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Koge 1 nomaga — 3to Takve B Mowx oTHoLLeHnAX
CUMBOJIbI KanuTanmama C MapKCW3MOM BCE CIIOMHO.
AnA MHOTUX NIOAEN. Julian Radlmaier

Xiaofan Shi My relationship with Marxism
For many people, is rather complicated.
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YURI POTEENKO

JURY

the music for, there is a certain scene. It takes place

in the winter garden at the VDNKh, and its “content”
is very on par with the cinema of the 90s. “When a body
is positioned in such a “classic” way, as the feet are so
high from the ground....", - Elena Yakovleva's character,
a forensic expert, starts saying, but the detective, played
by Dmitry Kharatyan, hears nothing of what she says.
And neither do we. The man's thoughts are preoccupied
with how fascinating and striking the woman in front of
him is, which seems totally out of hand. And the serene
piano melody we hear, makes us immediately forget the
ugliness of life, it's as unexpected as it is necessary — like
a breath of fresh air.
It seems like in the 90s the cinema was far removed from
the classical tones. This is how Yuri Poteenko himself
explains the history of sound in cinema - a journey
from epic films for which Prokofiev, Shostakovich and
Khachaturian wrote music, to the time of chanson, when
the audience got used to relate films to popular songs. In
this context, the edge of 80s and 90s seems to be far off
from the classics, it's the culmination of mixing it up with
pop music, and it's not a coincidence it's not always easy
to remember today what played in all those films that
caused such vigorous discussions on the pages of the then
emboldened newspapers.
You can't choose your time (which is, by the way, the name
of the musical Yuri Poteenko composed). He debuted
in films in 1989, and probably because of his aesthetical
differences with this epoch, his love story with the 90s
cinema didn't quite happen. One could dare to say that
the more significant role for the start of the composer’s
career was played by the House of Cinema and the Illyuzion
cinema, as Poteenko accompanied the silent films from the
Gosfilmofond collection. Is there a better way to approach
the classics and better comprehend the early cinema?
His big success came in the form of Timur Bekmambetov's
“Night Watch” (2004) — and of course it made sense that this
movie signaled the resurgence of Russian genre cinema
— craftily made and, what's even more important, craftily
concocted. The viewers proceeded with amusement and
skepticism — it turned out the national industry was capable
of making such films. In the following years, it was proved
by other films by Bekmambetov, Fyodor Bondarchuk'’s
“Inhabited Island”, Dmitry Meskhiev's “Battalion”, Dmitry
Kiselyov's “The Time of the First”, the first Russian movies of
Disney (“Book of Masters”), as well as the new adaptations
of “Anna Kerenina”, “Path of Tortures’, etc. It goes without
saying that the composer has played a significant role in this
revival of large-scale, epic cinema.
Yuri Poteenko is an ideologist of the “orchestral sound”
in cinema. This is the only way to give the sound in films
volume and beauty. But there is a long way to go to make
this the standard in Russian film industry. We need to
improve the record tech, to regulate the studies programs
for film composers, and change the filmmakers' approach
in general — today, it is a common case to re-edit the film
after music has already been created, forcing the composer
to try and readjust. As a teacher and mentor, Yuri Poteenko
trains his students for multifaceted work in cinema - to
be able to write both songs and symphonic music, to do
the score; to know how to create music both for the whole
orchestra and for a single instrument. Creative tasks they
might encounter, can be of the most original kind. The way
Poteenko himself managed one of such original tasks - to
come up with a theme based on the old war song “Beloved
town’”, the variations of which could deliver different moods
and the rhythm of the story — was perfectly demonstrated in
the opening film of the 43 MIFF.

| n one of the first films that Yuri Poteenko composed

Igor Savelev

Hiopw / 0pwi loTeeHko

MY3blKAJIbHAA NCTOPUA

0HOM 13 NepBbIX GUNEMOB,
BD,J‘IH KoTopbix 0pwit INo-

TeeHKOo Mmncan Mysbly, eCTb
TaKkas cueHa. 3uMHuii cag BOHX,
«KOHTEHT» COBEPLLIEHHO B AyXe KMHO
Hayana 90-x. «[1pu TaKoM Krac-
CMYECKOM PacrIoNOHEHNM TPYNa,
Kora Horv HaXxo[ATCA JaneKo oT
3eMJIW...», — HYMHAET repouHsa Ene-
Hbl AKOBNEBOM, CyAMe3KCMepT, a
Oanblue repoi MuTtpurAa Xapatbana,
CnenoBatesb, ee He CribILLmnT. A
Mbl HEe CTIbILLIMM. MbICTI MyMUYUHBI
0 TOM, KaKaA UHTepecHaA U ApKaA
nepen HAM HeHLLWHa, byaTo 6bl
MaKCUMASIbHO «He K MECTY 1 He KO
BpeMeHU». A yncTan GpopTenmnaHHan
MesiounA, KoTopan No3BosAET BMUT
3a6bITb MEP30CTU HU3HK, HACKOMBKO
HEeOMWOaHHaA, HaCTOMBbKO U He-
06X01Man — KaK ITI0TOK CBEMEr0
Bo3A4yXxa.
KarkeTca, yto B 90-x KuHeMaro-
rpad MaKcMMarneHo yaanuica ot
Knaccuyeckoro 3sy4aHmA. Cam Opumin
[loTeeHKo B 0OHOM W3 MHTEPBLIO TaK
BbICTPOWIT «3BYKOBYIO» UCTOPUIO KUHO
— 0T BpemeH 60mbLLINX GUIBMOB,
LA KOTOpbIX Mcank MpoKodbes,
LLlocTakoBuy, Xa4aTypaH, K «neceH-
HOW» 3MoXe, KOraa 3pUTeNb NMPUBLIK,
4O «Be3 NecH, BPOZE Kak, 1 He
KWHO». HaBepHOe, B TaKoM cucTeme
KoopauHaT pyberk 80-x — 90-x — 30
MaKCUMasbHO aneKan TouKa oT
KnaccukK, anodeos cMeLLIeHnA C

3CTPafon, 1 He CryyarHo CerofHA
He BCMOMHWLLIb, @ YTO TaM 3BY4UT-TO,
BO MHOTUX U3 TeX GUIBbMOB, KOTOpbIE
TaK BypHO 0bCyHOanmM Toraa B ocMe-
NEeBLUMX ra3eTax.

BpeMmeHa He BbIOMpaloT (TaK, KcTaTw,
Ha3bIBaCA 1 MIO3VKIT, MHOMO MO3Ke
HanMcaHHbI OpreM MoTeeHKo).
Komnoswutop aebioTnpoBsan B KUHO B
1989 rogy — v, HaBepHoOE, MO3TOMY,
13-3a TeX CaMbIX «3CTETUHECKMX
Pa3HOITIACKM C 3MOXOM», €ro «POMaH»
C KHO 90-X He O4eHb CIIOMKMICA.
PuvcKHy npeanonosuTh, 4To ToUKowM
HacTosALLero Bxoda B Mpodeccuio Ans
KOMMMO3MTOPA CTana He KNMHOCTYAWA,
a oM KunHo 1 «Mnnto3moHs: I0puin
[NoTeeHKo akKOMMaHMPOBas HEMbIM
durnbMaM 13 Konnexummn FfocdmnsMo-
¢doHaa. MorHo 1 6onbLue Nprbn-
3UTLCA K KNACCKKE U JTyuLLIe MOHATb, C
YEro HauMHanCA KuHemartorpad?
BonbLuoi ycnex npuwen ¢ «HoYHbIM
[1030poM» TuMypa bexkmambeToBa
(2004) — v 31O He coBnageHue, YTo C
3TWM e GUNBMOM BO3POAMIIOChH B
Poccum 6onbLLoe HaHpoBOe KWHO,
KNaccHO CAenaHHoe, a B Nepsyio
ouepenb KnaccHo npuayMaHHoe. Ero
3pUTENM U3YMIIEHHO W HEJOBEPUMBO
OTKPbIBanV A cebA: 0KasblBaeTcA,
1Y HaC MOTyT TaK CHUMaTb. MoryT,

— noATBepaUV B CrieflyioLLime rofsl
W Opyrve poccuiickne GunbMbl
BexkmambeToBa, 1 «ObuTaeMbil
octpos» ®egopa boHaap4yKa, 1

«batanboHb» IMutpma Mecxume-
Ba, 1 «BpemA nepBbix» AMUTPUA
KwnceneBa, 1 nepBble poccuinckime
KapTuHbl Walt Disney («[opog
MacTepoB»), U HOBble 3KpaHM3aLmm
«AHHbI KapeHrHOM», «XoMaeHWA no
MyKaMy... MI3nuLLIHe NoACHATb, CKOMb
3HAYMMYI0 POSib ChIMPas B 3TOM BO3-
POMAEHUM BOMBLLIOMO, 3PELLHOIO
KMHO KOMMO3UTOP.
{Opuin MoTeeHKo — naeonor «opKe-
CTPOBOIO 3ByKa» B KMHematorpade.
TornbKO TaK MOXHO [0OUTLCA, YTOObI
KWHO 3BYy4arno Kpacueo, 0b6bemHo. Ho
YTOBbI 3TO CTasIo0 HOPMOM KavecTsa B
POCCUIMCKOM KUHO, NPEeLCTOMT eLlle
04eHb MHOIO cAenatb. M noarAHyTs
TEXHOMOMMN 3anncK, U HanaauTb
y4eby MMEHHO KOMMO3UTOPOB KWHO,
1 MeHATL CaM MoAxo4 KMHeMaTorpa-
GUCTOB — cerofHA eLLle He peaKoCTb,
Korda GWbM NEPEMOHTUPYIOT YrKe
rmocre Toro, KaKk My3blKa HanmcaHa,
1 KOMMo3WTop AoreH bonee unn
MeHee yaa4Ho noacTpameaTsca. Kak
neparor 0pui1 MoTeeHKo roToBUT
YHEHWKOB K pa3HoriaHoBoM pabote
— «YMETb U MeCHI0 HanucaTb, U CUM-
GOHMYECKYIO My3bIKY, 1 OPKECTPOBKY
caenatk; co34aTb My3bIky 1 AnA
BCEro OPKEeCTPa, U ANA UHCTPYMEHTa».
TBOpYEeCKMe 33341 MOTyT GbITb Ca-
MbIMN HETPMBMANBHBIMA. HaCKOMBKO
6recTALLe cnpaBWCcA C OOHOM U3
HIx caMm t0pwiz MNMoTeeHKo — co3pan
Mo MOTMBaM CTapOM BOEHHOM MecHW
«/TiobUMbIi ropod» TeMy, BapuaLmm
KOTOPOW CNOCo6HEI NepeaTh Camble
pasHble HACTPOEHWA 1 TeMM UCTOPUK,
— MOIMIN ybeauTsCA 3puTenu GunbMa
OTKPbITWA 43 MMKQO.

Uzope Cacenves



3ABTPA BbIJIA BOUHA

KOHKYP

KPOBOMMMLBI (BLUTSAUGER) / PEXK. IONTMAH PALJTbMAVEP

M ero NpunHbl B «OBLIKHOBEHHOM (aLLIM3Mey, TO

rpeanoyes paccKasarb He TOMIbKO O CTPALLHOM, a
WHOrAa 1 He TONBKO 0 cepbe3HoM. Beab nefeHALLMA oyLuy
MUTNEPOBCKUI «MOPALOK» BLIPOC, B TOM YMCIIE, U3 OBLLIER
ycTanoc ot «becriopaara» lepMaHum 1920-x, a ToT bbin
PasHONMKMM. VIHOrAa M CMELLIHBIM, KaK 3abnyamBLIMIACA B
CTPOI0 Mapa3MaTuK NpesuaeHT MHaeHbypr, Ha KOTOporo ¢
MNPOHMEl B3UPAET B KMHOXPOHMKE POMM.
Tak e 1 0nunaH Pagnbmaiep B «<KpoBonuiLax», Bce
Yallle M Yallle CHUMHanA 3penuLLe 0 KoMeaum abeyp-
[a — [0 CMELLHOro, AEPHUT B yMe HeMporoBopeHHoe
CTpaLLHoe. MiHora oHo nposnBnAeTcA B nceBaodunocod-
CKMX 3aCTObHbBIX ANAN0orax, UTo XYMe — KOMMYHU3M 1nu
dalwmaM, a B dMHaNbHLIX Kagpax BOpYr NMpopbLIBaeTcA B
(baKenbHbIX LLIECTBUAX MO yNuLaM AepeByLLKY, 6ones-
HEHHOM MHTepece nnebca K HaUMOHANBbHOM TeMe 1 B
atMocdepe Toro, YTo BOT-BOT HAYHYTCA PacCTperb.
370 BbIpACcTaeT U3 4rKa30Boit aTMochepsl BeliMapcKoi
pecnybimnKM — HaNPOb JILLIEHHOM 3[0eCh YYacoB Bpode
KPW3MCOB M MHONALMIA, 33TO HAaMOEHHOM OLLyLLieHeM
«3aBTpa bblna BoHax. B «<Kposonuituax» rycto 3amelua-
Hbl MAPKCUCTCKUE KPYHKKK, aTPBYTHI FOTUHECKOrO Po-
MaHa, NMapoAMINHaA HM3Hb BbiCLLIEro 06LLecTBa, cabblit
HaMeK Ha MOCNIeBOEHHYIO pa3pyxy B Bae obcyaaemoit
Ha BCe Nafbl TeMbl 6710X, 3CTETUKA HEMOTO KMHO C 3a-
KaZdpOBbIMM rpe3amu o MonnmByde UK XoTA bl CTyAMN
UFA. HuweTa 3a KapTOHHBIMK AeKOPaLMAMM POCKOLLIN
KaK obLLiee oLLyLLieHMe 3noxu. U xoTA y Pagnbmaiiepa B

BLOODSUCKERS -
A MARXIST
VAMPIRE COMEDY/

BLUTSAUGER

COMPETITION
DIR. JULIAN RADLMAIER

| (oma Muixann PoMM peLLMi NpenapypoBaTs HaLmM3M

ero 630611a4HOM paio HeT KAPTOHHbIX AeKopaLuiA, Aarke
B €0 Mpe3peHnm K BHELLIHMM YCIIOBHOCTAM — CMeLLaThb

C aHTyparkeM 20-x coBpeMeHHble oerdy, MOTOLWMKIIbI,
flaMnbl IHEBHOMO CBETA, YTO YrOAHO, — MPOCBEYMBAET He
TOMbKO 3CTETUYECKOE PELLIEHNE, HO M MO3MLMA fleBaKa
«K1HO He [omHKHO BbITb AoporMy. o KpaliHelt mepe,
ero npoLubI GprbM HasbiBancA «CamMoKpuUTUKa byp-
¥KyasHoro rcav, a MepBoe W I71IaBHOe, Ha YeM 3aMeLLaHb
«KpoBonuiiLiel» — 370 MapKc. Takoi 6e3yMHbI CoH Yerno-
BeKa, 3apeMaBLLero Haf cTpaHuLamm «Kanutanay.
Y706kl He UrpaTb C 3pUTENEM B KOLLIKU-MBILLIKW, PEHIMCCED
0bbACHAET MeTadopy C CaMOro Havarna: KpyHOoK paboumx
Ha 3HOMHOM NONAHKE LUTYOMPYET KyNTOBYIO KHUMY, Han-
BHbIA YWTaTeNb MOHUMAET Naccar MapKca npo Kanuta-
NIUCTOB KaK BaMN1poB GyKBasbHO. TOBApULLIM MbITaloTCA
y6eauTL ero, YTo 370 MeTaopa, HO TOT HEMPEKIOHEH B
MHEHWK, 4TO ByprKya [eMCTBUATESNIBHO COCYT KPOBb, U Befb
OKa3biBaeTcA npag. MHbepHanbHaa Mucc OKTaBus, ras-
HaA 3eMrneBnagenuLa U eKafieHTLLa OKpYr, He Mpoydb

MIFF JdHILY  maner B «oktAGpe»

MPOKYCUTH LLIelo CBoeMy criyre AKoby (DaHb BpeMeHM — 3T0
«He CJ1yra, @ NepcoHarbHbIM MOMOLLIHWK»), a U Kar oMy,
KTO OKa3asicA rocTeM ee UMeHUA. He oTcTaloT gpyrve
nioV ee Kpyra, YepedyloLLine YKyChl C pa3roBopaMmy O
Kyrnie-npofdarke aKkuUMi. A MaBHbIM FOCTEM, HepTBOM U
MPOTaroHNCTOM OKa3blaeTcA J1eByLLIKa, CaMO3BaHbIl
6apoH, IMUPaHT 13 Poccum, UcronHuTens poniv TpouKoro
B dunbMe i3eHLUTelHa, 3aCTPABLUMIA Ha 3TOM 6anTuit-
CKOM bepery Ha nyTv B Fonnmeya. XonepuK SM3eHLLTENH,
ABMEHHBIV HaM B KOMUYHBIX 63KaX, MafAKOBCKMIA, LLMHENM,
«Towarischy», 0bblBaTeNbCKIME MUPEI 0 PYCCKOM peBoIoLMN
— TOMe BarkHaA YacTb 3noxu, Korda Poccusa 1 TepMaHuAa
Ha KOPOTKWMI CPOK COMM3UINCL LIOHEB3A, B TOM YMCTE U
3CTETUHECKM.

CMeHa aHpoB, Nepecbopka Toro, 0 YeM BYepa roBo-
puvnn cepbesHo, Yepes yddoHamy — xopoLUmiA criocob
BCTPAXHYTb TO, YTO MOTYCKHENO €O BpeMeHeM. Kak Mapkc
B KMHO (30eck 3a6aBHoM pudMoii «KpoBonuiLLaM» cTaHo-
BuTCA «Mucc Maprce» Cio3aHHbI HUKKbAPENn, KoTophli
naet Ha 43 MMKO B nporpamMe «8 V2 dunbMoB»). Tema
MapHKcK3Ma bbina coBepLLeHHO ybuTa 3BepUHON cepbes-
HOCTbIO MoAX0oda COBETCKOMO M BOCTOYHOrEPMAHCKOro
WCKYCCTBA — KaK, BNPOYEM, KapUKaTypoit Ui MovaHueM
3anagHoro. l0nuaH PapnbMaliep MoKasbIBaeT, UTo ecnm

B «Kanwutane» elLe eCTb NoTeHUMan, To NpoboBaTh pac-

KpbITb €ro CerofHA MOMHO TOJBbKO TaK.
Hzo0pe Casenves

hen Mikhail Romm decided to
Wdissect Nazism and its origins in

“Ordinary Fascism” he chose not
to focus exclusively on the horrors, and
didn't always stick to the serious aspects.
Hitler's chilling “order” grew out of the
general weariness with the “disorder” of
the 1920s in Germany which had many
facets. At times it was almost funny, like
the episode with Hindenburg who lost his
way in the military formation, at which
Romm looks with an ironic gaze.
Similarly, Julian Radlmaier in
“Bloodsuckers” keeps turning the
spectacle into an absurdist comedy, while
keeping in mind the unspoken horrors.
They may still break through the pseudo-
philosophical table talks about what is
worse — communism or fascism - and
in the final episodes they surface in the
guise of torch-bearing marches along the
streets of the village, of the sickly interest
of the commoners in the nationalist
themes and in the atmosphere of the
inevitably approaching executions.

It is engendered by the jazz atmosphere
of the Weimar Republic, which is this
case is presented as free of the hardships
of crises and inflation, and filled with the
thrill of an approaching war. The movie
mixes in Marxist groups, elements of
Gothic novels, a parody of the higher
society lifestyle, a faint hint at post-

war collapse in the guise of various
discussions about fleas, as well as the
aesthetics of silent cinema with the
offscreen dreams about Hollywood - or
at least UFA. Poverty looming behind the
cardboard imitation of richness transmits
the general sense of the epoch. Although
Radlmaier does not use cardboard set
pieces in his cloudless paradise, his
contempt of external conventions - like
mixing the set designs of the 1920s with
modern clothes, motorcycles, fluorescent
lamps etc. - bespeaks not only an
aesthetic choice but a leftist standpoint as
well. “Cinema should not be expensive”.
His previous movie was called “Self-
Criticism of a Bourgeois Dog", and the

basis of “Bloodsuckers” is Marx — an
insane dream of a man who has dozed off
reading “Capital’.

To make things easier for the viewer,

the director explains his metaphor right
away. A group of workers sit in the forest
meadow and study the cult book, when

a simple-hearted reader takes Marx's
analogy between capitalists and vampires
literally. His comrades try to persuade

him that it is a metaphor, but the man is
adamant that the bourgeoisie do suck
blood and he turns out to be right. The
infernal Mrs. Octavia, the main local
landlord and decadent, will happily bite into
the neck of her servant Jacob (in keeping
with the spirit of the epoch he is not a
servant, but a personal assistant) and of
everyone who happens to be a guest in
her house. Others in her social milieu keep
in step and alternate bites and talks about
buying and selling stock. The main guest,
victim and protagonist is Lyovushka,

a self-proclaimed baron, a Russian
emigrant, the actor playing Trotsky in an

Eisenstein's movie, who got stuck at the
Baltic coast on his way to Hollywood.
Choleric Eisenstein who appears in comic
flashbacks, Mayakovsky, trench-coats,
«Towarischy, Philistine myths about the
Russian revolution constitute a significant
part of the epoch when - for a short time —
Russia and Germany came so extremely
close, including the aesthetic convergence.
Shifting of the genre and choosing
the form of a buffoonery for exploring
yesterday's serious issues, are a good
way to give a jolt to faded topics. Just
like Marx’s representation in cinema;
ironically the film rhymes with “Miss
Marx” by Susanna Nicchiarelli screened
at the 43rd MIFF in the 8 and 2 Films
program. The topic of Marxism received
a deathly blow from the beastly serious
Soviet and East German art as well as
by the caricature and hush in the West.
Julian Radlmaier points out that if there is
still potential in Marx's “Capital’, this is the
only way to unlock it.

Igor Savelev



BOCTOR-3AMNA[L

KOHK! OKYMEHTAJ1IbHOI O KNHO
140 KM K 3AMALY OT PAA (140KM A L'OUEST
DU PARADIS) / PEX. CEJTMH PY3E

BYKW TaMTaMOB, MyKU4MHbI U HeHLLHBbI [anya Hoeol MBuHen

TaHLLYIOT M MOIOT B HALWIOHasBHBIX HapAaax, B bycax v nepbsx,

C KEKee B HOCaX, C KOMbAMM U TPELLIOTKaMU B pyKax. Mx nvua
1 NeYn KpYMHbIM NiaHoM. BoT Kamepa Me[yIeHHO 0TLE3MKAET, U
Cpasy BUOHO, YTO TaHLIytOLLIME HE OOHM, UX OKPYHAIOT TYPUCTbI C
doToannapatamu. YnblibatoLLyeca Genble Neam U OHeHTIbMeHbI
a3apTHo doTorpadupyioT naryacos — GpusibM GpaHLY3CKO HypHa-
etk CenuH Pyse «140 KM K 3anagy oT paf» HaYMHAETCA UMEHHO
C 3TOr0 OTYETIMBOIO apoMaTa KoJIoHUanu3Ma.
B Manya Hosyto B1Het0, 0cobeHHO B ee ropHble paioHbl, edyT He
TOJBLKO TYPUCTbI, HO M KpYMHbIE KOPropaLym, KOTOPbIX MpUBNEKaeT
60raTcTBO CTpaHbl, ee MOTEHLMAN U MHTEPECHbIE SKOHOMUYECKME
BO3MOMHOCTW. OHaabl TyT nosBunack 1 ExxonMobil. OguH ns
KTaHOB peLUM NpoAaTh KOMMaHWUM CBOW 3eMJIU, B UTOre OCTaICcA U
6e3 feHer 1 6e3 npas., 3eM/1A B NPAMOM CMbIC/IE Ha4arna yxoouTb
y 3TWX flofel n3-nog, Hor. OHK BCe eLLie XOTAT BEPHYTL cebe CBO
poavHy. A nanyackl B HaLMOHasbHbIX HapAAax NPoaosHatoT
TaHLLeBaTb 1A TYpUCTOB. B 06LLieM, B mybuHe QyLin NOHUMaHA, YTo
1 ExxonMobil, 1 311 ynbibumBble MHO3EMLBI C MX $poToanmapaTtamm
1 cMapTdoHaMM — 3BeHbA 0HOM Lienu. Ho oHW NpoaosKaloT TaHLe-
BaTb.
CenuH Pyse, *ypHanucTKa, Npoaiocep AOKYMEHTabHbIX paano-
Loy, BriepBble nosBunack B Hoeol MBuHee bonee gecAtuneTs
Hasaz. Tora oHa rotoBuna paccnefosaHue «KpacHoe Hebo
Tabybuna» 06 aBCTPaNUIMCKOM LLIAXTEPCKOM FOPOLKE, KOTOPbI BO3-
HUK B CBALLIEHHbIX /1A NanyacoB fecax eLLe B 80-e 1 ¢ Tex nop bbin
MPUYMHOIN HEMPUMUPUMBIX MPOTUBOPEUMIA [OOBLIBAOLLIEN MPOMBILLI-
JIEHHOCTU C MECTHBIMU HUTESTAMM.
Ee HoBbIN GpunbM cHOBa 06 3TKX MecTax. M MOMeT Ha KaKoe-To
MrHOBEHMe MOKa3aTkCs, YTO YTO O4epeaHan Cle30TouMBanA UCTOpUA
0 NMOrmbaIoLLMX TPAOULMOHHBIX KYSbTypaXx, KOTOpbIe TaHLyIoT
CBOM TaHLibl, CTOA Y CAMOI0 Kpas MPOMacTy, yHe NoYTU BO TbMe, 0
KyNbTypaX, KOTOpbIe CKOPO BbIMPYT COBCEM UM OCTaHYTCA TaKUMU
6aHanbHBIMM CyBEHMPaMU HA CHUMKaX TypUCTOB.
Ho HeT, B 6onbLLei CTeneHn 3T0 MapKCUCTCKOE KMHO O TOM, KaK
6orarble Mpy NoMyCTUTENLCTBE KOPPYMMUPOBAHHBIX BNacTel rpabAT
6eaHbIX. O TOM e Bblnv 1 NoCBALLEHHbIEe NpobrieMaM MecTHO-
ro HaceneHua TekcTbl CenuH Py3e, Hanpumep, ans Le Monde
Diplomatique (a 310 Bce eLLe caman MHTepecHanA raseTa Mupa). Ee
repov ofeThl B NMPUBbLIYHYIO HAM OfEM Y, B [AHUHCHI U GyTOOMKY,
OHW PacCyaaloT 0 TOM e, 0 YeM FOBOPAT befHbIe BO BCEX CTPaHax
Mupa. X To4HO TaKMe HadyBaeT 6onbLUoi 6M3HeC, 3acbiian Ha
BCTPEYM C HAM CBOMX XUTPOYMHBIX NpefcTaBuTenei 1 obeLlas
30/10Tble ropbl. B ogHoM 13 ann3ogoB «140 KM K 3anagy oT paa»
MOABUTCA TakanA NpeACTaBUTeNbHULE, ANA BALLEro 3ddeKTa oHa
[aKe Bbly4MT Napy C/OB Ha MECTHOM HapeYuu U HaAeHeT Ha rooBy
HaLMOHasbHbIN (aHoK CTpaHbl. Bornpoc MMeHHO B coLimarnbHom
CrpaBef/IMBOCTY, B TOM, C YEM eLLe MOHHO paboTatb. A He B TOM,
YTO6bI CMACTU 3TU TPAAMLIMOHHbIE KyNBTYpPbI U UX 6bIT. OHU yiKe
MepTBbl. «EC/IN Mbl BCe 0THaaAUM 6enbiM NoaaM, Mbl 6yaeM cTpa-
[aTb, BCKOPE 3T0 BCE YMPET CaMo», — FTOBOPUT B KaMepy 0uH 13
abopureHoB. Ha 3agHeM nnaHe ropuT ra3oBbli daKen v HeyMonvMo
CHUraeT 3T0T MUp.

MapuHa Jlameiwesa

I-(PACHAFI MYCThIHA

EETAEEE KOOEWHSA B MOJE (HUANGYE KAFEI GUAN) / PEXS. CAO®AHB LIV

'0BOPAT, Ha 6opTy NepBbIX

COBETCKUX KOCMUYECKUX

Kopabreit bbino Takoe
3K30TMYECKOE YCTPOWCTBO, KaK
nucTornet. Mon, Hen3BecTHo, B
Clyyae HeLUTaTHOM Nocagku — B
KaKoii CTpaHe OKarKeTcA crycKae-
MBIl annapar, U Kakas BCTpeya
¥OET KOCMOHAaBTOB. KareTca,
KTO-TO W3 reHepario., oneKaB-
LLIMX KOCMUYECKYIO MPOrpaMMy,
[are OTKPbITO 3aMKHYNCA NPo
Yrpo3y NonacTb Ha KUTaCKyto
TeppuTopuio. Begb B 1960-x
OTHOLLIEHWS BYX CTPaH bbinn
Ha To4Ke 3aMep3aHuA. A BCKope
CTPALLHbIV COH «CeCTb HEM3BECT-
HO Kyaa» OCYLLLeCTBUSICA, Koraa
3Kuna JleoHoBa pyxHyn B 6e3-
JII0OHYI0 Talry Y HECKOJTbKO OHEN
BbIXKMBaN — KCTaTu, HeAABHO
3TO CTasIo CIOXKETOM KacCoBOI0
6nokbacTepa.
«HKodeitHa B none» KuTackoro
ZebiotaHTa CAodars LLn ganexa
oT 6e3ayMHO 60APOCTM OCTPO-
CIOMKETHOIO KWHO, XOTA perkuccep
W UrpaeT C KaKMMU-TO ero npu-
MeTaMu: NporaBLLMe OEBYLLIKY,
HaMeKW Ha MaHbAKa 13 KpacHoro
rpy30BUKa... 3aT0 «TOYKa 3aMep-
3aHuWA» B ero ¢pubMe Gr3nIecKm
OLLYyLLLAEeTCA — MPOMO3ITIbIN X050
KaMEHUCTbIX MyCTOLLIEN, FAe Ho-
Yblo He corpeTbeaA 6e3 KocTpa, Aa
W CONHEYHbBIM IHEM He CIIULLIKOM-
TO YI0THO. BoobLuie, 310 6osblue
TMOXOMe Ha «BblcaKy Ha Mapc,
YeM MHble KOCMUYECKME 3Momeu,
MOTOMY YTO MeN3arM KUTaNCKOro
CceBepa BbIMMALAT TPEBOKHEE
No6oV YyrKOM NNaHeTbI.

Jlokaumu - camble cKynble:
KpacHOBaTbIe MyCTbIHW, 6e3-
¥KM3HEHHble XaliBeu, OHEM
HanoMuHaloLLye 06 amepu-
KaHCKOM poya-MyBM, @ HOYbIO
noAcBeuYMBaloLLIMe 3aHUIA NaH
3aTeMNIMBbLIMU OTHAMU AanbHO-
601MHbIX KapaBaHoB. Kpyrnan
Kancyna poccuickoro «Cotosay,
NeralLas B nose: NoKa ee ULLyT
M0 CaMbIM 3a6pOoLLEHHBIM CTe-
NAM Ha rpaHuue ¢ MoHronuven,
BOT OHa, B ABYX Lwarax ot KIM
nnaTtHow foporu. Ha akpaHe,
CMEHSAACh, [Be Napbl: OEBYLLKY,
KoTopble paboTaioT Ha 3ToM KIM
1 MEUTaIoT O NYYLLIEN HU3HU, U
MYUYMHBI Ha pa3gosi6aHHOM Nin-
Karle, CBA3b KOTOPbIX 06BACHUTL
cnorHee. 310 1 cybnMMUpoBaH-
Hble OTHOLLEHUA «OoTeL, — CblH»,
W OT3BYKM CreL3aaHus, oT4ero
perynAapHo BCMIbIBaET «TOBa-
pULL», U MOMbITKa coexaTb apyr
OT Opyra, NoTOMy YTO CTOf-
HEeBHaA MbITKa UX MUCCUN YKe
HeBbIHOCMMa.

MyumHBbI ULLyT «Coto3» 1 poc-
CUIACKOro KocMoHaBTa. [leByLu-
KW B 3TOM Kopabsie KopoTaloT
HOYM — U306parKaloT KPacuByio
¥M3Hb NPU CBEYaX, a MaBHOE,
BapAT Kode. 0HdaHbL BepHynacb
Ha Manyto poauHy HelaBHO — B
LLlaHxae paboTana B KodeltHe,

W, KarKETCA, puTyan ¢ 3aBapu-
BaHWEM U CMaKoBaHWeM Kode
370 NocnegHee, YTo OCTanoch

OT MpoBasmMBLLEeNCA MeuTbl. Te,
KTO ee OKpYMaloT, OTHOCATCA K
37OV MeYTe BroJIHe TPeneTHO

— Kaw bl UX [MOTOK Mano3HaKo-

MOr0 HaMWTKa TaK TOPHECTBEHEH,
6yaTo 3T0 NpUYacTye.
OHO U ecTb: cHerKaTb XO4ET KarK-
ObllA, XOTA, KaK [oraablBaeTca
3puTenb, y BCex [Opor oTcloaa
OAVH GUHWLL, Yepes KpacHbIN
rpy30BUWK UK 6e3. B saHpoBoM
KWHO nofo6Hoe OLLyLLieH e
4acTo NOAKPENIAIT BpeMEeHHOM
netnei. 34eck 310 U He TpebyeT-
cA: 0AuH LeHb l0HbaHb Noxo Ha
Zpyrou, ¢puLLKa — CMaKoBaHue,
4acTo Ha NoBTOpe, TaKMX 3J1e-
MEHTOB, Iie camoe 0bbifeHHoe,
OT 3aKaTHOM KPOMKM CONHLA
[0 Mpoe3[a cTaporo aBTobyca,
winudyeTca [o BU3YanbHOMO Co-
BepLUEHCTBa.
Moxanyit, Caodarb LLn cobupa-
€T CBOI0 «MYCTbIHIO» U3 KYCOYKOB
rPE3 0 OpYrom HU3HW — Bedb U
KOCMOHaBT — CBOEro poJa TMnmy-
HaA MeuTa 13 npotunoro. Bmecte
C TPECKY4MMU pparMeHTaMm
pagro3¢u1poB Unu ayanoa-
HEBHUWKOB, KoTopble OHdaHb
CIyLLIAeT Ha CTapoM MarHUTodo-
He, B G1nbM BOPYr NPOPbLIBAIOTCA
KynneTbl, CTUXM 1 MOHOJIOMM Ha
PYCCKOM — KaK NPUBET COBETCKOM
KWHOrePOUKE U TOXKE, NO-CBOEMY,
MeuTe. [1nA KOro-To Lar K
MeuTe — APKO-KpacHas nomaaa,
[NA KOro-To — HOMepa AHew,
3anmMcaHHble Ha 60pTy NblbHOro
M1Kana, a AnA Koro-To, KOHEYHO,
Kode. HvKaKoM KodeiHn B
KOCMWUYeCKOM Kopabrie, KcTaTi,
TaK U He OTKPbIBAIOT — TaM NPOCTo
cracaloTca OT Hallev MapcuaH-
CKOW peanbHOCTU.

HUzope Cacenves



HEBbIBAJIbLLUMHA

CRACTIENIOE! BKYC (V1) / PEXK. JIE BAO

— 3puTenio HenNpocTo pasaenuTb B
BaweM ¢unbMe peanbHOCTb, BOCMIOMU-
HaHWA, MeyTbl. A Bbl KaK peruccep Ux
pasnuyaete?

Jle Bao: Pa3Hble OLLyLLIeHMA BO3HMKAIOT
O[HOBPEMEHHO. IMOLIMK, BOCTIOMUHAHWA,
YTPaThl KpaliHe BarHbI ANA KarKaoro
nepcoHara. OHM UCMbITLIBAIOT 0AMHOYe-
CTBO, MPYCTb 13-3a TOrO, 4TO KOMO-TO B UX
ceMbe HeT. HanpuMep, YenoBeK cTpafaeT
OT TOr0, 4TO ero CbIHOBEM HET PALOM.
HeHLLMHa ¢ ANMHHBIMM BOSTOCaMU eLLé
He UCMbITEIBANa yTpaThl B HU3HK, HO U
OHa OLLLyLL|aeT HeOCTATOK Yero-To B HEM

caMoli. [1epcoHarKm TOCKYIOT, UM OMHOKO,

HO Al He XOTeN BblABUraTh 3TN YyBCTBA
Ha nepBbIi NnaH. Korga y Yenoseka

€CTb BOCMOMMHAHWA, KOrda OH MOMET
BCMOMMHATL TeX, KOr0 YXKe HeT pAaoM,
3TO MPeKpacHbIn MOMeHT. HeHLLMHa ¢
ANMHHBIMK BOIOCaMK 0CTanach 0fHa B
[I0Me, HO OHa FOTOBUT, YTO-TO HaNeBaeT U
Hacna4aeTcA 3TMM MOMEHTOM

- 06cTaHOBKa, B KOTOPOIA 3TO NpoMC-
X0[AUT, BbIMMAQUT U peasIuCTUYHO, U
CTpaHHo. 3To AeKopaumA?

— A xoTen NOCTPOUTL LieNbI HACTOALLN
MUP B CBOEM durbMe. BricTpomn cTeHsl

KOMHaTbl. A BOT Mebersib, NnpeMeThl bbiTa
- BCE HacToALLee. B Lenom ¢puibm odeHb
MpOCTOW, KaMepHbIN. A x0Ten pacckasaTb
0 KpacoTe HerHbIX YyBCTB, CKPbIBAOLLIMX-
CA B OAMHOYECTBE W IPYCTU, O YesloBe-
YeCKMX cTpaxax. HeHLLMHa HMBET ogHa

B 1EPEBAHHOM [JOMe Ha 3a6pOLLIEHHbIX
3eMnAx. Y Heé HeboraTtaA 06CTaHOBKa,
[epeBAHHaA KPoBaTb W AepeBAHHLIN CToS.
Bcé ato nognmHHoe. Ho Becb oM — 6yaTo
13 CHa, U repouvHsA ByATO HMBET BO CHe.
El He xBaTaeT cblHa, My»a. OHa cnoBHO
MeUTMPYET BO CHE.

- «CTpaHHOe» NPOCTPaHCTBO JOMOSHA-
€TcA «CTpaHHbIM» BpeMeHeM. KaK 3Toro
yaanocb gobutbca?

— A He XOTeN CAIMLLKOM KOHLIEHTPK-
pOBATLCA Ha TEHEHWW BPEMEHW, Ha
BOMPOCaX, CKOIbKO YaCoB WK CYTOK
MPOXOAAT B pa3HbIx 3MM304ax. MeHn
6orbLLe MHTEPeCoBasv YyBCTBa Nepco-
Harkel, camo noBecTBoBaHMe. Ho Korma
MULLIeLLb CLIEHAPWIA, MPUXOAMTCA OyMaTb
0 BpemeHw. [py HanmcaHwm cLeHapws A
pazgenun dunbM Ha Tpu YacTu. B nepsoit
repou BCTPEYAIOTCA, MOMy4atoT 3a4aHue.
Bo BTOpOI1 OHW BriepBble cobupatoTcs Bce
BMecTe B [JOMe, 3T0 3aHMMaeT [Ba AHA U

MIFF JdHILY  maner B «okTAGpe»

HOYb, HO A HE XOTeN MOKa3bIBaTb 3pUTESI0
370 BpeMA «byKBarbHO». B nocnenHei
4acTW OHM BO3BPALLIAIOTCA K CBOel 0BbI4-
HOW I3HW, @ OLLLLIEHME NpoLLeaLLero
BPEMEHM OCTAETCA Y HUX B MaMATU KaK
KaKoe-TO HEeACHOE BHYTPEHHEe YyBCTBO.
OHM BEPHYNMCb K MPMBLIYHOMY PUTMY U
OOMKHbBI OCMBICIIUTL BCE CBOM MEPEKM-
BaHWA.

- KaKue aMouum, no-BalueMy, [omKeH
MCMbITaTb 3pUTeSib, YTO OH AOTHKEH
NoHATL?

— A YenoBeK 3aCTeHYMBBbIN, MHE CIOMH-
HO 06paLLIaTLCA BOT TaK K 60/1bLLIOMY
Konu4yecTsy Niofdei. MHe npoLLe cToATb

roe-HUBYOb B Yrofike 1 KypuTb CUrapeTy.
MHe 6bl X0Ten0Ch, YTobLI OT MPOCMO-
Tpa ¢punbMa He 0CTaBanoCch CINLLKOM
MPaYHOro YyBcTBa. OAMHOKME HEHLLMHBI
YKMBYT TOMBKO B CBOEM [JOME, HO B MeYTax
OHW NPeACTaBAAIOT, YTO KTO-TO NMPOCTO
NOOONAET M MPUKOCHETCA K HUM, MPUKOC-
HETCA K X Ko¥Ke. B KoHLe durnbMa oy
BHOBb MOrPYMaIOTCA B CBOV AMOLIUM.
KarkeTca, byOTo KTO-TO yHKe MPULLIEN 1 06-
HAN UX. XOTA OHW MO-MPEeHHEMy OCTatoTcA
O[IMHOKMMW. HafietoCb, 3puTent yBuaaT
OMTUMUCTUYECKYIO CTOPOHY 3TOr0 GUrbMa.
Uumepasio senu Aca KonoduscHep
u lMemp LLlenomuHHUK

HOYHAA
I-(PACABM LA

BVDOPYIA 30114
YEPHAA MELTY3A ( MA TASMAA KEN ERRIH) /
PEM. IOCCEQ® LLIEBBEW, UICMA3/

I0XKeT 3Toro ¢pumbMa — U3 Tex, KOTopble peLieH-

3eHTaM He CTOWT NMepecKasblBaTb, MOCKOSbKY

HEXOPOLLIO JILLIATbL 3puUTesieil BO3MOMHOCTU BCe
YBUAETb CBOMMU COBCTBEHHBIMU IT1a3aMu1 U OLLEHUTb
CBOMM YMOM. CKarKeM TOJIbKO, YTO 3TOT LLIOKMPYIOLLMIA
CIOYKET CKNaablBaeTCs U3 [eBATU HOYel IMaBHOM repo-
uHY Happl, KoTopas 3axoauT B 6ap, yBrieKaeT ¢ coboi
O[HOT0 M3 MOABLINMUBLLMX KITMEHTOB U1, EC/IM OH eLLle
B COCTOSIHW W FOBOPWTb, BbIC/TYLLIMBAET €0 UHTUMHbIe
npu3HaHuA, 6epa Ha cebs posib MONYanMBON KOHU-
JeHTKM. A fanblue HaYMHAEeTCA CaMoe UHTEpPECHOE. ..
Y «YepHoit Mefly3bl» [jBa peruccepa-nocTaHoBLLMKa —
tOcced LLe66m 1 McMasn, o6a MyumMHbL. Ho ¢mnbM no
CBOEMy MOoChI/y HaNoMMHAET paauKanbHbIA peMUHUCT-
CKMIA MaHUGbECT, MOCKOSIbKY paccMaTpuBaeT NoBefeHve
repOMHM KaK BO3ME3[ME MYHCKOMY MUPY, TaK [0/
NpaBuBLLIEMY MaxOBUKOM MUCTopuK. CerogHs aToT
MaxoBWK 4aeT 06paTHbIN X0 — JarKe B TakUX CTpa-
Hax, Kak TyHuc, roe Tpaauuma cunbHa 1 aBTopuUTapHa.
BMecTe ¢ TeM He CTOMT 3a6bIBaTb, YTO 3Ta CpeAMU3EMHO-
MOpCKas 3eMJ1 3Hasa U neproabl CBo60AHbIX HPABOB,
€LLle He 3aKpenoLLeHHbIX GyHOAMEHTaNMCTCKOM
Mopasbio.
Hapa daHTacTyeckm KpacvBa 1 NpaKTUYecku bec-
C/I0BECHA, [ae C Nofpyroi obLaeTcs B OCHOBHOM
nocpeACTBOM 3C3M3COK. [py 3TOM repouHs, YbA
OCHOBHaA [eATe/IbHOCTb Pa3BOPa4VBaAETCA BEYEPOM U
HOYbIO, AHEM paboTaeT pejakTOpPOM B U3LaTesNbCTBe.
«HoyHas KpacaBuLa» NIOBUT UCKYCCTBO U B 0AHOM U3
3N13040B NoceLLaeT TYHUCCKUA My3el bapgo, 3Hame-

HUTBIV CBOWMM BEJIMKOJIENHBIMUA PUMCKMMU MO3aUKa-
Mu. Ha oiHo# 13 HUX M306parkeHa 3noBeLlan Menysa
loproHa, oHa-To v fana HaseaHve GpunbMy. Myseit
TaKKe neyvasnibHoO 3HaMeHUT TePaKTOM, B pe3ynbTaTe
KOTOPOTO OT PYK paaMKaribHbIX UCIaMUCTOB Normbsio
ABafLaTh TPY YernoBeKa. 3To CITy4MnIoch CNyCTA BCEro
yeTblpe rofa nocsne «ApabcKoi BeCHbI», 3axXBaTUBLLEN
cTpaHbl CeBepHoit AGppuKKM, npuyeM TyHUC 6T B 3TOM
CEPUN MUPHbBIX PEBOJTIOLIUIA MEPBBIM.

YBbI, cTpaHa He ctana nocne nobegp! «HacMmHoBomM
peBosIioLLMM» 0BUTENBI0 MMPa W CIOKOWCTBUA, OHa pas-
OvpaeMa MHOIMOYUCIIEHHBIMU MPOTUBOPEYUAMMU, B TOM
yucre KOHGIMKTaMM Mexay HOBbIM MOKONIEHUEM, OpU-
€HTUPOBaHHbIM Ha eBPOMeNCKMe LLIEHHOCTU, U CTOPOH-
HUKaMK naTpuapxanbHbIX Tpaauumin. B ator atMocde-
pe 0XK1O3AeMO NPOUCXOAAT BCMbILLKM HacunmaA. IMeHHo
B TaKOM KOHTEKCTe Haflo paccMaTpmBaTh — NMPUYEM He
6yKBasNbHO, @ MeTaQOPUUECKM — CIOMET KapTUHbI.

Yr0 KacaeTcA KMHeMaTorpaduyeckoro peLLeHus,
OHO B 3TOM YepHo-6e110M ¢uibMe CTUNM30BaHO MO,
Lienbli pAL KNacCUYeCcKMX HaHpoBbIX GopM — oT
aMepUKaHCKOro Hyapa 1 gppaHLy3cKoro nonapa
[0 UTanbAHCKOro fAKansio. JIlo6onbITHO U To, YTO
KOCMOMOJIUTUYHBIA FOPOA, C X0NT0AHLIMU OGUCHBIMM
30aHNAMM NoKasaH B gyxe MukenaHareno AHTOHWO-
HM, HanoMuHana 1 PUM ns «3atMeHunA», U PaBeHHy 13
«KpacHo# nycTbIHM». 3T1 06pasbl HeBbICKa3aHHbIX U
HEUCMOSTHUMBIX KenaHun KpUTuK Maina Typosckaa
ornpefesnivna B CBoe BPEMA KaK «KPacHYI0 MyCTbIHI0
3poTusMar. To, YTO B UHTENNEKTyanibHOM eBponen-
CKOM KUWHO MpOLLJIOro BeKa 66110 NpegyyBCTBUEM
JeryMaHu3aLmm, pacrnaga YesioBe4eckux cBAsen, B
CerofHALLHEM, BO3HUKAIOLLEM Ha TeppuUTOpUAX Opy-
rMX KynbTyp, CTAHOBWUTCA OMoO3HaBaTesIbHbIM 3HAKOM
6ypHbIx npoLieccos uctopum XXI Beka.

EneHa lMnaxosa




FOJTYB0U AHTEJ

MPOrPAMMA POCCUVCKOI0 KMHO
CEBEPHbI/ BETEP / PEXS. PEHATA NTB/HOBA

- CocToAHMe CbeMOK — ecTecTBeHHoe
ana Te6a?

Pernama JlumaeuHoaa: Tbl NofcarmBaellb-

€A Ha 3T0. Y TebsA HET NIMUHOM HU3HK, HO Y
Tebs ecTb COCTOAHME CbeMOK. Thl Kyada-

TO NepeTeKaelLlb, 1 3T0 HAYMHAET bbiTb
06pa3oM Hm3HWU. OueHb yaobHo. Ketaty,

A ceyac o4eHb MHOMo YnTaio Npo Pen-
JIMHW. W Bedb OH ¥e NpAMO TaK 1 un. Ho
Toraa 6binv BonLLebHble BpeMeHa, Korfa
He 6bIN0 3TUX BU3HEC-MPOEKTOB, Koraa
MPOAOCEPLI MOMTIM 3aMyCKaTb PEHNCCEPOB
6e3 cueHapues. /1 3To Bce Aenanock Ha
KoneHKe. ®ennnHL He 3Has, Kakme Cnoea
6yeT roBopuTh repoit. M oHn roBopmnu:
pas-aBa-TpU-YeTblpe-NATb-LUeCTb-CeMb.

A, KCTaTw, caenana noceAweHne QennmHn,

Koria repouHA rOBOPUT: «Tbl MOKeLLb Mo-
rOBOPWTbL CO MHOM XOTA Obl MOAIMUHYTHI?».
W repoit otcumTbiBaeT 30 cekyHA.

- Oa, B punbMe Boob6LLE MHOIO LpP.

— [No33uA — 370 ToHe MaTeMaThKa. Bbl

e 3HaeTe, 3TW AMObI, Xxopew... CoBa
CKNnagplBaloTcA B puTM. W arke Korga A
peneTupylo, A BCe paBHO Npefsiaraio: Haao
roBopuTb ¢pasbl B pUTM. Bbl mepectaBunm
O[HO C/OBO, U ppa3a TepseT CBOI CUITY.
TaKe pUTM ecTb B ABUHEHUN. BbipesaTb
KaKue-To MyCToTbl, MPOBasibl — 3TO O4eHb
BarkHO. Korga HeT 3Heprim.

Ceitvac s peneTupyio B TeaTpe, B HEM TaK
BaMHO, YTObbI He BblN10 HECCMBICTIEHHBIX

nays. |-|0TOMy YTO B KMHO A MOT'y /X Bblpe3aTb,
ecnn coenartb prI'IHbllh nnaH Uan yTouHeHne,

a TaM Tbl BCe JOMHKeH AenaTb LWMPOKMMM
HecTaMu. 3T TaKoe BeYHOE KIMHO, KaK Y
YannumHa, KoTopbI NOCTOAHHO CHUMAN 06-
LLIMM NnaHoM. W, KCTaTu, TaM 04eHb CTpadan
oreparop, Korga cHuMan ¢uneM «Benmkumin
[OVKTaTop». YanaunH ctaBun Kamepy 1 roBo-
pun: «He Hapo Tporatb Kamepy. A caM byay
OKOMO Hee XoauTby. OTroHAN onepartopa.
CumTan, 4To He Hago eMy MeLLaTb.

- Ho TBOA KapTMHa BbIMMAQUT CKopee
XaoTUYHOM, YeM MaTeMaTU4eCKoWN.

— Bonbluan YacTe dpuneMa NprxoamnTca Ha
cocToAHMe xaoca. Korga HaunHaIoT FrHUTL

nosnA, Korga 3ty 3eMiio, 3T CeBepHbIe NonA

noKknaaeT MNoboBb, — Ha4YMHAEeTCA Xxaoc. 3T0
MOA HM3HEHHaA TeopKnA, YTO Korda Bac HU-
KTO He J0bUT, Bbl HUKOIO He NlobuTe, Ballla

HM3Hb BeccMblcnieHHa. Ee oxBaTbiBaeT

rHueHWe. Koraa y Bac HeT npaBun 1 nopAa-
KOB, HET M CMbICNa Hu3HU. OUbM 06 3TOM.
1 0 TOM, YTO eCTb He3aMeHUMbIe NIoaun, eCTb
Mo60Bb, KOTOPYIO HEMb3A HUYEeM Noame-
HUTb. Kak 6bl Thl HU CTaparncA caenatb Bua,

YTO Thl BNIOGSIEH B KOMO-TO apyroro.

Uumepaoio senu Aca KonoduscHep
u lMemp LLlenomuHHUK

UCKATEJTU NPUKNIOYEHNI

MOJIObIE 1 KPACKBBIE
OETVI COMHLIA (KHORSHID) / PEXK,

- Bbl cuntaete ¢uHan dunbma cyact-
nvBbIM UnK HeT? U novyemy?

Madxcud Madxcudu: A gymaio, UTo 370
HeYTo cpeHee. A Haxo4WT COKPOBMILLLE,
HO He TO, KOTOpOe McKarn. 3To MeTadopa,
anneropuA: COKPOBULLIE, KOTOPOE OHU
WLLIYT, HAXOAMTCA BO BHELLIHEM MUpe, HO
HaCTOALLIee COKPOBULLIE — BHYTPM HUX. U
Ann 370 NoHMMaeT. BoT modeMy B KoHLe
GUnNbMa OH MPUHOCKT LLIKOMBHBIN KOMo-
KOJT, KOTOPbI AMPEKTOP M paHbLLe MbiTasn-
€A BOCCTaHOBUTL. HO MOMEHT A1A 3TOr0,
HaKoHeLL, HacTan. B TakoM ¢uHane ectb
aBe naew. Nepsan — cBoero pofda curHarn
TpeBor AnA BCeX, /1A 3pUTeNs: ecriv Bl
He No3aboTuTeCh 0 TaKMX LLIKOMaX, Y BaC
He ByZeT LLaHca Nosy4mTb 0bpasoBaHye.
[Mo3ToMy HaM Hy*KHO paccMaTpuBaTh

3T0 KaK NpobreMy v peLuars ee. Bropan
naen — B TOM, KTO 3TO JeflaeT BMeCTo
anpekTopa LwKosbl. [MovemMy Ann xoueT
MPWHECTU B LLIKOIY Konokon? MNoToMy YTo
OH MOHAT, YTO HaLLlesT COKPOBULLIE BHYTPU
cebA, peLLn NPOLOMHMTL CBOe 06pa3o-
BaHWe, OH XO4eT, YToObI LLIKOoNa paboTana.
TaK YTO 3TO He TaKoW YK MIOX0MN BapnaHT
cyacTmBoro ¢puHana.

- KaK Bbl UICcKanu 3TUx 3ameyaTenb-
HbIX Manb4ymMKoB? YTo Bbl NbITaNUCh OT

MAOHRWO MALNLON

HUX MOJTy4nTb U YTO Bac y6eauno, 4to
Bbl6Op NpaBUJIbHbIN?

— CaMan C/IoMKHanA YacTb KMHOMPOW3BO-
CTBA /1A MEHA — 3TO MMEHHO KaCTUHT,
NO3TOMY HaM Hy*KHO BbIN0 MOCMOTPETb

MoYTU YeTbIPe ThiCAYM AeTei, YTobbI
BbIOPaTL MOAXOAALLIMX MaTIbYMKOB U
ZeBoyeK. Ho nuLb nonosmHa paboTsl
3aK/I04aeTCA B TOM, UTO6b! yBUAETL
3TOT MOTEHLMan, KOTOpbIA eCTb y AeTei.
OcTanbHaA YacTb paboTbl — B TOM, YTOObI
peanun3oBaThb 3TOT MOTEHLMAN, MoYyB-
CTBOBaTb TanaHT U paboTath C HUM Co
BCEM CBOWM UCKYCCTBOM, KOTOPBIM Bbl
obnafaete Kak permccep. OcobeHHo 310
BaXKHO OJ1A peanu3aumm noteHuMana
HenpogeccuoHanbHbIx aktepos. C Anm

6bI10 04EBMOHO, YTO OH OYEHb TaNaHTMB.

370 bbina TAMKENan paboTa, MOTOMy YTO OH
HenpoCToM NapeHb. Ho A ¢ camoro Hadana
3Har, YTO pe3ynsTar bydeT bnecTALLmM.
ObeLLiato, B brirkaiiLLeM byayLiiem oH
CTaHET MPaHCKOM Cyrep3Be300M.
—BblI YyBCcTBOBaNM, YT0 3T MaNbYMKK
pacTyT Bo BpeMsi CbeMoK ¢punbma?
Kakue n3MeHeHUA Bbl B HAX 3aMeTU-
m?
— Ha ynuue 31v et Bcerga Benm ceba
HeyBarM1TeNIbHO, OHM arpecCcMBHO Nog-
XOAWM K MalLMHaM, 4Tobbl MoMpocuTb
[OeHer MY NoMbITb T060BOE CTEKNO
npoTMB BalLer Bosn. OTHOLLIEHWe K
HUM TaKOe HKe: Mbl UTHOPUPYEM UX MNn
arpeccMBHO NMPOCUM KX MOWTU Kyada no-
nanblue. VIx HMKorda He yBaranu, 310
€NHCTBEHHbIM U3BECTHBIN UM Crocob
006LLIeHNA, UMEHHO TaK, Mo UX MHEHMIO,
UM crielyeT OelcTBoBaTh. Bectn cebn
TaK — ANA HUX 3Ha4YMT BecTW Bopbby 3a
CBOIO *M3Hb. HO A OTHOCKNCA K HUM C
YBarKeHVEM.
B nepBble e OHW, Korga oHW Npuxoan-
N, TO Cbefanu Bee, YTo bbIS10 Ha cTone.
Ho mocTeneHHo yBmaenu, 4to MoryT
BbI6MPaTL TO, 4TO 3axoTAT. VX nosefe-
HMe Ha4ano MeHATbCA. OHM NPOABMUIN
yBarKeHve B OTBET Ha TO yBarKeHue,
KOTOPOE A BbICKa3blBasl K HUM, 1 4N1A
MeH#A 6bI/10 04eHb BaHKHO BUOETb 3TU
nepeMeHbl. 3T0 He e AMHCTBEHHOE M3Me-
HeHWe, KOTOpOoe HAaNno UX Ha CbeMoY-
HOW NoLLaaKe, Ho, MOMET bblITb, 0AHO
M3 CaMbIX BaXKHbIX.

UHmepaoio genu Aca KonoduxcHep

u lMemp LLlenomuHHUK



FOPOACKOMN POMAHC

KOHKYPC LIOKYMEH TASTLHOT O RHO

B/1103 [A/1A TEFEPAHA (UN BLUES PARA TEHERAN) /

PEH. XABBEP TOJIEHTVHO

unbM XaBbepa ToneHTUHO

YCTPOEH He0BbbIYHO — CIIOBHO

WIIOCTPUPYET TE3UC, YTO Ntoban
CYMMETPWA ECTb CMEPTb, @ FrapMOHUA
TOXe YeM-HMbYab Aa YpeBarta. YcTonB-
LUKCb, Bpofe Obl, B ¥aHpe CMoTpa caMo-
[eATeNbHOCTY — CaMoMNpe3eHTaLuii 1
BbICTYM/IEHUI YINYHBIX MPAHCKUX Fpynr,
a TaKMe LUMPOKOro Kpyra TBOPYECKMX
Niofeit Boo6LLe, BO BTOPOW MOI0BUHE
OH 0bpeTaeT BAPYr M1aBHOMO repos U
Mo-HOBOMY NOACBEYMBAET BCE TO, YTO
6b1S10 HaM TOJTBKO YTO paccKasaHo 06
UCKYCCTBE U TBOPYeCTBe.
BripoueM, ¢ 3TOro e repos HauMHaeT-
€A — MoJloo1 obanTenbHbIN Hopoaay,
KOTOPbIV MOKa eLLe HUKaK He Ha3BaH,
efeT no ynuuam TerepaHa B CTapeHBEKOM
«[Mexko» u cnywaet paguo. C pasgpa-
YKEHWEM LLIapUT N0 KaHanaM, NoToMy YTo
Npeo6nagaloT pesIMrMo3Hble U ATHUYe-
CKue necHoneHus. O6HapYHUB YTO-TO
6oree acTpaHoOe 1 COBPEMEHHOE, MUHYT
[ecATb 3aBOPOMEHHO NoaneBaeT — Bce
3T0 BpeMA YT, NapKyeTcs, rae-To Ha
3a[iHeM NaHe MHOroobpasHbiin TerepaH,
KOTOpGLII MO3}Ke Mbl 6yneM paccMaTpu-
BaTb M C BbICOTbI MTUYLErO MNoseTa. ABTop
NoBYeTCA UPAHCKOM CTONULIEN, KaK
NlobyeTcA 1 My3blKaHTaMu, XY4OMHUKaMU

EJIbCKNX

W pernccepamm, KoTopble yBieYeHHO
paccKasblBaloT 3puTesio 1 Apyr opyry,
yeM 3aHuMaloTcA. HeMHoro BbibrBaeTcA
Mo BO3pacTy, B3rMAAam 1 pody feATeslb-
HOCTW TOJNTbKO CTapblii pbibaK U3 pasen,
HO M OH B KOHLie CBOEro 3Mn13oa crnoet
HapOAHYI0 YacTyLLKy B Oyxe «MuMo
TELLMHOro AoMa A 63 LLYTOK He XOMy».
lMocTeneHHo CKNaabIBAeTCA M CKBO3HOM
CIOMKET, [aIEKVM OT KPACOYHOM OTHPLITHM
InA TypucToB. [leByLUKa-nesuLa cnpalumn-
BaeT y BceX, noveMy B MpaHe Tak [onro
ObINT 3aMpeLLIeH HEeHCKUIA BOKan Ha acTpa-
e, «Beflb MyMUMHbI, KOTopble MPUHUMaK
peLLieHVe, TOXeE POC/U Ha MECHAX CBOUX
MaTepeit», Ho Y COBPAaBLLIMXCA HET OTBETA.
[NapeHb-perkuccep Harnyetca apyry,
Cny4aitHo BCTpeyeHHOMy B 6apbepLuone,
YTO CEMKM ero GpubMa o0CTaHoB/EHbI:
JeHbr1 HaLLK 3a pyBeroM, Ho UpaH-
CHVe 3aKOHbI He MO3BOSIAIOT MPUHUMATL
MHOCTpaHHoe GpUHaHCUpoBaHue. PebsTa,
co3gatoLLye rpadduUTH, XBaAT 3CKNU3bI
Zpyr pyra, Ho K uaee BOMIOTUTb WX Ha
CTeHaX U/ YCTPOUTH BbICTaBKY OTHO-
CATCA OCTOPOMKHO — MPMBOLAT 1 TaKoM
apryMeHT, uto Nofo6Hoe TBOPHECTBO
CYMTaETCA BaHOAIM3MOM BO BCEM MUpE.

M pare ¢ HenuHbIM fe[0oM-pbi6aKoM,
KOTOPbII TOJBKO YTO pacckasbiBan o
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CMEpTU CblHa U pyran 34eLUHIo0 TPYLL06-
HY!O *W3Hb, MPOMCXOAMT BAPYI CTPaHHaA
MeTamopdo3a. TPYAHO MOHATb, B KaKOM
MOMEHT, HO B3[J1AL €ro CTEKNIAHEET U OH
Ha4WMHaeT TPaHCNMPOBATb YTO-TO TUMA
MECTHOW NporpamMMbl «BpeMs» — 0 ToM,
YTO KOpabn aMepUKaHLLEB MOTOHYT, eCn
TONBLKO CYHYTCA B 3a5MB, a eLLie B MpaHe
6ypHoe pasBuTUe HayKU.
3nu3oapl M3 6apbepLuona UM KoMHa-
Tbl NOAPOCTKOB YepenyloTcA C YeM-To,
MOXOMWM Ha COBpaHMe aHOHUMHBbIX
anKOro/MKOB, FAe YNUYHbIE My3bIKaH-
Thl PACCKa3bIBalOT, KaK OHW NPULLIX
K TaKOMy Crocoby caMoBbIparKeHHA.
Bopogay 13 MalumHbl — 3pdaH — npu-
3HAETCA, YTO HEe MOHWUMAET, YTO OH
3[ecb AeNaeT, BbIXOAWUT U3 KOMHATbI U
CTaHOBMTCA IMaBHbIM repoeM BTOPOW Mo-
noBUHbI dunbma. 06LLaeTCA ¢ AeBYLLKOM
B NapKe, KOTopaA BECESI0 KPUTUKYET ero
NPVKWL 1 COBETYET 0[1eBaTbCA MHAYe.
3aTeM [oMa NpY3HAeTCA POAUTENAM, YTO
HVKOT/ia HE MEHUTCA, HO He pa3BMBaeT
31y Temy. Obep ¢ poauTenaMU — [ONTUA
W KNI0YEBOM 3MM30[, Pa3roBop O TOM, YTO
IpdaH X04eT CHUMATb KUHO, KOHYaeTCA
Bornpocamu «4T10 Bbl 060 MHe AyMaeTe Ha
camoM aene?» — U GaKTUYECKU YX0O0M
0TLia ¥ MaTepu OT OTBETa, HECMOTPA Ha
BCIO PUTOPHMKY B AyXe «YX Tbl HaLLe co-
KpoBULLE». Mbl MPUBLIKAMW K FOCY[apCcTBY
KaK K rM1aBHOMY, a TO 1 eAMHCTBEHHOMY
CY6BEKTY LIeH3YpbI, HO Tensibli cemMeid-
HbIM PUHaN yAYLIEHWA B 06BLATUAX KaK
6bl HaMeKaeT, YTo co cBO6oLoM TBOpYeE-
CTBa BCe 06CTOUT FOpas Ao CloHee.
Mapura Borm

U* / AUDIENCE CHOI

MIFF JdHILY maner B «okTAGpe»

Konnekuwa yrpatuenuii Color oBenup-
HOW KoMnaHuM Mercury nononHunach
YHUKaNbHBIM KOJBLLOM C CUHUM candu-
poM BecoM 39,27 Kapara.

KpynHbii candup pogoM us LWpu-NaHkm
OTIMYAETCA NPUPOAHOW KPacoTom U
ecTecTBeHHbIM LiBeToM. OH He noaBep-
rasncs npoleaypaM obnaropamBaHus.
LlelnoHckme cuHme candupbl cnaBaTcA
6oraTbiMu1 OTTEHKaMU M NPO3PaYHOCTbIO.
IMpw 3TOM, YTO6bI NOMYYUTL OBasbHbIN
cangup TakMX BbICOKMX XapaKTEPUCTUK
BECOM MpaKTh4ecku 40 Kapart, Heobxo-
OVMO HaWTU B NpUpoe AparoLeHHbI
KameHb Becom oT 80 go 100 Kapar, yTo
cuuTaeTcA 6onbLLON yaaqe.

KonbLo Mercury ¢ candupom sBnsetca
NPMMePOM KNacCcU4ecKoro AnsanHa, rae
LieHTPasbHbLIM 371EMEHTOM CTaHOBUTCA
KPYMHbIA paroLeHHbIA KaMeHb. bpun-
NMaHTbI, 06paMNAIOLLME YHUKANBHBIN
LIeMNOHCKMIA candump, Moa4YepKUBaioT
ero npupoaHyto KpacoTy. OTpaman
MarnemnLmnii CBET U CONTHEYHBIE Jy4W, OHU
NMoACBEYMBAIOT LIEHTPasIbHbIA KaMeHb,
oTdaBaA eMy BefyLUylo ponb. 12 oBarb-
HbIX 6punnaHToB BecoM 6,16 Kaparta,
nheanbHo NofobpaHHbIX Mo XapakTe-
PUCTVKaM U pasmepy, CKaabIBaloTCA B
CYMMETPUYHBIN Y30p, HAaNOMUHAIOLLWM
MCKYCHOE KpYHeBO, CriNIeTEHHOE BOKPYT
HaCTOALLLero COKpoBULLIA.

KonbLo BbINosiHeHo 13 6enioro 3os10Ta
750 npobebl. K HeMy npunaraeTcs ceptu-
uKaT nognMHHoCTU Mercury ¢ yHUKarb-
HbIM MOEHTUGMKALMOHHBIM HOMEPOM.
Cangup cepTMOULMPOBaH LLBENLIAPCKO
reMMoJioryeckon naboparopueit
Gubelin.

CUHWM LIBETOK A BLUE FLOWER

#3ACPAHKA #DOGPOOPGIRL

MOCNEOHAA «MUITAA BEONTAPUA» LAST «DEAR BULGARIA»

BHYTPEHHEE CUAHWE THE INNER GLOW 4.10
YPEBO MOPA THE BELLY OF THE SEA 4,04
HEHLLMHbI THE WOMEN 4,03
OH HIM 3.90

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



CAFE BY THE HIGHWAY

HUANGYE KAFEI GUAN

COMPETITION
DIR. XIAOFAN SHI

Rumor has it that the first Soviet spaceships were equipped
with such an exotic gadget as a gun. The reasoning was that
it was impossible to predict where the ship would end up

in case of an emergency landing and what the cosmonauts
would find there. It seems one of the generals overseeing the
space program, even openly spoke once about the dangers
of landing on Chinese teritory. In the 1960s, the relations
between our countries were at the freezing point. Very

soon, the fearsome scenario of landing God knows where
came true when Leonov's crew dropped somewhere in the
middle of deserted taiga and had to survive there for several
days. Incidentally, recently these events were turned into a
blockbuster.

“Cafe by the Highway' by the Chinese debutant Xiaofan Shi
has nothing of the thoughtless vitality of a thriller, although
the director toys with some of its characteristic elements

like missing girls, hints to a maniac in a red truck... But the
freezing point is physically felt in the penetrating cold of the
stony deserts, where you need a fire at night to get warm and
the landscape does not look inviting even in the sunshine. It
looks more like a “landing on Mars” than what we usually see
in some of the film space epics because the landscapes of
Northern China look more disturbing than an alien planet.
The locations are austere: reddish deserts, deserted highways
which at daytime remind of an American road movie and at
night illuminate the backdrop with the lights of the long-haul
trucks. The reentry capsule of the Russian spaceship is lying
in the field. While the search is going on in the far-away
steppes near the Mongolian border, it is here, a stone’s throw
away from the toll station of a turnpike road. We see girls
who work at the toll station and dream of a better life and
men in a battered truck, whose interrelation is not so easy to
explain. There are hints of father-son relationships, echoes of
some secret mission causing the word “comrade” to resur-
face time and again, as well as an attempt to run away from
each other because the 100-day long torture of their mission
has become intolerable.

The men are looking for “Soyuz” and the Russian cosmonaut.
Girls wile away their night aboard the spaceship imitating
luxurious life by the candlelight and — most importantly —
making coffee. Yuanfang has come back to her home village
only recently; earlier she worked at a coffee shop in Shanghai
and it seems the ritual of making and savoring coffee is the
last remnant of her shattered dream. All those around her,
treat her dream with respect - every sip of the unfamiliar
beverage is as solemn as communion.

That's the way things are: everyone wants to escape but, as
the viewer can guess, all roads lead to the same finish either
passing through the red truck or not. In genre cinema this
sense is frequently heightened by a time loop. In this case the
device is unnecessary - every day in Yuanfang’s life is exactly
like any other. The trick is the extremely close attention to the
most commonplace elements, which are often repeated, like
the edge of the setting sun or the passing by of an old bus,
which are all polished to visual perfection.

Xiaofan Shi seems to be building his desert out of dreams of
another life. After all, a cosmonaut is also a typical dream of
the past. Alongside the cracking noise of the radio and audio
diaries which Yuanfang listens to on her tape-recorder, we

hear songs, poetry and monologues in Russian as a nod to
Soviet screen heroics, and also in a way a dream. For some
people a step towards one’s dream is epitomized by red
lipstick, for another it is the day marks scrabbled on the side
of the old dusty truck, and for someone it is coffee. Eventually
the spaceship is never turned into a coffee shop, it is merely a
place to take refuge from our Martian reality.

Igor Savelev

A DISTANT THUD
IN THE JUNGLE/
40 KM A LOUEST

DU PARADIS

TARY COMPETITION
DIR. CELINE ROUZET

Sounds of tam-tams, men and women of Papua New Guinea
are dancing and singing in their national attires, in bead
necklaces and feathers, with spears and clicks in their hands.
We see their faces and shoulders in closeups. As camera
pans, we see they are not alone - they are surrounded by
tourists with cameras. Smiling white ladies and gentlemen
eagerly snap pictures of the Papuans — the tangible flavor of
colonialism is what kicks off the film of the French journalist
Céline Rouzet.

Papua New Guinea, especially its mountain areas, is a popu-
lar destination not only with tourists but also with big cor-
porations, attracted by the country’s resources, its potential
and interesting economic opportunities. One day, ExxonMobil
also turned up here. One of the clans decided to sell their land
to the company, and as a result ended up without money or
rights — the ground literally started crumbling under their feet.
They still wish to claim their homeland back. All the while,
the Papuans in national attires keep dancing for the tourists,
probably realizing deep inside that both ExxonMobil, and
these smiling foreigners with their cameras and their smart-
phones, are links of the same chain. But they keep dancing
nonetheless.

Céline Rouzet, a journalist and producer of documentary
radio shows, first came to Papua New Guinea more than a
decade ago. At the time she was working on “Le Ciel Rouge
de Tabubil” - about an Australian mining town that appeared
in a sacred forest of the Papuans and became the reason for
imeconcilable contradictions between the mining industry and
the locals. Her new film is also about these lands. It might
seem for a brief moment that this is yet another sentimental
story about dying traditional cultures that dance their dances
on the very edge of an abyss, almost in pitch black; about the
cultures that will either disappear entirely or will only remain
as simple souvenirs from touristic photos.

But no, this is largely a Marxist cinema where rich people
enabled by corrupted authorities, are robbing the poor.
Rouzet's texts, for example for “Le Monde Diplomatique”
(which is still the most interesting newspaper in the world),
were also exploring the problems of the local people. The
heroes are dressed in familiar attire — jeans and t-shirts,
they talk about the same things that poor people all over the
world talk about. They are also schemed by big businesses
that like to send their cunning representatives who promise
people a fortune. In one of the episodes of “A Distant Thud in
the Jungle” such a representative appears, and even puts a
show of learning few words in a local dialect and wearing the

traditional country's flag as a head piece. The question arises
about social justice and whether something can still bel done
- it's not about saving those traditional cultures and their way
of life. They are already dead. “If we give all to white people
we will suffer and soon everything will just die”, - says one of
the Papuans on camera while a gas flame is blazing on the
background, relentlessly burning the world down.

Marina Latysheva

TASTE/ VI

81 FILMS
DIR. LE BAO

- It is not easy for the viewer to distinguish between
reality, memories, and dreams in your film. Can you, as
the director, distinguish them?

Le Bao: Different sensations arise at the same time.
Emotions, memories, losses are extremely important for
every character. They experience loneliness, sadness that
someone is not in their family. For example, a person suffers
from the fact that his sons are not around. The woman with
the long hair has not yet experienced a loss in life, but she also
feels a lack of something in herself. The characters are bored
and lonely, but | didn't want to highlight those feelings. When a
person has memories, when he or she can remember those
who are no longer around, this is a wonderful moment. The
woman with the long hair is left alone in the house, but she
cooks, hums a melody and enjoys the moment.

- The setting in which this happens, looks both realistic
and strange. Is this the set design?

- | wanted to build a whole world in my film. We've built the
walls of the room. But the furniture, the household items -
everything is real. In general, the film is very simple, very snug.
| wanted to talk about the beauty of tender feelings hiding in
loneliness and sadness, about human fears. The woman lives
alone in a wooden house on abandoned land. She has modest
furnishings, a wooden bed and a wooden table. All of this is
genuine. But the whole house is as if it were from a dream,
and the heroine seems to be living in a dream. She misses a
son, a husband. She seems to be meditating in her sleep.

- “Strange” space is complemented by “strange” time. How
did you achieve this?

- I didn't want to concentrate too much on the passage of
time, on questions, how many hours or days pass in different
episodes. | was more interested in the characters’ feeling,

the story itself. But when you write a script, you have to think
about time. When writing the script, | divided the film into three
parts. In the first, the heroes meet and receive a task. In the
second, for the first time, they all get together in the house, it
takes two days and a night, but | didn't want to show the viewer
this time «literally». In the last part, they return to their ordinary
life, and the feeling of the past tense remains in their memory
as some kind of vague inner feeling. They returned to their
usual rhythm and must reflect on all their experiences.

- What emotions do you think the viewer should
experience, what should they take out of the film?

- 1am ashy person, it is difficult for me to address a large
number of people like that. It's easier for me to stand
somewhere in the corner and smoke a cigarette. | hope
people wouldn't have really dark feelings from watching the
movie. Lonely women live only in their homes, but in their
dreams they imagine someone will just come up and touch




them, touch their skin. At the end of the film, people are again
immersed in their emotions. It seems as if someone has
already come and hugged them. They are still lonely though.
Hopefully the viewers will see the optimistic side of the film.
Interviewed by Asia Kolodizhner and Peter Shepotinnik

BLACK MEDUSA/
MA TASMAA KEN
ERRIH

EUPHORIA OF ISOLATION I
DIR. YOUSSEF CHEBBI, ISMAEL

The plot of this movie is such that reviewers are best not to
retell it, since it is not fair to rob the viewers of the opportu-
nity to see it all with their own eyes and pass their own judge-
ment. We will hint that the shocking plot spans nine nights of
the protagonist Nada, who drops into the bar, charms away
one of the drunken clients and - if he is still capable of speak-
ing - listens to his intimate confessions, taking upon herself
the function of the silent confidante. And then the most
interesting part begins...

“Black Medusa” has two directors - Youssef Chebbi and
Ismaél, both men. But the message of the movie very much
resembles a radical feminist manifesto as it treats the actions
of the heroine as revenge on the world of men, who have
been at the wheel of history far too long. Today the tables
are being turned even in such countries as Tunisia, where
traditions are strong and authoritarian. At the same time, we
should not forget that the Mediterranean knew the times of
moral freedom not bridled by fundamentalist maxims.
Nada is beautiful and mostly speechless, communicating
mostly through messages even with her friend. All the while,
the protagonist, whose main activities take place in the eve-
nings and at night, works as an editor in daytime. This “belle
de nuit” loves art and in one episode she goes to the Bardo
museum, famous for its remarkable Roman mosaics. One
of them depicts the ominous Gorgon Meduse - who lends
the title for the film. The museum is also notorious for the
terrorist attack by radical Islamists which claimed the lives
of twenty-three people. It happened only four years after the
Arab Spring which spread over Northern Africa, and Tunisia
was the first in the series of peaceful revolutions.
Alas, after the “Jasmine revolution” the country didn't be-
come an abode of peace and quiet, it is still torn by multiple
conflicts including that between the new generation with their
European values and the advocates of patriarchal traditions.
Flares of violence are to be expected. This is the context for
the film depicting the rebellious mood in Tunisian society, but
it is to be taken metaphorically, not literally.
As for the cinematic choices, they allude to a whole bunch
of classical genres from the American classic noir and
French polar films to Italian giallo. It is interesting to note
that the cosmopolitan city with cold office blocks is shot in
the style of Michelangelo Antonioni, bringing to mind Rome
from “L'Eclisse” and Ravenna from “Red Desert". Critic
Maya Turovskaya once defined these images of untold and
unfulfilled desires as “the red desert of eroticism”. Something
that was a premonition of dehumanization, of the break-up
of human relations in the European intellectual cinema of
the past century, has become a landmark of tempestuous
processes in the history of the 21st century as reflected in the
cinema of other cultures.

Elena Plakhova

TEHRAN BLUES/ UN

BLUES PARA TEHERAN

DOCUMENTARY COMPETITION
DIR. JAVIER TOLENTINO

Javier Tolentino’s film is structured in an unusual way as if
trying to illustrate the point that any symmetry means death
and that harmony is fraught with something similar. The
movie seems to settle into the familiar territory of films about
armature competitions - self-presentations and perform-
ances of Iranian street groups and creative people in general,
but in the second half a protagonist appears and invites us to
approach from a different angle everything we've just been
told about arts and creativity.

On the other hand, the movie opens with a scene where

this very protagonist - a young, charming bearded man,

who is as of yet nameless, - is driving along the streets of
Teheran in his old Peugeot listening to the radio. He is ir-
ritated, switching the channels because everywhere we hear
religious or ethnic vocalists. Having discovered something
more modern and pop-like he enthusiastically sings along
for some minutes all the time driving, parking his car and in
the background we see the multifaceted Teheran of which
we will later get a bird's eye view. The filmmaker admires
the Iranian capital just as he does the musicians, artists and
directors who enthusiastically tell each other what they do.
The only one standing out in terms of age and views is the old
fisherman, but towards the end of the episode he will sing a
comic verse as well.

Gradually a unifying plot takes shape and it is very far
removed from the tourist postcard. A girl singer asks
everybody why it is that for so long female singing was
banned in Iran, although “men who made this decision, were
raised hearing their mothers sing to them”, but nobody has
an answer. A young director complains to his friend whom
he has run across in a barber shop, that his movie has been
put on hold: the money has been found abroad, but Iranian
laws do not permit foreign financing. Youths drawing graffiti,
complimenting each other’s sketches, but are wary about
drawing anything on walls or holding an exhibition, arguing
that this type of activity is equaled to vandalism throughout
the world. Even the sarcastic aged fisherman, who has just
talked about his son’s death and denounced the life in the
slums, undergoes a strange metamorphosis. It is hard to
notice the exact moment, but his eyes become glazed and he
starts narrating something sounding like a pro-government
news program, saying that American ships will be sunk the
moment they show up in the gulf again and that we observe a
tremendous growth of science in Iran.

Episodes at the barber shop and the youngsters’ room
alternate with something reminding of an AA meeting, where
street musicians explain how they have come to this way of
self-expression. The bearded man from the car, Erfan admits,
that he cannot understand what he is doing here, goes
outside and becomes the protagonist of the second half of
the movie. He talks to a girl in the park who merrily criticizes
his attire and suggests that he should dress differently.

Then back at home he tells his parents that he will never get
married, but doesn't elaborate. Dinner with the parentsis a
lengthy and key episode. The discussion about Erfan wanting
to make films, ends with the question: “What do you really
think of me?”. His parents in fact evade the answer despite
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trying to praise their son. We are used to the state being the
main or even the only subject of censorship, but this finale
depicting the family strangling embrace seems to hint that
freedom of creativity is a much more complicated issue.
Marina Bolt

SUN CHILDREN/
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DIR. MAJID MAJIDI
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- Do you think the finale of the film is a happy end or not?
And why?
Majid Majidi: | think it's something in between. | think
Ali finds a treasure, but not the one he was looking for. It
is a metaphor, an allegory: the treasure they seek is in the
outside world, but the real treasure is within them. And Al
understands this. This is why at the end of the film he brings
the school bell, which the headmaster had tried to restore
previously. But the moment for this has finally come. There
are two main ideas in such an ending. The first is a kind of
an alarm bell for everyone, for the viewer: if you don't take
care for these schools, you won't have a chance to get an
education. Therefore, we need to view this as a problem
and solve it. The second idea is who does it instead of the
headmaster? Why does Ali want to bring the bell to school?
Because he realized that he had found a treasure within
himself, decided to continue his education, he wants the
school to function. So, it's not such a bad version of a happy
ending.
- How did you search for these wonderful boys? What did
you try to get out of them and what was the indicator of a
right choice for you?
- The hardest part of filmmaking for me is the casting, so
we had to see almost four thousand children to choose the
right boys and girls. Half the job is to see this potential, which
simply needs to be realized. The potential is there, you can
see it and feel it. The rest of the work is about realizing that
potential, feeling the talent and working with it with all the art
that you have as a director. This is especially important for
realizing the potential of non-professional actors. With Ali,
it was obvious that he is very talented, so it was hard work
because he is not an easy guy. But | knew from the very
beginning that the result would be brilliant. | promise you he
will become an Iranian superstar in the near future.
- Did you feel these boys growing up during the filming?
What changes have you noticed in them?
- On the street, these children always behaved disrespectfully,
they aggressively approached cars to ask for money or to
wash the windshield against your will. The attitude towards
them is the same: we ignore them or aggressively ask them
to get away. They were never respected, this is the only way
they know how to communicate, this is how, in their opinion,
they should act. To behave this way means to fight for their
lives. But | treated them with respect. In the first days, when
they came, they ate everything that was on the table. But
gradually they started to see that they could choose what they
wanted. Their behavior began to change. They showed respect
in response to the respect that | showed them, and it was
very important for me to see this change. This is not the only
change that awaited them on set, but perhaps one of the most
important.

Interviewed by Asia Kolodizhner and Peter Shepotinnik
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MIFF JdHILY  maner B «okTAGpe»

13:40 [LEBYLLIKV CTAPOIO FOPOJA / TU ZI BAO L OKTABPb, 8 14:00 B/t03 O1A TEFEPAHA / UN BLUES PARA TEHERAN UaK
13:50 MNAH / ALFA OKTABPb, 11 14:20 BEPHYTBCA / VOLVER OKTABPb, 9
14:10 AHUMA / MO ER DAO GA OKTABPb, 5 14:40 [104b LAXTEPA / COALMINER'S DAUGHTER OKTABPb, 7
14:40 OEPOVMHAHLO U KAPOJIMHA / FERDINANDO E CAROLINA OKTABPb, 7 14:40 YIEM / KOVAN XYIOHECTBEHHBIN, 1
15:00 YEPE3 40 [IHEW / DUPA 40 DE ZILE OKTABPb, 4 14:50 NOCNEOHWE OHW XMNbAbI / THE LAST DAYS OF GILDA OKTABPb, 4
15:10 'PE3bl 0 COXPABE / ROYA-YE SOHRAB OKTABPb, 9 15:00 MO [JOM MOCYJT/ MOSUL MY HOME OKTABPb, 11
15:50 MEYATb 311A/ TOUCH OF EVIL OKTABPb, 11 15:10 [TEBYLLKM CTAPOTO FOPO/IA / TU ZI BAO L OKTABPb, 10
15:50 COBAKA HE MEPECTAHET JIAATb / IL PERRO QUE NO CALLA XYOOHECTBEHHbI, 1 15:20 NOTEPAHHbIN PA1 / AKO + BE/b / LOST PARADISE / JOE AND BELLE OKTABPb, 5
16:00 B/1103 ANA TEFEPAHA / UN BLUES PARA TEHERAN OKTABPb, 2 15:40 POCCENIMHW / THE ROSSELLINIS OKTABPb, 8
16:10 LLYCTPBIE PEBATA / LOS ESPABILADOS OKTABPb, 8 15:50 140 KM K 3ANALY OT PAA / 140KM A L'OUEST DU PARADIS UaK
16:30 BOOBPAXAEMAA MPAMAA / 180° RULE OKTABPb, 5 16:20 CBOM B MATPULIE / A GLITCH IN THE MATRIX OKTABPb, 2
16:40 KO®EMHA B NONE / HUANGYE KAFEI GUAN OKTABPb, 1 16:20 OAPOOP / PORCELAIN 3BE3[A
16:50 TPU/TRI OKTABPb, 10 16:30 T0W, HE TAKME KAK A/ ANASHIM SHEHEM LO ANI OKTABPb, 11
16:50 CAJIEMCKME KOJIYHbY / LES SORCIERES DE SALEM WN03MOH 16:30 YENIOBEK BOMWI / 0 ANTHROPOS TOU THEOU VKT
17:10 DAHM3Nb 16/ NTANIEL ‘16 OKTABPb, 9 16:30 ABNOKK / MILA XYOMECTBEHHBIV, 1
17:10 PAA JAHTE / RAYA NA DANTE MUOHEP 16:50 MPOLLIAW, FOAP / ADIEU GODARD OKTABPb, 9
17:20 MOW CbIH / MON FILS OKTABPb, 4 17:00 KOHKYPC KOPOTKOMETPAXKHOI0 KMHO YACTb 1/ SHORT FILMS COMPETITION PART 1 OKTABPb, 9
17:30 JETV CONHLIA / KHORSHID OKTABPb, 7 17:00 KO®EMHA B MOSE / HUANGYE KAFEI GUAN NUOHEP
17:40 A/ CTEHA/ AYA/ WALL OKTABPb, 8 17:10 MOA 301/ MY ZOE OKTABPb, 7
17:40 KPMNTOMOIUC / CRYPTOZOO XYOOHECTBEHHbI, 1 17:20 ['OPE / PABbI BOXbU / GRIEF/SLAVES OF THE LORD OKTABPb, 10
18:00 PbILIAPb BOWHbI / IL MESTIERE DELLE ARMI OKTABPb, 11 17:30 HABAMOEHME OMYNIN / MESSE BASSE OKTABPb, 5
18:10 140 KM K 3AMALY OT PAA / 140KM A L'OUEST DU PARADIS OKTABPb, 2 17:30 KJIYHE / TO THE MOON MOKOHKA
18:40 YEPHAA ME1Y3A / MA TASMAA KEN ERRIH OKTABPb, 5 17:35 MEYATb 3/1A/ TOUCH OF EVIL WI03MOH
19:10 TPELIKI/ OPEX / DERAKHTE GERDOO OKTABPb, 10 17:40 BECEHHEE NO/I0BOABE / CHUN CHAO OKTABPb, 8
19:10 PEAJIbHbIV BbIMBICES / REAL FICTIONSHILJE SANGHWANG I0HOCTb 17:50 LUNEEP EAET B FONINMBY/ / SPEER GOES TO HOLLYWOOD UaK
19:15 PABOTA CO CMEPTbIO / DOOD IN DE BIJLMER uoK 18:10 JINXOPAIKA 3ATBOPHMKOB / CABIN FEVER OKTABPb, 11
19:20 KPOBOMMILIbI / BLUTSAUGER OKTABPb, 1 18:20 PABHOOYLHBIE / GLI INDIFFERENTI OKTABPb, 1
19:30 TMOKA HE YMPEM U HE BYLIEM CBOBO/IHbI / BIS WIR TOT SIND ODER FREI OKTABPb, 9 18:40 YENOBEYECKWI ®AKTOP / DER MENSCHLICHE FAKTOR XYIOHECTBEHHBIN, 1
19:40 MPOLLIAR, CCCP / HUVASTI, NSVL OKTABPb, 4 18:50 YTO ECNIN? 3XY[] BAPAK O BOVHE V1 MUPE / OKTABPb, 2
’ MA HAYA KORE ELU? EHUD BARAK AL MILCHAMA VESHALOM
19:50 0A3M1C/0ASIS OKTABPb, 7 -
19:00 OAHW3Mb 16/ NTANIEL ‘16 I0HOCTb
20:00 BEPHYTbCA / VOLVER WNNIO3MOH —
~ — 19:00 3AMMEMCA JII0BOBbI0 / LET'S MAKE LOVE VKT
20:00 KOHTEVHEP / KONTEYNER XYOOMECTBEHHbIN, 1
19:00 ABY OMAP / ABU OMAR TMOK/OHKA
20:20 HEPEAJIbHOCTb / GERCEK OLAMAZ 3BE3[A
19:10 W LIENOro MUPA MAJO / THE WORLD IS NOT ENOUGH OKTABPb, 10
20:30 KAPAH[IALLIOM B BEHY / A PENCIL TO THE JUGULAR OKTABPb, 11
- 19:20 WMMOPTAJIACT / IMMORTALIST OKTABPb, 7
20:50 BITAFOCEPLIHAA HOYb / YO ARMAHTAA OKTAEPb, 8
19:30 HPULIbI JI0BBM / FILLES DE JOIE OKTABPb, 5
21:00 LUNEEP ELET B FONNMBYL / SPEER GOES TO HOLLYWOOD OKTABPb, 2
- 19:30 NOCNEAHAA «MUNAA BONTAPWA» / POSLEDNYAYA «MILAYA BOLGARIYA» B3HT
21:00 CABAVA / SABAYA UK
19:40 KOHKYPC KOPOTKOMETPAXHOIO KMHO YACTb 2/ SHORT FILMS COMPETITION PART 2 OKTABPb, 4
21:30 NYTb B BbICLUEE OBLLECTBO / ROOM AT THE TOP OKTABPb, 10
19:50 KOCA / KOSA OKTABPb, 9
21:40 MEPCMEKTMBbI / PERSPECTIVES OKTABPb, 4 -
- 19:55 PbILIAPb BOWMHbI / IL MESTIERE DELLE ARMI MNM03MOH
21:50 HEBUIMMAA }U3Hb 3BPULANKN / A VIDA INVISIVEL OKTABPb, 5
21:50 WCTOPUA ONETA BUOOBA / OLEG, THE OLEG VIDOV STORY OKTABPb, 5
22:00 NOCNEOHVE OHW MUNbbl / THE LAST DAYS OF GILDA OKTABPb, 9
20:00 BAHKWPbI / AZOR OKTABPb, 8
22:10 POMAHC X / ROMANCE OKTABPb, 1
20:10 NJIATA 3A CTPAX / LE SALAIRE DE LA PEUR OKTABPb, 11
22:15 MOA 301 / MY ZOE WNIO3MOH
21:00 MAPKET / PARKET OKTABPb, 1
22:20 BKYC/VI OKTABPb, 7 —
" 21:30 [EPEBEHCKM [ETEKTUB: LMK NECEH / THE VILLAGE DETECTIVE: A SONG CYCLE OKTABPb, 2
22:40 BE3YMHBbIM CEKC / SESSOMATTO OKTABPb, 11
~ 21:30 HEHLLMHBI / ON'NA-TACHI WKTT
23:30 MNOXON NAPEHb / NABBEUN NAMJA OKTABPb, 8 .
21:40 HOYHOW NOPTBE / IL PORTIERE DI NOTTE OKTABPb, 10
21:00 [lYPOB / DUROV UaK
" 21:50 TYBE/TOVE OKTABPb, 7
21:00 M/10XON NAPEHb / NABBEUN NAMJA QAKEN —
22:00 CBATON HAPLICC / SAINT-NARCISSE OKTABPb, 5
22:10 HNO/OVNI(S) OKTABPb, 8
22:25 YACKKM TUKAIOT / DIE FRUCHTBAREN JAHRE SIND VORBEI MNMIO3MOoH
22:30 OKPAMHA / OKRAINA OKTABPb, 4
22:40 BECHA, JETO, OCEHb, 3/IMA... ¥ CHOBA BECHA / OKTABPb, 9
: BOM YEOAREUM GAEUL GYEOUL GEURIGO BOM
23.00 LUYCTPHIE PEBATA / LOS ESPABILADOS OKTHBPb, 11

UKTT - KMHO3A MHMEHEPHOIO KOPMNYCA TPETLAKOBCKOW MANEPEN
B3HT - 50/1bLLOM 3A71 HOBOW TPETHAKOBKM 3AMAOHOE KPHII0
LLOK - LEHTP IOKYMEHTA/IbHOIO KMHO

PEAKOJITETUA: NMOPb CABETBEB /ACA KONIOAWHHEP / ONbIA APTEMBEBA / EBA KPAYC / UITbA KOMbINOB / AHOPE LLTONEB / MUXAWIT KYKWH / CEPME ANEKCEEHKO / NETP LUENOTUHHNK
MEPEBOAbI: MAPVIA TEPAKOMAH / ONTbrA AOMELIKAA ©OTO: FEHHAQNI ABPAMEHKO / ATIEKCEV I0LLEHKOB / EBFEHIAV MOMOB BEPCTKA: MAPVS PEBAKIMHA MAKET FA3ETbI: IMUTPUIA METENKIMH / ONbIA NIbHAHAA



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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