550 CYMEPCBULETENTb / LA SUPERTESTIMONE OKTABPb, 10
16:00 MbETA/ PIETA OKTABPb, 5 16:00 #3ACPAHKA / #DOGPOOPGIRL OKTABPb, 1
16:15 MNIATA 3A CTPAX / LE SALAIRE DE LA PEUR VKT 16:00 VCTOPMA OJIETA BULIOBA / OLEG, THE OLEG VIDOV STORY IHOCTb
16:30 BOOBPAYKAEMAS MPAMAA / 180° RULE 3BE3LA 16:10 TEO U METAMOP®O03b / THEQ ET LES METAMORPHOSES OKTAEPb, 7
16:30 HEBMOVMAR }U3Hb 3BPUIMKM / A VIDA INVISIVEL B3HT 16:20 VIIEN / KOVAN OKTABPb, 4
1650 MOYTV KOMEZWA / BAN GE XI JU OKTABPb, 11 16:30 APKAA BCTTBILLKA / DESTELLO BRAVO VIKTT
17:00 BENbIE TENE®OHI / TELEFONI BIANCHI OKTABPb, 4 16:30 OBPATHAA NEPCTIEKTUBA // MIPOTPAMMA 2 / INVERTED PERSPECTIVE // PROGRAMM 2 B3HT
17:20 MIOET VB MOHTAH / POYET IVES MONTAND OKTABPb, 9 17:00 BMCTPO / DAINA OKTABPb, 5
17:30 KOMETbI / | COMETE: A CORSICAN SUMMER OKTFBPb, 7 17:15 BHM3 110 TEYEHMIO K KUHLUACE / DOWNSTREAM TO KINSHASA UK
17:40 JAOPEMMY: B MOVICKAX BOJILLEECTBA / MAJO MINARAI WO SAGASHITE OKTABPb, 8 17:20 30/10TOV FOPOL / MY PRINCE EDWARD OKTABPb, 8
18:00 YPEBO MOPA / EL VIENTRE DEL MAR OKTAEPb, 1 17:40 ANTAPb / ALTAR OKTAEBPb, 9
18:00 OPUTLIV - YYOECHAA UCTOPUA 0 BOCCOEAMHEHM TEPMAHUM / FRITZI MIOKIIOHKA 17:45 BELbMbI / HAXAN WNMIO31OH
18:00 CTOPOHK BPATY CBOEMY / OKUL TIRASI XVOOMECTBEHHBIA, 1 18,00 OCTPOB / SEOM OKTABPb, 10
18:10 LYPOB / DUROV OKTABPb, 2 1800 JOPEMY: B NOMCKAX BONLUEECTBA / MAJO MINARAI WO SAGASHITE MOKIOHKA
18:10 PRIONb U [IKUM / JULES ET JIM UNIO3MOH 18:10 MAMM / MAMI OKTABPb, 11
18:20 PEAJTbHbIN BBIMBICEST / REAL FICTIONSHILJE SANGHWANG OKTAEPb, 10 18:20 JIOPETIER / LORELE OKTAEBPb, 7
1830 JIOPETIES / LORELE] OKTHBPb, 5 1830 CUHI LIBETOK / PLAVI CVIJET OKTABPb, 1
19:15 OH/HAN VKTT 1845 HABAMIEHVE YN / MESSE BASSE VIKTT
19:20 OKPAMHA / OKRAINA OKTABPb, 9 19:00 PABOTA CO CMEPTbI0 / DOOD IN DE BIJLMER OKTAEBPb, 2
19:30 OBPATHAA NEPCTIEKTVBA // MIPOrPAMMA 2 / INVERTED PERSPECTIVE // PROGRAMM 2 OKTABPb, 4 19:00 MbETA / PIETA B3HT
19:30 76 [IHEM / 76 DAYS LK 19:10 HEMLLbI / NEMTSY OKTABPb, 4
19:30 MPOLLIAW, CCCP / HUVASTI, NSVL B3HT 19:15 KATUTAHbI 3AATAPY / CAPTAINS OF ZAATARI UaK
19:50 0A3UC/ 0ASIS XVOMECTBEHHBIA, 1 19:20 OEPIMHAHZO U KAPONMHA / FERDINANDO E CAROLINA OKTAEBPb, 9
20:00 PbIBA 11010 JIbJI0M / FISH UNDER ICE OKTABPb, 11 19:25 BENbIE TENE®OHI / TELEFONI BIANCHI XYLIOMKECTBEHHbIN, 1
20:00 FET. MPOLIECC BUBMAH AMCAJTEM / GET ~ HA'MISHPAT SHEL VIVIAN AMSALEM MOKMOHKA 19:30 [0Yb LUAXTEPA / COALMINER'S DAUGHTER OKTABPb, 8
20:10 JIOTM, HE TAKVIE KAK A1/ ANASHIM SHEHEM LO ANI OKTABPb, 10 19:40 ABSIOKV / MILA OKTABPb, 5
20:20 JIEC: BUMKY TEBA NOBCIOY / RENGETEG - MINDENHOL LATLAK OKTABPb, 7 20:00 MOOBAN / JIHASIL OKTABPb, 10
20:30 MOCELHAR «MWNAA BONTAPUF» / POSLEDNYAYA «MILAYA BOLGARIYA» OKTHEPb, 1 20:00 CBATOM HAPLIMICC / SAINT-NARCISSE UNIO31OH
20:40 PAR [IAHTE / RAYA NA DANTE WITTI03MOH 20:00 HEDLATIEKO OT [IOMA / KAROV LA BAYIT TIOKIOHKA
20:50 Thl, A, JIEHWH / SEN BEN LENIN OKTABPb, 8 20:20 MO¥ [IOM MOCYJ1 / MOSUL MY HOME OKTABPb, 11
21:15 KPOKOZW / CROCODILEAG-O QAKEN 20:30 KPYLLI NIOBBY / FILLES DE JOIE 3BE3LA
21115 BHYTPEHHEE CMAHME / UN DESTELLO INTERIOR VKT 20:50 CAMBIV KPACUIBBIF MATEHYK B MUPE / VARLDENS VACKRASTE POJKE OKTAEPb, 7
21:20 KPUMTOMOMMC / CRYPTOZOO OKTABPb, 5 21:00 OYPOB / DUROV LUK
21:30 KATMUTAHbI 3AATAPY / CAPTAINS OF ZAATARI OKTABPb, 2 21:00 MAI0XOM MAPEHb / NABBEUN NAMJA OAKEN
21:30 3[ECH Mbl BANIIEEM, 30ECH Mbl KAVIGYEM / HERE WE MOVE HERE WE GROOVE LAk 21:00 YPEBO MOPA / EL VIENTRE DEL MAR VKT
22:00 WMMEPUA YYBCTB / Al NO KORIDA OKTABPb, 9 21:20 YEFIOBEK BOMMI / 0 ANTHROPOS TOU THEQU OKTABPb, 1
22:10 MOV CbIH / MON FILS OKTHBPb, 11 21:30 CABAVf / SABAYA OKTABPb, 2
22:30 BE3YMHBIV CEKC / SESSOMATTO OKTABPb, 10 21:40 TEPE3A PAKEH / THERESE RAQUIN OKTABPb, 9
22:40 30710TOM FOPOS / MY PRINCE EDWARD OKTABPb, 4 21:50 AIPEC HEU3BECTEH / SUCHWIIN BULMYEONG OKTABPb, 11
23:10 COBAKA HE NEPECTAHET JIAAITh / IL PERRO QUE NO CALLA OKTABPb, 7 22:00 MOCNELHME / VIMASED OKTABPb, 5
2315 HOUb B XAVIOE / LAILA IN HAIFA WITTI03MOH 22:10 MOFI0AM / MOLODI OKTABPb, 8
23:20 HEYZAYHBIA TPAX, UV BE3YMHOE MOPHO / BAD LUCK BANGING OR LOONY PORN OKTABPb, 1 22:20 MMCC MAPKC / MISS MARX OKTABPb, 4
23:30 K NIVHE / TO THE MOON OKTABPb, 8 22:25 BJIATOCEPLIHAA HOYb / YO ARMAHTAA WNMIO3MOH
23:30 UYACMKM TUKAIOT / DIE FRUCHTBAREN JAHRE SIND VORBEI OKTABPb, 5 22:50 YETIOBEYECKMI GAKTOP / DER MENSCHLICHE FAKTOR OKTAEPb, 7
23:00 MOTEPAHHBIM PAV / IO + BENb / LOST PARADISE / JOE AND BELLE OKTABPb, 10
23:55 HEYOAUHIA TPAX, UM BE3YMHOE NOPHO / BAD LUCK BANGING OR LOONY PORN XVIIOMKECTBEHHbIA, 1

MKTT ~ KNHO3A MHHKEHEPHOTO KOPMYCA TPETbAKOBCKOW FAJTEPEM
B3HT - 50/1bLLOM 3A71 HOBOW TPETHAKOBKM 3AMAOHOE KPHII0
LLOK - LIEHTP OKYMEHTA/IBHOMO KMHO

PEAKOJITETUA: NMOPb CABETBEB /ACA KONIOAWHHEP / ONbIA APTEMBEBA / EBA KPAYC / UITbA KOMbINOB / AHAPEV LLTOMEB / MUXAMIT KYKWH / CEPME ANEKCEEHKO / NETP LUEMOTUHHNK
MEPEBOAbI: MAPVIA TEPAKOMAH / ONTbIA JOMELIKAA ©OTO: FEHHAQN ABPAMEHKO / AIEKCEV I0LLEHKOB / EBFEHIV METPOB BEPCTKA: MAPVIAt PEBAKIHA MAKET FA3ETbI: AMUTPUIA METESTKMH / ONbrA NIEHAHAR



43 MOCKOBCKMIA MEXXIYHAPOQHbI /A KMHO®ECTWUBAJIb NPOBOAUTCA MNPU NOAAEPHKKE
MWUHUCTEPCTBA KYJIbTYPbl POCCUMCKOW GEEPALIA
W JEMNAPTAMEHTA KYNIbTYPbl TOPOIA MOCKBbI
43 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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