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Create your own schedule -
download

Docudays UA

MOBILE APP

\ ANDROID APP ON Download on the
> Google play ‘ App Store

facebook.com/DocudaysUA

twitter.com/DocudaysUA
#DocudaysUA

BikTop [MoHb penakTop

PokconaHa MauwkoBa, Onbra LLleB4eHKo,
Mo6oB KyxapeHko, Onecb lNetik nepeknagavi
HOnisa Manera kopekTopka ykpaiHCbKOi Bepcii
Ixum Topn, KOPEKTOP aHMiiCbKoi Bepcii
Fans BacuneHko, Irop AHApiituyk KopekTopu
Bapsapa MepekpecT an3aitH 06KnagnuHKm
OnekcaHpp KoypoB auv3aiiH, Bepctka
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instagram.com/docudays_ua

docudays.org.ua

Viktor Hlon editor

Roksolana Mashkova, Olha Shevchenko,
Lyubov Kukharenko, Oles Petik translators
Yulia Galeta Ukrainian version proofreader
Jim Todd English version proofreader

Halya Vasylenko, Ihor Andriichuk proofreaders
Varvara Perekrest design of the cover
Oleksandr Kourov design, layout
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MpencraBHMLTBO B YKpaiHi

MECTUBANDBHI NOKALLII
FESTIVAL VENUES

KIHOTEATPU

C

INEMAS

CINEMA HOUSE
vul. Saksahanskoho, 6

bYAUHOK KIHO

Byn. CakcaraHcbkoro, 6

KINOPANORAMA
vul. Shota Rustaveli, 19

KIHOMAHOPAMA

Byn. LLlota Pycraseni, 19

KYIV CINEMA
vul. Velyka Vasylkivska, 19

KIHOTEATP «KMiB»

By/. Benuka Bacunbkiscbka, 19

FOTEJIb
HOTEL

RUS

vul. Hospitalna, 4,
+38 044 256 40 00

«PYCh»

Byn. locniTanbHa, 4,
+38 044 256 40 00

BIAEOTEKA
VIDEO LIBRARY

bYAUHOK KIHO
MAJIA3ANA

25-29 BEPE3H4,10:00 - 22:00
30 BEPE3HS,10:00-18:30

CINEMA HOUSE,
THE SMALL HALL

MARCH 25-29: FROM 10 AM.TILL 10 PM.
MARCH 30: FROM 10 AM.TILL 6:30 PM.

roCTbOBMM CEPBIC
GUEST DESK

BbYAUHOK KIHO CINEMA HOUSE
APYTUIM NOBEPX, FIRST FLOOR,

BINS CUHbOI 3AJIN NEAR THE BLUE HALL
r0ANHU POBOTMH: OPENING HOURS:

Schweizerische Eidgenossenschaft
Confédération suisse
Confederazione Svizzera
Confederaziun svizra

EN UKRAINE Switzerland. Swiss Cooperation Office Ukraine
ﬁ
Rights
Film
. " . uew Network
OAEKCAHAPA AOBXEHKA
\‘/ P . XKYPHAN
anio
7 CBOGOAO m 0 Kyc
THE
ODESSA  CULTPROSTIR.UA
REVIEW ’

attendify (P)PoPARADA.UA

OPTAHI3ATOPU / ORGANISERS

YKPATHCbKA (
TENBCIHCbKA
CIINKA 3 1PAB
JHOAVHK

"MIBAEHD"

TPOMALCBKA OPTAHI3ALLIA

7 A

BNATOAIIHA OPTAHIALIS “DOH/} MVIOGEP/IS TA 3I0POB'S"

LenTp
CyuacHux iHOpMaUliiHUX TexHOROrii
Ta Bi3yankHWX MUCTEUTE

MaTHuus, 24 6epesns: 10:00-19:00
CyboTa, 25 bepesHs -

Cepena, 29 6epesHsa: 10:00-21:00
Yeteep, 30 6epe3ns: 10:00-19:00
MatHuug, 31 6epesHsa 15:00-18:00

Friday, March 24: from 10 a.m. till 7 p.m.
Saturday, March 25 -

Wednesday, March 29: from 10 a.m.till 9 p.m.
Thursday, March 30: from 10 a.m. till 7 p.m.
Friday, March 31: from 3 p.m. till 6 p.m.
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MAPTHEPU NMPABO3AXMCHOI NMPOTPAMU RIGHTS NOW! /
PARTNERS OF THE RIGHTS NOW! HUMAN RIGHTS PROGRAMME
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XKYPHAJI NPO CYYACHY KYJNIbTYPY
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[lymku i nornsam aBTopis He 060BM3KOBO 36iratoTbes UM BifoBpaXatoTb Touky 30py naptHepis Mectusanto / The views and interpretations
expressed in these materials are the authors’and do not necessarily reflect those of the partners of the Festival



«Ycboro» +4 °C - i piBeHb CBITOBOro OKeaHy
NiABULLMTLCS Malike Ha 9 MeTpiB, i ByayTb 3aToneHi
TepuTopii, aKi Hacensie noHag 600 mnH nogei. Mig,
TOBLLEO BOAM OMNMHATLCA BYNULi JToHAoHa, Mymbai,
Hbro-VIopKa, Pio-ne-Xanerpo, LLanxas Ta CigHes.

«Ycboro» +4 °C - i mifg BOAOK 3HUKHE BeCb
niBaeHb YKpaiHu.

«Ycboro» +4 °C - i My nonpouaemoca 3 1/6
BU[IB XXMBWUX iCTOT HA NNAHETI.

Kpim Toro, y pasi niaBuLLEHHS piBHA MOPA
HaBiTb HAa OAMH METP NepeceneHHs Noaen i byais-
HULLTBO 3aXMCHWUX CMOpyA, NoTpebyBaTMme BUTPAT
y 950 mnpga pon.

Ane € i rapHi HOBUHMU.

Eko-aktugictka Haomi KnsaiH y cBOi KHU3I

«3MiHI0ETbCA BCe. KaniTanisM npotu knimaty»
03BYYWIa HAABAX/IMBE MOBILOMNEHHS: «...MU
MOXEMO BMKOPUCTATM Kpu3y Ans cTpubka Bne-
pes. Mpobnema 3MiHM KNiMaTy MOXe C/yryBatu
6a3010 AN GOpMyBaHHS MOTY>XXHOrO MacoBOroO
PYXY, KM MaTUMe YiTKY MO3MLIIO LWOA0 TOro, K
3aXMCTUTU NIOACTBO BifJ, HECNPaBeLIMBOI eKOHO-
MIiYHOT CUCTEMM Ta EKOOTIYHOI 3arpo3u».

ToX MM NPONOHYEMO KOXXHOMY 3 BiZBiAyBayiB
Docudays UA ctatv 3aXMCHMKOM A0BKiNNS, a OTXKe,
i KaTanizaTopoMm 3MiH!

MPUXOAObTE HA DOCUDAYS UA:
ANBUTUCA, TOBOPUTHU, BYUTUCA,
3MIHIOBATUCSA 1 PATYBATU!

‘Just’+4 °C - and the level of the World Ocean
will rise almost by 9 metres, and the territories
inhabited by more than 600 million people will
be flooded. The streets of London, Mumbai, New
York, Rio de Janeiro, Shanghai and Sydney will
be covered with water.

‘Just’ +4 °C - and the whole of southern
Ukraine will disappear under water.

Just’+4 °C - and we’ll bid farewell to a sixth
of all living species on Earth.

At the same time, if the water level increases
by just one metre, the displacement of people and
the construction of protection facilities would
cost US$950 billion.

But there is some good news.

Environment activist Naomi Klein, in her book
Everything Changes. Capitalism vs. the Climate,
proclaimed a very important message: “We can
use the crisis for a leap forward! The issue of
climate changes could become the foundation for
a powerful mass movement, which would have
a clearly articulated position on how to protect
humanity from an unjust economic system and
the environmental threat.”

This is why we offer every guest of Docudays
UA the chance to protect the environment and
to become a catalyst of changes!

VISIT DOCUDAYS UA TO WATCH, SPEAK, LEARN,
CHANGE, AND PROTECT!

CBIT/IMHA AHI YEPHABCbKOT

PHOTO BY ANIA CHERNIAVSKA  @zwin.ua (instagram)

BI KOMAHAU DOCUDAYS UA

3a yac NiAroToBKM A0 €KONorivyHoro ¢ectu-
Banto Docudays UA 3MiHMB cBOi 3BMuKM. Tenep
MW COPTYEMO CMITTS: Ha KYXHi odicy 39BmBCS Bak,
KyOM KMOAEMO MNACTUKOBI Biaxoau. € okpemuii
KOHTeMHep Ang nanepy. Mu He Kynyemo BiadineHi
X/IOPOM ManepoBi PYLIHMKK, @ LUYKAEMO HE TaKi
npuBabnuBi, 0AHAK EKONOTIYHiLLi «Cipi», BUTOTOB-
NeHi 3 BTOPMHHOT cMpoBuHK. Ha TepuTopii dectu-
BaJII0 MM MiWAKM 3HAYHO Jani. Ha BHYTpilWHbOMY
noAasip i byAMHKY KiHO BCTaHOBMAM KOMMoOCTEp
[N opraHiyHux Bigxoais. Hawi katanoru, nocre-
pu, becTnBanbHUI Tia, SKMUIA BU 3apa3 TpUMaETe,
oniBLi 1 6NO0KHOTU 3p06EeHi i3 BTOPCMPOBMHU, A
CyBeHipHi upcycling-TopbuHKK, — 3 MUHYNOPpiy-
Hux B6aHepiB. M1 cnpasai Hamaranucb 36epertu
gakomora 6inblue aepes.

Micns pectvBanto My Byaemo po3BMBaTU HAbYTI
€KONOriyHi 3BMYKK. ToX, MOXINBO, AEesKi nopaan
Bif, HALWOT KOMaHAM CTaHyTb Yy NPUrOAI 1 BaM.

Aap’a AeepueHko, PR-Oupekmopka ¢pecmueanto

«4 He Kynyw o0Hopaszosull nocyd i nio yac
niKHIKI8 Kopucmyrcs cneuiansHuM 6azamopaso-
8UM HAbopom nocydy: 3 mapinkamu, suoenkamu i
kenuxamu. o peyi, maky cymKy MeHi nodapysanu
konezu 3 Docudays UA».

Kams Jlayina, meHedxepka 3 supobHUumea
«Cn1id npusyamu dimedi do 3axucmy 008Kins

i C8I00OM020 CNOXUBAHHS, Kynysamu iM iepawku 3

HamypaneHux Mamepiasnis,abo pobumu enacHopy4».

TemsHa Mana, PR-meHedxepka pecmusanto

«S Kopucmyroce 6e3pocpamHumu MUliHUMU
3acobamu. Ha puHKy 398unoce 4yumano SKiCHUX
YKPAiHCbKUX 8UPOBHUKIB, MOMY ue He mak 0opo-
20, K 300EMbCA».

Mapiam A2amsH, MeHedxepKka npaso3axucHoi npo-
2pamu RIGHTS NOW!:

«Konu suxooums, 9 Ki1et UIHHUKU 8 MA2a3uHi
00pazy Ha gpykmu/08oyi, abo ¥ Ha 0OuUH nakem,
00HAK HaliepekmusHiwe - mu 3a NoKynkamu 3i
CBOEH MOPOUHKOK».

Aap’a baccenb, npoepamHa KoopouHamopka gec-
mueanio

«3apa3s y 6azambox MazasuHax i cynepMapkemax
358unuce asmomamu, 0e MOXHa Habpamu o4uLeHy
800y, MoMy 5 NOCMIliHO HOwly 3 C060t0 NASWEYKY |
He Kynyr wopasy Hogy».

HOnis Cepdrokoea, koopouHamopka DOCU/KJTAC ma
¢domosucmaesok:

«Yacmiwe kopucmyiimece 2poMadCbKUM MpPaH-
CNoOpmMoM, a He NepCcoHANbHUM asmo. Lle 3MeHwye
KiIbKiCMb NAPHUKOBUX BUKLOIB».

Ipuna TaHuropa, KoopOUHAMOpPKa Hypi:

«Matixe nonosuHa ycix napHUKo8ux 8UKUOIg
noes3aHa 3 meapuHHuUYmseom. Ckopomime 4acmomy
BMUBAHHS MACA NPUHALIMHI 00 MPbOX OHI8 HA MUM-
0eHb — [ ye MIHIMI3ye BUKUOU NAPHUKOBUX 2a3i8.

Hadis Yywak, koopOuHamopka npaso3axucHux
npozpam:

«He 6oamucs dymamu ma e2osopumu npo
cknadHi ma HenpuemHi memu. Cnokyciugo -
3anaouumu o4i Ha 814cHy 8i0nogidansHicme
3a 3MiHu kanimamy. [locume CKANAadHO 3MIiHUMU
8/14CHI cnoxusaybki ma nobymosi 38u4ku.A om
wo cnpasdi cknadHo — mak ye nam’asmamu, wo
6e3 60pombbU 3a CUCMEMHY 3MiHY, MU NpupeYeHi.
Tomy (camo)ocsima - ue mexc saxuiusuli Kpok 00
eK0J102i4H020 CNOCOBY HUMMS».

FROM THE DOCUDAYS UA TEAM

While we were preparing for our environmen-
tal festival, Docudays UA has changed its habits.
Now we sort our garbage: our office kitchen has
been equipped with a bin where we throw our
plastic waste. There is also a separate bin for
paper. We do not buy paper towels bleached
with chlorine, but look for the less attractive,
but more environmentally friendly grey ones,
made of recycled materials. In the festival area
we have gone much further.In the internal court
of the Cinema House, we installed a composter
for organic waste. Our catalogues, posters, the
festival guide you are currently holding in your
hands, pencils and notebooks are made out of
recycled materials, and the souvenir upcycling
bags are made out of last year’s banners. We
really tried to save as many trees as possible.

After the festival, we will keep on developing
our environmentally conscious habits. So maybe
some advice from our team will be useful for
you, too.

Dar’ya Averchenko, PR director

‘I don’t buy disposable plastic cups or plates,and
for picnics, | use a special multiple-use table set with
plates, forks and cups. By the way, the bag was given
to me by my colleagues from Docudays UA.”

Katya Lachina, production manager

“We should teach our children to protect our
environment and be conscious of their consumption.
Buy them toys made of natural materials, or make
toys by hand.”

Tetyana Mala, PR manager
‘I use phosphate-free detergents. Many high-qual-
ity Ukrainian producers have entered the market,

so it is not as expensive as it seems.”

Mariam Agamyan, manager of the human rights
programme RIGHTS NOW!:

“When it’s possible, | put price tags in stores
directly on the fruit and vegetables | buy, or on a
single plastic bag, but it is the most efficient to go
shopping with your own bag.”

Darya Bassel, programme coordinator

‘Nowadays many stores and supermarkets have
machines where you can collect purified water, so |
always bring a bottle with me and never buy a new one.”

Yulia Serdyukova, coordinator of the DOCU/CLASS
and photo exhibitions:

“Use public transportation rather than your
personal car more often. It reduces the amount of
greenhouse gas emissions.”

Iryna Tantsiura, jury coordinator:

“Nearly half of all greenhouse gas emissions
are related to animal farming. Reduce your meat
consumption to three days a week at least, and it
will minimise greenhouse gas emissions.”

Nadiya Chushak, coordinator of human rights pro-
grammes:

“‘Don’t be afraid to think and talk about diffi-
cult and unpleasant topics; it is tempting to turn
a blind eye to your own responsibility for climate
change. It is quite hard to change your own con-
sumer and household habits, but what is actually
more difficult is to remember that without fighting
for a systematic change, we are doomed. That is
why (self-)education is also an important step to
an environmentally friendly way of life.”



GECTUBANbIUH T,
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DOCU/MPABA

Irfop Bnaxesiu (bocHis i [epuezo8uHa)
3aCHOBHMK Ta AMpeKTop (GecTnBanio Npo npasa
noanHn One World, npaBo3axmncHuk

BaneHntuHa MotanoBa (YkpaiHa)
3acHoBHMUUSA LleHTpy rpomMaasiHCbKOi MpoOCBiTH
«AnbmeHiga», rpoMafsHCbKa Aisvka

Onekcanpp Mapenos (YkpaiHa)
[lokymeHTanbHuii  dotorpad, npusep npemii
Hasselblad Ta MixHaponHoro GoHay AOKYMeH-
TanbHoi oTorpadii

DOCU/XKUTTA
Tecca Movi (CLLIA)
3acHoBHMUSs KomnaHii Silversalt PR, npoatocepka

Berxamin bibac (@paHuis)
XypHanict ansg GpaHLy3bKOro LOKYMEHTaIbHOro
pagio, 3aCHOBHUK «[lokyMeHTanbHOi Gabpuku»

Iynbaa Poc [yaHapotTip (HimeyuuHa)
MWCTKUHS CyqacHKX BiyanbHUX XaHpIB, pexucepka

DOCU/KOPOTKO, DOCU/YKPAIHA

Canome fwi (py3is)

Pexucepka, 3aCHOBHMLSA NPOAKCEPCHKOI KOMMAHIT
Sakdoc Film

Onekcanpp lyces (Ykpaina)
KiHokputunk

Bpimxua O’LWia (Ascmpanis)
KynbTypHa MeHepkepka

CTYAEHTCbKE XYPI
Cab6ina AcapoBa (Ykpaita)
Lenuc Mpucrain (YxpaiHa)
Terana Masyp (Ykpaira)
lOnia lanera (Ykpaita)
AHTOH Anekcaxa (YkpaiHa)

HATOPOAM

Mpu3 xypi koHkypcy DOCU/TPABA

Mpu3 xypi KoHkypcy DOCU/XKUTTA

Mpu3 xypi koHkypcy DOCU/KOPOTKO
Mpu3 xypi KoHkypcy DOCU/YKPAIHA

pu3 CTyREHTCLKOrO XYpi

Mpu3 rnapaubkux cMmnartin

Mpemis AHapis MaTpocoBa Big, opraHisartopis
Docudays UA

KOHKYPCHI
NPOrPAMU

DOCU/MPABA

10 nornsaiB Ha NpaBa NlAWHM Ta X peanizauito:
BiJ 3aXilHOEBPOMNENCbKMX NiKapeHb — i A0 3aXu-
CTy NpaB TpaHC ntoaent y laBaxi; Big, cMpincbknx
6ixeHLUiB — 0 pobounx Mirpauiit Ha TepuTopii
konuwHboro CPCP; Big BoeHHOI doTorpadii - oo
penbdiHapiis.

DOCU/XKUTTA

LlictTHaauaTb roNnoBHMX repoiB. Ban3bKo COTHI
ApyropsaaHuMx nepcoHaxis. [lecatb ictopin npo
[oNi, IKi HEOAMIHHO 3HAMAYTb CBil BiAryK B CEMU
MinbSpAax HaceneHHs NiaHeTy.

DOCU/KOPOTKO

XpoHoMeTpax — [0 45 xBunuH. 3a uen yac
Ha eKpaHi repoi 3MiHATb CBOE XUTTS HA3aBXau.
A6o Bawe.

DOCU/YKPAIHA

13 icTopivi npo YkpaiHy i Te, 3 4oro BoHa 3apas
CKNAJAETLCS: POAMHHI icTOPpIi, icTOpIi 3 NiHii HpOHTY,
XuTTa BOHT 4n KoMyHanku 3cepeauHu, dytbon
i DOTA, napatoui NEHiHW. 3 GinbMKM 3 Nporpamu
6ynu 3HATI B pamkax npoekty «The Guardian
npsiMye B YKpaiHy».

MO3AKOHKYPCHI MPOrPAMU

4 TPAOYCU

[aHTe cnucye ifeto Kin nekna 3 waxt MoHronii;
6ini BenMepi ang ypsay HinepnaHais — 3 nto608'o
Bin «[a3npomay; cenuuia Tyne i Tysany — Lie NOMKOCHI
roMaanku NnaHeTu; NnepyaHCbKi nifiepy BUXOASTb
Ha CTeXKY BiliHM Ha HEA,0TOPKAHMX 3eMnsax AMa-
30Hii; a Ha doHi Habupae 0bepTiB Benuka poraTa
3MoBa. Te, 4oro Bu He 4ynu B HOBUHaX, ane Bif
4Oro 3aNeXMUTb HaWbAMxKye MabyTHE NOACTBA i
NAaHEeTU — Y LeHTpanbHil Nporpami LboropiyHoro
dectusanto.

DOCU/XITU

MU nepekoHaHi, Wo L€l nporpamm 0cobnmBeo
peknaMyBaTu HeMae notpebu, ToMy NOChiWwiTh 3a
KBUTKaMW, SIKLLLO Xo4eTe NobaumnTi HarkpaLumii dinbM
2016 pokyy LlentpanbHin ta CxigHirt €8poni; ginbm 3
KepyaKiBCbKMM CHOXETOM Ta HaropoAaMu 3a HalKpalLLy
ornepaTopcbKy poboTy Ta My3uKy; Ae6THUI dinbM
MMUCbMEHHMKa-Naypeata [OHKYpPIBCbKOI NpeMii Ta, 3a
BM3HAYEHHSIM iCTOPMKIB, aBTOPa OCTaHHLOMO POMaHy
npo | CeiToBy BiliHy; NnepLumi inbm 25-piyHoro pe-
XUcepa, K1 Bpa3uB HaMryyHiLwi gpectmsani ceity; a
TaKOX LLbOropiYHMIA OCKAPIBCbKMIA HOMIHAHT,3a YMiMK
nneuynma xe 15 Haropog.

DOCU/IOHICTb

Konu nopocni He 4atoTb paau, 4iTaMm i Niglitkam
[0BOAUTLCS BpaTtu cnpasy y CBOI pyku. [1ig, 3ByKu
MY3MKM Ta pUTMU MONTOAOCTI BifOYBaAETHCA Te, LU0
3BMKJIE 3BETHCS AOPOC/ILLAHHSM.

DOCU/APT

Kutaricbki Bepcii BaH [ora, rypkit/cTykit/
[3MKYaHHS Ta BCe, WO 3aNMWKTbCA Nicns Hac.
lMpo Te, Wo MUCTEUTBO — Lie AeL0 WupLle, aHix
30/10TaBi paMM i 3a1M 3 YEPBOHWMM OKCAMMUTO-
BMMU Kpicnamu, — 3HoBy B nporpami DOCU/APT.

TPU PEYI, K1 9 HE 3HAIO NPO HEI

Piy nepwa: xiHka — e He BeHepa uu bepernns.
Piy npyra: 036po€Ha XiHKa — Le Tak camo (He)
HOPManbHO, K i 036p0o€eHMI YonoBgik. Piu TpeTa:

PAHKOBI PO3MOBHU

Yci, xTo 60sanuca abo He 3HaNU WO CnNMTaTH
B PEXMCEPIB Ta PEXMNCEPOK KOHKYPCHUX PiNnbMiB
6e3nocepeHbO NiC/s NOKA3iB, 0AEPXKYHOTb APYTHid
WwaHc: 3 26 6epesHs npuxonbre Ha 10:30 nonu-
TM KaBM 1M NOCMINKYBaTUCS 3 LOKYMEHTANICTKAMM
i nokyMmeHTanictamu B byamHky KiHo. 3 coboto
6aXkaHO B3ATU 3HHAHHSA aHMINCbKOT MOBMU, agye
HedopManbHa atMochepa rybutbes Npu nepeknagi.

4

TPbOMa PeYMMA HE3HAHHS NPO iHLOrO/iHLLY HiKO-
n He obMexyeTbes. [NpuxoabTe Ta AisHaBanTeChb
GinbLue.

DOC HA KPUXKHMHI

Nin, npupopHi y cTpivui npo notpeby ¥
Hebe3nekn €fHAHHS NoanHM 3 npupogoto. Jlig
LUTYYHMI, po3KnaseHmit no 20 TMcayax AWmKIB i3
3aMOpOXKeHOI0 puboto, KoKeH Baroto y 25 Kinorpam,
BAPTICTHO Y TUCAYi EBPO, @, 4aCcOM, i B JIOLACHKE XUTTS.
| nif HaWKMX cepaeLb — TOM, WO He TaHe HaBiTb B
Tenaux knimatax. CkaHAMHaBCbKa nporpama npo
He NnLe CKaHAMHaBCbKMIA Mif.

MOKOJTIHHA C. (CMOXXMBAHHS)

SIKLLO KOPOTKO, TO: B arpapHir €Bponi kanycra
Ta KapTonns AOCi He 3aXULLEeHi Bif eKOHOMIYHOI
«CapaHu»; MUTaHHA NepeBUpPOOHMLITBA OASTY BU-
piwyBaTM MOX/MBO Xiba 3 cepeauHu npolecy;
MiNbAOHHI KoeiLLiEHTV NOACHKOI MpaLi 3peLuToro
OMUHAKOTLCA HA CMITHUKY i A0 TOFO X MNCYHOTb Ce-
penoBuLle. | KOMy Ha LecepT XyKiB?

HOMO SCIENCE */TioauHa HayKoBa

[prxoBaHi iCTOpii MPUXOBAHWUX ENEMEHTIB Ha-
LLIOFO XMTTS: XTO 3MOBMBCS LoAo 3epHa? LLo croitb
3a poyTepamy 3 BinlbHWUM Bain-haem? | Sk BUrNaoae
nnasMogianbHUM CIM30BWMK MNif, CAYHATPEK Bif KO-
NULWHBOTO yyacHUKa Sonic Youth Oxuma O’'Pypka?

OBPA3 MICTA

Tpw MicTa, Tpu icTopii. MicTo, Lo 3HUKAE, MiCTO,
LU0 3HWKNO, i MiCTO, YUEMY iICTOPUHHOMY €/1eMEHTOBI
He [atoTb 3HMKHYTK. [Tporpama npo Te, K NoBa3aHi
XuTeni 3i CBOIM MiCTOM, MpO Te, K MiCTO NoBs3aHe
3i CBOEIO iCTOPIEIO, NPO XUTTA | 06pa3 MicTa.

MAACTPU

Lis nporpama He notpebye onucy, akwo Bu
3HaeTe, xT0 Taki Ayaptroc CroHic, Cepriit BykoBCbKUi,
Mipocnas flHek, MNaBen Jlo3iHbcbkuii Ta Mixaenb
Tnagorrep. AKwWo Bu unTaeTe ue, ane He 3HaeTe,
XTO BOHM, Lisi Nporpama — came Te, Lo Bu wykanu.

A311:30 no po3MOBM NPUERHAOTLCS MPABO-
3aXMCHi y4acHULi Ta y4acHMku nporpamm RIGHTS
NOW!, Lo Be 3apa3 roToBi 06roBOptoBaTH NUTaHHS
Bif, ekonorii o cutyauii B Kpumy.

3a nidmpumku «Po3ymHoi kasus. CnisopeaHiza-
mopam 3ycmpiyeli 3 npagosaxucHukamu: LleHmp
iHopmauii npo npasa sLAUHU.

DOCU/RIGHTS

Igor Blazevic¢ (Bosnia and Herzegovina)
Founder and director of the One World film
festival, human rights defender

Valentyna Potapova (Ukraine)
Founder of the Almenida Centre for Civic
Education, activist

Alexandr Glyadyelov (Ukraine)

Documentary photographer, winner of the
Hasselblad Award and the Mother Jones
Medal of Excellence at the International Doc-
umentary Photography Foundation

DOCU/LIFE
Thessa Mooij (USA)
Founder of Silversalt PR, producer

Benjamin Bibas (France)
French radio documentary maker, founder of
La fabrique documentaire

Hulda Rés Gudnadéttir (Germany)
Contemporary visual artist, filmmaker

DOCU/SHORT, DOCU/UKRAINE

Salomé Jashi (Georgia)

Filmmaker, founder of Sakdoc Film production
company

Oleksandr Husiev (Ukraine)
Film critic

Brigid O’Shea (Australia)
Cultural manager

STUDENTS’ JURY

Sabina Asadova (Ukraine)
Denys Prystay (Ukraine)
Tetiana Mazur (Ukraine)
Yulia Haleta (Ukraine)
Anton Aleksakha (Ukraine)

4 DEGREES

Dante got the idea of the circles of hell when
he saw the mines of Mongolia; polar bears for
the Dutch government - with love from Gaz-
prom; the villages of Thule and Tuvalu are the
polar swings of the planet; Peruvian leaders
go on the warpath in the pristine lands of the
Amazon; and in the background, the cowspiracy
is gaining momentum. You haven’t heard about
these things in the news, but the immediate
future of humanity and the planet depends on
them - watch the central programme of this
year’s festival to learn more.

DOCU/BEST

We are convinced that this programme does
not need much advertising, so hurry up to buy
your tickets, if you want to see the best film
of 2016 in Central and Eastern Europe; a film
with a Kerouac-style plot and awards for best
cinematography and music; the debut film by a
writer who won the Prix Goncourt and, according
to historians, wrote the last novel about World
War Il; the first film by a 25-year-old director
that made an impression at the world’s most
famous festivals; and this year’s Oscar nominee
that has already won 15 awards.

DOCU/YOUNG

When adults cannot manage things, children
and teenagers have to take matters into their own
hands. To the sounds of music and the rhythms
of youth, what we habitually call the coming of
age is happening.

DOCU/ART

Chinese versions of Van Gogh, the racket/
clatter/buzz and everything that will be left of
us. Once again, the DOCU/ART programme is
about the fact that art is something broader
than golden frames and halls with red velvet
armchairs.

THREE THINGS | DON'T KNOW ABOUT HER
The first thing: a woman is neither a Venus

nor a hearth-keeper.The second thing:an armed

woman is just as (ab)normal as an armed man.

Everyone who was afraid or didn’t know what
to ask the directors of the competition films right
after the screenings now have a second chance:
starting from 26 March, come to Cinema House
at 10:30 a.m. to have a chat and a coffee with
filmmakers. Since you already speak English, we
only would like to add that your conversation
won't be interrupted with interpretation.

DOCU/RIGHTS Competition Jury Award
DOCU/LIFE Competition Jury Award
DOCU/SHORT Competition Jury Award
DOCU/UKRAINE Competition Jury Award
Students’ Jury Award

Audience Award

Andriy Matrosov Award from

the Docudays UA Organising Committee

DOCU/RIGHTS

10 perspectives on human rights and their
realisation: from Western European hospitals to
trans-people’s rights advocacy in Havana; from Syrian
refugees to labour migration in post-Soviet coun-
tries; from military photography to dolphinariums.

DOCU/LIFE

Sixteen protagonists. Around a hundred
supporting characters. Ten life stories which
will certainly resonate with the seven billion
population of the planet.

DOCU/SHORT

Time Llimit = up to 45 minutes. Within this
time, the characters on screens will change their
lives forever.

DOCU/UKRAINE

13 stories about Ukraine and about what it
is made of today: family stories, stories from the
frontline, the life at the Exhibition of Achievements
of the People’s Economy or in a komunalka from
within, soccer and DOTA, falling Lenins. Three
films in this programme were created as a part
of the Guardian Goes Ukraine project.

The third thing: the things you don’t know about
another person are never limited to only three.
Come and find out more.

ICE DOC

Natural ice in a film about the need for and
the dangers of human unity with nature. Artificial
ice,sorted into 20,000 boxes with frozen fish that
each weigh 25 kilograms and cost thousands of
euros,and sometimes even cost human lives.And
the ice of our hearts, the ice that never melts
even in warm climate. This is a Scandinavian
programme about ice from Scandinavia and
beyond.

GENERATION C. (CONSUMPTION)

To be brief: in agrarian Europe, there are now
more economical demons than cabbage and potatoes;
the overproduction of clothes can only be resolved
from within the process; millions of units of human
labour end up in landfills, and moreover harm the
environment. And who wants bugs for dessert?

HOMO SCIENCE

Hidden stories of the hidden elements of our
life: who leads the conspiracy about the seeds?
What is behind the free WiFi routers? And what
does plasmodial slime mould look like when a
soundtrack by Jim O’Rourke, a former member
of Sonic Youth, is playing in the background?

CITY IMAGE

Three cities, three stories. A city that is dis-
appearing, a city that has disappeared, and a city
whose historical element is kept from disappear-
ing. This programme is about the way residents
are connected to their city, the way the city is
connected to its history, about the life and the
image of the city.

MASTERS

This programme does not require a descrip-
tion, if you know who Audrius Stonys, Serhiy
Bukovsky, Miroslav Janek, Pawet tozinski and
Michael Glawogger are. If you are reading this
but do not know who they are, this programme
is just what you’'ve been looking for.

And from 11:30 a.m. the participants of the
RIGHTS NOW! human rights programme will join
the meeting to talk about a variety of subjects,
from ecology to the situation in Crimea.

With support from Rozumna Kava. Co-organisers of
meetings with human rights advocates: the Human
Rights Information Centre (HRIC).



IETA 9K bPATU KBUTKU HA CEAHCU

HA IKI NOAli NOTPIGHI
KBUTKHK

@ectnBanbHi nokasu Tpueatots 3 10:00
o 23:00. KiHonokauii: ByauHoK KiHo, Ki-
HoTeaTpu «KiHomaHopama» Ta «Kuis».

Ha dect1Bani nie kBuTKOBa cucTeMa.
Bxin Ha paHkoBi ceaHcu (mo 15:00)
Ha BCiX nokauiax BinbHuiA. Bxig nicna
15:00 - nuwue 3a KBUTKaMU. EAMHA LiiHa
KBUTKA Yy ByanHky KiHo Ta «KiHonaHo-
pami» = 20 rpH. Y kiHoTeaTpi «Kuis»
cTaHoBUTb — 40 rpH.

KBUTOK Haf,a€e NpaBo 3aMHATH BiNbHe
MicLe B 3aNi,0KpiM 3ape3epBoBaHMX pec-
TmBaneM. OMH KBUTOK MOXKE BUKOPUCTaTH
e OAMH Mapay Ang BifBioyBaHHS
O[LHOTO CeaHcy.

Bxig Ha nopii DOCU/KNAC, npa-
BO3axucHoi nporpamu RIGHTS NOW!,
doToBUCTaBKY Ta «XKuBy 6ibnioTeky»
BiNbHMWIA. [1ng yyacTi B LesKMX 3axonax
noTpibHa nonepeaHs peecTpavis, Npo
L0 33a3HayYeHo y Nporpami okpemo.

Bxif Ha LLepeMoHii BiAKpUTTA Ta 3a-
KpUTTS pecTmBantio BinOyBaETLCS MLLE
3a 3aMpoLUEeHHSIMMU.

AE NPUABATU KBUTKU

KBUTOK MOXHa npupbatn y dhectu-
Ba/IbHUX KaCax Ta OHMawH. lMpoaax KBUTKIB
Ha KOXXeH OKpeMMIA CeaHC 3aKiHYy€eTbCS
33 10 XBM/IMH [0 MOYaTKy.

MECTMBANIbHI KACK:
- byauHok KiHo:
Byn. CakcaraHcbkoro, 6, 1-i1 noBepx

Kinotearp «KiHonaHopama»:
Byn. LLota PycraBeni, 19

- Kinoteatp «KuiB»:

Byn. Benuka BacunbkiBcbka, 19

Kacu byamHKy KiHO Ta KiHOTeaTpy
«KuiB» BiguMHeHi woaeHHo no 30/03
BkatouHo 3 10:00 go 22:00 (30/03 - po
21:00). Kaca «KinonaHopamu» npavtoe
wopeHHo no 30/03 skntouHo 3 12:00
no 22:00 (30/03 - po 21:00).
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3ayBaxTe, WO B PeXuWMi OHMaiH
MOXHA KYNUTU 3BUYANHUIA  KBUTOK.
be3kowWToBHI KBUTKM 3@ aDOHEMEHTOM,
aKpeauTaui€lo Ta NibraMmy MoXHa OT-
puvMaTK nuie y GecTnBanbHUX Kacax.

bynob nacka, 3BepHiTb yBary, Lo B
OHNAH-NPOLAK NOTPAN/ISE NMLLE YaCTUHA
3ara/ibHoi KifIbKOCTi KBUTKiB. KBUTOK TaKoX
MOXHa npuabat besnocepenHbo nepes,
CeaHCOM Y Kaci B pasi Moro HasgBHOCTI.

AKI € MINIbIN

* BE3KOWTOBHI KBUTKU
A9 OKPEMUX KATETOPIN
TNA0A4YIB

[NeHcioHepw, cTyaeHTH, LLKONSPI, y4ac-
HWMKM Ta BeTepaHu ATO MarTb nNpaBo
oTpMMaTH 6E3KOLITOBHUM KBUTOK Yy (bec-
TUBaANbHWX Kacax, NpeasiBMBLUM NOCBIA-

YyeHHs. KoxkHa ocoba ninbrosoi kateropii
MOXe OTPMMaTH JIMLLIE OLUH KBUTOK Ha
O[IMH CeaHc. B3aT1 KBUTKM HA NapanenbHi
CeaHCU HeEMOXNMBO. IMiNbroBuin KBUTOK
[i€ nuLLe 33 yMOBM NpeasIBNeHHS NOCBia-
YEHH$ KOHTPONepyY Ha BXOA A0 KiHO3anw.

e OKPEMI BE3KOLUTOBHI MNMOKA3M

[eski BedipHi kiHomokasu (nicns
15:00) € 6e3KOWTOBHUMM AN1S BCiX Ka-
Teropiv BiABiayBayiB (Taka iHpopmaLis
OKpeMo no3HauyeHa y nporpami). o6
noTpanuTh Ha TakWI ceaHc, NoTpibHO
oTpMUMaTH 6e3KOLITOBHMI KBUTOK. Moro
MOXHa OTpUMaTK y becTUBanbHiIN Kaci
ab0 3aMoBUTU OHNalH. OauH rsapay Moxe
OTPMMaATK NILIE OOMH KBUTOK.

e TNAOALBKMIA OEHD

TpaaunuinHo, ocTaHHin aeHb dbectu-
BaNl0 — MNAAALbKUA, KONM B YepBOHii
3ani byaMHKy KiHO BigOyBatoTbCS NOKA3M
dinbMiB-nepeMoxLis. LIboro aHs BXif Ha
BCi MOKa3w BinbHUI. KBUTKM HE NOTPibHiI.

«  OECTUBANbHUM
ABOHEMEHT

[ng rngpavis, sKi NNaHyTb NpuU-
CBATUTM (EeCTMBAN MaKCMMyM 4acy,
nepenbadyenunii aboHemeHT. Moro Aais
MOLIMPIOETLCA NIMWIE HA KiHOCeaHcH
nicna 15:00. BiH HegiicHWA ang iHWKMX
decTMBanbHUX NOLIN, LLLO BUMAratTb OK-
pemoi peecTpauii. LliHa aboHemeHTa -
400 rpH. Moro MoxHa KyNWTU OHNalH,abo
y byauntky kiHo (Byn. CakcaraHcbkoro, 6).

ABOHEMEHT He rapaHTye BiNbHOrO

MiCLSt Ha KOXeH ceaHc. BiH Hapae Mox-
JIMBICTb NOAMBUTMCSA Binblue QinbMmiB 3a
MeHLUY LiHY.Y 6yab-aKOMy pasi BNaCHUK
aboHeMeHTa Ma€e bpaT KBUTOK Ha KOXKEH
ceaHc (OKpiM paHKOBWMX) Y hecTUBaNbHUX
Kacax.Ha niacraBi aboHeMeHTa KBUTOK
BMOAETLCA 6€3KOLWTOBHO. KBUTOK AiACHMIM
NWLLE 33 YMOBM NpeasiBneHHs aboHeMeHTa
KOHTPONepy Ha BXOAi L0 KiHO3anu.

3ayBaxTe, WO aboHeMeHT Hajae
MOXJIMBICTb OTPMMATH He BifbLLe OLHOro
KBWTKA Ha 0AMH ceaHc. KBUTKM Ha ceaHH
BMAAIOTbCA B Kacax y nepenneHb abo
B [leHb NoKasy (ane He paHilwe). B3atu
KBWUTKM Ha NapanesibHi CeaHCU HEMOXMBO.

Y pasi BTpatv aboHeMeHT He no-
HOBJIHOETHCS.

o  OECTMBAJIbHA
AKPEOMTALLIA

3anpoLLeHi rocTi, y4acHWKM Ta napTHe-
pv hecT1Basno aBTOMATUYHO OTPUMYHOTL
decTMBanbHy akpeamTaLito.

AKpenuTOBaHi rocTi, y4acHWKH, npes-
cTaBHMKM 3MI Ta napTHepu decTmuBanto
MOXYTb OTPUMATU KBMTOK 6E3KOLUTOB-
HO y (ecTMBanbHMUX Kacax 3a YMOBM
npensaBneHHs GectuBanbHoro benoxa.
Lle MoxHa 3pobutu y nepepneHs (ane
He paHiwe) abo B AeHb Nokasy. Ha oanH
CeaHC MOXHa B35ITU He Oinblie oJHOro
KBUTKA. B3gTV KBUTKM Ha napanenbHi ce-
aHCK HeMOXIMBO. KBMTOK Ai€ 33 yMOBM
npenaBneHHs GectnBanbHOro 6enaxa
KOHTpOnepy Ha BXOAi A0 KiHO3anw.

Bci dectuBanbHi 6erpxi € iMeHHU-
MW Ta HE MOXYTb NepeaaBaT1Cs iHWUM
0cobaMm. Y BUMaLKy KOPUCTYBAHHS YyXXUM
iMeHHWM BeiayKeM, Horo Byae BUIy4eHo

aaMiHicTpaLieto abo cnyx60t0 0XOPOHM
dectuanto. NNoHOBNEHHS Benaxa y Ta-
KOMY BUMaAKy HEMOX/MUBE.

Y pasi BTpaTh 6eiaka iMoro MoxHa
BifHOBUTM B akpeamTaLiiHiv cnyxbi 3a
YMOBM MpenaBAeHHs OOKYMEHTIB, LLO
NoCBiAYY0Tb 0COOY.

YMOBW 2OCTYNY
HA CEAHCH

bynb nacka, 3ariMaiite CBOE Micue y
3ani 33 10 XBMIMH [0 NOYATKY CeaHcy.
Y pasi 3anisHeHHs Ha KiHOMoOKa3 Cnis-
po6iTHMKM (ecTMBan0 MakTb NPaBo
BiAMOBMWTM Y AOCTYNi Ha CeaHC.

«LLlacnugi xBunmHu» (Last minute
access) — e MOX/IMBICTb ANS BNACHWUKIB
ectrBanbHMX H6eiaxiB Ta aboOHEeMEHTIB,
AKi He MalTb KBUTKA, 3aMHATU BiNbHI
MicL$ Y 3a0i 338 YMOBM HAasiBHOCTi TakMX.
Bxin no 3anu BinOyBa€eThCs 3a BKA3iBKOO
CniBpo6iTHWMKa decTMBanto nicg novat-
Ky CeaHcy B MopsaKy xuBoi yepru. bing
BXOZY A0 KOXHOI KiHO3aM € BKa3iBHMK
Ha Micue GOopMyBaHHS Yepru.

OprkomiTeT dectnBanto 36epirace 3a
coboto NnpaBo 6e3 NosiICHeHb aHyNBaTH
KBUTOK, SIKLLO MOr0 BAACHMK MOPYLUYE
npasuna dectmBanto,abo Moro noseaiH-
Ka MOXe MpU3BECTU A0 MOLLIKOIKEHHS
MalHa KiHoTeaTpy, € 06pasnueow Ta
HemnpumnycTMMOK CTOCOBHO NsAauiB,
CniBpobITHUKIB PecTmBanto Ta KiHoTeaTpy.

HecaHkLjioHOBaHa oprkoMiTeToM dec-
™mBanto ¢GoTo- i BiAeo3MoMKa y 3ani nig,
4ac KiHOMoKa3y KaTeropnyHo 3a60poHeHa.

3a3HayeHi NnpaBuna CTOCyThCS BCiX
ecTnBanbHMUX NOKaLin.

WHICH EVENTS REQUIRE
TICKETS

The festival shows will last from
10 a.m. until 11 p.m. The festival’s film
locations are the Cinema House, the
Kinopanorama cinema and the Kyiv
cinema.

Entry to the morning shows (before
3 p.m.) at these locations is free. Entry
after 3 p.m.is allowed only if you have
a ticket. The ticket price is 20 hryvnia
for screenings at the Cinema House
and Kinopanorama. The ticket price
for screenings at the Kyiv cinema is
40 hryvnia.

The ticket allows you to take any
unoccupied place in the audience, except
for those reserved by the festival. One
ticket can be used by only one spectator
to visit one show.

Entry to the human rights RIGHTS
NOW! programme, DOCU/CLASS, the
photo exhibition and the Living Li-
brary is free. Registration is required
to participate in some events, which
is separately indicated in the program.

Entry to the opening and closing
ceremonies is possible only with festival
invitations.

WHERE YOU CAN BUY
TICKETS

Tickets can be bought at the festival
ticket offices and online. Sales of tickets
to each show end 10 minutes before
the show starts.

®IIbM-3AKPUTTA

FESTIVAL TICKET OFFICES::
- Cinema House:
vul. Saksahanskoho, 6, ground floor

-Kinopanorama: vul. Shota Rustaveli, 19

- Kyiv cinema: vul. Velyka Vasylkivska, 19
Ticket offices in Cinema House and

Kyiv Cinema are open daily until March 30

from 10 a.m.until 10 p.m.(until 9 p.m.on

March 30).Ticket office of Kinopanorama

is open daily until March 30 from 12 until

10 p.m (until 9 p.m. on March 30).
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Note that you can only buy regular
tickets online. Free tickets by subscrip-
tion,accreditation or exemption can only
be bought at the festival ticket offices.
Please note that only some of the
total number of tickets aresold online.
Tickets can also be bought directly before

the show from the ticket office, if there
are any spares left.

EXEMPTIONS

e FREE TICKETS FOR SPECIFIC
CATEGORIES OF SPECTATORS

Pensioners, students, schoolchil-
dren, participants and veterans of the
Antiterrorist Operation are eligible to
receive a free ticket in the festival ticket
offices upon presenting the relevant ID.
Each person covered by the exemption

[lokymeHTanbHuii Mio3ukn npo npuroay rypry Laibach y MieHiuxii Kopei

«[IEHb 3BIJIbHEHH»

Yric Onme, MopmeH Tpaasik / Hopsezis-

CnoseHris-Jlamsis-llisHivHa Kopes / 2016 / 100

30 BEPE3HS4, 19:00, HEPBOHA 3AJIA

BYAMHKY KIHO (BXI1A, 3A 3ANPOLIEHHAMM)

[6ainuee, ane cTpore KepiBHULTBO AABHbOIO
aHaTa (HWHI — pexxvicepa Ta KynbTypHOro AMMIOMaTa)
BUBOAWTD KyNnbTOBMI rypT Laibach Ha cueny MiBHiyHOT

Kopei. Tak rypt 3 KonuwHboi KOrocnasii, a HUHI 3i
(noBeHii, Ha NpeBeNuKMin NOAMB YCbOrO CBITY, CTAE
nepLUMM POK-TypTOM, L0 BUCTYMMB i3 KOHLLEPTOM Y
JAepxaBi-popreL;. IM Hacuny BAIETbCS NPOTUCHYTMCS
Kpi3b ileab NOMITHI NPOranunHK y AepPXKaBHIiM LeH3y-
pi, Wo6 nocTat1 nepen, ayauTOPIELD, KA paHille i
rafku He Mana npo anbTEPHATUBHWUIA POK-H-pos. A
TUM YacoM Ha KOpAOHi Mix ABoma Kopesimu BcTa-
HOB/IKOKOTb NYYHOMOBL], SIKi MOLUMPIOKOTH MpOnaraHay,
i Ui KpaiHW OronoLWwyTb NPO NMOYaTOK BigJiKy Yacy
[10 BiliHW. Maropbu oXunu... Bif, 3BYKiB My3UKH.

TO OBTAIN TICKETS

can only receive one ticket for any one
show. It is impossible to take tickets to
simultaneous shows. The free ticket is
valid only upon presenting a relevant
ID to the controller at the entrance to
the cinema hall.

e SPECIFIC FREE SHOWS

Some evening shows (after 3 p.m.)
are free for all categories of visitors
(this information is specified in the pro-
gramme). In order to attend such a show,
it is necessary to obtain a free ticket at
the festival ticket desk or online. One
spectator can receive only one ticket
for any such show.

e AUDIENCE DAY

Traditionally, the last day of the
festival is the audience day, when the
winning films are shown in the Red Hall
of the Cinema House. On this day, entry
is free to all the shows. No tickets are
required.

e FESTIVAL PASS

Festival passes are available for those
viewers who are planning to spend the
maximum amount of their time at the
festival. The passes are valid only for
screenings after 3 p.m.They are invalid
for other events of the festival that re-
quire additional registration. The price
of a festival pass is 400 hryvnia.You can
buy it online or in the Cinema House
(vul. Saksahanskoho, 6).

The pass does not guarantee free

MARCH 30,7 PM,,

CINEMA HOUSE, RED HALL (BY INVITATIONS ONLY)

Under the loving but firm guidance of an old
fan turned director and cultural diplomat,and to
the surprise of the whole world, the ex-Yugoslavian

places at every show. It allows you to
see more films for a lower price. In any
case, the subscriber must obtain tickets
for every show (except for the morn-
ing ones) at the festival ticket desks.
Pass owners can receive tickets free of
charge. The ticket is valid only upon
presenting the subscription certificate
to the controller at the entrance to the
cinema hall.

Note that the pass allows you to
obtain no more than one ticket to one
show. The tickets are issued at the ticket
desks on the day before the show or
on the day of the show (but not earli-
er). It is impossible to obtain tickets to
simultaneous shows.

If a pass is lost, it cannot be renewed.

e FESTIVAL ACCREDITATION

Invited guests, participants and
partners of the festival automatically
receive festival accreditation.

Accredited guests, participants,
media representatives and partners
of the festival can receive a free ticket
at the festival ticket offices if they
present a festival badge. This can be
done the day before (but not earlier)
or on the day of the show. No more
than one ticket can be obtained for
any one show. It is impossible to ob-
tain tickets to simultaneous shows.
A ticket is valid upon presenting a
festival badge to the controller at the
entrance to the cinema hall.

All the festival badges are person-
alised and cannot be handed over to

CLOSING FILM

Documentary musical about the Laibach trip to North Korea

LIBERATION DAY

Ugis Olte, Morten Traavik / Norway-Slovenia-
Latvia-North Korea / 2016 / 100’

third persons. If another person’s name
badge is used, it will be confiscated by the
administration or the festival’s security
service. In such a case, it is impossible
to renew the badge.

In case a badge is lost, it can be
issued again at the accreditation service
upon presenting an ID.

CONDITIONS OF ADMISSION
TO SHOWS

Please take your place in the audi-
ence 10 minutes before a show starts.
If you are late to a show, the festival’s
workers are authorised to deny you
access to the show.

Last-minute access is a chance for
festival badge owners and subscribers
who do not have tickets to take unoc-
cupied places if there are any available.
Queuing for entry to the cinema hall
starts when a festival worker announces
it,after the show starts. There is a point-
er to the place where the queue must
be formed next to every hall entrance.

The festival’s organisational commit-
tee reserves the right to cancel a ticket
without explanation, if its owner violates
the festival’s rules, or if their behaviour
threatens to damage the property of a
cinema, is offensive and unacceptable
to the audience, the festival workers
and the cinema.

Photo and video recording unsanc-
tioned by the festival organisational
committee is strictly prohibited.

These rules apply to all festival
locations.

(now Slovenian) cult band Laibach becomes the
first rock group ever to perform in the fortress
state of North Korea. Confronting strict ideolo-
gy and cultural differences, the band struggles

to get their songs through the needle’s eye of
censorship before they can be unleashed on an

audience never before exposed to alternative

rock’nroll. Meanwhile, propaganda loudspeakers

are being set up at the border between the two
Koreas and a countdown to war is announced.
The hills are alive... with the sound of music.



®INbM-BIAKPUTTA

«3IOAHI BYHTYIOTb»:

OMMAHI NPOTECTYBAJIbHUKMH
BIAKPUBAKOTb DOCUDAYS UA

HocuTb BXKE HU30BUX
nporecris!

Xro HapewrTi nop6ae
NPO HAMroONOBHILIMX
MeHenxepis
Kopnopauii?

X0 noBepe 3a
coboto nonitito,
BUrONOLLYIOUM 32 HUX
3roay Ha nporectu?
Xr0 3po6uTb 3a5BY
Bin imMeHi Shell

Ta BN/IMBOBOIO
aMepUKaHCbKOro
no6i? Bipomo xro -
The Yes Men.
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THE YES MEN: 3roHI BYHTYIOTb THE YES MEN ARE REVOLTING

MAPIAM ATAMAH, HALIQ YYWAK

The Yes Men, abo «3rogHi» — Le rpyna aktu-
BIiCTiB, SIKi BXXe NMOHaA, ABaALUATb POKiB NpaLoTh
3 TeMaMu [0BKiNNs, Kanitaniamy, KonoHianiamy,
romoo6ii B Takui cnocib, Wwo HagiTb Npeca He
MOXe 3P03YMiTH, Y4 BOHU Lie CEePHO3HO.

OpraHi3yBaTy AepXKaBHOrO piBHS Npec-KoHde-
peHLiito,ab1 NOBIAOMMUTH, LLO YPAL BiLMOBNSETLCA
BiA WKignueoro nanuea? Yomy Hi? MNposectu den-
KOBY KOH(EPEHLLit0 Ha MiDKHapPOLHMX NeperoBopax
OOH 3i 3miHK knimaTy, fie noBigoMuTy, Wwo KaHaga
BUMNATUTb YraHAi 60pr 3a BCi @KOMOTiUHi 3/104MHM,
aKi BUMHMNA? MoskHa! dkuo T 6innii Yyonosik B
KOCTIOMi — II0AM NOBIpSATb, WO TW OYOMIOEW Aep-
YKaBHMI AenapTaMeHT, MOTYXXHY N06iCTCbKy rpyny
abo riraHTCbKy KopnopaLito.

OpMH i3 roNnoBHMX METOAIB aKTMBI3MY «3roa-
HUX» — Lie TaK 3BaHE «MPUCBOEHHS» UM KKYNBTYPHA
nposokauis» (culture jamming). IHwWKWMK cnoBa-
MK, 60poTbba 3 HEraTMBHMMM NPOSIBAMM MACOBOT
nonynspHoi KynbTypy Ta NponaraHiok, Ky BOHa
NoLMPIOE, i1 K MeTofaMu. KynbTypHi npoBoKaTopu
i NPOBOKATOPKM 3apakatoTb Mac-Megia, NonynspHy
KynbTypy Ta pekiamy BipyCOM HE3roam Ta KpUTUKM,
BMKOPWCTOBYHOTb BIMCKaBUYHE MOLIMPEHHS TaKOi
iHdbopMaLii B HALLOMY CMOXMBALbKOMY CYCMiNbCTBI
BMOOBULL,

KpeaTnBHO NoeaHyoun Ui MeToam 3a ABa fe-
CATUNITTSA CBOEI AiANbHOCTI «3rofHi» AOLWKYAbHO
BMCMiOBanM KoHcepBaTuBHUX nonitukis y CLLIA Ta
npvBepTany yeary ao 6e3BifnoBiaanbHOCTI BEMKUX
Koponopawii. 3aBasaKM iXHiM BUTIBKaM MU Binblue
3HAEMO MPO HeCNpPaBeIMBICTb LibOro CBITy Ta MAEMO
YyLLOBMIM NPUKNAL, 5K i3 uuM B6opoTucs. BHacnigok
LbOro «3rofiHi» 3006ynM HeratTMBHe peHoMe cepen,
icTebnilIMeHTY, K11 BOHM BUCMIIOKOTb — HeAapMa
aHrmoMoBHa Ha3ga dinbmy The Yes Men are Revolting
MOJKE LLe TPAKTYBaTUCS AK « 3rofiHi” — OrnaHi».

KLU0 Ha moYaTKax CBOET AiANIbHOCTI «3roaHI»
npaLoBany rofloBHO 3 MUTAHHSAMM KaniTaniamy, To
OCTaHHIM YacoM ixHin OoKyc — 3MiHa KnimaTy. Akuis
«3rofHMX» 3 KOCTHOMaMU, SiKi O3BONSHOTb NMEPEXUTH
€KOJOriYHi KaTacTpodu, TiNbKM HA NepLUMiA MOrNL,
cMiwHa. Lle napogis Ha roHMTBY 3a Kancynamm,
HyHKepaMu Ta iHWKWMU PATIBHUMM CXOBKaMU Bif,
ekonoriyHoi katactpodu abo aaepHOi BiiHW. Taki
po3pobku 6ynnM 0cobnnBo NonynspHUMK nicns
apyroi cBitoBoi BiiHM B CLUA, Ha BMNafok xo-
nopHoi BinHM 3 CPCP abo npupogfHoi katactpodm.
«3rofHi» NapoAitok0Tb L Kancynu, wob Haronocutm
- 3MiHa KNiMaTy 3 ycima ii TpariyHuMm Hacnigkamm
BXE HeMUHy4Ye 6113bKo. [1poTe, Ha LyMKY caMux
AKTUBICTIB, BiABEPHYTH iX LINKOM MoxnuBo. Le
3a 4ac HaLLOro 3 BaMM XXUTTS NIOACTBO MOXKE MOB-
HiCTI0 BiZAMOBWTMCS Bif, BUKOMHOIO NaanBa (Y He
OCHOBHOTIO YMHHMKA 3MiHK KNiMaTy) Ta nepenTu
Ha BiAHOBNIOBaHI Axepena eHeprii. [1poTe ypsau
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BENMKUX AepyKaB Ta KoprnopaLii He HAATO B LbO-
My 3auikaBneHi.[lapagokcanbHo, ane BpsATyBaTUCS
3MOXYTb JIULLE Ti, XTO CNOXMBAE HanbinbLe, XTO
BMHMULLLYE HAaNbiNbLLe NPUPOLHUX PeCypCiB, Ti, XTO
Ma€ [oCTyn [0 Bnaau.

«3rofHuMM» Hebanayxe LOKYMeHTyBaHHS. Lie
BXe TpeTih dinbMm, KM po3NoBiAaE NpPO iXHIO
akTmBHicTb.Y 2015 poui Docudays UA nokasysas
®inbM «3BiaKM 39BASETHCSA MUA | KYAM 3HUKAKOTD
rpoLwui» npo ectoHcbkuii Teatp NO99 Ta ixHii npo-
€KT — GerMKOoBY NOMITUYHY NAPTIto, LLLO MaNia Ha METi
BUKPUTU MEXAHIi3MW, 3 IKMMM NPALLIOHTL NONITUKM
[ns 3axonneHHs ronocis Bubopuis. | Teatp NO99,
i «3rofHi» 3aMMaloTbCs CAMOAOKYMEHTYBAHHSM.
Lle cunbHe noniTuuHe KiHo, ke diKcye BCi eTanu
BTiZIEHHSI aKLii | npoBokauii. Big waneHoro 3anany
Ha mo4aTky A0 po3pobku iaei, Big po3pobku no
BTINIEHHS 3 HEOYiKYBaHVMMM MEPENOHAMMU, | 3peLUTOLo,
[L0 NPUKPOTO YCBIAOMNEHHS: TYT | 3apa3, TepMiHOBO,
HEBIJKNAAHO HiYOro He 3MiHIETHCS.

BnpopoBx ocTaHHiX AeKinbKoX POKiB «3rofHi»
nepenatoTb YCi CBOI CEKPETH aKTUBICTaM i AinaTbCa
TUM, LLO Ai3HANINCA 3@ OCTaHHE OECATUNITTA, Ke
BOHM NPUCBATUIN «BUMPABIEHHIO iLEHTUYHOCTI».
PesynbraTom ui€ei pisnbHocTi € Yes Lab - cemiHap,
METOHO IKOTO € LLOMOMOITU FpynaMm aKTUBICTIB Opra-
Hi30BYBaTM BNACHI TBOPYi 3aX0AM, SIKi NPUBEPHYTb
yBary 3MI. OguH 3 TakuMx cemiHapiB-BOPKLIOMIB,
nig Haseot «Yes Lab: GpeMHCTOPMIHI TBOpUMX
inev», BinbyaeTbca nif vac hectuBanto B paMkax
npaBo3axucHoi nporpamu RIGHTS NOW! (25 Ge-
pesHs, 13:00, bina 3ana byauHky KiHo).

B YkpaiHi BXe He meplmii pik ekonoriuHi
aKTUBICTU NPALLOOTb Y 3aKOHOAABYIM Ta NPOCBIT-
HUUbKIM chepax, NnpoBoasaTb KniMaTuyHi Mapui
M nepdopmMaTtuBHI akuii npotu HebesneyHoi i
KOHTpabaHAHOi BUPYOKM niciB. Ane fOKM aKTu-
BiCTM HaMarawTbCs NMPUBEPHYTU yBary A0 3MiHU
KniMaTy  ekonoriyHux npobnem, fepxasa npo-
[LOBXYE 3[1aBaTW CBOI TepuTOpii Nif WKiaIUBi BU-
po6HMUTBA KpaiHaM NepLioro CBiTy, NPOMUCOBI
MiCTa NMPOAOBXYIOTb OUTU PEKOPAM 3a KiNbKiCTHO
XBOPMX Ha pak Ta aCTMy, CXMJIU KapnaTCbKUX Fip
i Jani XaoTMYHO BUPYOYHOTb.

[locBip, yKpaiHCbKMX aKTUBICTIB Y CAMOAOKYMEH-
TyBaHHi He HAATO OYEBUAHMUMI, TOMY DiNbM «3roaHi
OYHTYIOTb» Mir 6yT1 He nLe NoCiBHMKOM 3 Kpea-
TUBHMX NPOTECTIB, a M 3 IXHbOI Bigeodikcauii.Ans
MAaviB AaneKuX Bif, aKTUBI3MY, CIpo6yM 3ynUHKUTK
rnobanbHi 3MiHKM KNiMaTy HarafalTb CNPaBXHiIN
ABAHTIOPHUM AETEKTUB, ane 3 peabHUMU reposiMu
Ta peanbHUMK KOPMopaLisMu.

MOKA3U ®dUIbMY «THE YES MEN: 3roAHI
BYHTYIOTb» BIABYAYTbCS B BYOUHKY KIHO:
24 BEPE3HS 0 19:00 B YEPBOHIN 3AJI (BXIA 3A
3AMPOLLEHHAMM) TA 25 BEPE3HS 06 11:00

B CUHIN 3ANI (BXIA BIIbBHWUNA).

OPENING FILM

THE YES MEN:

REVOLTING PROTESTERS AT
THE OPENING OF DOCUDAYS UA

MARIAM AGAMYAN, NADIYA CHUSHAK

The Yes Men are a group of activists who, for
more than twenty years now, have been working on
the issues of environment, capitalism, colonialism,
and homophobia in a way that prevents even the
media from being sure whether they are serious.

Organising a press conference at the state level
and announcing that the government is halting the
usage of harmful petroleum? Why not? Conducting
a fake conference at the international UN meeting
on climate change, and claiming that Canada will
pay its debt to Uganda for all the crimes against the
environment it committed? It is possible! If you are
a white man in a suit, people will eagerly believe
that you are a head of government department, a
powerful lobby group, or a giant corporation.

One of the main methods of the Yes Men ac-
tivism is so-called ‘appropriation’ or ‘culture jam-
ming_ In other words, they are fighting against the
negative aspects of mass popular culture and the
propaganda spread by it with its own methods.
Culture provocateurs infect mass media, popular
culture, and advertisement with the virus of dis-
agreement and critique, using high speed spreading
of such information in our society of consumption
and spectacle.

By creatively combining these methods during
two decades of their activities, The Yes Men often
sharply mocked conservative politicians of the USA
and attracted attention to irresponsibility of large
corporations. Thanks to their pranks, we have become
more aware of the injustice in our world and have
some great examples of how to fight against it.
Consequently, the Yes Men have acquired negative
reputation among the establishment they make
fun of - it's not by chance that the English title
of the movie The Yes Men are Revolting could be
interpreted as ‘The Yes Men are Disgusting.

At the beginning of their activities, the Yes Men
were dealing primarily with the issues of cap-
italism. Recently, their main focus has been on
climate change.The Yes Men’s actions, with their
environmental survival balls, only look funny at
first sight. It is a parody of the pursuit of capsules,
bunkers,and other redeeming refuges from natural
disasters or nuclear wars. Such developments
were especially popular after World War Il in
the USA, in case of war with the USSR or natu-
ral disasters. The Yes Men mock these capsules
to emphasise that climate change, with all its
tragic consequences, is inevitably close. However,
the activists believe that its prevention is still
possible. Even in the course of our lives, humans
could completely replace fossil fuels, which are
one of the main factors of climate change, with
renewable energy sources. But neither the gov-
ernments of major countries nor the corporations

Enough with grass-
roots protests!

Who will finally take
care of the managers
of corporations?
Who will lead

the police, and
consent to protests
on their behalf?
Who will make an
announcement in
the name of Shell
and the influential
American lobby?

We know who -

the Yes Men.

are interested in this. Paradoxically, only those
who consume the most, destroy the most natural
resources,and have the most power will be able
to save themselves.

The Yes Men are not indifferent to documen-
taries. This is the third movie devoted to their
activism.In 2015, Docudays UA featured Ash and
Money,a movie about the Estonian theatre group
NO99 and their project - a fake political party,
which aimed to expose the mechanisms through
which politicians capture votes. Both NO99 and
the Yes Men are involved in self-documentation.
They make powerful political movies, which cap-
ture all the stages of their protest actions and
provocations - from passionate enthusiasm in
the beginning, through the elaboration of the
idea and the realisation of its inevitable barri-
ers, and finally to the bitter understanding that
nothing can be changed here and now, urgently
and immediately.

For the last couple of years, the Yes Men have
been passing all their secrets on to activists,and
sharing what they have learned over the recent
decade which they have dedicated to ‘identity
correction’ The result of this activity is the Yes Lab
workshop, which aims to help groups of activists
to organise their own creative events that will
attract media attention. One of these workshops,
The Yes Lab: Brainstorming creative action, will
take place during the festival as a part of the
RIGHTS NOW! human rights programme (March
25 at 1 p.m., Cinema House, White Hall).

In Ukraine, environmental activists have for
many years now been working in the spheres
of legislation and education, conducting climate
marches and performance actions against dan-
gerous and illegally concealed deforestation.
While activists are trying to attract attention to
climate change and environmental problems, the
state continues to sell its territories to first-world
countries for their harmful industries, industrial
cities are still beating cancer and asthma disease
rate records, and the slopes of the Carpathian
mountains are being chaotically cut out.

The experience of Ukrainian activists in
self-documentation is not too obvious,and that’s
why The Yes Men are Revolting could become
a handbook not only on creative protest, but
also on how to record it on video. For those
viewers who are far from activism, attempts
to stop global climate change will look like a
real adventure story, only with real characters
and real corporations.

THE SCREENINGS OF THE YES MEN ARE REVOLTING
WILL TAKE PLACE IN CINEMA HOUSE: ON MARCH 24
AT 7 PM.IN RED HALL (BY INVITATIONS ONLY) AND ON
MARCH 25 AT 11 AM.IN BLUE HALL (FREE ENTRY).



CNEUIAIbHA noAif

«3ABX[M BIIbHA NIIOAMHA BULLE
3B'A3AHOI»: MPOLLEC HAZL OJIEFOM C.

«Hanesue, xtocb 06MoBuB Moseda K., 60 0aHOro paHky, AapMa Lo BiH
He CKOiB YXOHOTO0 3/104MHY, HOr0 3aapeLuTyBanu»

TANQ BACMJIEHKO

11 TpaBHsa 2014 poky 3a nigo3poto y
TepopuaMi MepepanbHa ciyxba besneku
3atpumye Onera C. Miomy npunucytoth
OpraHi3auito TepOPUCTUYHUX aTaK: BU-
6yxu 6ins mMemopiany BiyHoro BOrHto
M namaTHuka JIeHiHy B MicTi-cTonuui
niBOCTPOBA, SKMI BifHEAABHA CTaB HO-
BUM CYDEKTOM fepxaBu, Ym0 Gesneky
6opoHnna MepepanbHa ciyxba - y Tomy
yucni v Big Onera C.

Mepwa yactnHa cratTi 205.4, NyHKT
«A» yactnHu 2 cratTi 205,4actmHa 1 craTTi
30,4acTuHa 3 ctatTi 222 KK PA.Y nepe-
KNaji Ha 3BUYaiHy MOBY Lie: CTBOPEHHS
TEPOPUCTUYHOI OpraHi3auii, 3LiNCHEeHHS
[BOX TEPOPUCTUYHMX AKLLiM, NiAFOTOBKA
[10 3AiICHEHHS ABOX TEPOPUCTUYHUX aK-
Llin, He3aKOHHMIM 06ir 36poi Ta BUBYXO-
BMX peyoBuH. Lle Bce y ekBiBaneHTi Big
15 pokiB - 4O NOXMTTEBOrO CyBOPOro
pexumy. Moro, BUBe3eHOro 0 KpaiHu
@depepanbHoi cnyxbm, HamMaranuch no-
BEPHYTH Y KpaiHy, IKY BiH (2 KONUCb i Horo
pifHWI NiBOCTPiB) 3BaB BATHKIBLUMHOM.
Y BianoBsiAb Ha Le MOMy npeacTaBuam
yactuHy 1 ctatTi 4 3akoHy N26-DK3, 3a
AKMM MOro HOBOM DaTbKIBLIMHOW CTa-
na KpaiHa, uniii 6e3neui BiH Tenep Tak
HeBASAYHO CTaHOBUTb 3arposy.

Po3irpaHuii >KMyT KpUMiHaNbHKX CTa-
TeN, iXHIX YaCTUH i MYHKTIB KO3UPHOI
KapTok NAra€e Ha cTin abcypaHoi rpwm,
[le BUragaHa 3aAHiM YMCIOM NPOBUHA,
SK B MOKepi, NigHIMaE «cniny cTaBky» i
NPUpPIKA€E Ha OYiKyBaHHS ManbyTHbOrO
noKapaHHs.

Biouymmsa a6cypoHocmi cumyauii
BUHUK/I0 3 MoMeHmy apewmy Oneza. |
me, wio tioMy npunucanu skuiics 6e30ap-
Huli 3a0yM nidpusy nam’amHuKa, i me, w0
eusHanu 4neHom «lpasozo cekmopav, i
me, wj0 npomu 80Ji, He38axaryu Ha eci

npomecmu, o0zo/10cuiu 2pOMAOSIHUHOM
Pocii. [Tlpomszom 3iioMoK, Konu cmasanu
gidomMumu nodpobuui «cnpasu i «dokasu
8UHU», Yeli abcypo nuwe MiyHiwas, i cam
cydosuti npoyec nepemeopuscs Ha 2aHE6HyY
dewesy sucmasy.

A. Kypos

« = Bv >xepTBa Benn4esHoro Henopo-
3yMiHHS, - NPOMOBMB BiH.— Oui obpoaii
i 9 Maiie He MPUYETHI 40 BaLOi CpaBu,
MW HaBiTb MaWe Hi40ro He 3HaEMO Npo
Bac. (...) | He 34ynMHANTe HECaMOBUTOrO
ranacy Woao CBOEI HEBUHHOCTI, BiH NCY€E
He TaKe BXe i MoraHe BPaXeHH$, sike
y Hac cknanocs npo Bac. Bam ysarani
Tpeba 6yTV CTPUMaHIWMM Yy pO3MOBAX,
60 Maixe 3 ycboro, Lo BW Kasanu ne-
pef LM, HaBiTb IKOU BU 3pOHUNU UL
Kifibka CniB, MOXHA 3p0OUTU BUCHOBOK
Npo Bally NOBEAiHKY, WO BXe W TaK He
LLy>Ke CNpusSTAUBKIA AN BaC.»

ApeLuT, yTpMMYBaHHS Mif BapToo,
HacuibHE NPUMNUCYBAHHS HOBOrO rpo-
MafsHCTBA, KaTyBaHHS i BUMOPAOBaHiI
cBigyeHHa npotu cebe. HeBM3HAHHA
BNIACHOI NpOBMHWU. MixHapoaHa nia-
TPUMKaA — pO3CHMM XXOBTUX apKyLwiB Free
Oleg Sentsov y HavBWLLYKAHILIMX 3anax
CBITY, MPUCTPACHI 1 CXBUNbOBaHi C/IOBa
HaMCUNbHIWMX KIHOMUTLIB Cy4aCHOCTI,
NPUCBSAYEHI TEKCTM i LUIMPOKO pO3MMCaHi
pO3CifyBaHHA MPABOBMX Ta MOPAsIbHUX
aCMNeKTiB NPOLLECY HaL HUM.

«3axioHi 2naoayi, aKki Hikoau He 6a-
qusau, SK enawmosaruli pociticekuti cyo,
Haxaromosca 8i0 mozo, Wo NiocyoHo20
KOHeoloomb 3 cobakamu i cadxwarome y
Knimky. He po3ymirome, 5k cy0di Moxcyme
izHopyeamu 3aseu CeHuoea i AppaHaceesa
npo KamyeaHHs».

A. Kypos

Ta wWocb HEBNOBMMO Haragye TyT
He MpoCTO MOJNTUYHE CBABINNS, KPU3Yy

MPOLIEC: POCIMCbKA JEPXXABA NMPOTU OJETA CEHLOBA  THE TRIAL: THE STATE OF RUSSIA VS OLEG SENTSOV

Mopani Y1 npaBoBe HE34MHCTBO — LLOCh
y npoueci Hag Onerom C.4aiTbCs TEeMHE
i MOTOpOLLHe, fKacb THiTIOYa 3arposa.
3arposa Toro, o Ha Micui Moseda K.
yu Onera C. MOXe ONUHUTUCB BYyab-XTO.
linHOTMYHa peanbHicTb, Papc TpaHUIbO-
BaHMX 3aCifaHb BUAAKTHCS YUMOCh, IO
BMPBANIOCh 3 KOLIMAPHMUX CHiB, 3 CaMoi
reeHM NOACHKOr0. 30a€EThCS, LLLO CaMe Npo
uer npouec Hiuwe nucas: «l KOXXHOro
pasy, Sk n'aTepo 3 Bac 36epeTbcs pasom,
LIOCTUIM MYCUTb MOMepTU». | Liei WocTui
- ue yocobneHHs 6e3cunocTi NoAnHU
nepep 6e3xanbHot 3arpo3oto abeypay:
ue ABenb, U0 LONKO AiNKUTb NHOACTBO.
Xiba HaNXMMEepHILMM TYT € Te, WO 9K
ABenga 3abunu, To uni X mMu oitn? | ax
panToMm icTopid nige HaBcnak i moniTUY-
HWIA pexuM abcypay nepeTpaBuTb Cam

cebe - UM 3arosaTbCs paHK, HAHECEHT HUM?
A 41 nopoasTb HOBMX AEMOHIB dapcy?

«00uH 3 2ns0aqie nicns nepeansdy
3i3Haeca MeHi: «3Haro4u eupok cydy Ha-
nepeo, 1 8ce 00HO HANPY}#(EHO YeKas Ha
p036’a3Ky — a panmom eunpasoaroms?»

A. Kypos

3 ocTaHHboro cnoea Onera C.:

Oner C.: Y Hac Texx 6yna 3/104MHHA
BNaAa, ane MM BUALWAKM NpoTK Hei. Hac
He XOTiJIM YyTU — MU CTYKA/IN B CMITTEBI
6akun. Hac He xoTina 6auuti Bnaga -
MK nanunu nokpuiku. KiHeup KiHLem
MU nepemornu. Te came BiabyaeTbcs y
BaC paHo 4 Ni3HO.Y aKin GopMi — g He
3Halo, i 1 He x0uy, abu XTOCb MOCTPax-
[laB, MPOCTO Xo4y, abu Bamu BinbLie He

KepyBanu 3/104MHL.

Cynas: Lle no3a pamkamu npouecy.
Mu 5k 06roBOpIOEMO KOHKPETHI MUTAHHS.
3a 3aKOHOM Bu He MoxeTe roBopuTH
npo Bce.

Oner C.: {1 BXe 3aKiHuyto, Bawa yeTb.

Cynpna: Ta s Bac i He nepebusato,
npocro...

Oner C.: 4 3po3ymiB, WwWo Bu meHe
He nepebuBaeTe, TaK... TOX €AMHE, LLO 9
MO>Ky NobaykaTu L TpeTil, iHbOopMOBaHii
YacTUHI HaceneHHs Pocii - HaBuMTUCD
He 6oaTtuch!

MOKA3 ®lJIbMY ACKOJIbAA

KYPOBA «MPOLEC: POCINCbKA
LEPXABA NPOTU OJIETA CEHLLOBA»
BIABYAETbCA 25 BEPE3HA O 21:00 B
YEPBOHIN 3ANI BYOUHKY KIHO.

SPECIAL EVENT

‘A FREE HUMAN IS ALWAYS
WHO IS BOUND™ THE TRIAL

“Somebody must have been telling lies about Joseph K., because one
fine morning he woke up and found himself under arrest.”

HALYA VASYLENKO

On May 11, 2014, on suspicion of
terrorism, the Federal Security Service
detained Oleg S. He is credited with
organising terrorist attacks: explosions
near the Eternal Flame memorial and
the Lenin monument in the capital city
of the peninsula which recently became
a new state subject, whose security was
protected by the Federal Service, in-
cluding from individuals like Oleg S.

The first part of Article 205.4, para-
graph A of Part 2 of Article 205, part
1 of Article 30, and part 3 of Article
222 of the Criminal Code of the Rus-
sian Federation. Speaking simply, this
means creating a terrorist organisation,
carrying out two terrorist attacks, pre-
paring to carry out two terrorist attacks,
illegal weapons and explosives trade.
This equals a sentence from 15 years
to life. He was deported to the country
of the Federal Service and attempted to
return to the country, which he (and his
native peninsula) had once called home.

In return, he was presented with part 1
of Article 4 of Law No.6-FKZ,according
to which his new motherland is now
the country whose security he now so
ungratefully threatens.

This staged mix of criminal arti-
cles, their parts and paragraphs is the
trump card on the table of this absurd
game, where as if in a hand of poker,
fictitious post-factum charges raise the
‘blind bet’and doom him to expect the
future punishment.

It is obvious how absurd the situation
was right since the moment of Oleg’s arrest.
And the fact that he was credited with this
dull idea of undermining the monument,
and was recognized as a member of the
Right Sector, and that against his will,
despite all the protests, he was declared a
Russian citizen. During the filming, when
the details of the case’and the evidence of
guilt’became known, this sense of absurdity
has only strengthened, and the trial itself
became a dirty and cheap performance.

A. Kurov

“You are a victim of a huge misunder-
standing,” he said.“These gentlemen and
| are hardly involved in your case, we do
not even know much about you.[...] And
do not make a fuss about your innocence,
it spoils the not-so-bad impression that
we have about you.You generally need to
be more cautious during conversations,
because from almost all of what you
have said before, even if you dropped
just a few words, one can draw some
conclusions about your behaviour,which
is already not that favourable for you.”

Arrest, detention, the forcible attri-
bution of a new citizenship, torture and
tormented testimony against oneself.
The non-recognition of one’s own guilt.
International support: yellow leaflets
‘Free Oleg Sentsov’ distributed in the
most refined halls all around the world,
passionate speeches by the most prom-
inent filmmakers of our time, dedicated
texts and detailed transcripts of the
investigation on the legal and moral
aspects of the trial.

“The western audience,who has never
seen how a Russian court is arranged, is
horrified by the fact that the defendant is
escorted with dogs and put in a cage. They

EYOND
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do not understand how the judges can ignore

Sentsov and Afanasyev’s claims of torture.”

A. Kurov

But there is something that subtly
resembles not just political despotism,
moral crisis, or legal outrage —there is
something dark and eerie in the trial of
Oleg S.,an oppressive threat. The threat
that anyone could be in the situation of
Joseph K., or Oleg S.The hypnotic reality,
the farce of the broadcast sessions,seem
to be something that has escaped from
nightmares, from the very Gehenna of
mankind. It seems that it was this tri-
al about which Nietzsche wrote: ‘And
every time five of you get together, the
sixth must die.” And the sixth personifies
the impotence of men when faced with
the ruthless threat of absurdity: this is
Abel, whose fate is shared by mankind.
It is the most bizarre thing: if Abel was
killed, then whose children are we? And
if suddenly the story turns around and
the political regime of absurdity digests
itself, will the wounds inflicted heal? Or
will they breed new demons of farce?

“Having watched the film, one of the
viewers admitted to me that even though
he already knew the decision of the court,

he still anxiously waited for the pay-off in
case they dropped the charges.”
A. Kurov

From the final statement by Oleg S:

Oleg S.: We also had a corrupt gov-
ernment, but we went out against it.
They did not want to hear us, so we
drummed on the trash cans. They did
not want to see us, so we burned tyres.
In the end we won. Sooner or later, the
same will happen in your country. | do
not know how,and | do not want anyone
to suffer, | just want you not to be ruled
by criminals anymore.

Judge: This is outside the trial. We
are discussing specific issues. By law,
you cannot talk about everything.

Oleg S.: Your Honour, | am almost
done.

Judge: | am not interrupting you, I...

Oleg S.: Yes, | got it that you are not
interrupting me... Therefore, the only
thing | can wish this third, informed
part of Russia’s population is to learn
not to be afraid!

THE TRIAL: THE STATE OF RUSSIA VS OLEG
SENTSOV BY ASKOLD KUROV WILL BE
SHOWN ON MARCH 25 AT 9 PM.IN CINEMA
HOUSE, RED HALL



CBITIMHA MATINIbAE TATTOHI

PHOTO BY MATILDE GATTONI

OOTOBUCTABKM,
AKI NOTPIBHO YATATU

Micna BMHaNAEHHA KOMNAKTHOI 35-MiniMeTpoBoi kKamepu y 30-x pokax MuHynoro cropivus, gpotorpadis
GNMCKABUYHO CTana roNIOBHUM IHCTPYMEHTOM Bi3yaslbHOTO Ni3HaHHA ¢BiTy. Ha NloacTBO NOCYHyna HaBana
KapTUHOK 3i CBiAYEHHAMM NPO BiiiHM, MUPHE XUTTS B HEBIAOMMX KPaiHaX Ta y CNanbHAX CyCiAiB HA BYNML
3a poroM. Maiixe CTO poKiB NOTOMY HaBpAA, M NMWKBCA He coTorpaoBaHMM XOU OAMH rekTap 3emni, a

LWaneHa KOHKypeHLis 306paxeHb 3a yBary Be CTa/sa nNpuUT4elo BO A3MLLIX.

10119 CEPIIOKOBA, TETAHA MAJIA

CbOrogHi TMCAYI KapTMHOK  LLLOAHA
MepexTaTb nepern HalWuM MOrNsaoM, He
3aTpMMyOYMChb y namTi. [poTe ntofcbka
CXMANBHICTb PO3MOBIAATH ICTOPIT 3HAX0AUTb
MOXUIUBICTb YTWUNi3yBaTU AN151 LLbOTO HaBiTb
6araTtonMKy peasnbHiCTb COLiaNbHUX Me-
pex. LIboro poky Mu Xxo4emMo NoainnMT1Ch
i3 BaMM HabinbLU BpaXarouoto, npoTe A0Ci
NPUXOBAHOM Bif, yBarv 6aratbox iCTopieto,
SKY MM 3HaMLLAK Y NpocTopax IHCTarpama
- icTopi€to npo Te, 5K Hawwa xanoba, Hesir-
NIACTBO Ta CNOXMBAL|bKi 3BUYKM NOBIIbHO,
ane HeBiABOPOTHO 3HULLYHOTb MIAHETY.

CBIT/IMHA BNTADA COXIHA  PHOTO BY VLAD SOKHIN
8

Lito icTopito 3 AHA HA AeHb po3no-
Bifat0Tb KiflbKa AeCcaTKiB NpodecinHmMx
¢doTorpacdok i poTtorpacdis 3 ycboro
CBiTYy uyepe3 cBOi nmoctn Ha IHcTa-
rpam-akayHTi EverydayClimateChange
(«3MiHa knimMaTy woaHa»). ECC - ue
BOJIOHTEPCbKMI aKTUBICTCbKMI NPOEKT,
NOK/IMKAHUI LeMOHCTPYBATH LW OAEH-
Hi CBiAYEHHS 3MiHM KNiMaTy Ha BCiX
KOHTUHeHTax. DoToakTmBicTu Ta do-
TOAKTMBICTKM NPO CBOK MiCit0 KaXyTb:
«Mu Hapa€eMo BisyanbHi J0Ka3u TOro,
Wo 3MiHa KniMaTy He BifbOyBaEeTbCa
'necb TaM" — BOHa BiOYBa€ETLCSA NPOCTO
TYT i 3apas».

MpoekT 3anoyaTtkoBaHo Yy 2015
poui, i 33 ABa POKM CBOrO iCHYBaHHS
Mepexa Hasbupana coTHi doTorpadiin
i3 rewrerom #EverydayClimateChange,
33 KOXXHOK 3 SKMX CTOiTb CBOS iCTOpIS.
Ha opgHiin i3 doTorpadin, Lo He yBinwam
[0 BUCTaBKM, 300paxeHMI HIYHUI BUA,
Tabopy cMpifCbKMX BikeHLB B |pakcbko-
My KypaucraHi. 30a€Tbes, A0 Yoro TyT
3MiHa knimaty? Mignuc po dotorpadii
po3nogigae: «lposBn 3MiHM KniMaty
3a3BMYal acoLitOOTbCSA 3 MPUPOAHUMM
KaTaknisMaMu, 0iHaK 3MiHa KniMaTy Bce
YacTiLLe BU3HAETLCS BKIMBUM YUHHUKOM
ecKanaLwii CboroAHiLHix 36poMHMX KOH-

dnikTiB Ta nossn HoBux. 3 2006 no 2011
poku Cupig nocTpaxaana Bif TpuBanoi
nocyxu Ta Heba4yeHOro 3HUXKEHHS BpO-
aiB, WO CMPUYMHMIO0 MACOBY MirpaLito
censiH Ao ypbaHicTMuHmx LeHTpis. Le y
CBOHO Yepry Np13BeNo A0 HecTaui Xxapuis,
yepe3s aky B 2011 poui BMBYXHynM Maco-
Bi NPOTECTH, WO nepesfyBany HULLiBHIN
rPOMaAAHCBKIN BilHI...».

binbwictb doTorpadivi npoekty ECC
MalTb MEBHUI NPUCMaK XypHaNbHOI
Kpacu. TUM CUNbHilLE 3 L€ Kpacow
KOHTPacTyloTb  MiANMCM OO  3HIMKIB.
#EverydayClimateChange - Le BucTaBka
doTorpadii, aky noTpibHO YnTaT. MU
BMOpanu 3 yciei CTPiYKM KNKOYOBI CBIT-
JIUHW, SIKi pO3KaXKyTb iCTOPit0 MPO 3MiHY
KnimMaty ans Big A 0o f: 9K BUKMHYTUM
HaMM NNACTUKOBUI CTaKaHUYMK UM 3ineHni
CTeMK NpU3BOASATb 1O BUMMUPAHHS LLiNUX
BMLIB POC/IMH | TBAPMH, PO3MOBCIOXKEHHS
CcMepTenbHUX XBOPOb, BOEH 3a pecypcu
Ta Mirpadii, Ta 3peLTo — NocTynoBo-
ro nepeTBopeHHs 3emni Ha nycTento. A
TaKoX: WO MU MOXeMO 3pobuTu, abu
LbOMY 3ano6irTu.

Micna 3HaMoMcTBa 3 MNpPOEKTOM
#EverydayClimateChange Ham 3axori-
NIoCb posibpatucs, wo BiadyBaeTbCs 3
[LOBKINNAM y HaWin KpaiHi.[ns uboro Mm
opraHisyBanu KOHKYpC IHcTarpam-$oTto
#Ecooko. MpoTarom Tpbox MicsuiB BCi
oxo4i Mornu nybnikyBaTH y CBOIX aka-
YHTax GOTO 3 OMMCOM, LLLO MOSICHIOE, K
caMe L CBITIMHA PO3KPMBAE TY UM iHLLY
eKonoriyHy npobnemy B YkpaiHi, i um ic-
HYIOTb WASAXK iT BUPILLEHHS.

IHCTarpam y HawoMy CycninbCTsi
nepeBaXHO BMKOPMUCTOBYETbCSH SK iH-
CTPYMEHT  MOAENIOBAHHA  peTesibHO
npoAyMaHoi daHTasiiHoi peanbHocTi. Y
HbOMY MOXXH3 CTBOPUTM NapanesbHe XnT-
T4, B IKOMY MU NOCTIMHO MaHAPYEMO, iIMO
NIULLIE HAMCMAYHILLY iKY, BIANOYMBAEMO HA
3ananbHux Bevipkax. CydacHe cycninbCTBO
CMOXWBAHHS BUMLLIO HA HOBWUI piBEHb —
«CMOXMBAHHS NaiiKiBy, OYKBaNbHO gK Y
cepiani «YopHe asepkano», oe namk -
ro/IoBHa BanoTa, Bif, KiNIbKOCTi SKOi 3ane-
XXUTb PiBEHb YCNILUHOCTI, BU3HAHHS, LLACTA.
Y TakoMy BipTyanbHOMY CBITi HEMAE MicLs
npobnemMam Ta CTpaXKaaHHAM, [Ke YacTi-
Le 3a BCe, BOHM AANEKO He POTOreH uHi.

Tomy 6yno 0co6iMBO LiKaBO pU3MK-
HYTW OpraHisyBatu nofibHuin KOHKYpC,
afbke MWocs He TiNbKu Npo AO0BKINAS
KpaiHW, a 1 Npo MOX/MBICTb 3pO3YMiTH,
HACKINbKM LSl TEMA MOXE KCMOKYCUTUY
nepeciyHMX KOPWUCTYBAYiB Ta KOPUCTY-
BAYOK IHCTarpama po36aBuTu rsHue-
BUIA BAMCK CBOTO akayHTYy KapTUMHKaMu
HaBKOJ/IMLUHBOIO CBITYy — 3aCMiYeHOoro,
3aMMNEHOTO, 3HUKOMOTO.

Mepwi ¢doTo, sKi 39BMAMCA Mig
rewTerom #ecooko, Ha XBUIUHY 3MYy-
CWUM 3a8yMATUCh, UM «MiCisi» MOXe ByTH
BMKOHaHO0. CKN1aganoch BpaXKeHHS, Lo
yKpaiHui nepebyBatoTb inile Ha CTagii
YCBIOMNEHHS eKONOoriYHUX Npobnem Ta
B/IACHOTO BM/IMBY Ha [OBKINAS i, HA Xanb,
Malxe He 3HaKTb, IK CUTyaL,it0 MOXHa
BMNpaBuUTU. BinblwicTb He 3HA€ HaBiTb
NpO Cy4acHi MOXIUBOCTI A/ COPTYBaH-
Hs BiaxoaiB. OkpeMi poboTv 3pobeHi 3
BiAUYTTAM KLLOCh TYT HE TaK, ane He MOXY
MOACHUTY, L0 camex. TUM He MeHLLE, MU
oTpumanu noHag 350 pobiT, ski roso-
psTb MPO rocTpy Npobnemy BiACYTHOCTI
B HaLUiM KpaiHi CUCTEMM NMOBOAKEHHS 3
BiAXOAAMM, HECAHKLIOHOBAHY BUPYOKY
nicy, BNAUB BaXKOi NPOMMUCIOBOCTI Ha
CTaH NOBITPS KpaiHM Ta 3abpyAHeEHICTb
BOLOWM.

Y komnnekci BuctaBku #Everyday
ClimateChange Ta #Ecooko ctaHyTb
4yA0BMM NOCIBHUKOM NIOACBKOrO CAi-
Ly B €KOCUCTEMIi 3eMNi, IKuUi MU e
TiNbKM MOYMHAEMO YCBiAOMIIOBATH,
ane AKUM, HEMOB TiHb, BiH 3aBXAu
nopsa 3 HaMu.

MDoTorpadis, kaxyTb, 3aaTHa dikcyBa-
TV HaBITb HEBUAMMI NIOACBKOMY OKY TiHi —
B NMPSAMOMY i1 MepeHOCHOMY 3HAYeHHi.
Lle Te, yuM BOHa 3aliMaETbCA Big camo-
ro noyatky 1 potenep. Mepwi goTope-
nopTaxi po3noBifanu Npo Xaxu BOEH
noyatky XX ctonitta. CboroaHi Mu Bam
NPOMNOHYEMO PO3MNOBiAb MPO BilHY 33
BWXXMBAHHS NOACTBA, | CyAAYuM 3 icTopi,
sIKa BUMaNIbOBYETbCA NiCNS NPOYUTAH-
HS LMX BUCTABOK, LLt0 BiAHY MM Hapa3i
nporpaemo.

BIOKPUTTA:
25 BEPE3H4, 17:00, BYAWHOK KIHO,
XOJ1 TPETbOIO NOBEPXY.



#EVERYDAYCLIMATECHANGE

& #ECOOKO:

PHOTO EXHIBITIONS *
THAT SHOULD BE READ

CBIT/IMHA IXKEAMCA BITNOY AENAHO  PHOTO BY JAMES WHITLOW DELANO

After the compact 35mm camera was invented in the 1930s, photography rapidly became
the main tool for the visual exploration of the world. Humanity was flooded by pictures
bearing evidence of wars, peaceful life in unknown countries, as well as in the bedrooms of
their neighbors who live around the corner. Almost a hundred years later, there is hardly a
single unphotographed hectare of the Earth left, and the frenzied competition of pictures
for our attention has already became proverbial.

YULIA SERDYUKOVA, TETYANA MALA

Nowadays, thousands of pictures flicker in
front of our eyes every day without remaining in
our memory. However, people’s tendency to tell
stories finds a way to utilise even the multi-faced
reality of social media for its purpose. This year,we
want to share with you a most impressive story,
which however is still hidden from the eyes of
many. We found it in the depths of Instagram. It
is a story about the way our greed, ignorance and
consumerism are slowly but inevitably destroying
the planet.

This story is told day by day by a couple of
dozen professional photographers from all over
the world through their Instagram posts in the
EverydayClimateChange feed. ECC is a volunteer
activist project aimed to demonstrate daily ev-
idence of climate change on all continents. In
their Mission Statement, the photo activists note
that they “provide visual evidence for the fact that
climate change is not happening elsewhere, it is
happening right here and right now.”

The project was launched in 2015, and for two
years of its existence, the feed collected hundreds of
photos with the hashtag #EverydayClimateChange,
with its own story behind each of them. One of the
pictures which are not included in the exhibition
features a night view of a Syrian refugee camp in
Iraqgi Kurdistan.You might ask,"What does climate
change have to do with this?" The picture’s caption
reads, “The manifestations of climate change are
usually associated with natural disasters, but cli-
mate change is more and more often recognised
as an important factor of escalation of existing
armed conflicts and the emergence of new ones.
Between 2006 and 2011, Syria suffered from a
long drought and an unprecedented decline in
crops, which caused mass migration of the rural
population to urban centres. This in turn led to
a food shortage which sparked mass protests in
2011, which preceded the destructive civil war...”

Most photos from the ECC project have a certain
gloss of magazine beauty.All the more contrasting

with this beauty are the captions to these photos.
This makes #EverydayClimateChange an exhibition
of photographs which should be read. We have
picked the photos from the project’s timeline which
will tell the story of climate change from A to Z:
how a plastic cup we throw away or a steak we
eat causes whole species of plants and animals
to die out, allows dangerous diseases to spread,
causes resource wars and migrations, and, in the
end, gradually turns the Earth into a desert. And
what we can do to stop this.

After we learned about the #EverydayClimate-
Change project, we wanted to find out about the
environmental situation in our country. For that
purpose,we organised an Instagram photo contest
entitled #Ecooko. For three months, everybody could
publish pictures on their accounts with captions
that explained how this picture reveals a certain
ecological problem in Ukraine,and whether there
are ways to resolve these problems.

In our society, Instagram is mostly used as a
tool for modelling a carefully designed fantasy
reality. You can create a parallel life in it, a life in
which you travel constantly, eat only the most tasty
food, or hang out at hot parties. The contemporary
consumerist society has reached a new level, a
level of consumption of likes; just like in the series
Black Mirror, where likes are the main currency, and
the amount of likes you get determines your success,
recognition, happiness. In this virtual world, there is
no room for problems or suffering, because most of
the time, they are far from photogenic.

That is why it was especially interesting to
risk organising this contest, because it was not
only about the country’s environment, but also
about a chance to understand whether this topic
can ‘seduce’ an average Instagram user to break
up their glossy timelines with pictures of the sur-
rounding world, which is littered with trash, full
of smoke, disappearing.

The first photos which appeared under the
#ecooko hashtag made us doubt for a minute
whether the ‘mission’ could be accomplished. We
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CBIT/IMHA ONETA TA BAP’l TPOMAXOBUX, CMIJIBHOTA «MAJIEHbKA YKPATHA»
PHOTO BY OLEG AND DARYA PROMAKHOVS, COMMUNITY 'MALENKA UKRAINA’

got an impression that Ukrainians are currently
only in the first stages of learning about environ-
mental problems and their own impact on the
environment, and, unfortunately, they barely know
how the situation can be changed. Most of them
do not even know about the existing opportunities
for waste recycling. Some photos were taken with
a feeling that 'something is wrong here, but | can-
not explain what it is’ Nevertheless, we received
more than 350 photos which speak of the urgent
problem of our country’s lack of waste treatment
systems, illegal deforestation, the impact of heavy
industries on air quality, and water pollution.

The exhibition complex of #EverydayClimate-
Change and #Ecooko will serve as a perfect guide
to the human footprint in Earth’s ecosystem, which

we are only beginning to acknowledge, even though
it follows us around like a shadow.

Photography, they say, is capable of record-
ing even the shadows that are invisible to the
human eye, both in the literal and in the figura-
tive sense. This is what it has been doing since
its very beginning, and still does even today. The
first photo reports told people about the horrors
of early 20th-century wars. Today, we offer you a
story about the war for the survival of humanity
- and, judging from the story which takes shape
after reading these exhibitions, it is a war we are
currently losing.

OPENING: MARCH 25,5 PM,, CINEMA HOUSE,
HALL ON THE SECOND FLOOR.




OBPA3 MICTA

MPABO HA MICTO - LIE NMPABO
3AXOAUTU B KIHOTEATP 3 BYJIULII

ITOP TULLEHKO

Y ¢inbMi «Audience Emancipated: bopoTbba
3a KiHoTeaTp «EMek» 6araTo XTo yni3Hae cuTyauito
cyyacHoro KueBa: MacwTabHa HEeKOHTPONbOBaHA
3abynoBa MicTa Ta 3HUKHEHHS AOCTYMHUX AEMOKpa-
TUYHUX NPOCTOPIB ANS BiAMOUYMHKY | KynbTypu. Konu
Micus, ki 6ynun 3BU4HMMM Ny6AiYHUMKM NpocTopa-
MU, MiCLSIMM 0COBUCTUX iCTOpIN Ta 3ycTpiven ans
MOKONiHb, 3HWLLYIOKTbCS AeBenonepamu nif HoBY
3abynoBy ab0 3HMKAKTb Mifg NapKOBKO, KOMepLLi-
€10 T peKknamMoto. 6-pivHa KiHOXpOoHika 6opoTbOM
3a KyNbTOBMI CTaMOYNbCbKMIA KIHOTEATP NopyLIyE
Ha[3BMYaNHO BAX/IMBE 419 BCbOro ypbaHi3oBaHOro
CBITYy MUTAHHA: UM 3aNMLIMTBCS B HALIMX MiCTax
BiIbHWI AOCTYN A0 KYNBTYpU, OCBITH, COLiani3aLii?
AGO, iHWKXMMU CNOBaMU, Yn MaTUMEMO MU Ta Hali
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AUDIENCE EMANCIPATED: BOPOTbBA 3A KIHOTEATP «EMEK» AUDIENCE EMANCIPATED: THE STRUGGLE FOR THE EMEK MOVIE THEATER

[iTv NpaBo Ha MicTo? Bianosigb GinbMy 04HO3HAYHa:
Tak, SKWwo 6yasemo 6opotuca 3a ue.

IcTopis, sy po3kasye «Audience Emancipated» —
Lie XpOHiKa Haf3BMYaMHO YCBiLOMIEHOi 60pOoTbOM
3a MpaBO Ha MICTO Ta CPOTMBY KOMepLianisauii
KynbTypw i nybniunoro npoctopy. Ii yuacHUkm - xu-
Teni Crambyna, CTyAeHTH, NiBi aKTUBICTH, pexxuncepu,
CLLeHapUCTV — f,06pe Po3yMitoTb 3 KUM i 33 L0 BOHM
60ptoTbCs. «Haw npoTecT - e cnpoba NoBepHyTH
MiCTO, IKe B HaC 3abMpaE Kanitany,- Kaxe akTUBICT
Nif4 Yac OOHIEI 3 YNCIEHHUX BYNIMYHUX aKLiA Ha
3aXMCT KiHOTeaTpy Bif, pyrHyBaHHs. Biokputuii 1924
pOKYy, KiHoTeaTp «EMek» 6yB ocepeiKOM BMUCOKOI i
BOAHOYAC 3arafibHOAOCTYNHOI KiHeMaTorpadivyHoi
KynbTypy B LeHTpi Crambyna, 6aratopiuyHo TOKaLli€r0
nposefeHHs KiHodecTusanis. Moro aHanoramu B
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Kunesi € «XoBTeHb», «KuniB», «KiHonaHopama». Y
2010 poui, 32 3ronoto MicLeBOi Bnagu Ta MiHic-
TepcTBa KynbTypu, BiH MaB MOCTYNUTUCS MicLEM
6-NOBEPXOBOMY TOPriBEIbHOMY LIEHTPY, L0 BUK/N-
Kano piske HEMpUIUHATTSA B ayaMTOpii KiHOoTeaTpy.
BinToni TpuBae 6opoTbba: ByNMUHI akLii, npoTecTu
y TOpriBebHUX LLeHTpax Ta Ha Ny6aiuHMX 3axo4ax,
oKynauii Ta MiTUHIK.

Sk noB'i3aHi KiHoTeaTp i NpaBo Ha MicTo? MNpaBo
Ha MiCTO, KOCHOBHE MpPaBO Cy4aCHOCTI», K MOro
Ha3BaB aBTOP NoHATTA, hinocod AHpi Jledesp, - Le
NpaBOo Ha anponpiaLito i KONEeKTUBHE CMiBTBOPEHHS
MiCbKOr0 NpoCTOpy, NPaBO BiNbHO BMKOPWUCTOBY-
BaTV NnepeBaru Micbkoro XuTTs. Llboro npaea Hac
3aBXAM NparHe no36aBuTH KaniTan, a TOYHiLe Moro
areHTW: aesenonepu i Micbka Bnaaa, ki cnnenmcs B

TiCHY eKOHOMIKO-MOoNiTUYHY Koaniuito enit.Cnpaea
3BICHO HE B 3/I0YMHHUX HaMipax KOHKPETHUX Nto-
newn, xoua B KMEBI NOBHO i TakKMX, a B caMili MeTi.
A MeTa MiCbKMX eniT — OTPUMYBaATH HaANPUOYTKK
B KOMepLiani3auii, iHBeCTULi B HEPYXOMIiCTb Ta
OHOBJIEHHS MicTa. [LOCTYMNHICTb MiCbKOT KYNbTYpH i
MiCLb, B IKUX TBOPUTbCS NYyBAIYHICTb — Lie 0AHa i3
CKMafloBMX MpaBa Ha MicTo.Y nnaHax aesenonepis,
HaTOMICTb, ICTOPUYHMIA KiHOTeaTp, LLO 3aMMaE iH-
BECTULNHO-NPMBABANBY MiCbKY 3€MITIO, BIACYTHIM.
| MewkaHui Crtambyna ue npekpacHO po3yMitoTb.
Came ToMy Yepes BeCb inlbM NPOXOAUTb HACKPi3HA
BMMOra 1oro repois: «Ham notpibeH kiHOTeaTp, B
KU MOXHA 3anTu 3 Byauuil». Lle BignoBiab Ha
CNpo6u 3aCNOKOEHHS CUTYaLlii AeBEN0ONEepPOM, SKUIA
3aMneBHsE, L0, MOB/SB, HEMA YOro MPOTECTyBaTH,
60 OHOBNEHMI KiHOTEATP BiAKPUIOTL HA 6 MOBEPCi
TOProBOro LeHTpY. MOXNUBICTb BifIbHO 3aMTy B KiHO-
TeaTp y rMobanbHUX MiCTax JaBHO CTana NpUBINeem
cepenHbOro Knacy, 60 KiHo NepeMicTnnock Ha OCTaHHiI
NMOBEpPXM TOProBMX LLEHTPiB, NEPETBOPUBLUMCH Ha
[OMOBHEHHSA A0 WOnNiHry un dyakopty. Kynbtypa
KOMepLiani3yeTbCs, i HAUTIAKOM € Te, Wwo ansa b6ara-
TbOX BOHA nepecTae Byt AOCTynHo, abo npocTo
3HMKAE, BUTICHSAETLCA, K KiHOTEaTp aBTOPCbKOro
KIHO MOCTYnaeTbCcs Micuem Binbw npubyTKOBOMY
BiofineHHwo 6aHKy umM anTewi. Ik 4aBHO BaLwi cyciau
M0 CNanbHOMY PaltoHy NEHCIMHOTO BiKy 6yNnn y KiHO?
Ckopilwe 3a BCe, BOHM 3rafatoTb pafsHCbKMIA Yac,
Konw we GyHKLiOHYBaB paoHHMI KiHoTeaTp, abo
SKUICb BNarofinHuin KiHonokas B byaMHKy KiHo.

IcTopis «EMeka» Haa3BMYalHO MOKa3oBa ANs
cborofHiwHboro Kuega xoua 6 ToMmy, Wo nignan
«KOBTHSI» Mir CTaTW NPENOLIEL A0 MOro NepeTBOpeH-
H$ Ha TOPriBeNbHUIM LEeHTP, Hag, «KiHonaHopaMoto»,
«bpatncnaBoto», «/lennuurom», «30psHUM» AaBHO
HaBMCNa 3arpo3a 3HuLeHHS, a «CaTypH», «[dpyxba»
Ta 6araTto iHWKUX paioHHKUX KiHOTeaTpiB 6e3cnia-
HO 3HMKAM 3a ocTaHHi 20 pokiB. KuiB Tak camo
LLOAHS BTPAYa€ aBTEHTUYHI MicLs Yepes NOCTiNHY
HeHaxxepnueicTb Aesenonepis. | xoya «YKoBTeHb»
6yB BiLHOBNEHMI uYepe3 MOTYXHY FPOMAACbKY
KaMMNaHito, KUSIHaM Ay)Ke He BMCTa4a€e TOro PiBHS
YCBIZJOMNIEHHS CBOrO KONEKTMBHOTO MPaBa Ha MicTo,
[OCTYMHY KYyAbTYpY i apTUKynaLii BAaCHUX BUMOT,
Ky AE€MOHCTPYOTb MewwkKaHui Crambyna.

llle ogHa BaxMBa Hackpi3Ha iges dinbmy -
ue Biaxia Big Hoctanbrii. CtamMbynbCbKi aKTMBICTH
3HaKThb, LLO iCTOPIS KiHOTeaTpy MOBTOpMAACS Ha
nnoLLi TakciM i MoXxe NOBTOPUTUCH Le 6e3niy pasi.,
a BiaTaK — «6opoTbOa NPOAOBXKYETLCA». SKLWO MU
XO4YeMO MaTU KiHOTeaTpu Y LIeHTPi MiCTa, B IKi MOX-
Ha 3aiTK 3 ByMLi Ta AKiCHUIA NyBniyHUI NpocTip,
MW He MAEMO CyMYBaTM 33 BTPAYEHUMMU MiCLSMM
YK HOCTasIbryBaTh 33 «KMiBCbKOK CTApOBMHOO» 3
JIMCTIBOK Ta iCTOPUYHMX CalTiB. HaBnaku, M1 MaeMo
YCBiZLOM/IIOBATH, WO Hawa 6opoTbba 3apas - ue
60poTbba 3a Halle NPaBo HA MICTO B MalbyTHbOMY.

MOKA3 o®lIbMY

«AUDIENCE EMANCIPATED: OPOTbBA

3A KIHOTEATP «EMEK» BIABYAETbCA 27 BEPE3HS
0 18:00 B CMHIN 3AJII BYAUHKY KIHO.

MPABO3AXMUCHA NPOIrPAMA

NPOLLABAW, NIOAUHO BE3AIANbHA! NNPUBIT, NOLAMHO PO3YMHA!

Mpo 3nosicui +4°C, a60 NPOrHo30BaHe NiABULLEHHS CEPEAHbOI TEMNepaTypu Ha 3eMAi HTUMETbCA Ha
Docudays UA uporo poky. PetenbHo Bigi6paHi ¢inbMu npoaeMOHCTPyYIOTb, IK 3MiHMBCA KNiMAT Ha N1aHeTi
BYOPA, i A0 4Oro npusseae 6e3AiANbHICTL N0ANHM 3aBTpa. A 0Cb y NpaBo3axucHiii nporpami ¢ectusanio
Rights Now! puckytyBatumemo npo Te, Ik BCe MOXHA 3MiHUTHU BXe CbOTOAHi.

KATEPUHA NYLIbKA

HaBpsa uu B topuamyHoMy noni
MOXKHa 3HaNTK CTaTTHo, SiKa 6 3adikcy-
BasIa, WO JI0AMHA MAE NPABO Ha XMUTTA Y
ctanomy knimari. OnHaK Te, 40 YOro HUHI
Npu3BOAUTL MOBanbHe NOTENNiHHS, BXe
LeCcaTUNITTAMM NOPYLLYE YMMANO CTaTeN
3aranbHoi Aeknapauii npaB NAWHM, Ha-
nucaHoi we y 1948 poui. Lle i npaBo Ha
6e3neKy Ta XXUTNO, i Ha BOMOMIHHSA Mali-
HoM. Tak, Ha OCTpiBHMX KpaiHax Tuxoro
OKeaHy, 3BiAKM Yepe3 NiABULLEHHS PiBHA
BO/M, MAaCOBO NepecensitoTb rpOMafsiH,
3MYLLYIOYM NOKMAATU BNACHI rocnofap-
CTBa, Y NMOPYLUEHHI LMX NpPaB Hi B KOro
HEMaE€ CyMHiBIB.

YKkpaiHa Tex 4aCTKOBO NpuYeTHa L0
€KOMOoriYHOoi KaTacTpodu B TMXOOKEaH-
CbKil KpaiHi 11 10 TaHEHHS NbOAOBUKIB Y
ApKTULi. AoKe HanexuTb 40 ABAAUATKM
KpaiH CBITY, Ki HanbinbLe BUKMAAOTb
NapHUKOBMX rasiB y atmocdepy.[1o Lporo
npu3sogutb pobota TEL, TpaHcnopty,
CinbCbKoro rocnogapcTsa. bansbko 76%
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NapHMKOBMX BUKMAiB NPUMALAE Ha eHep-
reTUYHUI CexTop.

YTiM, ANS HUHIWHBOTO KepiBHMLTBA
KpaiHu BiAMOBA Bif, BUKOMHOrO NanMBa
Ta nepexif Ha BigHOBMOBA/lbHE — He
NUTaHHA cborofeHHs. Y BepxoBHin Pagi
i3 423 penyTaTiB nuwe 22 BBIilWNO A0
cknapy MikdpakuiiHoro o6€aHaHHA
«3eneHa eHepris 3MiH». ToX Ha peBo-
NIOLIMHI 3MiHM MOKM WO OYiKyBaTK He
BapTO, AK i Ha «eKONOoriyHy» 6inbWicTb
y napnameHTi. OLHaK Y1 MOXINBI BOHM
6e3 3MiHM MacoBOi CBILLOMOCTI rpOMaasH?
OuyeBUOHO, LLLO Hi.

Mano XTo 3Hae, Wo 3MiHa Knimarty
MOpYLWYE, HANPUKNAA, i KOHCTUTYLLiIMHI
npaea camux ykpaiHuis.Y ctatti 50 Oc-
HOBHOrO 3aKOHY HanmcaHo: «KoxeH Mae
npaBo Ha be3neyHe ons XUTTS | 30L0POB
[OBKINNSA Ta HA BiALWKOAYBAHHS 3aBAa-
HOI NOPYLUEHHSM LbOrO NpaBa LWKOAN».
EkonoriyHa npaBo3axmHa opraHisauis
3i JloBoBa «Ekonorig-lMpaso-/loanHay B
pamkax RIGHTS NOW! npeacraButhb Liny

HW3KY 3aX0AiB, 06€AHAHNX 3aroN10BKOM
«[MpaBa noAMHU Ta KOBKINNA: YKpaiH-
CbKMi1 BUMIp», e NPOSICHUTb PU3MKM Ta
3arpo3u NOpyLLEHHS NPaB NtoAew, SiKi Hece
3MiHa KNiMaTy, PO BMIMB BOEHHMX Al Ha
[LOBKI/NS, MPO 3aXMCT €KOMOTYHUX MPaB.

3aranom noHap 20 3axomiB npa-
BO33aXMCHOI NporpamMmu yMOBHO MOXHaA
NOAINNUTU HA MPOCBITHULIbKO-ANCKYCIMHI
Ta npakTuyHi. [Nepla Bennka AnCKycis
NoB’I3aHa i3 CyCninbCTBOM CMOXMBAHHS.
OpraHi3zaTopu — npeacTaBHMLTBO HoHAY
larHpixa bbonns B YkpaiHi — yneBHeHi,
L0 BX/IMBO 3BEPTATM yBary Ha 3B'130K
3MiHM KNiMaTy Ta HaAMipHOro NobyToBOro
CNOXMBAHHS KOXHOI Ta KOXHOTO i3 Hac.
(X001 TeMM CTOCYBaTUMETLCS | KPYInii
cTin «CinbcbKe rocnoaapcTBo - eKoio-
riYHMI BUKIMK Y1 HaAif NIOACTBa», Opra-
Hi30BaHWM HalioHanbHMM eKONoriYHUM
LLeHTPOM YKpaiHW. Y4acHuMLi Ta yHaCHUKM
3aX04y pO3CHATb, IKUIA 3BKI30K MiXK MO-
XOOKEHHSIM NPOLYKTIB, IKi MM CMOXMBa-
€MO LWOAHA, i robanbHUMK BUKITMKAMMU
NIOACTBA: FONI0[I0M, DiAHICTHO, COLLiaNbHO

HepiBHICTIO Ta 3MiHO KnimMaTy. OfHieto
3 HenepeciyHux noain nporpamu Rights
Now! cTaHe npe3eHTaLis 1 06roBopeHHs
pocnipkeHHs «CnpaBXHA wiHa Byrinng
B yMoBax BiitH1 Ha [loH6aci». ABTopu
KHWUIMM NoByBanu y LiaxTapCbKMX MicTax
Ta CeNMLLAX Ha NiLAKOHTPObHIN TEpUTO-
pii loH6acy Ta 3adikcyBanu UYUCIEHHI
NOpYLWEeHHs CoLiaNbHUX, TPYAOBUX Ta
€KONOTiYHMX MPaB MICLEBUX XUTENIB.
Mpo HUX, MOXMBO, | 3HAKOTb, OAHAK FEeTb
He roBopsATb i 30BCiM HE AUCKYTYHOTb.

[lna ntopew, aKi nparHyTb NpakTMYHO
OpIiEHTOBAHMX 3aX0fiB, y Nporpami Tex
niAroTOBaHO YMMano Likasoro. TyT i WwKkona
BE/IOHABYAHHSA Ta AMCKYCig Npo npasa
BEN0CUMNEANCTOK Ta BENOCUMNEMUCTIB Ha
BY/IMLSAX MICT, SKi MalOTb Ha MeTi nony-
NApU3yBaTU LEN eKONOriYHO APYXKHiN
BM[, TPaHCMNOPTy (opraHizoBye Acouiauis
Benocmneamctis Knesa). YkpaiHcbka Mo-
NOADKHA KNiMaTUYHa acouiauis nposeae
BOPKLLOM NP0 KNiMaTU4HUIA akTuBi3M.[1po
piLLEHHS, SKi [ONOMOXYTb 3p06UTH MicTa
He nnLe eKoNorYHUMU, ane i APY>KHIMK
[NS Nofew WASXOM HU30BOTO PO3BUTKY
nybniYHMX NPOCTOPIB, PO3KaXYTb roCTi 3
Pi3HWMX perioHiB KpaiHW y paMKax MoAji
npo 3e1eHUM HU30BUI aKTUBI3M. A Ha
nmckycii «#Ecooko: Yn moxke IHcTarpam
3MiHMUTM CBIT?» MM NOrOBOPMMO Mpo Te,
YM MOKE MOJIHa CoLliaNibHa Mepexa CTaTu

iHCTpYMEHTOM aKTMBI3My Ta KaTanisa-
TOPOM 3MiH.

3HanwWwnock y nporpami Micue i ansa
noaii, aKi xo4 i He cToCyloTbCs 6e3-
nocepefHbO TEMATUKU LLbOTOPiYHOrO
decTmBanto, Ha CTO BiACOTKIB NOBA3aHi
3 NpaBaMu NIOLAMHM, | yBary A0 SKUX
HaM OMKTY€E HEeCnokiliHe CbOroAeHHs
Ta BiMHa Ha Cxogi KpaiHu. Tak 3axig
«flymaitpan-2017: rypryiimocs 6ins wa-
Tpa NOPO3YMiHHA» LUYKATUME NPUUUHU
HEMoOpO3yMiHHS MiX IOAbMU 3 Pi3HUX
€THIYHMX Fpyn y CycninbCTBi YKpaiHu
Ta WASXM YCYHEHHS iX. A BiNCbKOBUM
penoptep 3 ®paHuii XaH-Monb Mapi
pO3MoBiCTb, IK NOA0NATM NOCTTPAaBMa-
TUYHWIA CUHOPOM. 3iTKHYBLIMCH B |paky
3i CMepTI0O ABOX KOMer-xypHanicrie -
Tapaca lMpoutoka Ta Xoce Koyco, - BiH
BMPILLMB CBIl LLOK He 3aMOBYYBaTU.ABTOp
KHWUIU | BOKYMEHTaNnbHOro @inbmMy npo
MOCTTPaBMAaTUYHUI CUHOPOM TFOTOBMIA
pO3MoBiAaTM NPO CBii BaXIMBUIA LOC-
BifL YKpAiHCbKil ny6niL,i.

Bxif Ha yci nogii BinbHMIA, a Bawwa
NPUCYTHICTb BaxaHa. Mu wwmpo Bipnmo,
O NOYYTi 3HAHHS He nuwe npobyasaTb
LiKaBiCTb [0 CTaHy Haworo AOBKiNNs,
ane " 3MiHATb Bal Crnocio xutta. Tox
npowasai, /lioanHo 6e3aianbHa!l MNpusiT,
JlognHo po3ymHa!



CITY IMAGE

THE RIGHT TO THE CITY IS THE RIGHT TO
ENTER A MOVIE THEATER FROM THE STREET

IGOR TYSHCHENKO

In the film Audience Emancipated: The Struggle for
the Emek Movie Theater,many people can recognise
the situation of contemporary Kyiv: large-scale
unregulated development and the disappearance
of accessible, democratic spaces for leisure and
culture. The situation when places that used to
be normal public spaces, places of personal sto-
ries and encounters for generations, are being
destroyed by developers or disappearing under
parking lots, commerce and advertisement. The
chronicle spanning six years of the struggle for
the iconic Istanbul movie theatre raises a question
which is very important for the whole urbanised
world: will our cities preserve free access to cul-
ture, education, socializing? Or, in other words,
will we and our children have the right to the
city? The film gives a straightforward answer: yes,
if we fight for it.

The story told by Audience Emancipated is a
chronicle of a very conscious struggle for the
right to the city and the resistance against the
commercialisation of culture and public space. Its
participants - residents of Istanbul, students, left-
wing activists, directors, screenwriters - perfectly
understand who and what they are fighting for.
“Our protest is an attempt to reclaim the city,
which is being taken away from us by capital,”
says an activist during one of the many street
protests aimed at protecting the cinema from
demolition. Opened in 1924, the Emek cinema
was the centre of high and, at the same time,
publicly accessible cinematic culture in the
centre of Istanbul; for many years, it served as
a location for film festivals. Its counterparts in
Kyiv are the Zhovten, the Kyiv Cinema and the
Kinopanorama. In 2010, with the approval of
the local government and the ministry of cul-
ture, the theatre was supposed to give way to a
6-storied shopping mall, which was met by strong
opposition by its audience. Since then, the struggle
has been going on: street activities, protests in
shopping malls and at public events, occupations
and demonstrations.

How is a movie theatre linked with the right
to the city? The right to the city, the central right
of modernity, as it was described by the author
of the concept philosopher Henri Lefebvre, is the
right to appropriate and collectively co-create the
urban space, the right to freely use the advantages
of urban living. Capital keeps trying to deprive us
of this right, or more precisely, its agents do: devel-
opers and local authorities who are tied together in
a tight economic and political coalition of elites. Of

AUDIENCE EMANCIPATED: BOPOTbBA 3A KIHOTEATP «EMEK» AUDIENCE EMANCIPATED: THE STRUGGLE FOR THE EMEK MOVIE THEATER

course, it is not about the criminal intentions of any
specific people (although Kyiv has a lot of those too),
but rather the goal itself. And the goal of the city
elites is to make super-profits off commercialisation,
real-estate investments and city reconstruction.The
accessibility of the city’s culture and the places where
publicity is created is one of the components of the
right to the city.However, the developers’plans do not
involve a historic cinema that occupies a piece of city
land which is attractive in terms of investment.And
the residents of Istanbul understand that perfectly.
That is why the key demand of its protagonists runs
through the whole film: “We need a cinema which
we could enter from the street!” This is a response
to the developer’s attempts to settle the situation by
assuring the public that there is nothing to protest
about, because there will be a revived cinema on
the 5th floor of the shopping mall. The opportunity
to freely enter a cinema in global cities has long
been a privilege of the middle class,because movies
have moved to the top floors of shopping malls,
turning them into a mere addition to shopping or
food courts. Culture is commercialising, and, as a
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result, it becomes inaccessible for many people, or
simply disappears; it is supplanted, just as a theatre
for auteur cinema gives way to a more profitable
bank branch or drugstore. How long has it been
since our elderly neighbours from our residential
quarters were last at the movies? Most likely, they
will recall Soviet times, when the neighbourhood
cinema was still functioning, or perhaps a charity
screening at the Cinema House.

The story of Emek is very revealing for con-
temporary Kyiv, at least because the arson at
the Zhovten could have become a preface to
its turning into a shopping mall; because the
Kinopanorama, Bratislava, Leipzig, and Zorianyi
cinemas have long lived under the looming threat
of demolition; and the Saturn, the Druzhba and
many other neighbourhood cinemas have disap-
peared without a trace over the last twenty years.
Kyiv is also losing authentic places every day
because of the unstoppable greed of developers.
And although the Zhovten was renovated thanks
to a powerful public campaign, Kyiv residents
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really lack the awareness of their collective rights
to the city and to accessible culture; they do not
have the level of articulation of their demands
that is demonstrated by the residents of Istanbul.

Another idea that runs through the film is
the move away from nostalgia. Istanbul activists
know that the cinema’s story has been repeated
on Taksim Square, and it may be repeated many
more times, so ‘the struggle continues’. If we want
to have cinemas in the city centre which we can
enter from the street, if we want high-quality
public space, we shouldn’t miss the lost places
or be nostalgic about the old Kyiv’ of postcards
and historical websites. On the contrary, we should
acknowledge that our struggle today is the struggle
for our right to the city in the future.

THE SCREENING OF

AUDIENCE EMANCIPATED: THE STRUGGLE
FOR THE EMEK MOVIE THEATER

IS SCHEDULED FOR MARCH 27 AT 6 PM.
IN CINEMA HOUSE, BLUE HALL

FAREWELL, HOMO INACTIVE!' HELLO,

This year, Docudays UA will deal with the ominous +4°C, or with the projected increase in global temperature.
The carefully selected films will demonstrate how the climate on Earth changed yesterday, and where human
inactivity about it will lead us tomorrow. And in the human rights programme Rights Now!, we will discuss the

ways to change everything today.
KATERYNA LUTSKA

In the legal field, it is almost impos-
sible to find any articles stating that a
person has the right to live in a stable
climate. But the current consequences of
global warming have violated numerous
articles of the Universal Declaration of
Human Rights, written back in 1948,
for decades. This includes the right to
security, to housing, to property. For ex-
ample, in the Pacific island countries,
where people are being evacuated
en masse and forced to abandon their
households because of rising sea lev-
els,nobody doubts that these rights are
being violated.

Ukraine is also implicated in the
environmental disaster in the Pacific
and in the melting of the Arctic ice cap,
because Ukraine is one of the top 20
countries in the world which emit the
largest amount of greenhouse gases into
the atmosphere. The reason for this is
the emissions from heating and electricity
stations, transportation,agriculture.Around
76 percent of greenhouse gas emissions

are produced by the energy sector.

However, the country’s current lead-
ership does not consider rejecting fossil
fuels and replacing them with renewable
sources of energy an urgent issue. Out
of 423 MPs in the Ukrainian parliament,
only 22 have joined the interfactional
association called the Green Energy of
Change. Therefore, we should not be
expecting revolutionary change or an
‘environmental’ majority in the parlia-
ment any time soon.But is it possible to
achieve these goals without a massive
change in the minds of the citizens?
Obviously, it is not.

Few people know that climate change
violates the constitutional rights of Ukrai-
nians as well. Article 50 of the Constitu-
tion of Ukraine states that everyone has
the right to live in an environment which
is safe for their lives and health,and to
receive compensation for any damage
caused by violations of this right. As a
part of the Rights Now! programme,
an environmental rights organization
from Lviv, Environment-People-Law,
will present a series of events titled

Human Rights and the Environment:
Ukrainian Dimensions; at these events,
the organisation will clarify the risks
and dangers of human rights violations
caused by climate change, speak about
the impact of military operations on the
environment, and about the protection
of environmental rights.

More than 20 events of the human
rights programme can be divided into
educational discussions and practical
workshops. The first major discussion
is about the consumerist society. Its
organisers, the Heinrich Boll Founda-
tion’s office in Ukraine, are convinced
that it is important to highlight the
link between climate change and the
excessive everyday consumerism of each
and every of us. A similar topic will be
discussed at the roundtable Agriculture:
Environmental Challenge or the Hope of
Humanity, organised by the National
Environmental Centre of Ukraine. The
participants in this event will explain
the connection between the origins of
the food we eat every day and the global
challenges faced by humanity: famine,

poverty, social inequality and climate
change.One of the extraordinary events
of the Rights Now! programme will be
the presentation and discussion of a
study entitled The Real Price of Coal in
the Situation of War in the Donbas. The
authors of the book have visited mining
towns and villages in the territory of
the Donbas under Ukrainian control,
and recorded numerous violations of
the social, labour, and environmental
rights of local residents. These violations
might be well-known, but people do not
talk about them or discuss them at all.

The programme’s authors have also
prepared many interesting things for
those who prefer practical events. These
include a cycling school and a discussion
about the rights of cyclists on the streets
of the cities which strive to popularize
this environmentally friendly means of
transportation (organised by the Kyiv
Cyclists’Association). The Ukrainian Youth
Climate Association will hold a workshop
about climate activism.At the event about
grassroots green activism, guests from
many regions of the country will tell us
about decisions that can make cities
not only environmentally friendly, but
also people-friendly, through the grass-
roots development of public spaces.And
during the discussion entitled #Ecooko:
Can Instagram Change the World?, we

will debate whether the trendy social
network Instagram can become an tool
for activism and a catalyst of change.

We have also found some room in the
programme for events which, although
not directly related to the topic of this
year’s festival, are undeniably related
to human rights; we are compelled to
pay attention to these topics by our
tumultuous present and by the war in
the east of our country. For example,
Dumaidan 2017: Gather at the Tent of
Understanding will look for the reasons
of misunderstandings between people
from different ethnic groups in Ukrainian
society and for ways to overcome them.
And a military reporter from France, Jean-
Paul Marie, will talk about overcoming
post-traumatic stress disorder. When he
faced the death of two of his journalist
colleagues, Taras Protsiuk and Jose Couso,
in Irag, the man decided not to be silent
about his shock. The author of a book
and a documentary about PTSD is now
ready to tell the Ukrainian public about
his important experience.

Entry to all these events is free of
charge,and your presence is welcome.We
sincerely hope that the knowledge you
gain here will not only spark your interest
in the state of our environment, but also
change your way of life. So farewell,Homo
Inactive! Hello, homo sapiens!
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3anaMopoyeHHs.

Te BipuyTTS, WO BUHUKAE
niA vac nepernsay NaTn
NOBHOMETpPaXXHUX poGiT,
BiAibpaHMx no nporpamu.

MAUCTPU

MATb
O3HAK

OKYMEHTAJIbHOI
MANCTEPHOCTI

FOJIOBHA POJIb  LEADING ROLE

CEPTI/ BACW/IbEB

Cnepuy yepes 6e3yMOBHI MUCTELLbKI
YyecHOTH npeacTaBneHmx dinbmis. KoxeH
i3 MaWCTPiB HeirpoBoro KiHo (6e3 nanok,
MOXHa 1 3 BeNuKoi nitepu — MaiicTpis)
NO-CBOEMY, i TO BE/TbMU MO-Pi3HOMY, NKLLE
NOpTPET CBITY i NOPTPET NOACHKOI AyLUi,
6e3KOMMPOMICHO BiAKMAAYM «3arasibHi
MicLs», abu BigKpUTU HEBIZOME (HEPIAKO —
Y 3a8710)KeHO BiZOMOMY).

A pani — pocte 3anaMopoY€eHHs BXe
CyTO i3 NpodeciMHMX KiHOKPUTUYHUX
npuunH. Yepes nocrtaBneHe Hanepep
3aBAHHS OXOMUTU NPELCTABEHI CTPIYKM
Y LOBONI NAKOHIYHOMY TEKCTI, IKWH, 3 04-
Horo 60Ky, He NOBUHEH NepeTBOPUTMUCS
Ha NpOCTUI NepepaxyHOK MUCTELbKUX
YecHOT i 30006yTKiB, @ 3 IHWOro - Mae
HabyTn (6omai no3ipHOi) WinicHOCTI.
Monpwu Te, Wo npencrasneHi dinbmu -
abconTHO Hecxoxi Mix coboto, 60
36epiratoTb CaMoOOYTHI NoAMX CBOIX
TaNaHOBMTUX aBTOPIB.

BnacHe, 06€nHye m'aTb CTpiyoK came
ManCTePHICTb AOKYMEHTaNiCTiB-MUTL,IB:
- npoayMmaHicTb y BMOopi Temu Ta

ii  KoHuenTyanisauii (mons NACHKA,
tdikcoBaHa y 6e3kiHeuHit nofopoxi, y
«be3 Ha3BM», BiAHOCUHM CiMetHi Y «lo-
NIOBHIN poni» Ta «TU He ySBNSEL, K 5
Tebe nobnto», NOPTPETYBAHHS NOAUHU
i npupoamn y «XiHui i nbogoBuKy», IH-
woro i cycninbctea — y «HopmanbHoMy
ayTUYHOMY BinbMi»),

- BIPTYO3HICTb Yy KOHCTPYHOBAHHI
onoBifi, BisyanbHe 6araTcTBoO i AoBep-
LeHicTb 06pasHoro psay (HaBiTb TOAj, KoM
BeCb (DiNIbM 3aCHOBAHO /IMILLE Ha BEIMKMX
nnaHax, Sk oTy «Tu He yaBnseL...», abo
nepeBaXxHO 0OMEXeHO NPOCTOPOM CTapoi
pPaAsHCbKOI KBAPTMPK, 9K Y «[ONOBHI
poni», Ae y SAMHKOBIW npuKpaci Bifo-
OpaxaEeTbCs CiMEMHUI BCECBIT),

— YiTKO apTWKynbOBaHa aBTOPCbKa
no3uLis BUSBNEHA BeNbMM Pi3HOMAHIT-
HO: aBTOp MOXe ByTW OfHMM i3 repoiB
onoBiai («[onoBHa ponb»), BXOAUTU B
Kaap («<HopManbHWIM ayTUUHWI DinbM»),
roBOpUTK Npo cebe IHTUMHOIO YYXUM
ronocom («bes Ha3suy»), BUCIOBNOBATHCS
KOMMO3ULIMHWUM NPOTUCTABIEHHAM ClO-
XeTiB-06paziB («XKiHKa Ta NbOLOBUKY)
ab0 X HeouiKyBaHO pO3KpMBATK KapTu
y GiHanbHOMY TUTPI-NOBiIAOMAEHHI («Tu
He YSABASELL...»).

HOPMAJIbHWUA AYTUYHUIA ®INbM  NORMAL AUTISTIC FILM
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3peLToto, 06€aHYE PinbMm BUOATHUA
MarHeTu3Mm iIXHbOro B/MBY Ha Mg4ava —
HaBITb HE TOM, LLLO HAPOAXKYETLCS Nif, Yac
nepernagy (He 3aBXAu Nerkoro), a Ton,
WO BMHMKAE Y NiACYMKY 9K NiCSCMAK,
LLLO He BiAnyCKaEe.

Hwue - KopoTKi BpaxeHH$ Big, cTpi-
YoK, WO MAYTb LWASXaMU OCMUCIIEHHS
CBIiTYy i CYCNiNbCTBA, NIOANHM i CiMT.

«BbE3 HA3BU»
Mixaens [nasorrepa Ta Mowiku Binni

@inbM-pyXx, LLLO MaB CTaTU NiACYMKOM
piYHOI NOZOPOXKi CBITOM i3 ii MUTTEBMMM
iMNpeciaMu, 0CMUCIEHUMU NOCTPAKTYM.
Taky nogopox 6yno posnoyato B ABCTpii
y rpyZHi 2013-ro 1 06ipBaHO y KBIiTHI
HaCTYMHOro poky - cMmepTio Mixaens
nasorrepa y Jlibepii, Bia HeaiarHoc-
TOBaHOI Mandpii. <HeHasBaHy» cTpiuky
i3 BiA3HATMX MaTepianiB Ta «NOAboO-
BMX» 3aMUCIB pexucepa 3MOHTyBana
MoHika Binni.

B 06'ekTUBI MaHApiBHMKA — BaXKe
6yTTS (ntopert GisnyHoi npaui Ta iXHix
TBapwMH) y npoctopax (Hepifko) HelMmo-
BipHOi NpMPOAHOI KpacK, nepenycim cxo-
nneHoi B pyci. 3a KaApoM — 03BYyYeHi
XiHOYMM FOJIOCOM BPAXEHHS pexucepa,
MOro KOMeHTapi, ane Takox M iHTUMHI
nepexmBaHHs | MOYyTTa — CTpaxu, 6axkaH-
HS, GEHTEXHICTb. BOHM BMpPUHaKOTL Tak
CaMo, SIK «3EPHUCTICTb» OKPEMUX KaapiB
3-NOMiX NepeBaXkHO LMPPOBOTo, BUCOKOT
YiTKOCTi 300paKeHHs.

[lokymeHTanbHa aHTpOMonoris i3 no-
ISLL0M, 3BEPHYTUM HA30BHiI — Y Kpacy Kax-
JIMBOTO CBITY, CUNOKO TpariYHMX 06CTaBuH
NepeTBOPOETLCS Ha POPMY MCUXONOTYHOI
iHTpOCNEKL;i, 3BepHEHOI BCepeanHy cebe,
3armnmbneHoi pednekcii.Kamepa Artinm boa
inornan Mixaens F'naBorrepa NOEOHYHOTb-
ca B oaHe. [NoBepTaroumch 3i cMepTi, MU
6aunMo CBIT MOro o4mMa.

«XIHKA 1 1TbOOOBUK»
Aynptoca CroHica

Y Ha3Bi MOXHa BigYyTU CTPUMaHY,
nefb MOMITHY ipOHIYHY anto3ito Ha BU-
cniB «JTrogmnHa i naponnasy», 60 B LEHTPI

LIbOro CBOEPiIAHOro GinbMy-noprpery —
XiHKa, Wo BXe 6araTo NiT Npaule Ha
BigJaNeHii METEOPONOriYHil CTaHLiT B
ropax TaHb-LLaHto, i nboaoBMK, YaCTUHO
SIKOrO BOHa CTaE.

Ayaptoc CTOHIC 3HIMaE iX i3 pi3HUM
piBHEM HabnMxeHHs. [0N0BHO ropu, HEMOB
cToBOYpP MOrYTHLOIO AepeBa, Qikcyum
iXHi 6araToBiKOBI iIHAMBIAYA/bHI TPILLMHW,
3naMu. [TOTYXKHY pOnb BiAIrpac i 3ByKOBUHI
npocTip inbMy — MeauTaTUBHA My3uMKa,
3aBMBAHHA BiTpY, Kpanni BoAu, WO ne-
peTBOPIOIOTb peanbHe Ha ippeanbHicTb,
CyyacHe — Ha BiuHe.

He3BopyLuHiCTb rip, 6angyy 4o nto-
[lew, NiaKpecoTb | Kaapu YopHo-6inoi
XPOHiKKU. HaToMicTb CyyacHicTb nocTae B
MY3MYHMX iHTEpMeaisiX, OpraHi30BaHMX
TakK CaMo 3/1erka ipoOHi4YHO: BUKOHAHHSM
HapOLHMX Ka3aXCbKMUX KOMMO3ULII Ha
LOMOpi Ha DOHI eneKkTpoCTaHLii Ta Ba-
BOI Tpacu.

«[OJIOBHA POJ1b»
Cepris bykoscbkoro

3HiMalouM BnacHy Mmarip, BMAATHY
YKPaiHCbKy akTpucy HiHy AHTOHOBY, LLIO B
OCTaHHI AecaTUNiTTa CTana MaucTpuHero
KOPOTKOrO — HEepiAKO CcepianbHOro - eni-
304y, Cepriit ByKOBCbKMIA HaMaraerbcs
npencTaBuTH ii 6e3 aKTOPCbKMX LWTaMMiB.
Take 3aBAAHHS — TPUMYCUTM Npodeciii-
HY KiHOAKTpWCY i3 WicTbMa AecsTkamu
POKiB CTaxy i BMWKinom LLykiHCbKoro
YYUMULLA HE MOoMiYaTM KaMmepy i He
rpaTv Ha Hei — BUOAETLCSA, HA NepLUni
nornsa, HEMOX/IMBKM, ane MaicTepHo
BMPIiLLYETHCSA PEXMCEPOM.

BonHouac,3a AeMOoHCTpaLLi€to npoLecy
3HIMaHHSA [LOKYMEHTaNnbHOro @inbmy -
GiNbLWiCTb CLEH OpraHi3oBaHi HaBKOO
MiAroToBKM A0 TBOpYOro Beyopa HiHu
AHTOHOBOI Y ByanHKy KiHO «3ragyto 3
HiIXHICTI0...», 9kuii BigbyBca 15 ciyHg
2016 poky,— NpOpOCTaE NO-CNPaBXHLOMY
«Heirpoee» 1 nybniyHoO HeoronolleHe
3aBLaHHS — LATU BiAYYTU iHTUMHWI Xapak-
Tep B3aEMMH MaTepi Ta CUHA, BHYTPILUHI
eHepreTWyHi NoTokM CiM'i. «IybnivHoCTi»
TBOPYOro Beyopa 3pewTor y dinbMi
Hemae. HatoMicTb € pyka pexucepa y
MaTepi Ha nneui.

«HOPMAIIPHVIVI
AYTUYHUUN DIJIbM»
MipocnaBa fHeka

B opHii 3i cueH cTpiyku maTu ais-
YMHM i3 cuHApOMOM Acneprepa Kaxe,
L0, KEPMYHOUM aBTO, TAKOX CTAE TPOXM
AYTUYHOIO — 06MPAE OAHAKOBI MApLLPYTH,
Ti caMi Micus ons napkyBaHHS. 303€TbCA,
Mipocnas SIHek 3HIMa€ «ayTUYHKUI» DiNbM,
CXOMUBLUM Le NpaBWIO YCBiAOMNEHOI
PYTUHWM — NPOXOASYM, NMOBTOPIOKOUM 3i
CBOIMM reposiMu Kinbka CHOXKETHUX Kif.

Yci BOHM - iHWI Ana CcycninbCTea,
6e3MexHO TBOpYi, TANaHOBUTI, BiaBep-
Ti.BuBeneHi ocibHo, a noTiM NoCTynoBo
NpeLCcTaBfeHi B CUTyaLisX coLianbHUX
B3a€EMOAIM, MOPYM i3 6aTbKamMu, Apy39MU,
B Pi3HMX NPOCTOPaXx — i 3aBXAM MOpy i3
pexucepom, 40 SKOro BOHM 3BepTatoThCs,
He KpUIUMCh.

Mipocnas AHek haKTUYHO CTAE IXHIM
TOBapMLLEM, LLO i3 BUAATHOK NyMaHiCTUy-
HOK CUoK0 (DiKCYE BHYTPILLHIO 60pOTLOY
repoiB 3a Te, Wob 6yTm coboto y coui-
aNbHOMY CBITi, A€ BCi 3aH3aATO OAHAKOBI.

«TWU HE YABNSELL,
9K 4 TEBE JNIOBJIIO»
MaBna Jlo3iHbCbKOro

[TaTb 6oNiCHMX NCMXOTEPANEBTUYHMX
3yCTpiyen, Nig 4ac SKMx MaTu i LOHbKa,
3a «CMOBMBANbHOI» JONOMOTM YBaXHOIO
ncuxoTepaneBTa, PO3MNyTyOTb BaXKKUIA
HaraToniTHii knybok 6onto Ta nbOBI,
LLLO NepPEenOBHIOE iX, YHEMOXITMBIIHOHOUM
CTOCYHKM.

Kamepa He dikcye Hivoro, oKpiM ixHix
06114, TPAHUTHOKOUM APAaMaTU3M BUMOB/IE-
HOrO C/TOBA i HAPOKYHOUM LOAATKOBUIA —
BMOOpPOM, KOro came AeMOHCTpyBaTu
rngnayam: Toro, XT0 roBOPUTb, UM TOTO,
XTO C/TyXaE.

Y TakoMy NlaKOHi3Mi, 303€TbCS, aBTOP
3HMKae. OgHak @iHanbHe BUKpUTTS aB-
NoM J103iHbCbKMM TOTO, WO HacnpaBAi
BiBOYNOCS, CNPOCTOBYE Take BPAXKEHHS —
3aMIiCTb YHiKaNbHOI ApaMaTUYHOI icTopii
[MBOBUXHOTO 3LLiNEHHS, BUOYXOBOi eMO-
LiHO, BOHA panToBO MOCTAE LUMPLWINM
aHani3oM MeToAy, Lo MA€E TAaKOX | pATIBHY
MPOCBITHULIbKY METY.



MASTERS

F1VE

INDICATIONS

OF DOCUMENTARY
MASTERFULNESS

Giddiness. That is what you feel after watching the five
full-length films selected for the programme.

TU HE YABNAELL, AK 4 TEBE JIOB/IIO  YOU HAVE NO IDEA HOW MUCH | LOVE YOU

SERHIY VASILIEV

First of all, we should mention the
unquestionable artistic value of the films
submitted. Each master of the docu-
mentary genre (no quotation marks, just
Masters with a capital M) have, in their
own way, and very differently, painted
a portrait of the world and a portrait
of the human soul, uncompromisingly
rejecting the ‘common spaces’ in order
to reveal the unknown (which is often
found in familiar banalities).

The giddiness grows further, stem-
ming from professional reasons of film
critique. Due to the preset objectives,
each of the films presented appears as a
very concise text, which,on the one hand,
shouldn’t become a simple recounting of
artistic virtues and achievements,and on
the other, is supposed to gain integrity
(at least on the surface). Despite those
movies being quite unlike each other,
they all preserve the original vibe of
their talented authors.

Actually, what the five films have in
common is their creators’ masterfulness:

- forethought in choosing the topic
and its conceptualisation (human fate,
fixed in an endless journey, in Untitled,
family relationships in Leading Role and
You Have No Idea How Much | Love You,
depictions of man and nature in Woman
And the Glacier, the Other and society
in Normal Autistic Film);

-virtuosity in constructing the nar-
rative, visual richness and perfection of
imagery (even when the entire movie
is based on extreme close-ups, such
as You Have No Idea How Much | Love
You, or the largely limited space of an
old Soviet apartment in Leading Role,
where a Christmas decoration reflects
the world of one family),

-the clearly articulated position of
the author, displayed in very varied ways:
the author can be one of the charac-
ters (Leading Role), appear in the frame
(Normal Autistic Film), talk about himself
intimately in the voice of another person
(Untitled),express themselves through the
compositional contrasting of plotlines
and images (Woman And the Glacier), or

unexpectedly lay all their cards on the
table with a message inside the final
credits (You Have No Idea How Much |
Love You).

In the end, what unites the films is
the all-encompassing magnetism of their
impact on the audience - not even the
one that consumes you during the viewing
(which is not always an easy watch), but
the one that appears at the end as an
aftertaste that doesn't let you go.

Below are some brief impressions
of the films, which walk the ways of
trying to understand the world and
society, human nature and family re-
lationships.

UNTITLED
by Michael Glawogger & Monika Willi

A'film-movement'that was supposed
to be the result of a year-long journey
around the world, with momentary im-
pressions which retrospectively become
meaningful. This journey started in Austria
in December 2013, and ended abruptly
in April next year; Michael Glawogger
died of undiagnosed malaria in Liberia.
Using the footage and field recordings
made by the director, Untitled was edited
into a film by Monika Willi.

The traveller’s lens captures the
hardships of life (the physical labour
of people and their animals) in places
(often) of incredible natural beauty,
especially when filmed in motion.
Off-camera we hear a female voice
narrating the director’s impressions,
his comments, as well as his private
experiences and feelings - fears, desires,
anxieties. These emerge along with the
‘graininess’ of particular frames among
mostly digital, high-definition images.

This is when documentary anthro-
pology turns its eye outward, to the
beauty of this scary world, which, by
the power of tragic circumstances,
becomes a form of psychological in-
trospection - facing inward, deepened
in self-reflection. Attila Boa’s camera
and Michael Glawogger’s outlook be-
come one. From beyond the grave, we
see the world through his eyes.

WOMAN AND THE GLACIER
by Audrius Stonys

The title expresses a restrained, sub-
tle, ironic allusion to the phrase ‘the
man and the steamboat’ because this
film-portrait centres around a woman
who has been working at a remote me-
teorological station in the Tien Shan
mountains for many years,and the glacier
which she becomes a part of.

Audrius Stonys shot the film at
different levels of focus, especially the
mountains - like a mighty tree trunk,
documenting their centuries-old indi-
vidual cracks, fractures. The soundspace
of the film also plays a powerful role
- the meditative music, the howling of
the wind, water droplets that convert
reality into unreality and the present
into the eternal.

The indifferent immobility of the
mountains is emphasised by the black-
and-white archival footage. Instead, mo-
dernity appears in musical interludes,
which also appear to be slightly ironic:
a dombra playing Kazakh compositions
against the backdrop of plants and a
busy highway.

LEADING ROLE
by Serhiy Bukovsky

In filming his own mother, the prom-
inent Ukrainian actress Nina Antonova,
who in recent decades has become the
master of short - often serial - episodes,
Bukovsky is trying to present her in a
way that absolves her of typical acting
clichés.This task - making a professional
actress with six decades of experience
and the training from the Shchukin School
ignore the camera and not act in front
of it — at first seems impossible, but it
was cleverly achieved by the director.

Meanwhile, behind the demon-
stration of the process of documenta-
ry filmmaking, most of the scenes are
organised around the preparation for
Nina Antonova’s recital at the Cinema
House, | Remember with Affection...,held
on January 15, 2016, bringing forth a
truly ‘non-fictional’ and publicly unan-

BE3 HA3BU UNTITLED

nounced task - to shine a light on the
intimate relationship between mother
and son,and the energy currents inside
a family. The recital’s publicity; after all,
does not exist in the film. Instead, we
see the director’s hand on the shoulder
of the mother.

NORMAL AUTISTIC FILM
by Miroslav Janek

In one scene of the film, the mother
of a girl with Asperger’s syndrome said
that when she drives she also gets a little
autistic - she chooses the same routes,
the same parking spaces. It seems like
MiroslavJanek is making an ‘autistic’ film,
holding onto this rule of a conscious
routine, repeating a few plot cycles with
his characters.

All of them are different for the pub-
lic, infinitely creative, talented, honest.
First by themselves,and then gradually
presented in situations of social inter-
action along with parents and friends,
in different spaces - and always close
to the director, with whom they com-
municate openly.

MiroslavJanek actually becomes their
friend; with outstanding humanistic force

he captures the internal struggle of his
characters to be themselves in a social
world where everybody is a bit too similar.

YOU HAVE NO IDEA
HOW MUCH | LOVE YOU
by Pawet toziriski

Five agonising psychotherapy ses-
sions during which a mother and a
daughter,under the therapist’s attentive
care,untangle the difficult knot of years’
worth of pain and love that overwhelm
them, making it practically impossible
to maintain their relationship.

The camera does not capture any-
thing other than their faces, showcasing
the dramatic nature of words and creating
drama in the choice of who is going to
be shown to the audience: the speaker
or the listener.

It seems as if the author disappears
behind this kind of minimalism. Howev-
er, Lozinski’s final reveal of what really
happened thwarts this idea - the unique
dramatic story of the miraculous and
emotional process of healing sudden-
ly becomes a broader analysis of the
method, which also has an educational
and life-saving purpose.
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3 oaHoro 60Ky, Ginbm «be3 HazBK» HilLO HE CKePOBYE, OKPIM iHTYiLji.
A 3 iHWworo - yu Moxe Hiwwo 6yTH He YuMoch?

BE3 HA3BU  UNTITLED

Po3moBy Bena
BIKTOPI XOMEHKO

[MoHap MaTb pOKiB TOMY aBCTPIACHKMI
pexwucep Mixaenb [nasorrep 3agymas
icTopito, B SIKiM CBIT MOCTaHe 3a yMOBU
6e3anensauinHoi BiZKpUTOCTI A0 aBTOpa.
Micns Moro panToBoi cMepTi y kBiTHI 2014
pOKy cniBpexucepka MoHika Binni 3a-
KiH4M1na MOHTYBaTH ifibM, 3OMKM SIKOTO
BinbyBanuca nporarom 4 micauis i 19 gHis
Ha bankaHax, B ITanii, [iBHiYHO-3axioHil
Ta 3axigHin Adpuui.

®inbMm Mixaens (nasorrepa pisHi: Big,
XUMepHUX Komeain — «Cnumakuy» (2004)
Ta «Haikpawumi koHTakT» (2009) - go
€CceiCTUYHMX JOKYMEHTaNbHUX DiNbMiB
- «Meranonicu» (2009) Ta «CMepTb po-
6iTHMKa» (2004). BiH Hikonu He BU3HaBaB
MeX MiX KiHemaTorpadiyHnmmn popmamm
Ta kaHpamu.Y 6e3niui nepexpecHnx oopir
peanbHOCTi oMy BaxIMBO Byno AinTn fo
cyTi aBuw,. OcTaHHin dinbm «bes HazBu»,
3HATUM | 3BMOHTOBAHMI Y CNiBAaBTOPCTBI
MoHiKoto Binni,— Lwe ofHe nigTBepoKEHHS
TOro, LLLO KiHO Aa€ HaM binblie cBoboaMm,
HiXX MU MOXeMO cobi ysBUTH.

Ynepuwe 3 MoHikoto Binni BoHu no-
Yanu npauoBaTi Ha QinbMi «PpaHuie!
A ocb i Mu». BigToai BoHa cTana moro
NOCTIMHUM pPEeXMCEPOM MOHTAXY. MOHiKa
Binni Takox npautoBana 3 aBCTPiNCbKUM
pexuvcepom Mixaenem [aHeke, 30kpeMa
3a ¢inbM «bina cTpiuka» byna Big3HaveHa
Haropogoto Filmplus Editing Award. «be3
Ha3BM» — Mepla CTpiyka, B SKili BOHA
cTana CniBpexmcepkoto.

[Npo HiLLo, PO NparHeHHs 6ANKHBOTO
i UMCTOTY BIAGAMCKY HA NAIBLI — Y HaLWin
po3MoBi 3 MoHikoto Binni.

Konu [haBsorrep 3apymyBas icTopiio
npo HilWo, Y4 3Hanu BM, Wo byaete ii
MOHTYBaTH?

|oes uboro NpoeKTy BU3piBana Kinbka
pokis. Pasom 3 Mixaenem Ta onepato-
pPOM-MOCTaHOBHMKOM MW AOCUTb A0B-
ro obroBoptoBanu, y IKOMY HanpsiMKy
MOBMHEH pyxaTucs GinbM. Hamaranucs
BiAHaWTM dopMy, gka Bupaxana 6 oa-
HOYaCHO BIAKPUTICTb Ta iHTYiLit0. S Bu
CKasana, Wo MOoro Aywa i nparHeHHs
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cTanu nopopokHiMu nasorrepa. Bi
6yB Haf3BMYANHO HeynepemKeHuM y
XWUTTI 1 poboTi.

Y opHOMY 3 OCTaHHiX cBOiX iHTepB'lo Mi-
Xaenb pos3nosiaas, Wo ANA pexucepa
HeMa€ 6iNbloi CKNAaAHOCTI, HIXK 3HATU
}inbm 6€3 TeMM i cloXKeTy: «...xouy 6yTH
BilbHUM, abu 3HIMaTH Te, WO XOuy, Ta
He 3Hal0, Y4 3MOXKY CKOPUCTATUCH CBOEID
cBo6opoio». Ha Bawy Aymky, oMy Le
Baanoca?

Tak. Ha moyatky Ham 6yno Baxko,
ane Ha MOMEHT MOro CMepTi MU BXe
noyanu posyMmiTu WASxX nepeaadi Moro
ineit MoBot MucTeuTBa. 1 Hagcunana
YOpHOBI BapiaHTM [naBorrepy e nig
yac 3HiMaHHA. Mu pinunuca igeamu,
30e6inblworo TenedoHOM. 3a Yac HaLoi
TpuBanoi cnisnpali Masorrep 3aBxam
BiTaB Npono3uLii, iki nonpu Bce, 36ara-
YyyBanW MOro J0BONI YiTKe 3HAHHS TOTO,
SKMM MOBWMHEH BUITU DiNbM.

Yum B KepyBasIuCSl, CTBOPIOIOYN PUTMIKY
3 Tin, dpakTyp Ta cBiTna y «be3s HasBu»?
AIk6m TnaBsorrep NoBepHyYBCA 3HOBY A0
BipHa y KiHUi cBO€ET NoaopoXi, BiH Mir
6M iHaKLIe CKOHCTPYIOBaTH L0 icTOpilo.
Lle sk ronem B anxiMii - cupa rmuHa Ta
KpoB. CKiflbKM B UbOro «rosema» Bipj,
camoro aBTopa?

B ocHoBi KoxHOro dinbmMy nexuTb
ines, cueHapii, a ,O MOMEHTY, KO BiH
NOTPANJISE Y MOHTAXKHY, — LLIE M BiA3HATUI
MaTepian. [oTiM NOYMHAEL NpaLtoBaTH
HaJ, HUM i CNNiTaEL yce AOKYNW, 3aNeXHO
Big, TMNYy @inbMy, i3 BiNbWOK YU MeH-
Lot cBOHOLOHO A Y LibOMY BUNAAKY YCi
HanpsiMKu ByNn HaCTiNbKK BiAKPUTUMMU,
HaCKinbkn Moxnmeo. Ockinbku Mnasor-
rep He 36upaBcs nomupaTtu, i Hinbwa
yactuHa poboTy Bee Le byna nonepesy,
HEMOXJIMBO CKa3aTw, O BiH CK1aB oM i3
MaTtepiany, IKui MycuB cTati GinbmMoMm.
BHecok aBTOpa cknafaeTbCs i3 TOro, K
3HATO, LLLO CAME 3HATO, i3 3araJibHOro nif-
xony [0 dinbMy, KU 4, 3BICHO X, 3Hana.

Bia 4oro sanexxutb BuUGIp npuiiomy,
TexHonorii i npeseHTauis repos B Ao-
KYMEHTa/IbHOMY KiHO? AmKe pi3HuiA
CTYNiHb 3aHYPEHHS B XXUTTS, aHanisy, y
TOMY YMUITi M, 4aC MOHTAXKY, A€ 30BCIM
iHWY pUTMIKY.

KoxeH pexucep i MOHTaxep Mae
B/IaCHY METOAMKY. I"nasorrep i 9 BUpo-
61 coto.Y Hboro 6yB aap B1A06yBaTH
TanaHT i NPUCTPACTb i3 NIOAEN, 3 AKUMU
BiH npautoBaBs; BiH foBipaB Tobi. A Le
[L03BONSE MUBLLE 3aHYpUTUCS y MaTepi-
an i 3HalTK CBilt cnocib 3BeCTM fOKyNK
BiAKPUTI KiHLi LOKYMEHTANIbHUX 3AOMOK.
Lo 6inbwe MM npautBany pasom, To
6inblwe Mixaens uikaBuna nepua yep-
HeTKa QinbMy, KOMNO3ULLIS, CTBOPEHa S1to-
DMHOI0, IKa He Bpana y4acTi y 3HiMaHHi
i He Mana maixe Hisikoi nonepenHboi
iHdopmauii. [loknagHo o6roBoproBanocs
NULe po3yMiHHA Micub i Nokauii. Ane
WO fani MpocyBaBCs MpOLLEC MOHTaxY,
TO Binblue BiH y HbOrO BK/IOYABCA. A Lwe...
BiH OyB HenepeciyHMM LpaMaTyprom.

Mysuka B ubomy ¢inbmi Texx aopae
Apamaryprii...

Cnisnpaus i3 Bonbdranrom Mitte-
pepoM noyanacs 3i 3HATUX I"naBorrepOM
«CobopiB KynbTypu». MiTTEpep 6yB MoiM
MOCTiMHUM KOMMaHbHOHOM, M1Oro KOMMo-
3uLiT 39BNANNCS BOAHOYAC i3 MOHTAXEM
- Lie HalLlla CBOEPiAHA B3aEMO3ANEXKHICTb.
[ins moro MoHTaxy poboTta 3i 3ByKOM
KJTOYOBA, OCKI/IbKM IULLE MOELHAHHSA YCiX
enemeHTiB diNbMy CTBOPIOE BiAUYTTA TOTO,
AK npautoTb Kagpu. Hanpuknag, cue-
Ha i3 ceHeranbCbko 60poTbOOt: TaM €
OpUriHanbHi 3ByKM Ta My3uka — 6arato
roAMH HacnisiB — i koMno3uuii MiTtepepa.
Cnepuly cnif, CTBOPUTM MOCNILOBHICTb,
SIKa Ma€ CEHC i3 aKyCTUYHOI TOUKM 30pY,
Ha OCHOBI OPWriHAaNbHOrO 3BYKY — A/
LIbOro KOMMO3MUTOP FpaETbCs i3 BCTaB-
Kamu 3 HOHOBOTrO 3BYKY abo MOBHICTIO
BUOanse ix. A pani 1 BUHMKAE TOM Me-
TaOPUYHUIA CBIT.

Bwu npawioBanu 3 pisHUMM aBCTPINCbKU-
MU pexucepamu. Y Bac AOCUTb NAiAHA
cnpisnpaus He ivwe 3 [asorrepom, ane
¥ 3 laHeke. o ana Bac € OCHOBHUM Y
po6orTi 3 irpoBum MaTtepiasiom?

Y KOXHOrO pexucepa CBiv niaxia oo
CTBOpPEeHHS dinbMy. [aHeke i3 caMoro no-
YaTKy Ma€E YiTKO BU3HAYeHy iaeto dinbmy,
TOX NPALLIOE i3 BENMKOK TOUHICTHO. IHOAI
XYLOXHi MaTepian Hafa€ BENWKI MOX-
JIMBOCTi pO3MOBICTM iCTOPItO, iHOAI MEHLLi.

[naBorreposi, K e 4acro Tpania-
€TbCS, MEHE MNOpEeKOMeHAyBaB XTOCb

Amy,
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iHWWIM, MK NpautoBann pasoM y OpaH-
uii - ocb i Bce! | Mn gobpe nonagHanu,
TOX MPOAOBXKWUAM POOOTY Hag 6aratbmMa
3 MixaeneBunx NpoekTiB.

«Bci Moi cTpiuku HacnpaBai npo no6yT,
npo 6yAneHHICTb, HaBiTb KONU 3AAETbCS,
W0 Ha eKpaHi BiabyBa€eTbCA WOCH LIO-
Kytoue. Hanpuknag, y «CmepTi po6iTHu-
Ka», N, Yac 30MOK Ha MacoBOMY 3a60i
6ukiB y Hirepii, Bci yuacHuku pilictBa
6ynK WOKOBAHI TiIbKM OAHUM = YOMY A1
3HiMalo HaliGyAEHHILWMIA NpoLec IXHbOro
XUTTA. A 9 cTOSIB Y MOPpi KpOBi i AymaB
- 9K e ue Kpacuso'». Tak [hasorrep
roBOpuTb Npo cBoi ¢inbMu. A npo wo
BOHM Ans Bac?

Tak, MOHTax cueH i3 6iliHi y Hirepii
- OAMH i3 MOiX yntobneHmx [OCBILiB,
X04a 3i3Halocd, iHOAI AOBOAMNOCS BU-
MMKaTU 3BYK, NpOrnsgalyM martepian.
3BiCHO, BaXXKO y AeTansax cnocrepirati
3a pob0oTOH MACHUKA, NPOTE EHEPria LnX
N4V | LbOro MiCLs Taka BeNmyesHa, Lo
nepenaeTbCst M T06i, KOMM 3aHYPIOELLICA Y
Len cBiT. BiH xuBWiA, nogekyan kymea-
HWI,TaM € MicLe | cynepeukam, i Nto6oBi.
Yypoa pobota onepatopa BonbdraHra
Tanepa y LbOMy JOKYMEHTaNbHOMY (iflbMi
CTBOPHE XMBI KapTUHW. [Ing MeHe ue i
€ CMpPaBXHE KiHO.

Ane pexxucepoBi 4HacTo AopiKanu, WO BiH,
JKEepTBYIOUM Bifl0GPAYKEHHAM peasibHOCTI,
HaMaraeTbCsl WOKYBAaTH i NPUBEPHYTHU
yBary mspava Ao LWTY4YHO 3MOAENbo-
BaHMX cuTyauiii. Ha wo Masorrep sia-
noBiaas, Wo 6yab-gaKe AOKYMEHTaNlbHe
KiHO - Lie peabHicTb, NponyLieHa Yepe3
cBiaomicTb pexxucepa. A 9K BU npawo-
€Te 3 AOKYMEHTaJlbHUM Martepianom?
fIk cTBOplOETE CBili TeKCT inbMy Ha
MOHTaXXHOMY CTONi?

51 NOBHICTIO NOrOAXYHOCA i3 hasor-
repom, Wo difbM He CTA€E YeCHiWnM Bif,
TOrO, WO 3HATUI pyKaMu, aKi TpycaTbes. He
iCHy€e NpaBaM i MOXNIMBOI 0GEKTUBHOCTI
y BigobpaxkeHHi XuTTs. BiH BUOpaB cBilt
Cnoci6 306paxaT XXuUTTS, i § rOBOPUTUMY
nuwe 3a cebe - BiH LINKOBUTO 3aXOMNIHOE.
A LLie BaXIUBILLIMM A1 MEHE € Te, LLIO BiH
NOBEPTAE TiAHICTb 306 paXKEHOMY XKUTTHO.

A wo Bu aAyMaeTe Npo MapLupyT ¢inbmy
«bes Ha3Bu»?

[naBorrep 3aBXaM NOBEPTaBCA A0
TEMM roNoi LErNSAHOI KNaAKM Y KOMULLIHIN
HOrocnasgii. [1ng MeHe ue € MeTadopoto
HaCiAKY MUHYNOI, ane f0Ci HASBHOI BiiHW.
0Ocob6n1BO KON XKMBeLL Tak 6113bKO, BOHA
we BinbLue Haragye Npo 0cobucTi icTopii,
Hawi HeBAaYi, Haragye, Wo Tpanuaocs
i3 ;OpornMMK Apy3amu. PaHu BilHM, ki
He 3arokTbCS; TPUBANMIA YaC, SKUi Mo-
TpibeH Ang NoA0NAHHSA BiiHM Ta CMepTi,
SKLLO TaKe B3arai MOX/MBO, i 3pobunu
HOrocnagito BiZNpaBHOK TOYKOH Yy AOTO
MapLUpyTi.

ABTOp, MUTELb YU peXKUcep, KUBYUHU
B KOHKpeTHO c)OpMOBaHUX NOAITUY-
HUX i colianbHMX NPOCTOPaX, 3aBXKAU
BUCTYNa€E TPAHUIATOPOM TOTFO, 3BiAKH
BiH NOXOAMUTb, 6a)XKalOUM TOrO UM Hi.
| y HawomMmy cBiTi ULbOro HEMOXIUBO
YHUKHYTH, 60 no3uuia MuTua Gyae 3um-
TyBaTUCA CTOCOBHO TOrO, AIKi WASXKU
BiH 06upae, i Koro B paHomMy BMnaa-
Ky npeacrtasnse. 0co6nuBo, AKWO Le
CTOCYETbCSA, NPUMipOM, KpaiH Adpuku.
Y ubOMY KOHTEKCTi TYT HEMOX/IMBO Ta-
KOX He 3ragatv i dinbm «Mu npuitunm
aK apy3si» Caynepa. K, Ha Bawy aym-
Ky, MOJIiTUKa penpe3eHTauiii npauoe
Y KiHO?

[NaBorrep nparHys [0 ICHOTO, He3a-
MYNIEHOTO Ta BiAKPUTOro NOMNsAY Ha CBIT.
BiH WwykaB He ceHcalii, @ MOBCAKAEH-
HUX BMIIB AiSNbHOCTI, AKi — TaK, CTak0Thb
NONITUYHUMMU Y AyXKE aKTUBHUI | XKUBUIA
cnoci6.

I3 TekcTiB, AKi MM YyeMO 3a KaapoMm y
¢inbMi «be3 Ha3Bu» repoii HiIGM nparHe
ONUHUTUCA Cepes, YYXKMX PYTUH i Toro
NOBCSAKAEHHS, NPO fIKe BU FOBOPUTE, i
HaMaraeTbcs ce6e npu LuboMy Hi6u 3a-
ry6uTu. Yu Hiwo - ue 3aBxam wocb?

Yn MO3Ke LLLOCh XUBE BYTU KHIUMM»?
9 HaBiTb HE BMeBHeHa, WO MeTo abo
TEMOK LbOro GinbMy € NOWYK KHILLO»,
afbke B Hac He Byno Hi Y4iTKOro Hamipy,
Hi chopMynboBaHOi TeMu. Moxnuso,
Lie MparHeHHs A0 NACbKOI icToTH, abo
X notpeba neBHOi MeauTauii, YNCTUI
BinbnMCK

MOKA3 ®lJIbMY «BE3 HA3BU»
BIABYAETbCA 25 BEPE3HA O 19:00
B KIHOTEATPI «KUIB».




MOHIKA BUIII

MONIKA WILLI

On the one hand, their film
Untitled isn’t led by anything
other than intuition. On the other,
can nothing not be something?

Interview by
VIKTORIA KHOMENKO

More than five years ago the Austrian
director Michael Glawogger conceived a
story in which the world would appear,
provided it had an unconditional open-
ness to the author.After his sudden death
in April 2014, his co-director Monika
Willi released a film comprised of the
footage that was shot in four months
and nineteen days spent in the Balkans,
Italy, North-West and West Africa.

Michael Glawoggers films range from
quirky comedies like Slugs (2004) and Con-
tact High (2009) to documentary essays
like Megacities (2009) and Workingman’s
Death (2004). He never put boundaries
between cinematic forms and genres.
Among the many crossways of reality,
he always strove to get to the essence
of various phenomena. His last film, Un-
titled, shot and edited in collaboration
with Monika Willi, is yet further proof
that cinema gives us more freedom than
we can imagine.

He started working with Monika Willi
on the film France, Here We Come!, and
after that she became his permanent
film editor. Monika Willi has also worked
with Austrian director Michael Haneke,
especially on the film White Ribbon,which
was awarded the Filmplus Editing Award.
Untitled is the first film where she has
served as a co-director.

In our interview with Monika Willi
we talk about nothing, the desire for
closeness, and purity of flare on film.

When Glawogger conceived the story
about nothing, did you know that you
would be editing it?

The idea for this project had been
fermenting for several years. Together
with Michael and the director of pho-
tography we had long discussions about
which direction the film should take.We
tried to find a way that could express
both openness and intuition. | would say
that Glawogger’s spirit and desires had
become his travelling companions.He was
extremely unbiased in his life and in work.

In one of his last interviews Michael said
that there is no greater challenge for
a director than to make a film without
a theme or a plot: “| want to be free to
shoot what | want, and | do not know if
| can take advantage of this freedom.”
Do you think he managed to do that?

Yes.At the beginning it was hard, but
by the time of his death we had begun
to understand the way he transmitted
his ideas via the language of art. | was
sending draft edits to Glawogger during
production. We shared ideas, mostly by
phone.In our long partnership Glawog-
ger always welcomed suggestions that,
despite everything, enriched his very
exact vision of what his films should
look like.

What drove you to create the rhythm of
bodies, textures and light in Untitled?
If Glawogger had returned to Vienna at
the end of his journey, he could have
constructed the film very differently. This
is like a golem in alchemy - raw clay
and blood. How much of the author is
in this golem?

At the heart of each film is an idea,
a script,and from the moment it enters
the editing room, footage is added to
the mix. Then you start working on it,
sticking everything together, and, de-
pending on the type of film, you have
more or less freedom of creativity. In
this case, there was as much freedom
as possible. Since Glawogger did not
intend to die,and most of the work had
still lain ahead, it is impossible to say
what he would have constructed from
the material that he intended for the
film.The contribution of the author is in
the footage, in how it was shot, and in
his general approach to the film,which
|, of course, was aware of.

What determines the choice of tech-
nique, technology and character presen-
tation in a documentary film? After all,
there are varying degrees of immersion
into someone’s life, different degrees
of analysis, including during editing,
which give the film a completely dif-
ferent rhythm.

Each pair of director and editor has
their own methodology. Glawogger and

| had one. He had the gift of bringing
out talent and passion in the people
with whom he worked; he trusted you.
This allowed you to dive deeper into the
material and find your own way to bring
together the loose ends in documentary
footage. The more we worked together,
the more Michael was interested in the
first draft of the film, in a composition
created by a person who was not in-
volved in production and had almost
no prior information. We discussed only
the general information on places and
locations. But upon further editing, he
became more involved. Also... he was
an outstanding dramaturge.

The music in this film also adds to the
drama.

My collaboration with Wolfgang Mit-
terer started with Glawogger’s Cathe-
drals of Culture. Mitterer was my constant
companion, his compositions appeared
simultaneously with the editing - we
had an interdependence of sorts. For
me, editing with sounds is key, because
only the combination of all the elements
of the film creates a sense of how the
footage works. For example, the scene
with Senegalese wrestling: there are the
original sounds and music - hours of
singing - and Mitterer’s compositions.
First, you must create a sequence that
makes sense from an acoustic point of
view, based on the original sound - for
this,the composer plays with the inserts
of background sounds or completely
removes them. This is when that met-
aphorical world emerges.

You have worked with various Austri-
an directors. You had quite a fruitful
partnership not only with Glawogger,
but also with Haneke. What is the most
important thing for you in working with
feature material?

Each director has their own approach
to filmmaking. Haneke has a very clear
idea of the film from the start, so he
works with a great degree of accuracy.
Sometimes the material provides bigger
opportunities to tell the story, some-
times smaller.

With Glawogger, as often happens, |
was recommended to him by someone

else, we worked together in France -
and that’s the whole story! We got on
really well, so we continued working
on many of Michael’s projects together.

“All my films are actually about life,
about the everyday, even when it seems
like something shocking is happening
on the screen. For example, in Work-
ingman’s Death, while filming the mass
slaughter of bulls in Nigeria, everyone
taking part in the action was shocked
by one thing - that | was filming this
utterly banal process they deal with
every day. | was standing in a sea of
blood and thought - how beautiful!”
This is what Glawogger said about his
films. What are they about, in your
opinion?

Yes, editing the shots from the Ni-
gerian slaughterhouse was one of my
favourite experiences - though, | confess,
sometimes had to turn off the sound
while looking through the material. Of
course, it is difficult to observe the work
of a butcher, but the energy of these
people and this place was so enormous
that it passed on to you, when you got
immersed in their world. It’s alive, some-
times funny, it has a place for disputes
and love. The excellent work of operator
Wolfgang Thaler in this documentary
creates very vivid imagery. This, for me,
is real cinema.

But the director was often criticised,
it was said that his attempts to reflect
reality were undercut by his propensity
for shock value and drawing the viewer’s
attention to artificially created situa-
tions. To that Glawogger replied that any
documentary is reality siphoned through
the mind of the director. How do you
approach documentary material? How
do you create your text of the film on
the editing desk?

| fully agree with Glawogger that
a film does not become more honest
because it was shot by a shaky camera.
There is no truth or objectivity in re-
flecting life. He chose his own way of
portraying life,and | can speak only for
myself - it is captivating to me. What
is even more important to me is that
he returns dignity to the life he depicts.

What do you think about the route in
the film Untitled?

Glawogger always returned to the
subject of exposed brickwork in the for-
mer Yugoslavia.For me it is a metaphor
for the effects of the war that ended,
but is still going on. Especially when
you live so close - it reminds you of
your own personal stories, our failures,
of what happened to our dear friends.
The wounds of war do not heal; in order
to overcome war and death, if it’s even
possible, you need time. That’s why we
made Yugoslavia the starting point of
his journey.

A creator, artist or filmmaker, living in
very specific political and social spaces,
always serves as the broadcaster of
where he comes from, consciously or
not. And in our world this cannot be
avoided, because the position of the
artist will be construed in accordance
with the paths he chooses and who he
represents at the moment, especially
when it comes to, say, African coun-
tries. In this context, it is impossible
not to mention the film We Come as
Friends by Sauper. How do you think
the politics of representation work in
cinema?

Glawogger strived to have a clear,
unmuddled,and open view of the world.
He didn’t seek sensationalism - he sought
to present everyday activities that, yes,
become political in a very active and
vivid way.

The off-screen narration in the film
Untitled tells us that the hero seeks
to be among the previously discussed
routines and everyday life of strangers,
and tries not to lose himself in it. Is
nothing always something?

Can anything alive be ‘nothing’? I'm
not even sure if the purpose or the theme
of this film is the search for ‘nothing;
because we had no clear intention and
no clear theme. Perhaps it is a striving
for humanity, or a need for a particular
sort of meditation, a pure reflection.

SCREENING OF UNTITLED
IS SCHEDULED FOR MARCH 25 AT 7 PM.
IN KYIV CINEMA.
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NIOACbKOT BE3BIANOBIAANLHOCT

[IEMOH CKOPBOTH BEHEMOTH

CboroaHi Tema exonorii - 306epexxeHHs A0BKIIA ~ € A0BOAI NOMYNAPHOIO.
Tak 3BaHa «eKonoriyHa CBiAOMICTb» BXXe CTaNa HEBi EMHOI0 03HAKOLO
Cy4acHoi «nporpecuBHoi» nioanHu. [lyxe pobpe ue inwocrpye 6isHec

- npediKkc «eKo-» WMPOKO BUKOPUCTOBYETLCS Y GpeHAyBaHHI TOBapiB,
L0 NPETeHAYITb Ha 0C06/MBI MK Ta AKiCTb. A OTXKE, MapKeToNnoru
MaloTb NiACTaBU BBAXKATH, O «EKONOTIYHICTb» aCOLiOETLCA Y MacOBOro
CNOXMBAYa i3 YUMOCb XOPOLUMM Ta NO3UTUBHUM.

AH[IPIV BOHJAPEHKO

BTiM, y MacoBOMy BUKOPUCTaHHI TOro
YW IHLWOTO KOHLENTY 3aBXAMN KPUETHLCA
Hebe3neka BUXOMOLLEHHS Ta 3HUKHEHHS
nepBMHHKUX CeHCiB. [loBepxHeBicTb Ma-
COBOrO Migxony 4O CNOBiAYBaHS «eKo-
NIOTIYHOCTI» € OYEBMOHOW — 3arasoMm
yce 0bMexyeTbCst Nt060B0 A0 eniTHUX
«EKONOTiIYHMX» NPOAYKTIB, Ki BBAXKatOTb
KOPUCHILIMMMU, HiX «3BUYANHI». ICHYE
6iNbLL NPOCYHYTUIA piBeHb — BiANOBIAANb-
HOTO CTWUIHO XKUTTS, MPU IKOMY eKOaAenTm
3MiHIOIOTb Ta AUCLMNIHYOTL CBOI MO-
BCAKAEHHI NOBYTOBI 3BMUKM 33419 €KO-
HOMHILLOrO CMOXMBAHHS Ta CBiAOMOrO
niaxoay Ao yTuAisadii.

Takuit nipxig pae cnokin i rapmo-
Hit0 Oywi Ta rapHe camonouvytTs. Ane
HaCKiNbKM Ui NOMYASpHi NPaKTUKK Cy-
YaCHOT «NPOCYHYTOI» OANHU HACMNpaB-
i € «EKOJIOTIYHMMM»? HaCKiNIbKM BOHU
LiMCHO CNpUSIKOTb NOKPALLEHHIO 3arafbHOI
€KOJOriYHOi cuTyauii? Yn moxemMo Mu
6yTH 3a0B0NEHI COBOLO, Nicnsa TOro gk
BKWHY/IM Y CMITHWMK aKypaTHO NOCOpPTO-
BaHE CMITTS YM Npuabanu eKo3oLWuT i3
nepepobneHmx mMatepianis?

BnacHe, ronoBHa nporpama Ubo-
ropiuyHoro Docudays UA nig Ha3sow 4
MPALLYCM 4ynoBO NOKa3ye, HACKiNbKM pi3-
HOMaHITHUMMU, MBOKMMM Ta CKNAAHUMMU
€ Ti MUTAHHA, 9Ki CKMOYHOTbCS B OOMH
KOLLMK «eKonorii». Yci dpinbmMu nporpamm
pO3M0oBiAat0Tb NPO HAA3BUYAMHO TOHKY
MeXy CaMOopyMHaLlii, 10 SKOi Bxe NifinLwu-
no noacTeo. [loctatHbo byne cepenHiv
TemnepaTypi Ha NiaHeTi 3eMNs 3pocTu
Ha 4 rpapycy 3a Llenbciem - i Hac ycix
CniTKae kaTacTpoda: BenmyesHi Teputopii,
y TOMY YMCAi yCTOHACEeNeHi, ONMUHATLCA
nig Bopot. PisHoMaHiTHa reorpadis
npeLcTaBneHnx QinbMiB BiATBOPHOE TAKOX
HeMMOBIPHO LUIMPOKY Many 3aaBHEeHMX
€KONOTiYHMX NpobneMm, ki pa3oM CKaaa-
HOTbCS Y OLMH BENMYE3HUIN KKOHTUHEHT»
noacbkoi 6e3BianoBiganbHOCTI.

Crpiuka «JleMOH CKOp60TU» Ku-
TaMCbKoro gokymeHtanicta Xao JliaH-
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ra HamaraetbCs MOKa3aTW HeACbke
0611449 BYrinbHOI NPOMMCNOBOCTI Ha
niBHoui Kutato.lipxin pexxucepa noeaHye
MeOMTaTUBHUIA peani3Mm i3 KpUTUYHO
noeTuyHicTto. CBilt 6a3oBui1 HapaTue XKao
JliaHr no3unyae y «boxxectBeHHOI KOMe-
nii» [aHte — nepernagatoun «[lemoHa
CKOp60TU», MM NPOCYBAEMOCA KiNlbKOMa
Konamu iHoyCTpianbHOro nekna. 3 Bep-
LUMHW 3paHEHUX FipCbKUX NaHawadTis,
yepe3 NabipuHTU BUPOOHUUMX NiA3eMenb,
OMMYyCKAEMOCS Ha 3eMJTH0 JIACHKOrO MOTY,
XBOPO6 Ta CTpaAaHHS.

lMe3axHi 3MOMKM BUPOOHUYMX Te-
pWTOPI¥ NOCTalOTb MACTEPHO HAaManbo-
BaHUMM KapTuHamu. EniuHicTb npupoam
HaKNafaAETbCa Ha AECTPYKTUBHY MOTYry
JIIOAMHM — | HA eKpaHi Lie BUrNSaeE, Hibun
NoNOTHA anbTepHaTMBHOro Pepixa, wo
3amicTb nowykis LWambanu 3axonuecs
npobnemMamu LOBKiNS.

HactynHe HabnmxeHHs BXe nokasye
HaM LLOCb HE3EMHE Y HAaMripLIOMY CEHCi —
a6CONTHO BOPOXMI [0 Ntofer NpoCTip,
CTBOpEHWI HUMM caMUMK. BunobysHi ny-
CTULLLA MOCTAOTb IKMMUCh DAHTACTUMHUMM
NopTaNaMm y XXaxauBi HEMOACHKI CBITK.
Takum Morno ByTM OKYMeHTasbHe KiHO
npo nnaHety Kin-[3a-[3a.

LmnTytoum [aHTe, Xao JliaHr HaTa-
Ka€E: Lew CBIT no3basneHuit Haaii. Ane
MW pO3YMIEMO Lie i 6e3 XXoAHUX anto3ii,
KOnu BOMBNSEMOCS B 06nMYYs nopen,
3MYLUEHUX NPALOBATH Y CMPABXKHLOMY
nekni.Jlloamn TyT, K 6e30yLUHI MexaHi3mu,
ane M MalMHKW Tak CaMO BMMPOMIiHIOOTb
abcypaHumit Bigyai. Ocb 3anisHa Mapio-
HeTka npomoBsucTo Haragye npo Cisida,
6e34yMHO NXaroum KaMeHIOKM. 30a€TbCS,
BXe ¥ BOHA MOYMHAE 3alyMyBaTUCS -
yoro BapTi 6nara LmMBini3aLii, Ko BOHU
[06YyBatOTbCS TAKOK LiHOW?

Macwtabu 3HULLLEHHS XKaxatoTb — Au-
SIBONbCbKMI aHTUTEPPAPOPMIHT Cy4acHOT
uMBinisauii, sk HesbnaraHHo HacyBa-
€TbCSA HA 3€eNeHi CTenuM MOHTONbCbKUX
KOYIiBHMKIB i Ha yCix Hac.

Bouenstounce y LOBrui npouec Bia-
MWBAHHS POBITHMKIB Bif, BYriNnbHO-3ani3-
HOro NKMY,3 TPUBOTOKO YMAELL, HACKINbKM

[0BLUMM Byae npoLec NoBepHEHHS none-
penHbOro BUMSAY CKanivyeHin npupoai?
HeBifHOBMOBaHICTb NpUpoOAM — Le
TaKOX HEBIiAHOBMIOBAHICTb NHOACHKOIO
Tina. Mig CHiroBot KOBAPOK XOBAETLCS
{HWONNaHeTHa NycTka — Nif BYriNbHUM
NMUIOM Ha 0BMYYSIX XOBAKOTbCSI CMep-
TenbHi xBopobu. LLym MawuH yce we
BiZJIYHIOE Y BAXKKOMY XPUMi 3HULLEHUX
nereHis. Tak anxae [leMoH ckop6oTth —
JIOACTBO, SIKe 3HULLYE came cebe.
«The Yes Men: 3rogHi 6yHTyI0Tb» -
KJ1laCM4Ha icTopis Npo Te, WO KOXEH i3
Hac MOXe BMNINBATK Ha BENWKI NpoLLEeCH,
po3Ka3saHa Ha AyXe LikaBoMy MaTepiani.
AKTUBICTU i3 HblO-MOpKCbKOI rpynu The
Yes Men - Liflnv BUCHOBKY, LLO KOU
MEMHCTPIMHUI MeaiHMIA NOTiIK HOBUH
Bif, BEIMKMX KOPMOpaLii Ta iHCTUTYLiN
HEe MOXXHa 3[4,0/1aTW, TO MOro C/1iJ, OYONUTHU.
HepxasHi ypsau Ta diHaHcoBI op-
raHisauii, aki n6at0Tb Npo CBOi BY3bKi
iHTepecK, 3HMLLLYIOYM [OBKINNS, MAKOTb BE-
NMYe3Hi pecypcy st CTBOPEHHS NOTPIBHUX
iM MegiiHMX 06pa3ziB. Y aKTUBICTIB TakKMx
pecypciB, 06 AOHECTV A0 LIMPOKOI Nyoiku
CBOIO NpaBay, HeMae. ToX ABOE AOTENHUKIB
Enai biunbaym Ta Maiik BoHaHHO BUpiLLMAM
BMAABaTH cebe 3a BMNIMBOBMX BOPOTiB KO-
norii,abu MaT1 3MOry NOTPANNISITU Y HOBUHM
Ta Bi Uy>KOro iMeHi nponarysatu CBOi igei.
[epoi cTpiuku BogHOYac € ii TBOpUAMM —
y cniBnpaui 3 pexxwucepkoto Jlopoto Hikc.
«MWu NpoKMaaEMOCs, i 3 caMoro paHKy no-
YMHAEMO POOMTU BCINSKI OMBHI pedi», —
KaxxyTb EHAl Ta Malk i ax Higk He ne-
pebinbLyHoTh.
BoHu npoBoaaTh npec-koHdepeHLii
Bif, iMeHi ToproBoi nanati, BOHM AapyoTb
6innx Begmenis ypany HinepnaHais Big,
iMeHi «[a3npoMy», BOHM BAALITOBYIOTH
HawlecTs ntoaein-kynb Ha MiTuHr OOH,
NPUCBSYEHUI 3MiHI KiMaTy. A Takox
BOHM BWXOBYKTb [iTeM, CBapsATbCS 3
KOXaHWMU, CyMYIOTb Ta pafitoTb. Anxe
dinbM - Lie Hacamnepeg, 0cobucTa ictopis
[BOX APY3iB, IKi HAMAraKTbCA XUTU TaK,
o6 NpMHECTM SKYyCb KOPUCTb CBITOBI.
A LLe Lie HaTXHEHHa iCTopis AiSNbHOCTI
Mi>XXHApPOLHOT Mepexi aKTUBICTIB. | LiKaBui
BCTYN [0 npobnemu rnobanbHoro nore-
MNIHHA «ONs YaliHuKiB». OOHMM CII0BOM,
Lie Kpa3 OfMH 3 TUX QiNbMiB, LLLO YCMILLIHO
PO3MMBAE MEXY MiX CEPMO3HUM Ta pO3-
BAXXas/IbHUM KiHO, ane 1 He 3abyBae npo
ron0BHY MeTy — 3p0buTK CBOIX MMsAaviB
6inbLL EKONOFIYHO CBIAOMUMM.

«EkonoriyHe — ue nonitMyHe», — Ha-
ranye ¢inbm «Konu aBa cBiTH siLuToBXY-
toTbeax» Wwaenuapuis levai bpanoen6epr

AYyCH

Ta Metbto Op3ena. Ictopia 6opoTbbu
nepyaHCbKOro KOPiHHOIO HACeNeHHs 3a
36epexKeHHs1 CBOro cepefoBuLLA XXUTTS
[LLEMOHCTPYE HaM, SIK €KO/OTiYHi MUTaHHS
MOXYTb PO3BI3yBaTMUCh 3ac06aMu Maco-
BOi NONITUKM.

HaceneHHs npanicis AMasoHii, 3My-
LeHi NpoTecTyBaTM MpOTW [Ail CBOro
ypsiay, konu npesuaeHT lNepy Bupiwye
nig, BUIMSALOM «MPOCYBAHHSA Mporpecy»
HaZATV NPUBATHUM IHO3EMHMM KOMMaHiSM
[10CTyN 1,0 BUAOGYTKY KOPUCHUX KOMANUH
Y aMa30HCbKMUX IKYHIISX.

[ns MeLwkKaHLiB UMX TEPUTOPIN 3HK-
LLEeHHSI niciB 03HAYaE 3HUKHEHHS He NnLle
[lOMY, @ 1 3aranoMm ixXHbOi KylbTypu Ta
m,equHocn.,Elnﬂ HMX eKONOriyHe - e
eK3UCTeHLUilMHe, i BIACTYMNY B HUX HEMAE.

@inbM CTeXMUTb 33 NomigMM  Ty-
6inbHOro «MaiaaHy»: Bif, 3aX0nneHHs
nicoBux popir no 6ypxnusux aebatis
y napnamenTi. MNepwi npotecTn, nepuwi
BOMBCTBA, Hanpyra NoCTiMHO 3pOCTaE i
KOAHA CTOPOHA He Xo4e MOoCTynaTucs.
be3 06i3HaHOCTI i3 I0KaNbHO CUTYaLLIED
BaXKKO A0 KiHLA po3ibpaTnCs B YCixX HiOaH-
cax uiei 6opotbbu. OgHak CcTaHoBMLLE
BEMIMYE3HUX IPYN HACENEHHS, 3BEAEHNX
LLeHTPasIbHUM YPSLIOM [0 PiBHS «TPiCOK,
Ki NeTTb, KONM pybatoTh NiC», HAM LLIKOM
3po3yMine. YpsaoBa puTopmKa «nicoBi
[MKYHU NPOTU NPOrpecy», ika NPUKPUBAE
6axaHHS MOXXHOBNAALIB HAXMUTUCS Ha
iHO3eMHUX iHBECTULLISX, BUKIIUKAE OTUAY.
MpoTn nepyaHCcbKMX TybinbLiB NpaLoe
1 Me[iliHa MalliMHa, iIKa 3BUKJ/10 BBaXKa€E
«npobnemMu AuKyHiB npobneMamu nuwe
LUKYHIB».

[Ouckycii wono rnobanbHOi 3MiHM
KNiMaTy CbOroAHi 3By4atb 6inum wymom,
Ha IK1I BXXe He 3BepTaELl yBary.Abu He
NPUMHOXYBATV CNEKYNALLIN, LWBEMLApeLb
MarTiac GoH [yHTeH BUpiluye NociyxaTy
TUX, KOFO MOTEMiHHSA TOPKAETbCS Hal-
Ginblie — MellKaHLiB KpanHboi [MiBHO-
yi, e Ha BMACHi o4i Hauuw, 9K TaHyTb
NbOLOBMKM, TA MELLKAHLLiB €KBATOPa, Ae
NMOMITHO NiABULLYETLCS PiBEHb OKEAHY.

Hasga dinbMmy «TyneTyBany» 06€a-
Hye noceneHHs y [peHnanaii ta ocTpisHy
Lepxasy B TuxoMy okeaHi. lfeorpagiyHo
po3gineri, ui TepuTopii nepexmBatoTb
CninbHy 6igy — NOTENNiHHS 3MiHIOE Tpa-
OULIAHUIA YKNAL XUTTS Ta BXe AyXe
CKOPO 3MYCUTb MELLIKAHLLiB NepecensTucs
y 4yxi kpai.

CTpiyka MalcTepHO NepeMmKaE HaLly
YBary Mix CHiroBMMM NPOCTOpaMm NiBHOM
Ta eKBaTopianbHMMM NanbMamu. LLi paneki
O[MH Bif, OLHOIO Mern3axi 311MBatoTbCs B

I TAHARIT

OfHY KapTUHY TpareAii ManeHbKnx Hapo-
LB, NS 9KMX anoKanincuc HacTae Bxe
CbOTOHi.

@DinbM TaKoX NMoKasye HeWMOBIpHI
Kaapu eK30TUYHOTO A5 HAC XuTTs. MNonto-
BAHHS Ha poraTMx HapBaniB y KpUxKaHin
BOZi YM LIANEHA FOHUTBA Ha KaTepi i3
CayKOM 3a NIeTHYMMM pubamMu — Hesaba-
pOM UMM yxe He byae KoMy 3aiMaTmcs.

XuMBa €fHICTb NNAHETU MOKA3YETb-
€Sl HA KOHKPETHUX NPUKNafax — oCb TyT
MOpe 3aMep3a€ Ha ABa Micsii nisHiwe
HiX 3a3BMYaii, @ TYT B KOKOCAX 3HMKAE
MOJIOKO Ta MpicHA BOAA CTA€ COMOHOH.
Yci My i3aMMO MO TOHKIN KpU3i, K Ls
cobaya ynpsix, L0 HaMaraeTbCs 06irHaT
QHOManbHO PaHHIO BeCHY.Ane € ntoaum, sKi
NOMMBAKOTb TOHEHbKI MAPOCTKMU MabyT-
HiX BENMKMX AepeB, L0 CBOIM KOPIHHAM
CTPUMYBATUMYTb OCTPiBHUI FPYHT Bif, pO3-
MOB3aHHS. ManeHbKi cayKaHLi BCensoTb
HaAit0 Ta 3aKNMKAKTb YCiX HAC Ao Ain.

Mpobutics Kpisb 3aBiCy CTaHAAPTHUX
NiAXOLIB Ta 04eBMAHOCTEN HAMAraeTbCs
repo Ta cniBpexucep CTpiuku «Benuka
porata 3moBa» Kin AngepceH. Moro pos-
CniflyBaHHS, 3 ogHOro 60oky, baHanbHe —
BIH X0ue nue NiATBEpAUTU LINKOM,
3paBanocs 6, oueBMAHI BUCHOBKM MpoO
HaA3BMYAMHO WKIAAMBUIA BNAMB Ha
[LOBKINAg rnobanbHoi MACHOT iHAYCTPIl,
onpwtoaHeHi y cneuianbHomy 3BiTi OOH.
3 iHWOro — panToM BUSABNSETLCS AMBHA
piy.MpakT1yHo yci BNIMBOBI NpMpoao-
3aXMCHI OpraHisauii YoMyCb irHOpyHTb
ui gaHi OOH Ta BMepTo 3aMOBYYHTH
NpoBiZHY pofib BUPOOHMLUTBA MACa Y
npoueci rmobanbHOro NoTeniHHS.

baHanbHi po3nuTyBaHHS AHaepce-
Ha HecnofiBaHO HabyBatOTb 3/10BiCHMX
BiATIHKIB — 3-3a CTiHM MOBYaHHS NOCTY-
MOBO MPOCTYNaE peasibHa CMepTesibHa
Hebe3neka. Big Takoi 3MiHM CTaBOK Yy
HIBMTO O4YEeBMOHOMY PO3CAiLyBaHHI MO
CMMHI NOYMHAKOTL BiraTn Mypaxu.

MapanenbHo i3 yCBiAOMIEHHAM MO-
TOPOLUHOI 3MOBM MW 3HaMOMMMOCH i3
pi3HUMM ekorocnofapcTBamMmu AMepuKu,
SKi HamaratoTbcs peanisyBatu Gopmyny
HaMBIiNbLL rAPMOHIMHOTO Ta ePEKTUBHOIO
BMPOGHMLTBA iKi. [locifnoBHO onuTyoum
ekodepmepis, Kin AHaepceH LoxoaunTb
BMCHOBKY, WO HanbinbWw onTUManbHUM
PEXMMOM BUPOBHMLTBA Ta CMOXKMBAHHS
€ BEraHCTBO.

Omxe, cTpiyky «Benvka porata 3mo-
Ba» CNif nepernaaati obepexHo, aaxe,
BiJLOMO, LLLO BENIMKMIA BiJCOTOK rMsaaaviB
3ro0M HEMUHYYE BiIMOBNSETLCSA Bif, iXi
TBAPUHHOIO MOXOMXKEHHS.



OF HUMAN IRRESPONSIBILITY AND HOPE

Nowadays, the topic of protecting
our natural environment is quite
popular. A so-called environmental
consciousness has already

become an essential attribute of a
progressive’ modern person. This
can be clearly seen throughout the
business realm, where the prefix eco
is widely used in branding goods
that claim to be of the right class
and quality. Thus, marketers have
reasons to believe that the mass
consumer associates environmental
friendliness’ with something good
and positive.

ANDRIY BONDARENKO

However,when any concept is brought
to the masses, it always comes with the
risk of losing its primary meanings. The
superficial nature of the mass approach
to following the ‘environmental’ path is
obvious. Generally, it all comes down to
adoring elite ‘organic products that are
considered healthier than the ordinary’
ones. However, there is also a more ad-
vanced level to it,a responsible lifestyle,
which implies that the eco-adepts can
and will change and discipline their
daily habits so as to consume less and
approach recycling more consciously.

This approach gives peace and inter-
nal harmony and contributes positively
to our well-being. Nonetheless, to what
extent are these popular practices of
the ‘progressive’ modern person truly
environmental’? How much do they really
contribute to the overall environmen-
tal situation? Can we pat ourselves on
the back after having thrown away our
carefully sorted trash or purchasing an
eco-notebook made of secondary ma-
terials?

The main programme of Docudays
UA 2017, called 4 DEGREES, perfectly
illustrates how diverse,deep and complex
those issues that are all labelled envi-
ronmental really are.All the films in the
programme tell us about the extremely
close edge of self-destruction to which
humanity has already approached. If the
average temperature on the planet Earth
rises by only 4 degrees Celsius, we will
all face a catastrophe: huge territories,
including some which are densely popu-
lated, will sink under water. The diverse
geography of the films presented also
covers the incredibly wide map of ne-
glected environmental problems, which
together form one huge ‘continent’ of
human irresponsibility.

Behemoth by the Chinese docu-
mentarian Liang Zhao is an attempt
to depict the inhuman face of the coal
industry in northern China. The director’s
approach combines meditative realism
and critical poetry. Liang Zhao borrows
his basic narrative from Dante’s ‘Divine
Comedy' While watching Behemoth, we
descend several circles of an industrial
hell.From the peaks of the scarred moun-
tain landscapes, through the labyrinths
of industrial dungeons, we move down
on the soil of human sweat, disease
and suffering.

Landscape shoots of production areas
appear like artistically painted pictures.
The natural tendency towards the epicis
superimposed on the destructive power
of mankind. On the screen, it looks like
the canvas of an alternative Roerich,who
instead of searching for Shambhala was
carried away by environmental problems.

The next advance already shows
us something unearthly in its worst
sense, namely spaces absolutely hostile
to humans, although created by them.

KONU ABA CBITK 3ILUTOBXYOTbCA WHEN TWO WORLDS COLLIDE

Industrial wastelands resemble fantastic
portals to horrible inhuman worlds. This
could have been a documentary film
about the planet Kin-dza-dza.

Quoting Dante, Liang Zhao hints
there is no hope for this world. But
we understand this without any allu-
sions when looking into the faces of
people who are forced to work in this
hell on earth. Here people come close
to becoming soulless mechanisms,and
the machines also radiate some sort
of absurd despair. Here the iron pup-
pet eloquently reminds us of Sisyphus,
thoughtlessly pushing stones. It seems
as if it is beginning to question what
the blessings of civilisation are worth,
if they come at such a price.

The scale of destruction is harrow-
ing, the diabolical anti-terraforming of
modern civilisation is inexorably ap-
proaching the green steppes of the
Mongolian nomads and, ultimately, all
of us. Looking at how long it takes the
workers to wash all the coal and iron
off themselves, one anxiously wonders
how much longer it will take to revive
our crippled nature.

The non-renewability of nature also
presupposes the human body’s non-re-
newability. Under the snow blanket, there
lies an extraterrestrial emptiness, un-
der the coal dust on the workers’ faces,
there lie deadly diseases. The noise of
the machines echoes when we wheeze
through our ruined lungs. So breathes
Behemoth, the embodiment of humanity
that destroys itself.

The Yes Men Are Revolting is a classic
story that through its very interesting
material says that each of us can in-
fluence large processes. The activists
from the New York group The Yes Men
agreed that if we cannot overcome the
mainstream media news flow from major
corporations and institutions, then we
should lead it.

State governments and financial
institutions, as they take care of their
narrow interests and destroy the envi-
ronment, possess enormous resources
to help create the media images they
need.Activists do not have such resourc-

es to convey their truth to the general
public. Therefore, Andy Bichlbaum and
Mike Bonanno decided to impersonate
influential enemies of the environment
in order to get on the news and promote
their ideas on someone else’s behalf. The
film’s characters are also its creators, in
collaboration with director Laura Nix.
“We wake up and start doing strange
things every morning,” say Andy and
Mike. And they are not exaggerating.

They hold press-conferences on be-
half of the Chamber of Commerce, they
give the Government of the Netherlands
white polar bears as a gift on behalf of
Gazprom, they arrange an invasion of
balloon-people at a UN climate change
event.And they also raise children, quar-
rel with their loved ones, grieve and
rejoice. After all, first of all this film tells
a personal story of two friends who try
to live in such a way as to bring some
benefit to the world.

It is also an inspiring story about
the international network of activists.
It is an interesting introduction to the
problem of global warming for dummies.
In short, this is just one of those films that
successfully blur the line between serious
and entertaining movies.Nonetheless, the
main goal of it is to make the audience
more environmentally conscious.

When Two Worlds Collide by the
Swiss directors Heidi Brandenburg
and Mathew Orzel reminds us that
the environmental means political. The
story of the Peruvian locals struggle to
preserve their habitat illustrates how
environmental issues can be solved
by means of mass politics.

The locals, living in the primeval
forests of the Amazon, are compelled to
protest against their government’s actions
when the Peruvian president decides,
in the guise of facilitating progress’, to
give private foreign companies permits
for mining in the Amazonian rainforest.

For the inhabitants, the destruction
of the forests does not only mean that
their home will be ruined but also that
their culture and their identity as a whole
will disappear. For them, the ecological
is existential,and they cannot turn back.

The film unfolds together with the
events of the indigenous ‘Maidan, from
taking over the forest roads to stormy
debates in the parliament. The first pro-
tests, the first murders... The tension
is constantly building and neither side
wants to give in.Without having knowl-
edge of the local situation, it is difficult
to fully understand all the nuances of
the struggle. However, we can fully un-
derstand the situation of huge groups
of a population which is disrespected
by the central government. The govern-
mental rhetoric of forest savages against
progress,which hides the officials’ desire
to cash in on foreign investments, is
plainly disgusting. Moreover, the media
machine also works to the aborigines’
disadvantage, since it traditionally be-
lieves that ‘the problems of savages are
only the problems of savages.

Discussions on global climate change
today sound like white noise, which no-
body pays attention to anymore. In order
not to multiply speculations, Swiss director
Matthias von Gunten decides to listen to
those who are directly affected by the
global warming: the inhabitants of the
extreme North, where you can see really
how the glaciers melt,and the inhabitants
of the Equator, who can see with their
own eyes how the ocean level is rising.

The title of the film ThuleTuvalu com-
bines a settlement in Greenland and an
island state in the Pacific Ocean. Geo-
graphically separate, these territories are
experiencing the same disaster: global
warming is changing their traditional
way of life and very soon it will force
the inhabitants to move to foreign lands.

In the film, our attention is skillfully
switched between the snowy expanses
of the North and the equatorial palms.
Though they are far from each other, the
landscapes merge into one picture of
the tragedy of small nations, for which
the apocalypse is already happening.

The film also presents incredible
shots of lives which seem exotic for us.
Horned narwhals hunting in icy water,
or an insane boat chase with a net after
flying fish - soon there will be nobody
to do such things.

Everything on our planet is inter-
connected, which is proved with specif-
ic examples: here the sea freezes two
months later than usual, and here the
coconut juice disappears and fresh water
becomes salty. We are all riding on thin
ice, like this dog harness does, trying
to outrun the abnormally early spring.
But there are people who water the
thin sprouts to grow into tall trees in
the future, hoping their roots will stop
the island soil from dissipating. These
small seedlings give us hope and urge
us all to take action.

Kip Andersen, the protagonist and
co-director of the film Cowspiracy: the
Sustainability Secret, is trying to break
through the veil of standard approach-
es and obvious arguments. On the one
hand, his investigation is rather trivial:
he wants to confirm the seemingly ob-
vious conclusions about the extremely
harmful environmental impact of the
global meat industry as promulgated
in a special report by the UN. On the
other hand, a strange thing rises to the
surface. For some reason, virtually all
the influential environmental organi-
sations ignore these UN findings and
persistently keep silent about the key
role of meat production in the process
of global warming.

Unexpectedly,Andersen’s banal in-
quiries take on an ominous tone, and
behind the wall of silence, a real and
mortal danger begins to be felt. Such a
change throughout an apparently obvi-
ous investigation sends shivers up and
down the spine.

While realising the presence of a
terrible conspiracy, we learn about the
various eco-structures of America which
are trying to implement a scheme for
the most harmonious and efficient food
production.As he continues interviewing
the eco-farmers, Kip comes to the con-
clusion that the most optimal mode of
production and consumption is veganism.

So, the film Cowspiracy: the Sustain-
ability Secret should be watched with
great care, as it is known that a large
percentage of viewers will inevitably
refuse to consume food of animal origin.
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«[YXXE BAXKO
3YNMUHUTU XBUJTIO
NONIITUYHOIO
HACUNIbCTBA»

Pexucep xonaraH Jlittenn po3nosiaac npo csii ¢inbm «HenpasunbHi enemeHTH»,

MeTo/, PeKOHCTPYKLIT Ta ncuxoapamy.

Po3moBy Bena
HATANS CEPEBPIKOBA

Ha Docudays UA byne npeacraBneHuin @inbm
aBTOPA CKaHAA/IbHOrO poMaHy «biaroBonMTeNbHULL»
[>xoHataHa JliTtenna «HenpaBunbHi eneMeHTU» Npo
BiliCbKOBI 3M104MHM B YraHai.fepoi Lsoro dinbmy (Maiik,
[xedpi, HaTi) — KOAWLWLIHI cONAaTV aHTUYpSA0BOro
pyxy «[0CnoAHbLOI apMii onopy». BukpaaeHi «apMmieto»
e B MiANITKOBOMY BiLli, BOHM Tenep HaMaratTbCs
KUTU HOBUM XUTTAM. Lle dinbM npo Te, Sk NtoamHa
MOXe OAHOYACHO OYTM XKepTBOK i BOMBLIEHD, KHeE-
NpPaBUIbHUM €N1IEMEHTOMY Y CYCMiNbCTBI.

Bu ycBipomneHo 3po6unu cBiit pinbM cxoxum Ha
dinbmu Mxowya OnneHraiimepa «AKT BGUBCTBa»
i «Mornap TMwWi», B AKMX iHAOHE3IMCbKi KaTH po3-
NoBiAalOTb NPO CKOEHI HUMKU B6UBCTBa?

Tak, ue MeTopd, KWK BMHAWLLOB HaBiTb He
OnneHraimep, a we Knoa JlaHuMaHH y dinbMi
«Llloa», B IKOMY KOMMULUHI HALUMCTM PO3MOBiAaAIM
npo CBOi 3n104MHU. Lle MeTon peKOHCTPYKLT, KM
MK 3 OnNneHraMnmMepom BMKOPUCTANU MisHille.

Cynsum 3 Baworo pomaHy «bnarosonurenbHu-
ui», BU BUBHA/IM He TiNbKu Hapop Adpuku, ane
" NCUXOJIOTiI0 HALMUCTIB, AIKI 3aliManuca TUM ca-
MuM - B6MBanu niogeii. Y HoMy, Ha Bally AyMKY,
NONArae CXoXicTb i BiAMIHHICTb MidK adpprKaHUaMU
Ta eBponeiusaMM Yy CTaBNEeHHI A0 B6uBCTBA?

S cxXmnscs L0 AYMKM, WO JIFOAM — BOHW BCOAM
O[HAKOBI, HE3aNEXHO Bif, KOMbOPY LKipU. Moxe
OyTW pi3He CTaBNEHHSA A0 camMoro GakTy cMepTi.
Taby Ha cMepTb abo cTpax BOMBCTBA — BOHU ANd
BCiX YHiBepCasnbHi.

Ak y Bawomy ¢inbMi BUABNAETLCA eTHorpadiu-
HUI KOMMOHEHT - nepenniTaeTbca CBIT AyXiB i
peanbHuii cBiT?

Auoni (eTHi4YHa rpyna, ika MPOXXMBAE Ha MiBHOUI
YraHau - pep.) OiNCHO BipsATb Y AyxiB. 1 XoTiB no-
KasaTu, WO UMX Noaein 6ayaTb YacTo 9K CEKTAHTIB,
60XeBinbHMX. Lle 30BCiM He Tak, Lie ixHs peniris.
Ane € we fewo B CTPYKTYpi dinbMmy, LLO 9 XOTiB
61 nosicHUTU. A4oni 6ayaTh CBIT, po3aineHuii Ha aBa
npocTopu. «[aHr» — Lie BCe PYKOTBOPHE, i «TyM» —
Lie Npupoza, BCe, L0 HeMiAKOHTPOsIbHE NIOAMHI. |
B3aEMWHU MiX LMMM NpoCTopaMu nepebyBatoTb Yy
MocTilHin 60poTbbi. Hanpuknag, 10BoAUTLCA AepeBa
pybatv abo nigpizati.Y dinbMi MM NOCTIHO 3 0QHOTO
NpOCTOpPY NEPEXOAMMO B iHLIMIA. Hy, TaM, HanpuKnaa,
€ CLieHa, Aie pUTyanbHi TaHL BifOyBatoTbCa Ha Tepu-
TOPpii raHra, i nepLu HiX repoiH 0XONAsATb BCi AyXH,
BOHa mepexoauTtb B yM. BaxiuBo, wob BCi ayxu
3anULIMANCS TaM, Y AWKiV NpUpOAi.

flk B4 06upanu cBoix repois?

[lepw Hi>XX MM mo4Yanu 3HIMaTH, 5 po3pobuB
[Ly>Ke feTanbHUIM NNaH, aHaniTMuHKiA po3bip, Lobpe
niAroTyBaBCs, i 3a34aneriab BXe 3HaB, AKi N0au
MeHi MOXyTb 3Hafo06uTMCA. XKiHKKM, YONOBIKM, SKi
MOBEPHYNUCS A0 CNYKOM, UMBINbHI. Hanpuknag,
MEHE TaKOoX LLiKaBUIU BOfii MOTOTaKCi, 60 g 3HaB,
LU0 OCUTD LLIKABI MEPCOHAXI 3 KOMMLLHIX MOBCTAHLIB
UMM 3arManucs. | 8 npocto no pisHMX KaHanax

LWYKaB TaKWUX NIOOEN, MEHi LOMOMaranu BYEHi.
He MoxHa ckaszaty, Wwo ue 6yB AKMIACb KACTUHT, 9
npocTo 06MpaB TUX, XTO MeHi miaxoaus. [xedpi
04pasy MeHe BpaswmB, LWOMHO MU 3ycTpinucs. | mu
3HIManu NpoTArom pokKy, ane He NOCTIHO TaM ne-
pebyBatoun. lNpuixmkanu i noBeptanuncs Hasaa. Y
Hac i3 [xedpi cknanmcs pyxxe 6/13bKi CTOCYHKM,
MW NPOAOBXYEMO cninkyBatucs no Ckanny.

Y ¢inbmi MM 6aUMMO UMKA, KONK XKepTBa CTaE
arpecopomMm. A aKkuM BM Gauute BuUXig, 3 uiei cu-
Tyauii? Ik npunuHuTK BiliHy B YraHai?

S TiNbKKW MOPYLUYHO Lie MUTAHHS CBOTM (iflbMOM.
3po3yMino, Wo AesKi AN MOXYTb 3MiHIOBaTU
cBOM AisnbHicTb. Ock [xedpi, Hanpuknag, xoye
CTaT BUMTENEM. Anle SKLO0 roBOPUTU MpPO MoJi-
TUYHE HACWNbCTBO, TYT 30BCIM iHLWMIA MacwTab.
KpaiHa 3anyyeHa [0 MacoBOro HaCUNbCTBA, i Lie
3aNeXUTb Bif TOro, XT0 Npu BRagi. [lyxxe Baxko
3YMUHWUTM XBUKO MONITUYHOIO HAaCMbCTBA, SK Lie,
Hanpuknag, ctanocs B Cupii abo YeuHi. B Yranai
3apa3s TeX Taka HeneBHa cuTyauis. Ane Hacnpasgi
He BCe TaK YyXe i NoraHo, TaM € NeBHMM BanaHc,
€ NapnameHT, B IKOMY Ayxe nobpe npeacraBneHa
ono3uuis. BennuesHy Bnagy, KpiM Toro, Ma€ apmis. 1
pO3MOB/IAB 3 6araTtbMa NpeAcTaBHUKAaMM 30pOMHNX
CWn, BKIOYAKOUM BUCOKE BilICbKOBE KEPiBHULITBO,
BOHM KaXKyTb, LLIO IXHE OCHOBHE 33aBAAHHS — 3anobirTu
MaCOBOMY HAaCMNLCTBY Y KpaiHi. | Le Aa€e SKyCb Hag, 0.

Bu 3aHypunu cBoiX repoiB y cuTyauito ncuxoapa-
Mu. BoHu 3miHoBanuca? McuxorepaneBTUHHMIA
edeKT cTaBca?

Bce 3anexuTtb Big KOHKpeTHOI ntoamHu. Ocb
Marik, HanpuKNag, TakMiM AYPHUK B XKUTTI, BiH XO-
pOLLUMIA X/IoMNeLb, ane NOCePefHiH, i HIAKMX 3MiH
TaM Yekatu He Bunagae. A xedpi - BiH Tak y HacC
BYEMMBCSA, TOMY LLLO, MOXKJIMBO, XOTiB OMNpPaLLOBaTH
AKiCb peyi y cebe BCcepenuHi, ane He 3HaB, K Le
3po6uTu. | y HbOro BMIMLWNO. BiH faBHO XOTiB No-
BEPHYTUCA A0 LLET NiTHBOT XKiHKK, BUBAUMTUCS 3a ii
[iTel, ane He 3HaB 9K. BiH Hac BMkopucToByBas. §l
6 He Ha3BaB Lie NCUXOTEPAMiEr Y 3BUYHOMY PO3Y-
MiHHI LibOro C/10Ba, afe 3aBAAKM HaLwiv cnisnpadi,
[xedpi pyxaeTbca gani. 1 gonoMarat naaTutu
3a MOro HaB4YaHHS B yHiBepcuTeTi.Y HawTi HM3bka
CaMOOLLiHKA — BOHA B AUTUHCTBI 3a3Hana HaCu/b-
CTBA, 3apa3 Y Hei i YONOBIK TaKMM, CXUbHUI [0
HaCKUNbCTBA, BOHM TO CXOASATHCA, TO PO3XOAATHCS.
3aBAsKM 31OMKaM BOHA 3p0O3yMina, Lo BOHa B3a-
rafii Yorocb BapTa, LLLO MOXe NMPUHOCUTU KOPUCTb.

Tpeba po3ymitu, wo 8 2002 —2004 pp. 6113bk0
TPUALATY TUCAY AiTel noBepHynmcs 3 «flocnoaHboi
apMii». | BOHM BCi NpaKTUYHO OAHOYACHO NpUBYK
Ha [iBHiy, i 6araTto ryMaHiTapHMX OpraHisaLin Ta
peabinitTauiiHMX LEeHTPIB po3noyanu Tam CBOK
poboTy. MeToto byna apantauis aitel oo Hop-
ManbHOro XMTTH, Le Bynu Taki 3axigHi MaHyanu:
gk cebe NoBOAUTH, IK NepectaTi ByTu XepTBOto.
| cknaBcs NeBHMIM AUCKYPC, HAB'A3aHWI 3aX0A0M.
| He 3Ba)awuM Ha Te, WO UMM AiTAM 3apa3 no
TPUALSTb POKiB, BOHM MPOAOBXKYHOTH Liei A0CBIA,
BMKOPUCTOBYBATH.

Bu xotinu 6 exkpaHisyBaTtu cBiit pomaH «bnaro-
BOJIUTENIbHULLi»?
KateropuyHo Hi.

«HEMPABWJIbHI EJIEMEHTU»
MOXHA NoamMBnUTUCA

28 BEPE3HS 0 17:00

B KIHOTEATPI «KMiB».
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STOP THE WAVE OF
POLITICAL VIOLENCE

Director Jonathan Littell talks about his film
Wrong Elements, methods of reconstruction
and psychodrama.

Interview by
NATALIA SEREBRYAKOVA

Docudays UA will be presenting a film by the
author of the controversial novel The Kindly Ones,
Jonathan Littell, entitled Wrong Elements, which
is about war crimes in Uganda. The characters
in this film (Mike, Geofrey, Nighty) are former
soldiers from the anti-government movement, the
Lord’s Resistance Army, who were kidnapped as
teenagers and are now trying to live a new life.
This is a film about how a person can be both
a victim and a murderer, the ‘wrong element’ in
the society.

Did you consciously make your film similar to
Joshua Oppenheimer’s The Act of Killing and The
Look of Silence, in which the Indonesian torturers
talk about their acts of murder?

Yes, this is a method invented not even by
Oppenheimer, but by Claude Lanzmann in the
film Shoah, in which former Nazis talked about
their crimes. This is the method of reconstruction
that Oppenheimer and | used later.

Judging from your novel The Kindly Ones you
studied not only the people of Africa, but also the
psychology of the Nazis, who were doing the same
things - killing people. What do you think are
the similarities and differences between Africans
and Europeans in their attitude towards murder?

| am inclined to think that people are the
same everywhere, regardless of the colour of
their skin. Perhaps they have a different attitude
to the very fact of death. The taboo of death or
the fear of murder are universal for everybody.

How does your film deal with the ethnographic
element - the intersection of the world of spirits
and the real world?

The Acholi (an ethnic group living in northern
Uganda - ed.) really believe in spirits. | wanted to
show that these people are often seen as sectarian,
crazy. That is absolutely not the case - this is their
religion. But there is something in the structure
of the film that | wanted to explain. The Acholi
see the world divided into two spaces. ‘Gang’ is
everything that is man-made, and ‘lum’is nature,
everything that is not controlled by man. And
the relationships between these spaces are in a
constant struggle. For example, the trees have to
be cut or trimmed. In the film we are constantly
moving from one space to another. Also, for ex-
ample, there is a scene where the ritual dances
take place on the territory of gang, and before
the heroine can be enveloped by all the spirits,
it goes into lum. It is important that all spirits
remain there, in the wild.

)

THE SCREENING OF WRONG
ELEMENTS IS SCHEDULED FOR
MARCH 28 IN KYIV CINEMA AT 5 PM.

How did you choose your heroes?

First of all, before we began
filming, | developed a very detailed
plan,arigorous analysis - | was well
prepared and knew in advance what
kinds of people | needed. Women,

[XXOHATAH JITTENN  JONATHAN LITTELL

men who returned to service, civilians.Also, | was
also interested in mototaxi drivers because | knew
that some very interesting former rebels were
doing it. | just searched for these people through
various channels - the scientists helped me. It
wasn’t casting per se; | just chose those who fit
my criteria. Geofrey awed me immediately. We
filmed for the whole year, but we weren’t staying
there the whole time. We went back and forth.
Geofrey and | have a very trusting relationship,
and we continue to chat via Skype.

In the film we see this cycle of the victims becom-
ing the perpetrators. Do you see a way out of this
situation? How do we end the war in Uganda?

This is the question | raise with this film. It
is clear that some people can change their be-
haviour. Geofrey, for example, wants to become a
teacher. But when it comes to political violence,
it operates on a completely different scale. The
country is involved in mass violence, and it de-
pends on who is in power. It is very difficult to stop
the wave of political violence, like, for example,
what happened in Syria, Chechnya. In Uganda the
situation is also very precarious. But actually, it
is not so bad - there is a certain balance there,
a parliament where the opposition is very well
represented. The army also has enormous power.
| talked with many representatives of the armed
forces, including the high military leadership,and
they say that their main task is to keep the country
from erupting into mass violence. This gives us
some hope.

You submerged your characters into a situation
of psychodrama. Have they changed? Did it have
a psychotherapeutic effect on them?

It all depends on the individual. Mike, for
example, is something of a fool — he is a good
guy, but he’s rather simple, and | don’t expect
him to change. But Geofrey latched on to us,
because he probably wanted to work through
some things he was feeling, but didn’t know how
to do it. And he succeeded. He had long wanted
to return to that old woman, apologise for her
children, but he didn’t know how. He used us.
| would not call it psychotherapy in the usual
sense of the word, but thanks to our involvement,
Geofrey had moved on. | help him pay for his
university studies. Nighty has low self-esteem,
she was abused as a child, and her husband is
prone to violence - they break up and get back
together all the time. During filming she realised
that she is worth something, that she could help
other people.

We must understand that in 2002-2004 about
thirty thousand children returned from the Lord’s
Army.They almost all came to the North at once,
and many humanitarian organisations and re-
habilitation centres opened up there. The aim
was to help the children adapt to normal life,
they were following the Western manuals: how
to behave, how to stop being a victim. And that
formed a certain discourse imposed by the West.
Despite the fact that these children are now thirty
years old, they continue to use that experience.

Would you like to make your novel The Kindly
Ones into a film?
Absolutely not.



CECTPU MO TIOPMI  PRISON SISTERS

DOC HA KPUXMUHI

CKAHAUHABCbBKE KIHO
MNTAHETAPHOI'O MACLLTABY

Yci 1pu dinbmu, npeacrasneni y nporpami DOC HA KPMXKUHI, 6ynu Bupobneni y
CKaHAMHABCbKMX KpaiHaX, NpoTe MaloTb BE/IMKMIA NOTEHLiaN [0 pYiiHYBaHHS CTEpeoTHNIB,
WO iXHi MAAAYI Ta INAAAYKM MOXKYTb MaTH LLOA0, YMOBHO KXKY4H, KCKAHAUHABCKOrO».
KinocTpiuku dokycyloTbcs Ha pisHMX npobnemax: 41 T0 npaBax XiHOK, Y4 TO 3aXMCTi
NpMpOAK, 4M TO BNIMBOBI HeoNibepaniamy Ha opraHisauilo B3aEmMoaiji y rpynax.

HATANQ €EPbOMEHKO

TpuBora yepes HEMOX/IMBICTb Big4yTH cebe
6AMKYMM [0 NPUPOAM 3MYLLYE pexuncepa GinbMy
«Mpupoaa Moro cepus» BUPYLUMTH B MOLOPOX
OUKUM WNaxoM Mix lenbcinki Ta CaBOHIHHOW0
pa3oM 3i CBOIM ApyroM. BiaeoLoaeHHUK Nogopoxi,
B SIKil M HifIK He BAAETbCSA YHUKHYTM NPOSBIB Ly~
BiNi3aLii, nepepnBaETbCs BIHLETKAMM iHLIMX repois
Ta repoiHb GiNbMy — CcagiBHUKA, 30040MNA4AYKMH,
€KO/0ra, MMCbMEHHUKa-HaTypanicra, ypbaH-Buxu-
Ba/IbHULL — YCi BOHM Y CBil CNOCi6 HamaraTbcs
OCMUCTIUTY MOLENb ICHYBAHHS «0AMHA-NPUPOLAY.
Cepep, 6araToMaHiTTa BiANOBiAEN, 3aNpONOHOBA-
HMUX B LUMX KOPOTKMX 33aManbOBKaxX-Ha-TeMy, MU
6auvMo Npupoay AeLlo ifeanizoBaHo. 3BUYAIHO,
[yMKa Mpo Te, WO 3HULLYHUM NPUPOAY, NIOAMHA
CaMa CTBOPIOE MPOCTip ANS KATacTpod, Bif SKMX
ni3Hiwe CTpaXaae, HeBIAEMHO NPUCYTHS Y QinbMi.
3 ofiHOro H0OKY, Lie NOKNAAA€E Ha NIOAUHY 6e3Mex-
HY BiZNOBIAANBHICTb 3a Ti PYMHIBHI Npouecw, LWwo
BiAOYBalOTbCA 3 HALLOK MIAHETOHO, ane TaKOX CTa-
BWTb ii B MO3ULLi10 TPUBOXHOCTi — aTMoCdepy, KO0
NPOCSKHYTMI BeCb GinbM. [pnpoaa 38abntoe 1oro
repoiB Ta repoiHb, BOHM 6a4aTh ii nepeBaxHO K
neBHy Tepanito 415 cebe, 5K NPOCTip «NepBo3aaH-
HOro» i «CNPaBXHbOro», SKUM MA€E KaTanizyBatu
iXHi BHYTPILUHI npouecy. | BoAHOYaC, NpEBEHTUBHE
MoYyTTS MPOBMHMU 3MYLUYE iX YTPUMYBATUCS Bif,
HaLMipHMX iHTEPBEHLi Y NPUPOAHE CepenoBULLE.
Tak1M YMHOM XHi CTOCYHKM 3 NpUPOAOH0 HabyBatoTb
HebayeHoi paHilwe Hanpyru Ta pauioHanisauii.

«CecTpu no THOPMI», 3HATUI LWIBEACHKO-ipaH-
CbkuM pexncepoM Hima CapBecTaHi Texx nopyLuye
npobnemy B3aEMOAIi, ane BXe He NOAUHM | NpuU-
poau, a nauHu i noamHu. CapBecTaHi, Wo Bxe
6araTo pokiB 3HiMa€ fOKyMeHTanbHi QinbMM Npo
MOPYLUEHHS NPaB XiHOK Y AKX MYCYNbMaHCbKMX
KpaiHax,y CBOEMY HOBOMY inbMi NPOAOBXKYE CTe-
XuTn 3a poneto Capu — repoiHi @inbmy «bypku
3a rpatamu 3abopoHeHi» (2012), aka Bigcuaina
TPV POKM y BA3HML 33 TaK 3BaHWUM «KMOpanbHUM
3nounH». 3anpocmslum Capy go LLseuii Ha npemMepy
dinbMy, HiMa CTUKAETBLCA 3 LLIIKOM MOTMBOBAHWM
HebaXkaHHAM AiBYMHM NOBEPTATUCS [OAOMY, B Ad-
raHicraH, e ii yekae aaabKo Ta 6patu, Lo nparHyTb
30iMCHUTU «yBMBCTBO YeCTix. BUpiluMBLLM ONOMOTTH
Capi oTpuMaTu nputynok B LUBewii, pexxucep He-
CMoAiBaHo BMPILLYE BTPYTUTUCS B [LOHO FONIOBHOIT
repoiHi, M TaKMM YUHOM CaM CTA€E NOBHOMPABHUM
repoem ¢inbMy. Y kagpi BiH Befe neperosopu 3

[LlepxaBHUMM CTPYKTypamu, Hapae Capi TuMyacose
XXWUTNO, 3 HalronoBHiwwe - ine 8o AdraHictaHy Ha
nowyku noapyrmn Capu Hapxibe, 3 5Kot0 BOHM pa-
30M CUAINW Y BA3HULL, | IKa BBAXXAETbCS 6e3BicTU
3HMKOK YM HaBIiTb 3arnMboto.

Mopopox HimMa npoBoauTh HacC cueHapisMu
CUCTEMHOrO HaCcUANs, Yepes3 ki NpoxoasTb YCi
XiHku Adranictany. CknagHoui y nowykax Hagxi-
6e 3yMoBneHi NofibHicTo ii iMeHi [0 iMeH Tucay
iHLIMX XKIHOK, L0 NPOWMLLAN Yepe3 NeHiTeHLiapHy
cuctemy. LLlykaroun ogHy Hapxibe, M1 3HaxoamMmo
6e3niy iHWKX, aKMX Byno NpoaaHo, 3rBasTOBAHO,
3anpoTOpeHO 0 BA3HMLI, NTOOUTO i HaBiTb BOWTO.
[ons peanbHoi Hamxibe BXOAWUTb y L0 KapTUHY
SK YacTMHKA nasny. [ocTae NUTaHHA: Ko byae
nons Capwu, skt HiBK-TO BAANOCa BTEKTH Bif, L€l
cucTemMn?

Icnanacbkuit dinbm «He po3mopoxyBaTus»
nos6aBneHnit ApamaTn3My Ta NiHiHOro HapaTuBy.
CTaTuyHicTb Kamepw, BnakMTHO-Cipa rama, Lo
HaMOBHIOIOE KaAp Ta MOHOTOHHICTb Lif Y HbO-
MY MOBHICTIO Bif06paXxatoTb xapaktep poboTtu
npawuiBHUKIB LOKIB, SKi 3 PaHHbOrO paHKy A0
Mi3HbOro Beyopa (4acCTo KiNbka AHIB nocninb)
PO3BaHTaXYIOTb Ta 3aBAHTAXYOTb 3aMOPOXEHY
puby Ha kopabnsx. Mepeknayun ofHY 3a OAHOK
25-kinorpamoBi kopobku, npu TemnepaTypi-35,
BOHM OBO€LHYIOTbCS Y CBOEPiAHE aBTOMATM30-
BaHe AiICTBO, 3 AKOro AyXe BaXKO BUWTU, ab0
HaBiTb BiAipBaT nornan, nepebysatoym no Ton
6iKk ekpaHy.

@inbMu, nokazaHi y nporpami DOCHA KPVOKMHI
B NMEBHOMY CEHCi pO3MOBiAaTh NPO iMMNEPaTUBHICTb
BM/IMBY OTOYEHHS HA MOBEAiHKY MOAWMHK — Npa-
LiBHMKM [OKiB NepebyBatoTb Y MOMOHI XaOTMYHOTO
rpadiky Ta >KOpCTKMX poHoUMX YMOB, SIKi MiAKOPHOKTL
CO6i IXHI XUTTS; WOMNHO NOTPaNUBLLK B iHO3EMHY
KpaiHy, Capa BCOTY€E 3BMYKM «BiNbHUX» NIIOAEN i
BiAMOB/ISETLCA HOCUTU XiaxKab; repoi «pupoau
MOrO CepLs», HaBiTb 6axatun ByTH BAMKUMMM [0
NpVPOLMK, BCE-TaKM XMBYTb y feKOpaLisiX KynbTypu
i cnosigytoTb ii NnpaBuna. Y Toi xe vac, Ui Tpu
diNbMU NOKA3YIOTb HaM, WO YCi CTaHW peyeit He
BiYHi, a 6yAb-AKi 3MiHM MOXYTb 6YTW 3BOPOTHIMM.
SKLWO y cuTYaLii 3 XiIHOUMMM NpaBamu i ceobogamm
Ha npuknaai AdraHictaHy 3BOPOTHICTb PO3BUTKY
BiIBEPTO 3aCMYYYE, TO B KOHTEKCTi KNiMAaTUYHUX
3MiH Ta 3aXMCTy NPMPOAHOIo CepefoBuLLa, HaBMa-
KM — MOTMBYE CMOAIBATMCS, WO Kpawi cueHapii
pO3BUTKY BCE LLE iCHYIOTb.

SCANDINAVIAN FILMS

The three films that are presented by the ICE DOC programme were produced in the
Nordic countries; but they have a great potential for destroying the stereotypes which
audiences might have about all things Scandinavian. The films focus on different issues,
be it women'’s rights, nature activism, or the impact of neoliberalism on cooperation
within groups; they are mirroring the diversity of issues and topics relevant to the
everyday lives of societies in Iceland, Sweden, and Finland.

NATALIA YERYOMENKO

Anxiety at being unable to feel closer to nature
leads the director of The Nature of My Heart to
go on a journey with a friend through the wil-
derness between Helsinki and Savonlinna. The
video diary of the trip, in which they could not
entirely avoid the signs of civilisation, is spliced
with vignettes portraying other characters - a
gardener, a zoo-keeper, an ecologist, a naturalist
writer, an urban survivalist - each one of them
trying to understand the human-nature model
of existence in their own way. In the diversity of
responses offered by these short on-topic sketches,
we see nature as somewhat idealised. Certainly,
inherently present in the film is the idea that by
destroying nature, humans themselves create the
possibility for disasters which they suffer later.On
the one hand, it imposes total responsibility for the
destructive processes on our planet on humans;
on the other, this idea also puts us in a state of
anxiety, an atmosphere of which permeates the
entire film.Nature allures the film’s characters, as
they see it primarily as a certain kind of therapy
for themselves, a ‘pristine’and real’ space, which
should serve as a catalyst for their internal growth.
At the same time, this anticipatory guilt compels
them to refrain from excessive intervention into
the natural environment. Thus, their relationship
with nature shows unprecedented pressure and
rationalisation.

Prison Sisters, filmed by the Swedish-Iranian
director Nima Sarvestani, is also dedicated to
issues of interaction — but not between human
and nature, but between human and human.
Sarvestani has for many years been making
documentaries on the abuse of women in some
Muslim countries; in the new film he continues
to follow the fate of Sara, the protagonist of
his 2012 film No Burqgas Behind Bars, who had
served three years in prison for a so-called
‘moral crime’. Having invited Sara to Sweden
for the premiere of the film, the director wit-
nesses the girl’s well-motivated reluctance to
return home to Afghanistan, where her uncle
and brothers are waiting to kill her in the name
of ‘honour’. Determined to help Sara get asylum
in Sweden, the director takes an unexpected de-
cision to intervene in the fate of the character,
and thus becomes a full-fledged film character
himself. He is shown negotiating with the state,

providing Sara with temporary housing,and most
importantly, travelling to Afghanistan in search
of Sara’s friend Najibeh, who had served time in
prison together with Sarah,and is now considered
missing or even dead.

Nima’s journey takes us on tour of the sys-
tematic violence faced by all women in Afghan-
istan. Difficulties in finding Najibeh are brought
about by the similarity of her name to the names
of thousands of other women who have been
through the penitentiary system. Looking for
Najibeh, we find many others who were sold,
raped, imprisoned, beaten, and even killed. The
fate of the real Najibeh comes to this film as a
piece of the puzzle; the question arises of what
will be the fate of Sara, who allegedly managed
to escape this system.

The Icelandic film Keep Frozen is devoid of
drama and linear narrative. The static camera,
the frames in blue-grey tones, and the monotony
of action completely reflect the life of the dock
workers, who from early morning to late evening
(and often for several days in a row) have to
load and unload frozen fish to and from vessels
arriving in the docks. As the film shows the work-
ers hurling 25-kilo boxes one after another at
a temperature of 35 below zero, these features
intertwine into some kind of automated action,
which one may find very difficult to emerge from
or stop looking at, even while being on the other
side of the screen.

In a sense, the films of ICE DOC program talk
about the imperative influence of the environ-
ment on human behaviour - the dock workers
who are hostages of the chaotic schedule and
harsh working conditions that define their entire
lives; arriving in a foreign country, Sara absorbs
the habits of ‘free’ people and refuses to wear the
hijab; the characters of The Nature of My Heart,
with their desire to be closer to nature, still live
within the scenery set by culture and follow its
rules. At the same time, the three films show us
that nothing is eternal and that any changes can
be reversed. And if we may become frustrated
by the reversal in women’s rights and freedoms
made evident by the example of the character’s
life in Afganistan, the turn of events in the context
of climate change and the environment may -
on the contrary - leave one hopeful that better
scenarios may still exist.
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Hoswuii npoekT [loBxeHko-LieHTpy «4opHo6unb [He]BuAUMMIE» - Konekuis
3 15 ykpaiHcbkux soKymMeHTanbHuX (inbMis npo noaii Ao Ta nicns asapii 1986 poky -
Lie OfiHa 3 NepiuMX CNpob NepeocMUCAMTH BNIMB KaTacTPO(M Ha YKpaiHCbKMIA

KiHematorpag i KynbTypy 3aranom.

CTAHIC/IAB MEH3ENEBCbKUI

Ocb yxe 30 pokiB YopHobunbCcbka aBapis, Liev
enfant terrible ykpaiHcbKoi ekonorii Ta KynbTypw,
TPMMAE B Hanpy3i Hale cycninbcTeo. [lo CboroaHi
HebarayXi rpoMaAsHU 3aNUTYIOTb: SIK Taka NoAis
B3arani MOr1a CTaTUC, LW X TPanMnocs Hacnpasai,
XTO BUHEH, i 3peLUTOoto, Lo pobuTy fani? [lepxasa
NpOLOBXYE 3rafyBaTi npo YopHobunb wemnaLe
3a iHepUi€0, BUKIMKAHOK 0diLiMHUMK ypounc-
TOCTSIMU Ta tOBiNesMM.

Oppasy nicng aBapii, MacwTabu Ta Hacnioku
L€l noAii HaMarakTbCs OCMUCIUTY 3HAKOBI 3axiaHi
dinocodu, yacto nuwe Ans Toro, Wob BU3HATK
6e3nopafHiCTb NOACHKOrO Mi3HAHHS nepen, yHi-
KanbHiCTo KaTacTpodwu. [MoniTonoru Ta icTopmku
MOKBANWANCS OrofIOCUTU NPUXiZL HOBOIO CBITOBOIO
nopaaky Ta nporonocunu YopHobunb nepeasi-
CHMKOM Kpaxy CoLianictuyHoro 610Ky 3a40Bro
[0 nafiHHg bepniHcbkoi cTinu. Pasom i3 Tono-
nomMopoM YopHobunb CTaB K/IKOUOBUM €TanoMm
NepeoCMMUCNIEHHS Ta NEPEOLHKM PaasiHCbKOro
nepioay yKpaiHCbKOi icTopii, GOpMyBaHHS HOBUX
BapiaHTiB «KyNbTYPHOI NaMATi» Ta HALLiOHaNbHOT
ictopii».

Yepes 18 gHie nicng YopHobuns Ha Mmicue
aBapii BUixana nepLua 3HiManbHa rpyna. Yepes 30
3 JIMLIKOM POKiB Npo YOpHOOUIb 3HATO LECATKM
diNbMIB, IK XYA0XHIX, TaK | AOKYMEHTaNbHMX. AK
NpaBWo, aBapito HaMaratoTbCs 306pa3nTH nLe
NS TOro, o6 BU3HATK i YHIKanbHOK NOAIE, WO
BUCIM3AE Bif 306paxeHHs (penpe3eHTalii) Ta cTae
HeBuauMoto. [poTe aeTbes He nvLe Npo odiLiiHy
pafsHCbKY LIeH3YpY, 5Ka HamMaranacs MaHinynto-
BaTV MacLwTabamu aBapii NpoTArom Kinbkox pokiB.
HaBiTb 3 Bi3yanbHOi TOUKM 30pY, CaMa aBapis Ha
YAEC - ue cneumdivHa nofis, oCKinbku pagiauis
He QiKCyETbCS NIOACBKMM OKOM. Hapasi M1 MaeMo
y CBOEMY apCeHani Kopnyc KOHKpeTHUX 06pasis.,
NnoBs3aHMX 3 aBapieto: GOTo-Ta Bi4e03BiTM Npo-
Liecy NnikBigawii, 3pyiHoBaHy byaiBno YeTBepToro
eHeproboky, i, Xou i AOCUTb PiAKiCHI, CBiAYEHHS
6ionoriyHmx MyTauin. MocTynoso 4o Lporo apce-
Hany cTanu 4oLaBaTUC MaHOPaMM eBaKyMoBaHOI
Ta HaniB3pyiiHoBaHoi [MpunaTi.MoaibHa cuTyauis
[I3€ LUMPOKMI CNEKTP MOXIMBOCTEN AN Nobynosm
KaHOHIYHOI KiHoiKoHOrpadii.

3aranom, eTanu YHopHobUbLCbKOI dinbMorpadii
Maike 36iratoTbCs 3 TPbOMA CTafisMM poboTH 3
TPaBMOHO: Ni3HATU NpPaBAY — NOMAHYTU XepTB —
nokapatM BWHHMX. EHTy3iasM poaBapiriHux
dinbMiB NOCTYyNaeTbes iHWKUM adekTaM. Y nep-
WK pik nicns aeapii, NOKM pagsaHCbKKUiA pauio-
HaniCTUYHUI HayKOBMI Nadoc Lie He BTpaTMB
CBOEi nerituMHocTi, «KuiBHaykdinbm» 3HIMae
YOTUPU KONTUMICTUYHI» CTPIYKM, WO MOKINKAHI
HOpManisyBaTu KatacTpody, BBeCTH ii B AianasoH
nonyctummnx noxmnbok. LLi dinbmMu cteoptotoTs go-
BOJIi aHaXpOHiyHe BpaxkeHHs. OaHaK y Toi caMuit
4ac Ha «YKpKiHOXPOHiLi» 3HIMyTb «4OpHOGUIb.
XpOoHika BaXKMX TwxKHiB» Bonoanmupa LLleByeHka
— OAMH i3 KaHOHIYHMX NocTaBapinHMX dinbMiB.
CaMe XpOoHiKa CTa€ KMENHCTPIMHUM» YOPHOBU/Ib-
CbKMM >KaHPOM, MOKAMKaHWM 3adikCcyBaTh Bce
Te, WO He BAAETbCS HApaTMBi3yBaTH, 306pa3uTtu
SK NpaBAy Ta YPOKM Tpareaii ansa npumipeLHix
nokoniHb. [poTe uei nadoc 3MiHIETLCS Nicns
NporonoLleHHs He3anexHocTi Ykpainu. Kinema-
Torpad NoYMHaE akKTMBHO pearyBaTu Ha nitepa-
TYPHO-NYBAILUCTUYHUIA YHOPHOOUNBCLKMIA KAHOH
npyroi nonoBuHu 1980-x, Wo 3aknaB NigMypKu
HOBOI HaL,iOHa/IbHOT iAEHTUYHOCTI.

Y 1988 poui Buiwna noetnyHa 36ipka ykpa-
THCbKOrO NoeTa, KiHoCLLeHapucTa, noniTMka IBaHa
[pava «Xpam CoHus», B skoMy 6yna onybnikoBaHa
KNK040Ba AN9 KoandikaLii HopHOOMBCbKOI TpaBmMum
noema «4opHobunbcbka MagoHHax». Toro X poky
Bonoanmup S1BopiBCbKMiM BUAAE poMaH «Mapis
3 MOIMHOM Y KiHLi cToniTTs». MoyaTkoBuii nadoc
YopHobwuns K coLianbHO-eKoNoriYHOT KaTacTpodu
06epTaETbCs CBOEK NPOTUEXHICTHO. «Mapis, Mapis
Ta Mapis He Ta. Ta 3poamnna Xpucra, usg — aHTUXpu-
CTaw», - el paaok 3 «<4opHobUnbCbKOT MagoHHM»
Brnmcye YopHOOMNb L0 TPAHCICTOPUYHOTO KOHTEKCTY,
nepeTBOPIOE MOro B OAHY 3 r1aB BiYHOT 6OpOTHOM
no6pa i 313, WoCh KHEMUCTIUMEY | KHEBUMOBHEY.
BuHMKaE Taka putopmyHa dirypa, sk «HopHobunb
nyLwi». Bubyx peaktopa NoBM3yeThCa 3 NiaCTynamm
[LEMOHIYHMX CWN, 30KPEMA aHTUXPUCTA. XPUCTUSIH-
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Yomupu Halibinsw 8upasHi Cmpiyku NoKaxyme nio
yac npeseHmauii sudaHHs y cybomy, 25 bepesHs.
«YopHobusnbcoka amomHax (1974, YPCP pes. /leoHio
AsmoHomos); «JlaHuytoz2oea peakuis» (1978, YPCP,
pex. Bonodumup leopzieHko); «HopHobune. Xnié Ha
poznomix» (1986, YPCR pex. OnekcaHdp KociHos);
«Hesudanuii anvbom» (1991, YPCP, pes. Bikmop
KpinueHko, Bonooumup TapaHeHko) — @inemu, ujo
cnpomoznucs nepedamu SiK ymoniyHuli eHmy3iaam
amomozpadis, 2epoi3m nikgidamopis, onepamopis,
NOXEMHUKIB, MakK i okpecaumu npulioewHi 3MiHu
nocmmpagmamuy4Hoi 0o6u.

CbKa pUTOPMKa YCMilLHO BUBOAMTD HA aBAHCLIEHY
dirypy MydyeHuKa-xepTau. | 3 ornsaay Ha KOHKpeTHi
BXe reorpadiyHi 06CTaBUHU, BUHSTKOBY POJb B
LbOMY [YXOBHOMY KOHMIKTI cyannocs 3irpatu
YKpaiHi. YopHOBUNbCLKUIA AUCKYPC NEPEBOAMTLCS
B 30HY MeTadi3nku.

Ak Hacnipok, YopHobuab BKOTpe CTaE He-
BUAOMMMUM, ane BXe i3 CoLianbHOi NepCcnekT1au.

Mo-nepuwe, kBanidikauia YopHobUNbCLKOT
aBapii K KHEMUCIMMOT» Ta «HE306paXKyBaHOI»
TpareLii CNpUSE He Tak ii yCMilWHOMY NOAONAHHI,
SK BiATBOPEHHIO, XaWi i HE3YMUCHOMY, PafSHCbKOT
iHTeHU,i — npMxoBaTH npasay, 3pobutn YopHobunib
HEeBUAMMUM y MefitHOMY noni.Anyke PagsaHCbKuii
ypsan, 6yB Habinblue 3aLikaBNeHUA Y MOBYAHHI,
6anpyxe — nybniLuMCTUYHOrO YM aHANITUYHOIO
LwTnOY.

Mo-ppyre, mocTifiHa ekcnnyatauis o6pasy
YopHobung sk pafiMKanbHOi eKonorivyHoi 3arpo-
3K, BiATIHAE 6e30iY iHWMX aKTyaNnbHUX BUKUKIB
[oBKinng. Y cutyadii, konu 6yab-aike KpUTUYHE
OMCTaHL,ilOBaHHA Bif, arnoKainTMYHOrO i HaLioHab-
HO-XXepTOBHOro 0bpa3sy aBapii NPOBOKYE KPUTUKY
Ta 3BMHYBayeHHs B ykpaiHOdObii, BapTo nam’s-
TaTU NpPO KPUTUYHWIA piBEHb 3abpyOHEHHS Ha
[0oporax, He3aKOHHY BUPYOKY NiCy Ta 3HULLEHHS
napkoBoi iHPaCcTPyKTypH, MacwTabHi BUKMAM
NPOMMUCNOBOr0 BUPOBHMLTBA, 3aTOMNJIEHI LLAXTH,
OTPYEHI FPYHTOBI BOAM i T.A.

Topi 9k 3pobuTM YopHO6UNbL BUAMMUM — O3-
HaYya€ 3BEPHYTMCS A0 MOro couianbHOi CKnago-
BOI i ON1b peanbHUX NOAEN, a He NPOAOBXYBATH
axatucs NpuBMAIB MeTadisnyHnx abeTpakLind.

Chornobyl [IN]visible is a new project from the Oleksandr Dovzhenko National Centre,
which consists of 15 Ukrainian documentary films about the events before and after the
1986 accident. It is one of the first attempts to rethink and reflect upon the impact of
the disaster on Ukrainian cinema and culture in general.

The four most expressive films will be shown at the
collection’s presentation on Saturday, 25 March:
Chornobyl Nuclear Station (1974, USSR, director
Leonid Avtonomov); Chain Reaction (1978, USSR,
director Volodymyr Heorhiyenko); Chornobyl. Breaking
Bread (1986, USSR, director Oleksandr Kosinov);
Unpublished Album (1991, USSR, directors Viktor
Kripchenko and Volodymyr Taranenko). These are the
films that manage to convey the utopian enthusiasm
of the atomic city’s builders, show the heroism of
the disaster fighters, operators, and firemen, and
outline the future changes of our post-traumatic day.

STANISLAV MENZELEVSKYI

For the past 30 years the Chornobyl accident,
the enfant terrible of Ukrainian environment and
culture, has kept our society under stress. Con-
cerned citizens are still asking: how could such
an event happen at all, what really happened,
who was responsible and, finally, what should
we do next? The state continues to remember
Chornobyl rather in its inertia, which was brought
about by official celebrations and anniversaries.

Immediately after the accident, prominent
Western philosophers made several attempts
to understand the extent and the consequences
of this event, only to be forced to recognise the
feebleness of human thinking in the face of this
unique disaster. Political scientists and historians
rushed to announce the arrival of a new world
order and declared Chornobyl the harbinger of the
collapse of the Socialist bloc, long before the fall
of the Berlin Wall. Together with the Holodomor,
the Chornobyl disaster has become a cornerstone
for rethinking and reassessing the Soviet period in
Ukrainian history,as well as for the formation of new
variants of ‘cultural memory’ and ‘national history’.

18 days after the Chornobyl accident, the
first film crew went to the site. After over 30
years, Chornobyl has been a character in doz-
ens of films, both fiction and documentary. The
meltdown itself is often portrayed solely as an
effort to recognise it as a unique event that
eludes capture as an image (representation) and
thus becomes invisible. However, it was not only

the official Soviet censorship, which tried to ma-
nipulate the scale of the accident for several
years, which was the cause for that. Even from
the visual point of view, the Chornobyl accident
is a specific event, since radiation cannot be
seen with the human eye. Now we have a set
of specific imagery associated with the accident:
the photo and video reports of the control ef-
fort, the destroyed building of the fourth reactor,
and - although quite rare - sights of biological
mutations. Gradually, new visual elements were
added to this collection: the panoramas of the
dilapidated and evacuated city of Prypyat. This
situation provides a wide range of material for
the construction of canonical cinema iconography.

Overall, the stages of Chornobyl’s filmography
coincide almost exactly with the three stages of
working with trauma: to know the truth; to remember
the victims; to punish the perpetrators.The enthu-
siasm of pre-accident movies subsides compared to
other the effects. In the first year after the accident,
before the Soviet scientific rationalist enthusiasm
completely lost its legitimacy, Kievnauchfilm pro-
duces four optimistic’ films designed to normalise
the disaster and fit it within the range of admissible
errors. These films create quite an anachronistic
impression. Yet at the same time, Ukrkinokhronika
created Chornobyl. The Chronicle of Difficult Weeks,
directed by Volodymyr Shevchenko, which went to
become one of the canonical post-disaster films.The
template of the chronicle became the ‘mainstream’
genre for showing Chornobyl, designed to capture
everything that cannot be made into a narrative,
to portray the truth and derive the lessons of the
tragedy for future generations. However, this pa-
thos changed in the years after Ukraine became
independent. The films began to respond to the
literary and journalistic canons of the second half
of the 1980s related to Chornobyl, which laid the
foundations of a new national identity.

In 1988, Ivan Drach,the Ukrainian poet, screen-
writer,and politician, published a book of poetry
entitled Temple of the Sun, which included the
poem that became key for the codification of
the narrative of the destruction of Chornobyl:
‘The Chornobyl Madonna’ In the same year,
Vladimir Yavorivsky published the novel Maria
with Wormwood at the Turn of the Century. The
initial pathos of depicting Chornobyl as a social
and environmental disaster turns into its opposite.
“Maria, that Maria and the other Maria. One gave
birth to Christ, the other - to Antichrist.” This line
from ‘The Chornobyl Madonna’ writes Chornobyl
into a trans-historical context, into another chapter
of the eternal struggle between good and evil,
something ‘unthinkable’ and unspeakable’. A new
rhetorical figure is created: the ‘Chornobyl Soul.
The explosion in the reactor is associated with the
evil of demonic forces - in particular the Antichrist.
Christian rhetoric successfully brings the figure of
the martyr/victim to the forefront. And therefore,due
to its specific geographical circumstances, Ukraine
is destined for a crucial role in this spiritual conflict.
The Chornobyl discourse goes into metaphysics.

As a result, Chornobyl becomes invisible once
more, but this time from the social perspective.

First,the definition of the Chornobyl accident
as the ‘unthinkable’ and ‘unimaginable’ does not
help in overcoming the tragedy - it rather repro-
duces, albeit unintentionally, the Soviet narrative
of hiding the truth, of making Chornobyl invisible
in the media.After all, the Soviet government was
the most interested in silence - be it journalistic
or analytical indifference.

Secondly, the constant abuse of Chornobyl’s
image as aradical environmental threat overshadows
many other pressing environmental challenges.
In a situation when any critical distance from the
apocalyptic and sacrificial image of the accident
provokes criticism and accusations of Ukraine-phobia,
we should remember the critical level of pollution
on the roads, the illegal cutting down of forests and
the destruction of park infrastructure, the large-scale
emissions of industrial enterprises, the flooded
mines, the poisoned ground water, etc.

Thus, making Chornobyl visible means turning
one’s attention to its social component and to
the fates of real people, away from the ghosts
of metaphysical abstractions.



HOMO SCIENCE
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0 IHTEPHET! MPIi LIU®POBOIO CBITY LO & BEHOLD: REVERIES OF THE CONNECTED WORLD

NOMNAHDb

HA CEBE

Mpokupatounch WwopaHKy Bu posyMmieTe, XTo By €. He enbd 3 Komn'ioTepHoi rpu, He pobor,
He 3epHATKO KyKYpYA3M i HaBiTb He CIM30BMK. Bu - nioauHa posymHa.

KWUPUNO BECKOPOBAMHWIA
CMIB3aCHOBHMK XypHany «KyHLT»

ViMoBipHoO, BU LLOPaHKY Bri3Ha€eTe CBOE 06-
NMYYs B A3epKani i, MOXIMBO, He 340rafy€eTech,
SK NPOXOAMUTE TeCT Ha CaMOyCBifoMNeHHs. Hayui
BIZJOMO, O OKPiM JIIOAMHM PO3YMHOI, BNi3HATK
cebe B A3epKasi MOXYTb iHLWI NpUMaTK, AeNbdiHu,
KOCATKM, CJIOHU, COPOKM, CKaTU Ta Mypaxu. Ane
HaM,Ha BiOMIiHY Big UMX TBapWH, NpuUTamaHHe
yCBinoMneHHs cebe B MaibyTHbOMY. My nocTiiHO
MOAENEMO MalbyTHE.

lMpoTe,un Mir xToch nepenbaynTy iHbopmaLLiiHy
pEeBONIOLi0, MPUYMHOKO AKOi CTaB IHTepHeT? Hi-
MeLbKui pexxucep BepHep lepLor nokasye B JOKY-
MeHTasbHil poboTi «O IHTepHeT! Mpii undposoro
CBIiTY» CyTHiCTb BcecBiTHbOI Mepexi. Lie nopsiTyHok
Ta 3armbenb ogHo4acHO. JocTyn [0 3HaHb Ta MOX-
NMBICTb WBMAKOI Nepenayi iHpopmaLii posirHanu
HaYKOBO-TEXHOMOTYHMI MPOrpec A0 TEMNIB PakeTy
Falcon 9. 3aBasku IHTepHeTy NpoAyKTOBi Mara-
3MHM 3HatOTb, YM Ta KO/M NOMOBHIOBATYM 3aMack,
a CaMOKepOBaHi MallMHM HAaBYaKTbCS Ha AOCBIAj
aBapii iHWKx aBToMOGINiB. [epLor CNinKyeTbCs He
TiNbKM 3 €BaHrenicTamu |HTepHeTy Ta BUNpOLIYE
KBMTOK Ha Mapc y InoHa Macka - BiH bepe iH-
TepB'o B IHTEPHET-3aNEXHMX, KOMLIHLOTO XaKepa
Ta YneHiB CiM'i 3arnbnoi AiB4UMHM, SKi noCTpaxaanu
BiJ, BUBAHTaXEHMX y Mepexy doTorpadiii. lepuory,
3BMYaMHO, HE BUCTAYMIO JECaTH TaB Qinbmy, LWob
noKasaTtu BCi 3arposu Mepexi.

OpHa 3 HMX — Le BNJIMB Ha HaLly CBiLOMICTb.
MaHinynsauis daktamu, nigbdip 3aaHrakxoBaHUX
€KCMepTiB, HaBilWYBaHHA SPNUKIB — BCe Le AiEBi
TeXHiKM BBeAEHHS B OMaHy. Bi3bMiTb 3a npuknag,
LLOKyMeHTanbHy cTpiyky [xkoHa beTua ta Tarrapra
Cirena «3epHo: lMpuxosaHa icropis». Monpu Te,
Wo uer ¢dinbM BiABEPTO MCEBOAOHAYKOBWM, BiH
yBililwos B nporpamy HOMO SCIENCE. Anxe B

IHTEpHETI, K i B XXWUTTi, HEMOXIMBO 3aXUCTUTU
cebe Bif NoAiGHOro KiHO. MOXHa TislbkW HABUUTUCH
KPUTUYHO CpuitMaTHt iHQOpMaLLito. «3epHO» CTaHe
CBOTO poAy WenaeHHaM A5 Balwoi CBiAOMOCTI Ta,
CMOAIBakCs, 3MOXE MOPOAUTU CTIMKUI IMYHITET.
Micna nepernany dinbmy y Bac 6yae 3mMora nocnin-
KYBATUCb 3i CMPABXHIMM HAYKOBLSMM i Ai3HATUCS
6inblwe npo 'MO. Ane B byab-aKoMy pasi noTpibHO
po3yMiTuK: Hayka H6araTopa3oBo NiaTBepAKyBana
6e3neky reHeTM4HO MOAMDIKOBAHMX OpraHi3MmiB.
He Take Bxe cTtpawHe TMO, gk 0Oro MantorTh.
B3arani He cTpawHe.

Ak i cnmsosmku. Dinbm Tima [pebrema Ta xac-
nepa lWapna «MoB3yumit cap» Bigkpue Ans Bac
Lii CTBOPiHHS 3 HeouYiKyBaHoro 60ky. Hespaxatoum
Ha iXHI MpocTy 6ynoBY, CIM30BUKM 3HAXOANATb
BUXif, 3 N1abipuHTY Ta 3HAKOTb, IK 3aMaHWUTU [0 cebe
KOMaLUOK 15 NOXMBW. BOHM CTanu HaTXHEHHSM
[ANS BYEHUX Ta XYAOKHMKIB. IX BUKOPUCTOBYIOTb B
LOCNIAXKEHHSX TPAHCMOPTHUX MEPEX Ta MY3UKM.
MOXMBO, CIM30BMKM HaBIiTb NOCMPUAAM NOABI
HayKOBO-MOMY/ASIPHOr0 AOKYMEHTAZIbHOMO KiHO.
Xoua CNM30BUMKM, HA BIAMIHY Bif Hac, He MakTb
camoycsigomnerHsa (ixHi Aii — ue BigNoBiAi Ha
30BHiLLHI CTUMYNK), HAM MOXHa BaraTo Yomy B
HWX MOBYUTUCL. Hanpuknag, 06€aHaHHI0 3apaam
[OCATHEHHS CMINbHUX Linew.

HOMO SCIENCE *ntog1Ha HaykoBa - Le npo-
rpaMa npo ycBigomneHHs cebe Ta CBOEI poni y
CBIiTi. 3HayHOK Mipoto npobnemu 3emni BUKNIK-
KaHi eroueHTpn3aMom nogein. Mu BBaxaemo, Lo
HafiNeHi iHTeNeKToM, TOMY NAHETA HANIEXUTb HaM,
i MM MOXeMO BMKOPWCTOBYBATM ii pecypcu, K
3aMaHeTbca. Ane norngaHbTe Ha cebe. Tak, BU He
CNU30BUK, HE POOOT, He 3ePHATKO KYKYPYA3H, ane
1 He bor. B - oaMH 3 BUAIB Ha NnaHeTi 3emns,
NOAMHA pO3yMHa.

Pedakuis Moxe He nodinsmu dyMKy aemopad.

TAKE A LOOK
AT YOURSELF

When you wake up every morning, you know who you are. You are not an elf from a
videogame, not a robot, not a corn seed and not even a slime mould. You are homo sapiens.

KYRYLO BESKOROVAYNY
co-founder of Kunsht magazine

It's highly likely that you recognise your face
in the mirror every morning,and perhaps you have
no idea how you pass this self-consciousness
test. Science knows that, besides homo sapiens,
other species, including other apes, dolphins,
killer whales, elephants, magpies, devil fish and
ants, are also capable of recognising themselves
in the mirror. However, unlike all these animals,
we are aware of ourselves in the future. We are
constantly modelling our future.

Could anyone have predicted the information
revolution caused by the Internet? German filmmaker
Werner Herzog, in his documentary Lo and Behold,
Reveries of the Connected World, shows the essence
of the worldwide web. It contains both redemption
and death. Access to knowledge and the possibility
of fast transfer of information have accelerated
scientific and technological development to the
speed of a Falcon 9 rocket. Due to the Internet,
grocery stores know how and when they should
refresh their supplies, and autonomic cars learn
from the accidents of other cars. Herzog does not
talk only to the evangelists of the Internet,and he
does not only ask Elon Musk for a ticket to Mars.
He also conducts interviews with Internet addicts,
a former hacker, and the family of a girl who be-
came a victim of photos uploaded onto the web.
Ten chapters of Herzog’s movie are evidently not
enough to show all the dangers of the web.

One of these dangers is the influence on our
minds. Manipulation of facts, the choices of en-
gaged experts, labelling - all of these are efficient
techniques of deception. Take the example of
John Betz and Taggart Siegel's documentary Seed:
The Untold Story. This movie has been included
into the HOMO SCIENCE programme despite its

overtly anti-scientific nature. In the internet, as
well as in real life, it is impossible to protect
yourself from such films. ALl you can do is to
learn to perceive the information critically. Seed
will become a vaccine for your mind, which will
hopefully result in strong immunity. After the
screening, you will have an opportunity to talk
to scientists and to learn more about GMO. It is
crucial to understand that scientists all over the
world have repeatedly confirmed the safety of
genetically modified organisms. GMOs are not at
all as scary as they are often depicted.

Neither is slime mould. The Creeping Garden
by Tim Grabham and Jasper Sharp will open this
lifeform up to you from a surprising side. In spite
of its simple way of functioning, slime mould can
find an exit from a labyrinth and knows how to
coax insects. It has become an inspiration for
scientists and artists. It is being used for research
in subjects as diverse as motorway networks and
music. Maybe slime mould actually influenced
the birth of popular scientific movies. Although
slime mould, unlike humans, do not have self-con-
sciousness (its actions are just responses to external
stimuli), we can learn a lot from it - for example,
cooperation for the achievement of common goals.

HOMO SCIENCE is a programme dedicated
to understanding ourselves and our role in this
world. The problems of planet Earth are largely
caused by human selfishness. We consider the
planet as our property, because we are intelligent
creatures, and we can use nature’s researchers
as we like. But look at yourself. That’s right, you
are not slime mould, a robot, a corn seed, but
you are not a God, either. You are just one of the
species on this planet, homo sapiens.

The opinions of the author do not necessarily
reflect those of the editorial board.
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DOCU/YKPAIHA

HATOOA NOAUBUTUCA H
bCTBO'Y AUHAMILL...

cycnin

Lleit pyx cnpuumnHAIOTb COLianbHi
3MiHM OCTaHHIX pOKiB, NOBA3aHi

3 Pesontouieto MipgHOCTI Ta BiliHOIO
Ha Cxopi. A TakoX npouec, aKi
TpUBaloTb Habararto foBue - we
i3 YaciB KOMyHi3My. YCi Lli YUHHUKM
iCTOTHO BN/IMBaIOTb Ha YKpaiHCbKe
CyCninbCTBO, 3MYLUYHOUM HOTO
nonsapm3yBaTucs.

[MoMipkyBaT Hap, LbOropivyHO Ha-
LliOHaNIbHOK MPOrpaMolo 3rofocunmcs
Irop [pabosuy Ta Mapis MypanaxaHsiH.

IFOP rPABOBUY:

1 6 XOTiB po3noyaTM 3 NEBHOrO
y3aranbHeHHs, poboyoi rinotesu, sika
CTOCYETbCS YKPAiHCbKOrO CyCninbCTBa
3aranoMm. [ponoHy MSHYTU Ha HbOTO
yepes 4acoBY BiCb, IKa TATHETbCS 3 MU-
Hynoro y ManbyTtHe. barato yacy YkpaiHa
nepebyBana y 3aKOHCEPBOBAaHOMY CTaHi,
ue 6yna YPCP,y gkit He npoCTo Hivoro He
3MiHIOBaNOCs, a M HaBiTb XXOAHUM YUHOM
He npobnemaTn3yBanocs.

Lis kpaiHa 6yna Hibu B1pBaHa 3 ic-
TOPUYHOIO MpPOLLECY, FTOIOBHUM rac/ioM
TyT 6ynum cTabinbHiCTb Ta piBHOBAra. 3ro-
[I0M piBHOBara nopywunach, i NpUMLIAK
3MiHU, 9Ki MM MOXEMO CMINMBO Ha3Ba-
TM HE3BOPOTHMMM. OLLiHIOBATH X SKOCb,
BOYEBWAb, NepefYacHo, NpoTe BaXX/IMBO
3adikcyBaTM caM MOMEHT iCTOPUYHOIO
PYXYy, KU BeAe A0 PO3PUBY 3 MUHYIUM
— B/IACHE, 3 KOMYHICTUYHUM MUHYIUM.

Y 6inbwocTi ¢inbMiB LbOropiyHOro
KOHKYPCY, IK Ha MeHe, MAEeTbCs Npo CUay
MWHYNOrO, NPO NEBHY iHepLito icTopii,
AKy rogi 3gonatu. | He BCi nparHyTb Le
3pobuTK. 1 Mato Ha yBasi i NepcoHaxis,
i aBTOpiB QinbMIB.

[na MeHe QinbMOM-K/IHOYEM LbOro-
PiYHOrO HALLIOHANbHOIO KOHKYPCY cTana
KapTMHa Mukonu PigHoro «Cipi KOHi».
Mepen Hamu LOBONI HacMYeHa OMOBiAb
npo Npagiaa pexucepa — aHapxicra IBaHa
Kpyncbkoro (1901 -1971). Liei Kpyncbkuit
BOIOBaB i 3a OiNIbLIOBUKIB, | 38 MaxHa, i
040/1t0BAB BNIACHMM NiAPO3AiN, SKUIA AigB
CaMOCTIMHO i BiB BiliHY 3 paAsHCbKOIO
B/1AZL010.

3rofloM, KoM NpURLWAG CTaNiHCbKa
«CTabiNbHiCTb», BiH CTaB HeBAKaHMM yJac-
HMKOM Ta CBiAKOM MOAjN | 6yB 3MyLLEHWI
nepexoByBaTHCs. Yepes SKuich 4ac Moro
Cniam 3arybunucs i CcborofHi HaBiTb MO-
rmna Kpyncbkoro HeBifloMa HallaaKaMm.
| ocb #oro BHyk cnpobye BigTBOPUTH
6iorpadito Aiga 3a 4,ONOMOrow Crnoraais
Ta MPOTOKONIB MiNiLEeNCbKOro LOMnuTy,
34iMcHeHuX nig vac apewTty Kpyncbkoro.

| pobuTb BiH Lie Y LOCUTb HETpaau-
LiHWIA cnocib, 3anyyatoum noaen, ki
CbOTOAHI BMKOHYKOTb Ti cami yHKLIT,
Wwo " y MuHynomy. Ce6To MiniuencbKi
MPOTOKO/N Y HbOTO 3a4UTYIOTb CMIPABXHi
NoNiLLEeMCbKi, y4aCHUKIB 3aroHy aHapXxicTiB
BIATBOPIOIOTb Cy4YaCHi aHapxicTu i Take
iHWwe. MaKTUYHO A8 BCiX iCTOPUYHMX
MOAIMA pexucep BiAHAaXO0AWUTb Cy4yacHi
aHanoru.

BuxoauTtb HenepeciyHuit pe3ynbrar,
npoTe A0CUTb KOHTPOBEPCIMHWI, | HABITb
Y HOMYCb PU3UKOBAHWIA, OCKINbKU HABPSA,
YM MOXKHA NOCTAaBUTU 3HAK PIBHOCTI MiX
TOAIWHIMM | HUHILIHIMW NEepCOHAXaMM,
Xal BOHM M Ha3MBaKTbCS OAHAKOBO. |
MUHyne TyT — 30BCiM He MUHY/E, a NEBHUI
N03aiCTOPUYHMI, NO3a4ACOBUI YUHHWK,
KU roai 3gonatu. Ictopisa 6irae no kony,
He 3HaK4M Hi Nporpecy, Hi pO3BUTKY.

Llle opHieto KapTUHOLO, SIKa 3EAHYE
MUHyNe 3 TenepiLHiM, € cTpiyka «JleHi-
Honaa» CBitnanu LLnmko.

TyT MMHyNe Ta CyyacHe 3LUMBaOTbCS
OyKBaNbHO, Yepe3 MOHTaX, KW opra-
Hi30BYE CEeHC Lboro dinbMy. PagsHcbka
XPOHiKa, CTPiYKM YaciB «nepedynosu» TyT
3€QHYIOTHCA i3 Cy4acHUM DiNbMyBaHHSAM,
TBOPSYM MEBHY M03a4acoBY EAHICTb. Y
KapTUHi MOETbCA MPO A0 YKPATHCbKMX
nNamMaTHUKIB JIEHiHY: BifL 3BefeHHs A0
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pYWMHYBaHHS. A NeMTMOTUBOM KapTUHM
€ ypuBKM 3i cTpiykm 1992 poky «Hosi
Bi[LOMOCTi Npo KiHeLb CBiTy» pexwucepa
B.KycToBa, y sKilt rpyna ntogein BUKIMKAE
nyx JIEHIHA Ha CNipUTUYHOMY CeaHCi.

BiaTak ¢inbM, 1eMOHCTpYHOUM NEHI-
Honag, KM CTaBcs B YKpaiHi BNPOAOBX
OCTaHHIX TPbOX POKiB, KOMEHTYETHCS CTPiY-
Kot 1992 poky Ta XpOHIKOK paasiHCbKMX
yacis. Takuii NpMIMOM L03BONSIE NOCTABM-
TW CyYacHi NoAiT y KOHTEKCT MUHYNOTO,
npoTe BOAHOYAC BiH M036aBASE CTPiUKY
iCTOpUYHOCTI, pobUTb He AyXe 3po3y-
MinMMU | NeHiHONag, i cami npouecu
[eKOMYHi3aLii, iKi TYT NopiBHIOIOTbCS 3
ikOHO6OpCTBOM BiNbLIOBKKIB.

LLle ogHa cTpivka Ha CXOXKy TeMy pO3-
MoBiJa€ Npo ABa Xopy YepBOHOrpaaChKo-
ro HapogHoro nomy. Lle kapTuHa «XKuBi i
HecKopeHi». [lepea Hamu cniBoya 4oTa
«HeckopeHi» YepBoHorpasacbkoro 6pat-
crBa BosikiB OYH-YTIATa xop BeTepaHis
BiMHM i npaui «XXnBa naMaTby.

TyT TakoX BCe MOYMHAETHCH i3 Mo-
BaJIEHHS MiCLLEBOro NaMaTHUKa JIEHiHy,
ake cranocs we 1990 poky. Ls nogis
CTa€ CBOEPILHOK TOYKOK BiANiKy, Bif,
SKOT MOYMHAETLCS HIbM po3nag rpomMaam
MiCTa Ha ABi YaCTMHM — OfHA 3anuwa-
€TbCS1 BiLAAHOK PAASHCHKMM LIHHOCTSM,
iHLIQ BUTBOPIOE HOBI — HALLIOHANICTUYHI.
MopaHi cMMeTpuyHO, IBa XOpU HIibK €
piBHOMPaBHUMM y KapTWHi. Haue6To KoxkeH
3 HUX MPEeACTaBNSE OAHAKOBY YACTUHY
rpomMapnm, npoTe Yn CNpaBLi Taka TOTOX-
HiCTb € a4eKBaTHOW?

IHKoKM aBTOpM (inbMy, 343€TbCA,
HaBiTb PO3AINATb TOYKM 30py Nepco-
HaXiB, SIK OT y KapTuHi «MeTpo» Jlepu
ManbueHko Ta Onekcangpa laHca. inbm
po3noBiAa€ NPO HANKOPOTLLNIA B YKpaiHi
[HinpoBcbkuii MeTpononiteH. [obynosa
meTpo B [Hinpi novanaca 1982 poky,y
HpeXHEBCHKI YacK, i 3akiHumnacay 1995
poui, y HesanexHin YkpaiHi.

ICHY€ BCbOTO LWiCTb CTAHLLIM Mif3eMKH,
X04a NaaHyBanocs Kinbka rinok. Mepuwa
NiHig Mana 3a MeTy 3abe3neunTn TpaH-
CMOPTHWUM CMONYYEHHAM MPOMUCIIOBI
00¢€eKTU. BinbLicTb i3 HUX CbOroAHI He Ha-
CTiNbKM 3aBAHTAXKEHI, IK B PAASAHCbKI Yacu.
BigTak peski craHuii nyctytote. MeTtpo
HepeHTabenbHe. Binbynocs ckopoueHHs
npauiBHKUKIB. Bce cyMHO Ta nmevanbHo.

3roloM 39COBYETLCS, O 39BUINCA
rpowi Ha BIAKPUTTS e TPbOX CTaHLIN.

lpoTe nNnaHu Ha MaWbyTHE Maiixe He
KOHKPETU3YIOTbCS, MabyTHE Yy KapTUHi
Ha4yebTO HIKOro i He LiKaBUTb.

Llle onHMM NpUKNALOM i30/1bOBAHOTO
Bil Cy4aCHOCTi MUHYNIOrO € icTopis Pinbmy
«Kopa» AHHM Kopx. [0n0BHaA repoiHs
CTPiYKM — BYMUTENbKA rpu Ha CKpUMLi
y My3MYHii wkoni. BoHa xuBe nuwe
MY3MKO, CBOIMM YUYHSIMM Ta BIACHUM
MUHYIUM. KNAaCUYHWI CHOKET, BUKIRAEHWUI
y Knacu4yHwmit cnoci6.

®DinbM BUINSAAE HOCTANbIIMHUM, XO4a
MAETbCS NPO LLIKOM aKTyasnbHy CUTYaLito.
Taki ntoau icHyt0Tb, i, IMOBipHO, iCHYBa-
TUMYTb HaAaNi, Xxo4a XTo3Ha — peopmy-
€TbCS OCBIiTa, OHOBJIOIOTLCS KAAPU, LLLOCb
060B3KOBO BifiAe B MUHYIe.

3 L€ CTPIYKOK MepeKNINKAETbCA
dinbM «lcTopis sumoBoro capy» Ceme-
Ha Mo3srosoro. @inbM po3noBigae nNpo
BaneHTnHy BopoHiHy, sika nicng copoka
M'ATV POKiB poBOTYM Y NaBINbIOHI KBITHM-
KapcTBa kuiBcbkoro BAHT, 3myLeHa nitu
Ha neHcito. TyT MUHyne Hibu BNucaHe y
«TiNO» i NABINbNOHY, IKMI BECb YaC pe-
MOHTYETbCA, i y TiIO CAMOi MPOTAroHiCTKN
dinbMy, sike NoTpebye BiANOUMHKY. MUHYne
SIBIEHEe HaM yepes CBili MaTepianbHUI
cnif, Ly>xe BUpasHUI Ta NepeKoHIUBUIA.
BooHouac ManbyTHE y LM KapTUHI HisiK
He BiApi3HATUMETbCA Bif MUHYNOrO, Ha-
BiTb iM'9 Yy HACTynHULi BaneHTnHu byne
TakMM CaMUM.

«MixX iHWKM» KOnii AnneH Takox pos-
noBifaE 30e6inbWoro Npo MUHyne, ane
Lie M1Hyne CyTo NpuBaTHe. MaeTbcs npo
KisIbKOX eMirpaHTOK, SIKi y CKalmn-po3mMoBax
3 aBTOPKOHO (DiNbMy OMOBIAIOTb NPO MOKM-
HYTi HUMM pigHi Micug. LLi cnoragm matotb
Pi3HY TOHANbHICTb, CRIIBHUMU MDK HUMU
€ TiNbKKW HebaXKaHHs repoiB NoBepTaTUCA
nonomy. BoHn MoXyTb BifgiayBatH pigHi
Micus, siKi 260 3aMLLIAKTLCS HE3MIHHUMM,
ab0 HaBMaku — 3MiHUAKCA, NPOTE XUBYTb
BOHM BXe B iHWIil peanbHOCTi. ABTOpKaA
dinbMy neap MiAiiMae 3aBicy iXHLOrO
CbOTOJHILIHbOrO XMUTTS, NPOTE LiSIKOM
04YEBUAHO, LLLO BOHO pastoye BiApi3Hs-
€TbCS Bifi MUHYNOrO.

MAPI1 MYPAOXAHSH:

CaMe Npu1BaTHOMY KWTTHO MPUCBSAYEHA
iHLIA YaCTMHA YKPAiHCbKOTO KOHKYpCY
Docudays UA.Tepoi cTpivok «[lo ckoporo»,
«KomyHanka», «LLlogeHHnk» Ta «[oMaluHi
irpu» XXMBYTb CbOrOAEHHAM, 3aHYPEHUM

y BillHY, WO BiAOYBA€ETbCA 9K Y KpaiHi
3arafioM, TaK i B caMmx ntoasx. BiviHa TpaH-
CPOpPMYE CBIAOMICTb NOAEM, 3MYLLYHOUM IX
60pOTUCS 3 MUHYNIUM, BflACHE PaASHCbKUM
MUHYNUM. Taka 60poTbba MOXIMBA NnLLe
Konu MoBa Wae npo mononb. Came it i
NpUCBAYEHa L YaCTMHA NPOrpamMu.

®inbm «fo ckoporo» Hnii KoueTo-
BOi--HaboXHSK — Lie icTopis npo Monoay
3aKOXaHy Napy, YME XXUTTS 3MIHIOETHCA 3
NMOYaTKOM BiHUW. XN0MNUS BiANpaBnsoTh
Ha QPOHT. IHTUMHI NepexMBaHHS ABOX
NIOAEN TyT NepenniTatoTbCs 3 COLLianbHO0
peanbHicTio, 3 BioUyTTAM 060B%A3KY Ta
HEMMHYYICTIO 3MiH. Lle eanHuin dinbm, B
SIKOMY BiliHa BUXOAMTb Ha NepLUMiA NAaH
i nokasyeTbca npsMo, besnocepenHbo
BTAryt0un repois y cebe.

bopeTbCcs 3 MUHYIMM TaKoX repow
dinbMy «KomyHanka» AHgpis MNpuiima-
yeHka, YnaHu Ckuubkoi, Banepis Mysi-
Ka, tOnii InbueHko, MapuHu JlonywmH
Ta Mapiam LWenii. Tyt ronosHui repoi
HaMaraeTbCs 3pobUTM PEMOHT B TyaneTi
0[eCbKOi KOMYHa/IbHOT KBapTUPWU, fiKa He
peMoHTyBanach BXe npotaromM 50 pokis.
Monoauii xioneLb pa3oM 3i CBOIM ApyroM
B Takui1 NpocTuit nobyToBMiA cnocio, 3
CUAIHHAM ON8 YHiTa3y B OOHIN pyLi Ta
3 LUTYKATYpPKOK B iHLWIN, pyMHYE CTapy
cuctemy. Lle noaM HOBOro MOKONMiHHS,
AKi BXe MOBHICTIO BiAMOBNSAOTLCS Bif,
MWHYNOro, NpoTe 3MyLLEH| BECTM 6OPOTb-
6y 3 10ro 3aNUWKamMu1 y TeNepiHbOMY.

3 LOBOJ HEMPOCTUM XUTTEBUM BU-
60pOM CTMKAETLCSA TAKOX repoiHs dinb-
My Anicn KoBaneHko «[loMallHi irpu»
- Monoga ¢ytbonictka AniHa Wunoea,
AKiM nicng cMepTi MaTepi LOBOAMTBLCA
OMiKyBaTUCS MOMOAWMMM BPATUKOM Ta
cecTpuykoto. BnacHe, nepen Heto nocrae
BUbIp — ciMa un dytbon?

®inbM TaKoX MNO-CBOEMY MOEAHYE
Yacu — paasHCbKUM, Y SSIKOMY XKiHOYMI
¢dyTbON NiATPMMYBABCA AepXKaBoto, Ta
CbOrOJEHHAM, KONW BiH Neab XMBOTIE. |
Le CTBOPIOE AOAATKOBMI KOHTEKCT ANns
Li€i icTopii, 3peLwToto, HE06OB'A3KOBUIA,
0CKiNnbkM yTbONbHA Kapepa BUAAETHCS
[LOBOJi MPUMapHOL0.

BiaTak Ha mepwwui NnaH BUXOAUTb
€K3UCTeHLiMHUIA BUBip AniHn. BoHa cama
CTA€ roCnofMHe CBOro MambyTHLOrO.

Haiino3uTtuBHiwwa y LbOMy BUMIpi ic-
Topist NnokasaHa y ¢inbmi «LlopaeHHUK»
OnekcaHgpu YynpuHu. Lle wie onHa iHTUM-

A YKPAIHCbKE

Ha icTopisi, e 6AM3bKICTb 3 FepOEM Csrae
MakcuMyMmy. lepoit cTpiyukn — 14-pivnHuii
NiONITOK, SKW YNSE 3 OAHONITKAMMU, rPpaEe
Ha riTapi i N(pOBOAWTb YaC 3 OAHOK/IACHU-
Leto MapToto, B sIKy 3aKoxaHWii. [onoBHa
LiHHICTb LET icTOpIT Y BHYTPIiLWHiX Nnepe-
KMBAHHSX NiANITKA, YME XKUTTS 3a3BUYAN
3a/IMWAETLCS 3aKPUTUM NS CTOPOHHIX.
Lle cBiT NtOAMHM BYKE HOBOIO NOKOJIHHS,
LLIO XKMBE BNACHUMM NEPEXMBAHHAMU NPO
TenepillHe | MaitbyTHE. Moro He xBumioe
Hale pafsHCbKe MUHYNe 3 yciMa Moro
Cy4aCHUMU NPOSBaMMU, IKi 4151 HBOTO BXKe
He CTalTb Ha 3aBagi.

IFOP IrPABOBUY:

BaknMBOIO € TaKOX XyAOXKHS PopMa,y
AKY BK13[a0TbCs TaKi igei. Maixe B ycix
BUMaAKax QilbMU YHUKAKOTb MONEMIKM,
NpSMUX KOHPAIKTIB, TUM Binblwie - na-
docy. [deski pedi B3arani nepenaorbes
onocepenkoBaHO, Yepe3 BiAbANCKU. 1K OT
BiICbKOBI ByaHI y KapTWHi «[o ckoporo»
MM 6a4nMMO 3.e6inbLLIOro Yepes CBITIMHK
Ha cMapTdoHi. Y dinbmi «LLlogeHHMK -
Lle MOHONOrn Ha Kamepy. Baxnugo, wo
yacTo repoi ¢inbMy € i MOro aBTopamu.

[otenHoto BUAAETLCS KapThHa «KaBa
vs. Wawnukus Imutpa bypka.@inbMm €
CBOEPIAHOI0 aHTUTE3010 CTPIYL [XKnMa
[xapmyuwa «KaBa i curapeTiy, ika Linkom
nobynoBaHa Ha iHTeNIreHTHUX fianorax.
TyT no 3BM4HOT MeTadopwm KaBw, gKa 3a-
JIMLWIAETHCS 03HAKO NIOAEN OCBIYEHMX,
COLLiaNbHO aKTUBHUX, A0AAETHCS LUALLUK,
LLLO € ByNIbrapH1M 06pa3om He3Bianosi-
[anbHOCTI, po3cnabneHocti Ta 6e3yyac-
HOCTi NOCTPaASAHCBKUX NIOLEN.

Ha 3aBeplueHHs xoTinocs 6 Kinbka
CniB cKkasatu npo «YKpuTTa» AHacTacii
Makcumuyk. s kapTuHa winkom 3oce-
pelKeHa Ha TenepillHbOMY Yaci, xoua
KOPIiHH$ ii LLeHTpanbHOro KOHbNIKTY carae
rmbwe. MakTMYHO, MOBa Mae Npo BiliHY
Mi>K 3aXMCH1KaMu 6e3npuTynbHUX cobak
Ta IXHIMWU NPOTUBHMKAMM, SKi MParHyTb
3HMWKTKM TBApUH. Lle cBoro poay ¢ino-
cocbka Cynepeuyka, Lo CAra€ OCHOB
HaLLIOro COLiaNbHOTO XUTTS.

BiiiHa HasgBHa abcontTHO Yy BCiX
CTPiYKaxX LbOrOPIYHOrO YKPaATHCbKOro
KOHKypcy. BoHa BpMBa€eTbCs B XUTTH
ABTOPIB Ta NEPCOHAXIB, 3MYLLYHOYM NH0-
[ei abo KMAaTU BUKIMK HalLoMy Tene-
PilUlHBOMY Ta MUHYNIOMY, a0 X0BaTUCS
B LbOMY MUHYNIOMY.



OPPORTUNITY TO LOOK
AT THE DYNAMICS OF

These dynamics are determined by the social changes of recent years,
related to the Revolution of Dignity and the war in the East, and by
processes that have been going on for a much longer time, since the
Communist period. And all these processes have had a considerable
impact on the Ukrainian society, causing it to be polarised.

Ihor Hrabovych and Maria Muradkha-
nian have agreed to discuss this year’s
national programme.

IHOR HRABOVYCH:

| would like to start with a certain
generalisation, a working hypothesis
which considers Ukrainian society as
a whole. | suggest that we look at it
through the time axis that stretches
from the past into the future.For a long
time, Ukraine was in a frozen state, it
was the Ukrainian SSR, where nothing
ever changed and even nothing was
ever a problem in any way.

It was as if the country was torn
out of the historical process; the main
slogan here was stability and equilibrium.
Later, the equilibrium was disturbed,
and some changes came which we can
safely call irreversible. Apparently, it is
too soon to evaluate them, but it is
important to record the very moment
of the historical movement which led
to a break with the past, in particular,
with the Communist past.

Most of the films in this year’s com-
petition,in my opinion, speak about the
power of the past,about a certain inertia
of history, which is so hard to overcome.
But not everyone wants to do it — and
| mean here both the protagonists and
the filmmakers.

For me, the film which can serve as
a key to this year’s national competition
is the film Grey Horses by Mykola Ridnyi.
It presents to us the rather eventful story
about the director’s great-grandfather, the
anarchist Ivan Krupskyi (1901-1971).He
managed to fight both for the Bolsheviks
and for Makhno,and to lead his own squad
that acted of their own accord and fought
a war against the Soviet government.

Later, when the Stalinist ‘stability’
arrived, he became an unwelcome par-
ticipant and witness to events,and had
to live in hiding. After a while, all traces
of him were lost, and today Krupskyi’s
descendants do not even know where his
grave is.And now, Krupskyi’s grandson is
attempting to reconstruct his grandfa-
ther’s biography using family recollections
and the records of police interrogation
made during Krupskyi’s arrest.

And he does in in a rather untradi-
tional way, involving people who play
the same roles today as the used to
do in the past. So his police records

CIPI KOHI

GREY HORSES

are read out by actual policemen, the
anarchist squad’s members are re-created
by contemporary anarchists, and so on.
Basically, for all the historical events, the
director finds contemporary analogies.

The result is nontrivial,but it is rather
controversial, and in some ways risky,
because it is hardly possible to equate
the characters of then and now, even
if they are called the same. And the
past here is not actually the past, but
some ahistorical, timeless factor which is
nearly impossible to overcome. History is
running in circles,and it knows neither
progress nor development.

Another film that links the past to
the present is The Fall of Lenin by Svit-
lana Shymko.

In this film, the present and the past
are literally sewn together by the editing,
which organises the meaning of this
film. Soviet chronicles and films from
the perestroika’ period here are joined
together with contemporary shots, cre-
ating a kind of timeless unity. The film
tells the story of Ukrainian monuments
to Lenin, from their creation until they
were destroyed.And the central theme
of the film is a series of excerpts from
the 1992 film by B. Kustov titled The
New Information about the End of the
World, in which a group of people are
trying to evoke Lenin’s spirit at a seance.

Thus, the film’s demonstration of
the falls of Lenin in Ukraine during the
last three years is commented upon by
a 1992 film and Soviet chronicles. This
technique allows us to put the events of
the present in the context of the past, but,
at the same time, it deprives the film of
its historicism,and obscures both the fall
of Lenin and the processes of de-Commu-
nisation, which are compared in the film
with the Bolsheviks’ iconoclasm.

Another film on a similar topic tells
the story of two choirs from the Cher-
vonohrad People’s House. It is titled
Alive and Undefeated. We see a singing
couple called the Undefeated, belonging
to the Chervonohrad Brotherhood of
the Ukrainian Insurgent Army Fighters,
and a choir of war and labour veterans
called the Living Memory.

This film also starts with the fall
of the local Lenin monument which
happened back in 1990. This event is
a kind of starting point, which seems to
launch a process of division of the city

community into two parts, one of which
is still loyal to Soviet values, and the
other which is creating new, nationalist
values. The two choirs, presented in a
symmetrical manner, seem to be equal
in the film. It is as if each of them rep-
resents an equal part of the community,
but is that really so?

Sometimes the filmmakers even seem
to share their characters’ points of view,
as in the film Metro by Lera Malchenko
and Oleksandr Hants, which tells the
story of the shortest subway in Ukraine,
located in Dnipro.The construction of a
subway line in Dnipro started in 1982,
in the Brezhnev period, and ended in
1995, in an independent Ukraine.

The Dnipro subway has only six
stations, although the plan envisioned
several more lines. The first line was
supposed to provide industrial locations
with transportation. Most of them today
do not operate at the same capacity as
they used to in Soviet times. Therefore,
some metro of the stations are mostly
empty. The subway is unprofitable. Many
of its employees have been laid off. Ev-
erything is sad and gloomy.

Later, it turns out that money has
been found to open three new stations.
But the plans for the future are not very
specific; the future does not seem to
interest anyone in this film.

Another example of the past in iso-
lation from the future is the film Coda by
Anna Korzh.The protagonist of the film is
aviolin teacher at a music school. Her life
is all about music, her students, and her
past. A classic story told in a classic way.

The film looks nostalgic, although it
is about a very contemporary situation.
People like the protagonist do exist,and
will probably continue to exist; although,
who knows - education is reforming, its
staff are being replaced, but something
will inevitably be left in the past.

This film resonates with The Winter
Garden’s Tale by Semyon Mozgovyi. This
film is the story of Valentina Voronina,
who has to retire after forty-five years
of working at a floriculture pavilion of
the Kyiv Exhibition of Achievements of
the People’s Economy. Here, the past
seems to be inscribed both in the ‘body’
of the pavilion,which is constantly being
renovated, and the body of the film’s
protagonist herself, which needs some
rest. The past presents itself to us through
its tangible traces, very expressive and
persuasive.At the same time, the future
in this film will not be different from
the past in any way; even Valentyna’s
successor will have the same name.

Meanwhile by Yulia Appen is also
mostly about the past, but this past is
purely private. It is about a group of
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OOMALUHI ITPU HOME GAMES

emigrants who speak about the home-
land they left in Skype conversations
with the filmmaker. These memories
are told in different keys, and the only
thing they share is the characters’ un-
willingness to return home. They may
visit their homeland, which has either
stayed unchanged or, on the contrary,
has changed, but they already live in a
different reality. The film’s author lifts
the curtain hiding their present lives,
but only slightly; it is obvious that they
are strikingly different from their past.

MARIA MURADKHANIAN:

The other part of Docudays UAs
Ukrainian competition of is precisely
about private life. The characters of
the films See You Later, Komunalka and
The Diary live in the present, which
is immersed in the war that is being
waged both in the country in general
and inside the people themselves. The
war transforms people’s consciousness,
making them fight the past,and the So-
viet past in particular. This fight is only
possible with young people. Thus, this
part of the programme is about youth.

The film See You Later by Yulia Ko-
chetova-Nabozhniak is a story about
a young couple who are in love and
whose life changes when the war starts.
The guy is sent to the frontline. The
intimate feelings of the two people are
here interwoven with the social reality,
with the feeling of duty and the inevi-
tability of change. This is the only film
in which the war comes to the fore and
is shown upfront, directly involving the
protagonists in it.

The subject of the film Komunalka
by Andriy Pryymachenko, Uliana Skyts-
ka,Valeriy Puzik, Yulia Ilchenko, Maryna
Lopushyn and Mariam Shelia, is also
fighting the past. Here he is trying to
renovate the bathroom of a commu-
nal flat in Odessa, which has not been
renovated for 50 years. The young guy,
together with his friend, is destroying
the old system in this simple, mundane
way, holding a toilet seat in one hand
and plaster in another. These are people
of the new generation who completely
reject the past, but they have to fight
against its remnants in the present.

The young soccer player Alina Shy-
lova, the protagonist of the film Home
Games by Alisa Kovalenko, also faces a
difficult life choice. After her mother’s
death, she has to take care of her lit-
tle brother and sister. So she faces the
choice between the children and soccer.

This film also combines eras in its
own way: the Soviet era when female
soccer was supported by the state,and
the present, when it struggles to exist.

And it creates an additional context for this
story — however, it is not necessary, since
her career in soccer feels rather uncertain.

Thus,Alina’s existential choice comes
to the fore. She becomes the master of
her own future.

The most positive story in this re-
spect is demonstrated in The Diary by
Oleksandra Chuprina. This is another
intimate story, where the closeness with
the protagonist reaches its peak. The
film’s protagonist is a 14-year-old who
hangs out with his peers, plays the guitar
and spends time with his classmate Marta,
whom he is in love with. The value of
this story lies in the intimate feelings
of the teenager, a group whose lives
are usually hidden from outsiders. It is
the world of a person who belongs to
a new generation,who lives in his own
feelings about the present and the future.
He does not care about our Soviet past
with all its contemporary manifestations
that no longer hold him back.

IHOR HRABOVYCH:

The artistic form in which these ideas
are implemented is also important. In
almost all cases, the films avoid debate,
direct conflict and, of course, pathos.Some
things are just shown indirectly, through
their reflections, such as the daily life
of the army in the film See You Later,
which we mostly see through pictures in
a smartphone. In The Diary,the medium
is monologues recorded on video. It is
important that the protagonists of the
film are also often its authors.

The film Coffee vs. Barbecues by Dm-
ytro Burko is quite witty. The film feels
like an antithesis to Jim Jarmusch’s film
Coffee and Cigarettes, which is built
completely on intellectual dialogue. Here,
the familiar coffee metaphor, which is
still the symbol of educated, socially
active people, is joined by the barbecue,
which is a vulgar image of the irrespon-
sibility, relaxation and indifference of
post-Soviet people.

Finally, I would like to say a cou-
ple of words about Refuge by Anastasia
Maksymchuk.This film is completely fo-
cused on the present, although the roots
of its central conflict reach deeper.ltis
about a de facto war between protectors
of homeless dogs and their opponents
who want to destroy these animals. It is
a kind of philosophical dispute which
deals with the very foundations of our
social life.

The war is present in every single
film of this year’s Ukrainian competition.
It breaks into the lives of the filmmakers
and the characters, forcing people to
either challenge the present and the
past, or to hide in that past.

23



TYNICTAH - 3EMNS TPOAIHA,  GULISTAN, LAND OF ROSES

TPU PEYI, IKI 1 HE 3HAIO MPO HEI

HOBI OB6PII: ,O PO3MOBM MPO XIHOK
B JOKYMEHTAJIbHOMY KIHO

Liboropiu cepes no3akoHKYpCHUX Nporpam Haworo dectusanio - A06ipka 3 TPbOX CTPIUOK BiA, PeXUCEPOK-
LOKYMEHTaniCcToK, Ky Mu Hasganu TPU PEUI, KI 1 HE 3HAIO NMPO HEI (npwusit, apyxe loaape).

HALIQ YYIWAK

MpenctaBneHiy Hin dinbMu, ski Bu-
LyKyBana nporpamMmHa KoopauHaTopka
[ap’a baccenb, NigBaxyTb CTEPEOTUNHU
LLLOAO0 [0/1eM Ta PONEN KiHOK Y Cy4acHOMyY
cBiTi. «[ynicTau - kpaiHa TposHA» 3aiiHe
Akiion - ¢inbM npo wnsx go ceoboam
(BHYTPIiLWHbBOI Ta 30BHILUHBOT) Y4aCHMLb
PobitHnyoi naptii KypaucraHy. «<Ama-Can»
Knayaii Bapexay — npo kpacy noBcsKaeH-
HOTO XXUTTS 3BMYaMHUX KiHOK. «BeHepu»
Jei Tno6 Ta MeTTe Kapnu AnbbepTxceH -
npo CMiNMBICTb BiACTOOBATU MPaBO Ha
CBOIO TiNECHICTb, CEKCYasIbHICTb Ta haHTas3il.

A e us nporpama — YyaoBuiA NpuBIL,
MOMIipKyBaTH NPO MiCLLe XiHOK Y IOKYMEH-
TanbHOMY KiHO. SIke BOHO? YoMy Bax/IMBO,
106 >iHKM CTBOPOBaNM LOKYMEHTa/IbHe
KiHO? Y1 € BiAMIHHOCTI MiX «KiHOUMM» Ta
«40M10BiYMMY» HEirpOBMM KiHO? 3BiCHO, Y
paMKax HEBENMKOI CTATTi AaTH BiANOBIAb
Ha BCi LLi NMTaHHA cknaaHo. Ta 0biusemo —
Lie NLIe NnoYyaTok.

[Moyat po3MoByY Npo MicLe XiHOK
y CBiTi 4OKYMEHTANIbHOrO KiHO MOXHa
3BEPHYBLUMCb [0 MOr0 BUTOKIB. [ns 6a-
raTboX Takum dyHAAMEHTOM € «HaHyK 3
NiBHoui»,a pexxucep Lporo dinbmy Pobept
(dnaepri, BiANOBiAHO, BBAXXAETbCS OaTb-
KOM [LOKYMEHTaNbHOrO KiHO. Ta Mano XTo
3HaE, Wwo 6e3 apyxuHu Pobepta ®naepri
@dpeHcic ue KiHo Hikonu 6 He Biabdynocs.
BoHa, haktnuHo, € cniBaBTOpKOIO inbMy.
Ta npo ue pigko roBopsTb, 30KpemMa i
TOMYy, Lo cama DpeHcic 3HayYHy YacTUHY
CBOTO XUTTS NPUCBATUNA CTBOPEHHIO Ta
niaTpumui mMipy npo ®@naepti Ak npa-
poauTens AOKYMEHTANbHOro KiHo. Lis
icTopis - intocTpaLia posnoainy pone
MiX YONTOBIKaMM Ta XXiHKaMM, LLO iCHYE B
natpiapxanbHOMy naji,ae came Yonos.i-
KOBI BilBeleHO MicCLe AeMiypra Ta reHis,
a XXiHKa HaTOMICTb MOBMHHA BUKOHYBATK
[OrNaL0By Ta OpraHisauinHy QyHuii.

Yu 3MiHMNOCH LWOCb 3@ CTO POKIB?
3a cratuctmkoro, y 2012 poui y CLIA
«ax» 34,5% [OKYMEHTaNbHUX CTPiYOK

6yno 3HATO pexxucepkamu. Taki AaHi npo
YKpaiHy Hapasi BiACyTHi, TOMY L0 B HAC
MUTAHHAMM Y4aCTi XXiHOK Y npoLeci KiHo-
BMPOOHMLTBA Le CUCTEMHO He 3aiiMa-
mcs (Wo 7 He AMBHO — HaBiTb PO3MOBU
Npo reHAEepHi KBOTU HA Y4aCTb Y KiHOK Y
NONITUYHOMY KMUTTi CKOYYIOTbCS 10 BUTY-
KiB, WO XiHKaM Tpeba cuaitv BooMa Ta
Anornapat 3a AitbMu). TUM He MeHwe,
YacTKa XIHOK Yy KiHOIHAYCTPIi — K TYyT,
Tak i 33 KOpAOHOM — cyTTeBa. Ocb Nnwwe
BOHW 11 Aani 3aMMatoTbCs NEPEBAKHO TUM,
O NPUMHATO BBAXATU APYropsaHUMU
pONSIMU — NPOAIOCYBAHHAM, MOHTAXEM,
KONbOPOKOPEKLEH... Ta Yn He mopa Ham
BiZIMOBMTUCSA Bl pPOMAHTU30BAHOIO 06-
pasy iHAMBIAYaNbHOIO aBTOPA-pexuncepa,
Ta BU3HATW, WO HacnpaBai 6e3 ycix umx
«OPYropsaHux» ponei GinbMu Hikonm 6
He no6aunnu ceiTy? MprMipoM, HACKiNbKK
LpYropsfHOI MOXHA BBaxatn poboty
rOCTi HALLOrO LIbOrOpPiYHOro GecTmBanto,
pexucepkn MOHTaxy MoHiku Binni, sika
npaLoBana Hag dinbMamu Mnasorrepa
Ta 3aiana? MinTeepokeHHs aKTUBHOI Ta

BaX/IMBOI PONi XiHOK B (B,OKYMETaNIbHOMY)
KiHO 3a0X04yBaTMMeE iHLWKX He BosaTuCA
npobyBaTu peanizyBatu cebe y il chepi.

3abe3neyeHHs yyacTi XiHOK y TBO-
PEHHi AOKYMEHTa/IbHOrO KiHO BayK/IBE He
e ans BTINEHHS I'eHAEPHOT PiBHOCTI
(sKa Mae ByTM 0CHOBOLO By ab-SKOrO Cripa-
BE/LIMBOIO CYCMinbCTBa). Y Cy4acHOMYy CBiTi
KIHKM Ta YONOBIKM Yepes pi3Hy couianisa-
Lit0 11 Jani NpoA0BXKYOTb CNPUAMaTK — a
OTXKe 1 roBOPUTH MPO — CBIiT NO-Pi3HOMY.
MuHynoro poky Ha dectnsani My noka-
3yBa/nu XiTOBY CTPiUKy «3eMns KapTenis»
MeTtbto [aliHeMaHa Npo 3104YMHHI KapTeni
y Mekcuui Ta repoiyHy 60poTbby 3 HUMMU.
Liboropiy mokaxemo iHwuin dinbM Ha
Lo X Temy - «LlLtopm» TatbaHu Yeco. Ta
Pi3HMLS MiX UMMM CTpivuKaMuK pastoya.
TaTbsiHa BiAMOBNAETLCS Bif, TPaAMLin-
Horo cnocoby po3noBicTu icTopito npo
60poTbby f06pa Ta 313, 3 YITKO OKpec-
NEHWMU HerigHMKaMu Ta reposmu. Lle
MeOWUTaTUBHE KiHO, B IKOMY MU Maiixe
He 6aYMMO repoiHb, YMi 4OCBIAM NArn
B /Oro OCHOBY. Ta HaTOMICTb, 3aBASKM
YBAXHOCTi pEXMCEPKU, MU OTPUMYEMO
Harofy 3aHypuTUCSa Y M CNiBNEpexuTn
iXHiM OCBIA HEeCNpaBeaAMBOCTI, @ TAKOX
3p0o3yMiTH, Lo 6opoTbba NpoTH Hei ByBae
He /Mlle Takolo, IK HaM MOKasykoTb B
ronnisyacbkux 6nokbacrepax.

[lymKa npo icHyBaHHs ocobnaunsoro
XIHOYOro NUCbMa Y NONALY BUKIUKAE
[LOCTAaTHBO CyMepeyvoK HaBiTb y cepea-

oBMLLiI deMiHicTok. MoBngB, He BapTo
cKoyyBatucs fo 6ionoriyHoro aetepmi-
Hi3My Ta CTBEpXYBaTH, WO disionoris
BM3HAYa€ CTUNb TBOPYOCTI. Ta LLe XnbHe
TPAKTYBaHHS. ABXEX, KiIHKM MOXYTb 3Hi-
MaTu, MafiloBaTH UM MMUCATU Tak Camo, K
i yonosikn. OcobAMBO AKLLO NPONAYTb
nepen UMM MyLITPY B LWKOAI Ta/4u YHi-
BEpCUTETi, Ae 9K TifHY HacnigyBaHHS
Knacuky iM MnoAaBaTMMYTb [OMIOBHO
TBOPM YONOBIKiB. |aes npo ocobnmeuii
XIHOUMI Noraaa y KiHo NpuBabntoE TOMy,
WO Le ifes Npo MOXIMUBICTb TBOPYOC-
Ti, IKa BYHTYE NpOTK (NaTpiapXanbHMX)
KaHOHIB, MOPOMXYE HOBI Bi3ii Ta CBiXi
NPOYUTAHHS Y3BUYAEHOTO,a OTXKE, 1 op-
MYE HeouiKyBaHi BUMipu cBoboau. Hawa
no3uLis Yy CBITi, HaLLi OCBiAW, BMIMBAKOTH
Ha Te, K MU CNPUIAMAEMO, PO3YMIEMO
Ta BiATBOPIEMO AilcHicTb. Came ToMy,
6inbLua KinbKicTb XiHOK (Ta NtoAen 3 iH-
WWMMU FreHAEPHUMU iAEHTUYHOCTAMM) B
npoLLeci TBOPEHHS KiHO — Ha pyKY BCiM,
XTO N0OUTH BiNbLL pi3HOMaHITHE KiHO, 3
Heo4iKyBaHMMU TEMAMMU, iHTEpNpeTaLli-
MU Ta HE3aLIOPEHOK CTUNiCTUKO. He
BipuTe — nogueitbcs TPU PEYI, AKI 4 HE
3HAIO MPO HEI.

BIIbLWIE NPO XIHOK

B NOKYMEHTANICTULI

MOXHA LOBIOATHUCA N4 YAC
NMAHEJIbHOT AUCKYCIT «4OMY
«KIHOYMI NornNan» MAE 3HAYEHHA?
HABILWL,O rANY3I ABTOPKU?».
DOCU/KJIAC, 26 BEPE3H4, 16:00.

THREE THINGS | DONT KNOW ABOUT HER

NEW HORIZONS: TOWARDS A DISCUSSION
ABOUT WOMEN IN DOCUMENTARY CINEMA

This year one of our festival’s non-competiton programmes is a selection of three films by female documentary
filmmakers which we called THREE THINGS | DON'T KNOW ABOUT HER (hello, Godard, my old friend).

NADIYA CHUSHAK

The films presented in it, chosen
by our programme coordinator Darya
Bassel,undermine the stereotypes about
women’s destinies and roles in the con-
temporary world. Gulistan, Land of Roses
by Zayné Akyol is a film about the path to
freedom (internal and external) taken by
the female members of Kurdistan Work-
ers’Party. Ama-San by Claudia Varejao is
about the beauty of the everyday lives
of ordinary women. Venus by Lea Glob
and Mette Carla Albrechtsen is about
the courage to defend your right to your
body, sexuality and fantasies.

Also, this programme is a perfect
opportunity to think about the place of
women in documentary cinema. What
is this place? Why is it important that
women make documentary films? Are
there any differences between ‘female’
and ‘male’ documentaries? Obviously, it
is difficult to answer these questions in
one small article. But we promise that
this is only the beginning.
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The discussion about the place of
women in the world of documentary
cinema can be started by turning to
its beginnings. For many people, this
foundation is represented by Nanook
of the North; the director of this film,
Robert J.Flaherty, is considered to be the
father of documentary cinema. However,
few people know that without Robert
Flaherty’s wife Frances this film would
never have happened. In fact, she is
the co-author of this film. But this fact
is rarely mentioned, not least because
Frances herself dedicated a major part
of her life to creating and maintaining
the myth of Flaherty as the patriarch of
documentary cinema. This story illus-
trates the distribution of roles between
men and women within the patriarchal
order, where the man is the one who
occupies the place of a demiurge and
a genius, and the woman is meant to
perform the caring and organisational
functions instead.

Has anything changed in the last
hundred years? Statistically, in the US

in 2012, as many as’ 34.5 percent of
documentaries were made by female
directors. There are no corresponding
data about Ukraine so far because in
our country nobody has yet dealt with
the issue of women’s participation in
the film production process (which is
hardly surprising, since even discus-
sions about gender quotas for women
in the government usually get reduced
to exclamations about how women have
to stay at home and take care of the
children). Nevertheless, women play a
considerable role in the film industry,
both in Ukraine and globally. It is just
that they are still mostly performing
the roles that are usually considered
secondary: production, editing, colour
correction...But isn’t it time to reject the
image of the individual author-director
and admit that, actually, without all these
‘secondary’roles no films would ever be
made? For example, to what extent can
you call ‘secondary’the work of this year's
festival guest, editing director Monika
Willi, who worked with Glawogger and
Seidl? If we affirm the active and im-

portant role of women in (documentary)
filmmaking, it will encourage others not
to be afraid to realise their potential
in this field.

Ensuring that women participate in
creating documentary films is not just
important for gender equality (which
should be the basis for any fair society).
In the contemporary world, women and
men, due to their different socialisation,
still perceive - and talk about - the
world in different ways. At last year’s
festival, we showed the very successful
film Cartel Land by Matthew Heineman
about criminal cartels in Mexico and the
heroic struggle against them. This year,
we will screen another film on the same
topic, Tempestad by Tatiana Huezo. But
the difference between these two films
is striking. Tatiana rejects the traditional
way of telling a story about good and
evil with clearly defined villains and
heroes. Hers is a meditative film, in
which we hardly ever see the female
protagonists whose experiences are
the basis for the film. Instead, thanks
to the director’s attentiveness, we get
an opportunity to immerse ourselves
in their experience of injustice and
feel it, and to understand that the
fight against injustice does not have
to look like the fights we see in Hol-
lywood blockbusters.

The opinion that there is a special
kind of female writing or perspective

causes a lot of debate, even among femi-
nists. Some say that we should not resort
to biological determinism or claim that
physiology determines the style of our
work. But this is a mistaken interpreta-
tion. Of course, women can film, draw,
or write just the same as men - espe-
cially if, before they start, they undergo
the drill at schools and/or universities,
where they are mostly presented with
men’s creations as something worthy of
imitation. The idea of a special female
perspective in cinema is appealing
because it is the idea of the possibility
of creativity that rebels against the (pa-
triarchal) canon, produces new visions
and fresh readings of the habitual,and
thus shapes unexpected dimensions
of freedom. Our position in the world,
our experiences influence the way we
perceive, understand and reproduce
reality. That is why the presence of
more women (and people with other
gender identities) in the filmmaking
process would benefit everyone who
likes more diverse cinema with un-
expected topics, interpretations, and
open-minded styles. If you don’t be-
lieve me, watch THREE THINGS | DON'T
KNOW ABOUT HER.

LEARN MORE ABOUT WOMEN IN
DOCUMENTARY FILMMAKING DURING
PANEL DISCUSSION ‘WHY THE ‘FEMALE
GAZE MATTERS.WHY WE NEED WOMEN
CREATORS IN THE BUSINESS: DOCU/CLASS,
MARCH 26 AT 4 PM.



MOKOJIIHHA C. (CMOXWBAHHS)

NAUBAKU, CAMOT'YbL|
TA KOMAXOXXEPU

Bupo6HMLITBO-PUHOK-CNOXXMBAHHS ~ YCi repoi ¢inbMiB nporpamm
NOKONIHHA C. (CMOXWBAHHSA) namaratotbcs BUAEPTUCA i3 LbOro 3aMKHEHOro Kona
i3 pi3HMM ycnixoMm, ane iXHi NoTyrM 0f4HAKOBO 3irpiBatoTb cepue.

CEPTIA KCABEPOB

«Kanycra, kapTonns Ti iHWwa cataHa» — CBO-
€PIAHMIA KiHeMaTorpadiyHuit 6yp'aH, Skuit BUpIC
i3 3BMyYaiiHoro noxopy Ha puHok. OgHoro pasy
pyMyHCbkuii pexxucep LLiep6aH [xxeopmxecky noi-
XaB KYNWUTK KanycTi Anga mamu. 3a Mexi Micta, 60
Tak Jeweslue. Ta NoTpanuB y CNpaBXHiv abcypa,
KaKiaHCbKOrO CBITY Ha pepMepCbKOMY ONTOBOMY
pvHKy. laBatn npopasuto 10 eBpo Ta npocuTu
[1aTu Ha BCi rpowwi kanyctu 6yno ayxe HeobauHo,
K BUSBUNOCS, 60 pexxncepy BigBaHTaxkunm 250 kr
BifOIpHOT KanycTu, Ky BiH HAaCKy 3anxaB Yy CBOO
aBTiBKY, a MO PUHKY LLie A0BrO LenoTincs 3 Takoi
LaneHoi BAaYi NpoaaBLs. 30BCiM He po3yMitouu,
Lo BiABYBaETLCS Ta K Take B3arani Moxe 6yTw,
LllepbaH Ha pik opeHaye y MicueBoro dpepmepa
B MicTeuky JlaHryneuwy (nisaeHHa PymyHis) rektap
3eMni Ta HaMaraeTbCs XWTK 3a NobyToBUMMK Ta
BMPOOHMUYMMM KaHOHaMM TyTeLlHix arpapiis. Llinb
— 3p03YMiTH, K BOHM 3BOASTH KiHLi 3 KiHUSMM,
SKLLLO 3peLUTOr 3MYyLUEHi NpoaaBaTyH CBil TOBap 3a
6e3LiHb, MOBiINbHO BUKOHYHUYM BUTOHUYEHE EKOHO-
MiYHe xapakipi. | Le Tinbkn noyaTok aHTacmaro-
PUYHOIO 3aHYPEHHS Y KapTOMISHO-KanyCTHUIA pait
BMPOOHMLITBA Ta PUHKOBE NEKNO Moro npoaaxy. Lier
TParikoMiYHUIA KOMEHTAp COLLiaNbHOI TPaBMM LiNIOro
CyCMiNbCTBA, Ha WAXY [0 NPOLBITaHHS Ta ycnixy
SIKOTO LLOCh MiLLIO He TaK, IKMMOCh PaHTaCTUYHO
XaxXJIMBUM YMHOM aX 3aHafTo 6onicHO Haraaye
Hall BNaCHMI. [cTopist repoivHOro AayHWUOTUHIY
pexucepa QinbMy HaBiTb BUINSLAE BEUYE3HUM
TPIOKOM, PO3irpaHoI0 Ha KaMepy BUrafkoto Ta K-
MOCb LiaxpaicTBoM, 60 NOBipUTM B Te, WO TaK
CNpaBA,i XXuBYTb, BUPOOASOTb MPOAYKT 3 TUM, LLL06
TaK i3 HUM — HEMOX/MBO.

SKLLO BM OMBMAMCA MOCTANOKaNinTU4YHMM «CHiro-
6yp» (2013),To oakpoBeHHS dinbMy «XKyku» wWoa0
MarbyTHLOrO paLioHy NIOACTBA He Byae BUMSaaTH
[OMBHUM. 3 CaMOro mo4yaTky Le KiHO CTBEPIXYE,
O e TPOXM — i Halla WoAeHHa iXa He byae
iCTOTHO BiApi3HATMCA BiA NpoTeiHOBMUX DPUKETIB,
BMIOTOB/IEHMX 3 KOMaX, IKUMU rofyBanu pabisy
«CHirobypi», couianbHa MeTaOpUYHICTb SKOrO
nocTana y BUrnsAi notara, y SKOMy OCTaHHI Ha
CBITi Nt0AM 134Tb MO KOMY MO CYCTOLEHi 3emAi.
Ane «Xyku» He pobnaTb TaKMX MECUMICTUYHUX
BMCHOBKIB. [IpMHaiMHI dinbM Aa€ 3p03yMiTy, L0
KOMaxu MOXyTb ByTH LOCUTb CMauHUMMU. [1pocTo
ix Tpeba BMiTK rotysatu. CTpiyka, 3BicHO, byae
3abopoHeHa [0 Nokasy y BCiX KOMax CBiTy, 9K
YKOPCTOKMWI Ta CNOBHEHMUI HACUIbCTBOM [L0 HUX
dinbm, ane pns Homo Sapiens BiH BUrNafae aK
racTpOHOMiYHe AOCNIAXKEHHS, IKe CTaBUTb CObI
33 MeTy po3WupuUTH Cnocobu, IKUMU MOXKHa
NMPUEMHO NOAPA3HIOBATH MOro peLenTopun CMaky.
Mu 6aunMo, K YNeHU AAHCbKOI HekoMepLiit-

Hoi oprani3auii Nordic Food Lab maHzpytoTb
CBIiTOM Ta 3 aneTUMTOM NacylTb MypawWWHUMU
anuaMm y Mekcumui, cMaxaTb TilbKM-HO 3000y-
Ty KOpofieBy TepMITiB B YraHAi, Ta HAMUHalOTb
30,0pOBEHHUX XpobHakKiB, BULOOYTUX 3 KOPEHiB
nepesa B Asctpanii.Ane 3 TM, 5K BOHM ONUCYHOTb
CBOi CMaKOBi BpaXeHHS, «)KyKiB» He TaK N94HO
ue AMBUTUCL. 30BCIM HaBnaku. Ta 1 BinbWicTb
LUMX NPOAYKTIB — AenikaTecu y CBOiX KpaiHax.
Ane oKpiM Mi3HaBanbHOI WiHHOCTI, Lei Ginbm
BMPOCTAE Y WOCb BiNblie, HiX AOCNILXKYBaNbHI
ractpotypu. Lle He Tinbku nornsa nia AMBHUM
KYTOM Ha Te, 1o MK iMo. Moro repoi - y skoMychb
CEHCi HAiBHi pOMaHTUKM, SIKi BOMIKOTb 3MiHWUTM CaM
niaxia Ao CNOXMBaHHS Xi Cy4aCHMM CyCniNibCTBOM
Ta pobnsaTb KOHKPETHi KPOKM A0 BTiNIEHHS CBOET
Mpii.Ane npu ubomy «Kyku» €, MabyTb, HaMbiNbLL
CKEMTUYHMM 3 YCiX TPbOX BiNbMIB WOA0 CUCTEMU
CMOXMBAHHS SIK TaKOi,Ta HaMBiNbLW ApaMaTUUHUM,
OCKiNbKM HEMPUEMHE NPO3PiHHS OAHOrO 3 repois
BiAOYBAETLCA Mif Yac BiNbMyBaHHS.

TaM, fe 3aKiHuyTbCs «XKyKuU», MOUMHAETLCS
©CTOHCbKMIA «Buiiwno 3 mMoam». Moro repoius,
dewH-am3arHep PiT Ayc, npautoe y cBigoMomy
NpOoTEeCTi A0 Cy4aCHOI CUCTEMM KLIBUAKOI MOAU»
(fast fashion), cuctemun 6e3nepebiitHoro nepeHa-
CMUYEHHS PUHKY MOAHOrO Mac-MapkeTy. Ii Bubip
- ancankniHr, To6To nNoBTOpHE MepepobneHHs
peuer Ta TKaHWH, 9Ki Bxe Oynn y BXUTKY. Ane
npu TOMY, WO HanpsMm Lei AoCUTb TpeHAOBWM
OCTaHHIMW pOKaMM, MOTO PUHKOBA YacTkKa HeMo-
MiTHa Ta 3aMMaE gKiCb AONI BiACOTKIB 3aranbHoOro
BMpOOHULTBA 0Aadry. TakuM UMHOM, wob 6opoTumcs 3
MOHCTPOM, Tpeba CnovaTky peTenibHO MOro BUBYUTH.
«Buiiwno 3 moau», KM 3HIMABCA M'ATb POKIB,
MOYMHAETLCS K JOKYMEHTaNbHUI [eTEeKTUB, Y
SKOMY repoiHg HaMaraeTbCs 3'9CyBaTH, YUM € B
TEXHONOMYHOMY Ta eKOMOriYHOMY CeHCi 3BMYaliHa
Ta TMNOBA piy Mac-MapkeTy — MKMHCK Zara 3a
20 eBpo. XT0, 3 4Oro, sK Ta A€ BUIOTOBMB L0
piy. ToMy MM noba4ymMMo nepyaHCbKy pPOAMUHY,
gKa yce XWTTS BUpoOLLye 6AaBOBHY Ha CBOiX 7
rektapax, CyMHO3BiCHi 6aHragecbki NOTOriHHI
Lexu, fe NpauioTb, He PO3rMHAKYM CMIUHY, 3@
8 ponapiB Ha Micsub, Ta HbIO-MOPKCbKUIA 0dic
PVH (BnacHuk 6penais Tommy Hilfiger i Calvin
Klein), ne 1 ragkv He MawTb, K BUIOTOBASA-
I0TbCA iXHi peui. Ane HacnpaBai y LbOMY KiHi
BIACYTHIN YCINAKMIA BUKpUBaNbHMit nadoc. Moro
HaMbiNbL CMMNATUYHA PUCA Y KOHCTPYKTUBHOCTI.
3aBAaHHA, ke CTaBUTb nepep cobot repoiHs,
- BMBYMTM CUCTEMY Ta 3PO3YMiTH, LLO 3 HElo
He Tak. Ane Haibinbw, MabyTb, AMBHE Te, WO
i BoA€TbCA Habarato Ginble — 3HAWTU TOUKY
BXOAY Y KOO BUPOOHMLTBA, sKe 06epTaeTbCa 3i
CKAXXEHO LUBUAKICTIO, HE 3BaXKarouu Hi Ha Koro,
Ta 3p06WTM CBOKO MaseHbKY, ane BaX/IMBY CMPaBy.

Production-market-consumption - all the characters from the films included in the
GENERATION C. (CONSUMPTION) programme are trying to escape from this vicious circle
with varying degrees of success, but their attempts are heartwarming all the same.

SERHIY KSAVEROV

Cabbage, Potatoes and Other Demons -
a cinematic weed that grew from an ordinary trip
to the market. Once upon a time, the Romanian
director Serban Georgescu went to buy cabbage
for his mom. He went outside the city, of course,
because it is cheaper. That is where he encoun-
tered the Kafkaesque absurdity of the farmers’
wholesale market. As it turned out, giving the
merchant 10 euros and asking for all the cab-
bage this money can buy was very imprudent,
because the director received 250 kg of quality
cabbage that he barely managed to stuff into his
car, while the market was abuzz with the whispers
of the incredible stroke of luck that had blessed
the cabbage merchant. At a complete loss as to
what was happening and how this was possible,
Serban decided to rent a hectare of land from a
local farmer in the small town of Lunguletu in
southern Romania and try to live according to the
traditions and production rules of local farmers.
His goal was to understand how they manage to
make ends meet, if in the end they were forced
to sell their produce for nothing, thus slowly
performing a sophisticated economic harakiri.And
this was just the beginning of a phantasmagoric
immersion into the paradise of potato and cab-
bage growing and the hell of market and sales.
This tragicomic comment on the social trauma
of an entire society whose way to prosperity and
success somehow went fantastically wrong is far
too painfully reminiscent of our own. The heroic
story of the director’s downshifting looks like a
big old trick for the cameras - a fiction, a con,
because the fact that people really live like that,
producing a product to just basically throw it
away, is impossible to believe.

If you watched the post-apocalyptic Snow-
piercer (2014),then the revelation of the film Bugs
regarding the future of the human diet will not
seem very odd. From the very beginning, this film
says that in just a little while our daily diet is
not going to be much different from the protein
pellets made from insects that were fed to the
slaves in Snowpiercer, whose social metaphor
adopted the image of a train, aboard which the
last people in the world went in circles through
the Earth’s devastated surface. But Bugs does
not reach such pessimistic conclusions. At least
the film makes it clear that insects can be quite
tasty - you just need to know how to cook them.
Of course, all the world’s insects will be banned
from watching this film, as it is full of violence
and cruelty towards them, but to homo sapiens it
will look like gastronomic research that aims to
expand the ways of tantalising our taste buds. We

see the members of Nordic Food Lab, a Danish
non-profit organisation, as they travel the world
and enjoy a meal of ant eggs in Mexico, roast
a freshly caught termite queen in Uganda, and
gobble up fat worms extracted from tree roots
in Australia. But from the way they describe the
tastes they are experiencing, Bugs is not very scary
to watch - quite the contrary. Besides, most of
these products are delicacies in their countries.
However, beyond its educational value, this film
grows into something more than adventurous
gastro-tours. It is not only an unconventional look
at what we eat. Its characters are, in some ways,
naive romantics who want to change the very
approach to food consumption in modern society
and make concrete steps towards realising their
dream. But despite this, Bugs is perhaps the most
sceptical of all three films towards the system of
consumption as such,and the most dramatic, since
one of the characters experiences an unpleasant
epiphany during the filming.

Where Bugs ends, the Estonian film Out of
Fashion begins. Its heroine, the fashion designer
Reet Aus, is working in a conscious protest against
modern ‘fast fashion’ the uninterrupted oversat-
uration of the mass fashion market. Her choice
of resistance is upcycling - i.e. recycling clothes
and fabrics that have already been in use. But
although this has been a big trend in the recent
years, its market share is almost non-existent
and holds just a fraction of the percentage of
the total production of clothing. This means that
to fight the monster you must first thoroughly
study it. Out of Fashion, which was in production
for five years, begins as a documentary detective
story in which the heroine tries to find out, in the
technological and ecological sense, what exactly
a typical piece of clothing from the mass mar-
ket is - for example, Zara jeans costing €20. By
whom, from what, how and where were these
jeans made? We see a Peruvian family who have
been growing cotton on their 7 hectares of land
their whole lives, the notorious sweat-soaked
Bangladeshi factories where labourers break their
backs for $8 a month, and the New York office of
PVH (which owns the Tommy Hilfiger and Calvin
Klein brands), where nobody has any idea how
their clothes get made. However, this film doesn’t
have any accusatory pathos. Its most attractive
feature is its constructiveness. The task that the
heroine sets for herself is to study the system
and understand what is wrong with it. But the
strangest thing about it all is that she manages
much more - she finds an entry point into the
cycle of production that spins at a nauseating
speed,doesn’t spare a single thought for anyone
else, and does her small but important work.

BUALLNO 3 MOAM OUT OF FASHION

KAMYCTA, KAPTOMAA TA IHIA CATAHA  CABBAGE, POTATOES AND OTHER DEMONS



MAUCTPU

AVIOPHOCCTORIC: «TUWLY NOTPIBHO CTBOPIOBATK»

MNpepacraBngemo BaM npsiMe BKIIOYEHHS
po3moBu 3 Ayapiocom CToHicoMm, 3 IKoro Bu
Ai3HAETECH NPUTONOMLLNMBI OAKPOBEHHS
Nnpo 40ro HOBUM QiNbM, XiHKY, TbOA0BHK,
yac, iHWy nnaHeTty i MaiCTepHICTD...

Po3moBy Bena
NONIHA MOLIEHCbKA

Y dinbMmi € aBa nepcoHaxi, i BoHM 0buasa ogHa-
KOBO BaX/MBi, 0JHAKOBO CaMOCTIlHi, i B HUX 060X
OHAKOBWI piBEHb CKNAZHOCTI, 60 X Ans Toro, wo6
nigibpaTMcs [0 IbOAOBMKA, NOTPiBHI BeNUKi Bi3nyHI
Ta NCUXOMOFIYHI 3yCUANS — Lie CTPALLIEHHO CTOMIIHOE,
i ue pyxe Heb6e3neyHo. HabnmM3nT1CS [0 LiI€T XKiHKM
Oyn0 Tak CaMo BaXKO, Tak CaMo HebesneyHo, i ue
TaK CaMo BMMarasio BeIMKUX MCUXOMOTIYHUX 3yCHTb.
He Moxy ckasaTu, Lo MW NiLKOPUIN NIbOAOBUK, i
nicna dinbMy s MycuB 3i3HaTMCA caMoMy cobi, Lo,
HaneBHO, MU He NiAKOPUMN i LItO KiHKY, HEe PO3KPWUK
ii. JIbOOOBUK 3aNMULLMBCA TAEMHUUMUM, i LA XKiHKa
3a/MWMNACca TAEMHUYOK ANS Hac.

Konu s nigHiMaBca B ropu, TO AyMaB, WO Mig-
HiMaloCs B IKMICb iHWMKIM NPOCTip. 34aBanocs, Wo
MOTPanuMB Ha iHLWY NNaHeTy,TaM yce no-iHwomy. Te,
O MM YSIBASIEMO NPO CBIT, TaM 3MiHIETbCS. | Le,
3BMYANHO, MOXHA CMMCATM Ha TOM (akT, Wo TaM Ha
30% MeHLLUe KMUCHIO, ane BCe-Taku TYT € LLLOCb HABITb
Ha MeXi MiCTUKM, He3po3yMini peuyi. T BTpayaEL
BiAUYTTS yacy: 6yBaOTb MOMEHTM, KON HE 3HAELL,
CKiNbKK TV TYT y3ke NpobyB — 2 AHi UM TUXKAEHD, A
MoXe, Bxe 2 abo 10 pokiB. | € MOMEHTU He3po3y-
Minoi pafocTi, Have To6i BiAUMHUAKCS BOPOTa pato,
TW Nerkui i Moxell nitaTu; a 6yBatoTb Taki cnaau,
KO/ HaCyBa€ETbCA TEMHA XMapa, BOHA Hag Toboto
BMCUTb. Yce Lie HasiBHe. TM TpMBanui 4ac He MOXeLl
CMaTK, BiAYYBAELL, HiBU LWOCh CTOITb Ha TBOIX rPyAsX
i TUCHe. | T HaBiTb He MOXeLU MOBHICTIO AOBIPATH
TOMY, o 6auunL. f BUXOAMB BHOUI 3 XaTWUHU, TaM,
[le BUAHO NbOLOBUK, | 6aUMB HA BNACHI OYi pyxoMmi
BOMHMKM, HaBiTb AKiCb dirypu HauebTo Ntogein, xoua
g TOYHO 3HaB, WO OYTU HEe MOXe TaM HiKoro, ToMy
WO ue cMepTb — ByAb-XTO, XTO OMUHUTHLCS BHOUI
Ha NbOJ0BMKY, MOMPE, | TAM TOYHO HIKOro HEMAE —
ane 4 Ha BNacHi ovi ue 6aunB. A ronoBHa repoiHs
nepenawTtyBanacs, ii opraHiam nepenawTyBaBcs,
BOHa BifIbHO NepecyBa€ETbCA. 3BiCHO, ii WKipa cTa-
na rpybyBaToto BiA NOBITPS, BITPY, xonody, i cama
BOHa SIKOCb 3MiHMAacs. Mu rosopunu Mix coboto,
o ii cepue CTano KpuxaHuM, Bia4yBaBCsa X0N0n4,
aKWI 1Mae Big Hel.

BenunuesHi npoctopwu, BennyesHi BiACTaHi, ane
TW TaM HiKONWU HEe FOBOPWLL NYYHUM FrON0COM. My 3
0MepaTopoM roBOPW/IM MOLIENKK abo oyxe TUXO.
Tn Hibu nepebyBa€ww y 9KOMyCb KocTeni, Tobi He
XOUETbCS FTOBOPUTU FONIOCHO, HE XOUETbCS PYIMHYBaTH

MOKA3 ®IJIbMY «XIHKA | JIbOAOBUK»
BIOBYAETbCA 27 BEPE3HA O 19:00
B KIHOTEATPI «KMUIB».

SCREENING OF WOMAN AND THE GLACIER
IS SCHEDULED FOR MARCH 27 AT 7 PM
IN KYIV CINEMA.

CaKpanbHiCTb i TMWY. T Tak BNAMBAE, TOMY LLO
TaM HEeMa€ HisIKoro KWTTS, 3BYKiB NTaxiB, KOMaXx,
[lepeB, TPaBK, i € TiIbKM MpCbKa TULLA, 3BYKM Ka-
MEHIB, SKi KOTATbCA, TPICK NbOAY, HE3BUYHI 3BYKM,
AKi BaXKKO 3pO3YyMiTH.

Tuwa - e 0AMH 3 rONOBHUX EIEMEHTIB Y KiHO.
He cnoBo, a came Tuwwa. TexHiuHa, epipHa TMLWa - Le
He TULIA, @ NPOCTO SIMA Y 3BYKOBIN LOPiXLIi, TOX
TUWY NOTpi6HO CTBOPOBaTY. | KONM MM NpaLtoBany 3
€CTOHCbKMM KoMno3utopom Pobeptom tOperpanem,
MM FOBOPUAM NPO Te, K MOXHA MYy3MKOI0 BiATBO-
pUTK TULLY, | 06roBOPIOBaNK He MENOAMKY, a ML
yepe3 0b6pasHuii psaa. S oMy po3noBiaas, sk s 6avy
MY3WKY, FOBOPMB NP0 KOCTEN, 3aCTUINNUI Y NbOLY,
B IKOMY FPa€ OPraH, i TM YyELL L0 MY3UKY AaNeKo,
yepes LWwap NboAay, 3By4aTb SKiCb A3BOHM.

S nucaB cueHapiit fo Toro, sik nobyeas TaM.
[lyMaB, BOHa, XiHKa, po3noBiCcTb Mpo CBOK CaMOT-
HiCTb, NPO Te, IK BOHA XMBE 3 LIMM JIbOLOBMKOM, A
BMSIBUIOCS 30BCiM MO-iHWOMY — BOHA He XOTina,

o6 mMu rosopunn. Lie He Haw 3aaym, Tak Buiwwno. |
noTiM 9 3po3yMiB, Wwo noanHa 30 pokis xuBe cama,
AKOM BOHa XOTina NMoroBOPUTKU, BOHA CMyCTUIACS
6 i3 rip i rosopwna.

3anyM dinbMy 3'9BMBCS, KOM 9 3yCTPiB CBOMO
Apyra, akui xxus y KasaxcraHi: BiH nigHiMaBcsa Ha
NbOJ,0BMK, 3aMLLOB Y BYAMHOYOK NOrpiTUCS, MOYaB
rOBOPUTY i MOMITMB IMTOBCbKMIA aKLLEHT, | BUSIBMNOCS,
L0 L5 NUMTOBKA XmMBe TaM 30 pokiB i3 cobakoto Ta
KiLLKOHO, B LibOMY HELOCS)KHOMY MicLi. | Toai y MeHe
39BMUNACS Mpis NOTPanNUTU TYAM, 1 T9Tb POKiB AyMaB,
i Ha WOCTUM piK 3BaXMBCS — MW 3 OMEepaTopoMm
NiAHANUCS HA L0 TOPY | TPM POKM TaM 3HiManu.

€ 0cobnmBwuiA enizog, y IKOMy NiTakoTb, TAHLIOKTb
KOMaXM — BOHM AN MEHE HAue SIKiCb enbdu, ripCbKi
Lyxu. BoHW npunetinu, He 3Hato 3BiAKM i 9K, i nova-
NI TaHLIOBATK nepep cBiToM. [Ing MeHe ue byno
[MBOM, TOMY O iX TaM HEMAE, BOHWU He iCHYIOTb,
TaM HeMae€ X0AHoi dayHM, He 3HAtO, K BOHM TaM
onuHMAKncsa. MeHi 34anocq, WO BOHM NPUNETINM,

Wwob CTaHL0BaTM Nepes MOEK KaMepor i 3HMK-
HYTW — BOHM MEHi Hikonu Binblue He TpanasImuCh.

Lle# ¢inbM M1 MOHTYBaNM 3 €CTOHCbKOK MOHTa-
»epKkoto MipsiM Eropos, i MOHTaXHa 6ynia B MOHaCTUpi,
BCEpeamHi KOCTeny,y NpoCTopi Had HUM, Y Kenisx, ae
paHiLLe )unm YeHui. A ueit kocten (e Micue B JIUTBI
Ha3uBatoTb [okyTa) po3TaLoBaHuiA ceper, NoniB,iciB,
TaM MOpPOXHbO, Y Yacu CraniHa 3BiaTM BMBE3NU BCE
ceno. | ocb MoHaxu 36yayBanu cobi ManeHbKi 6yau-
HOYKM HaBKOJI0 HbOTO,a Kenii 3aNMLIMANCS NMOPOXKHI,
i OOMH Ml opyr-MoHax 3pobuMB TaM MOHTaXHY: 3i
3BYKOM, KOMMKOTEPAMU, MOHITOPaMM. TaK LLLO MU XXUU
B LIbOMY KOCTeni, y Hac 6ynum cBoi Kenii, My MWK Ha
PaHKOBY MOJIMTBY, NOTIM CHifanu, NoTiM MOHTYBaNM,
MLLAK A0 PiYKKM, HA BEYIPHIO MOAKTBY | cnaTtu. Yac Tex
6yB iHWKM, He Byno Hiskoi BToMU. Byna rapmotis,
AKa, 9K MeHi 34a€Tbcsl, Oyna HeobxiaHa 41 LbOro
dinbmy. He 6yno Takoro, wo v biraew Tyam-cioau,
MOHTYELL, MOTiM POBMLL LLOCh iHLLIE, SIK 3a3BKYali byBaE,
He Byno 3iTKHeHHs 3 umMBini3auieto. bys Tu, KocTen i
TBI dinbM - yce.

"YOU HAVE TO CREATE SILENCE”

We present to you a live broadcast of our conversation with Audrius
Stonis, in which you will hear some striking revelations about his new
film, a woman, a glacier, time, another planet and mastery...

Interview by
POLINA MOSHENSKA

There are two characters in the film,
and both of them are equally important,
equally independent,and both are equally
difficult, because approaching a glacier
requires great physical and psychological
effort, and that is very difficult. It was
just as difficult to approach this woman,
just as dangerous, and it also required
great psychological effort.| cannot say
that we conquered the glacier,and after
the film, | had to admit to myself that
we have not conquered that woman,
we have not revealed her character.
The glacier remained mysterious, and
the woman remained mysterious for us.

When | climbed the mountains, |
thought | was climbing up into some
kind of new space. It seemed to me that
| was on another planet, everything was
different, that time there was flowing in
a different way.And, of course, it can be
explained by the fact that there is 30%
less oxygen up there, but still, there is
something on the brink of mysticism,
some inexplicable things.You lose your
sense of time, there are moments when
you do not know how long you have
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been there, for two days or for a week,
or maybe for two or ten years already.
And there are these moments of inexpli-
cable joy, like the gates of paradise have
opened for you,you feel light and you can
fly, and there are these down moments,
when a dark cloud is coming, it looms
over you. All of it is there. You cannot
fall asleep for a long time, because you
feel like something is standing on your
chest and pressing on it.You cannot even
fully trust what you see. | went out of the
house at night, where you can see the
glacier,and | saw moving lights with my
own eyes, and even some silhouettes, as
if there were people,although | knew for
sure that there cannot be anyone there,
because it would mean death, anyone
who finds themselves on the glacier
at night will die, and there definitely
wasn’t anyone, but | saw it with my own
eyes.And the protagonist has adapted,
her body has adjusted itself, she moves
around freely. Of course, her skin became
rough because of the air, the wind, the
cold,and she became different in a way
as well. We said among ourselves that
her heart had become frozen, you could
feel the cold coming from her.

Vast spaces, vast distances, but you
never talk loudly there. The cinematogra-

pher and | were whispering or speaking
in very low voices. It is as if you are in
some kind of cathedral,you do not want
to speak loudly,you do not want to break
the sacred silence. The silence affects
you, because there is no life there, no
sounds of birds, insects, trees, grass, there
is only the mountain silence, the sounds
of stones that roll down, the cracking
of the ice, the unfamiliar sounds that
are difficult to explain.

Silence is one of the key elements in
cinema. Not words, but silence. Techni-
cally, air silence is not silence, it is just
a gap in the soundtrack, so you have
to create silence. And when we were
working with the Estonian composer
Robert Jurjendal, we talked about ways to
re-create silence,and we did not discuss
the melody, but the visual sequence. |
told him how | see the music, talked
about the cathedral frozen in the ice,
where an organ is playing,and you hear
the music in the distance, through the
layer of ice, you hear bells.

| wrote the script before | went there.
| thought that she, the woman, would
tell us about her loneliness, how she
lives with this glacier, but it turned out
to be completely different, she did not
want us to talk. It was not our intention,
it just happened that way. And then |
realized that the person has lived alone
for 30 years, and if she wanted to talk,

she would climb down from the moun-
tains and talk.

The idea came when | met a friend
of mine who lived in Kazakhstan. He
had climbed the glacier, and on his
way, he came into the house to warm
up, started talking and noticed a Lithu-
anian accent, so it turned out that this
Lithuanian woman had been living there
for 30 years with a dog and a cat, in this
unreachable place.And that is how | got
this dream to go there, | was thinking
about it for five years, and in the sixth
year | decided to go.The cinematographer
and | climbed the mountain and filmed
there for three years.

The special episode with flying in-
sects that dance, for me, they are like
some kind of elves, mountain spirits.
They flew, | don’t know where from or
how, and they started dancing in front
of the light. It was a miracle for me,
because there are no insects there,
there is no life at all, | do not know
how they ended up there. It seemed
to me that they came to dance in front
of my camera and disappeared, | never
saw them again.

We edited the film with an Estonian
editor Mirjam Jegoroyv, and our editing
room was in a monastery, inside a cathe-
dral,in the room above it, in cells where
monks used to live. And this cathedral
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(this place is called Pokuta in Lithuania)
is located among fields, forests, there is
emptiness, a whole village was moved
out from there in Stalin’s times. And
so the monks built small houses for
themselves around the cathedral, and
the cells were left empty, and a friend
of mine,a monk, made an editing room
there, with sound, computers, displays.
So we lived in this cathedral, we had our
own cells, we went out for the morning
prayer,then we had breakfast, then we
edited, went to the river,to the evening
prayer,and then to sleep. Time was also
different, there was no tiredness. There
was harmony, which | think was nec-
essary for this film. It was not like you
were running back and forth, editing,and
then you do something else, as usual.
There was no contact with civilization.
There was you, the cathedral, and the
film, and that was it.



SALOME JASHI

CANIOME AWl

TenesiziitHa KoMnaHis

y HeBenukomy Mmicti Lianenmkuxa -
Lie JKypHanicTKa i oneparop.

Came BOHM Y inbMi

Canome fwi, w0 TaKoX €
UNEeHKUHEKD XYpi LbOropivyHoro
KoHkypcy DOCU/KOPOTKO,

CTalTb HAWWMMK NPOBiAHMKaM

Y NOBCSAKAEHHS rPY3UHCbKOI
NpOBiHLii.

DOCU/XITU

«blJIbLY YACTUHY ®IJIbMY INA0AY
bAYUTDb KPI3b NPU3MY PEXXUCEPA»

Po3moBy Bena
OAPUHA HIKOJIEHKO

BecinbHe c8mMKy8aHHs, KOHKYpC Kpacu,
360pu y MyHiyunanimemi, nepedsubopHi
debamu ma 8iOKpumms namsamHukie —
MU cnocmepieaemo ui icmopii 0na me-
71esi3iliHux ctoxemie ma iHoOi, ycnid 3a
pexcucepkor, 8i0800UMO N02/1S0 HA me,
W0, MOXUIUBO, He NoMpansisie y oKyc Ka-
Mepu ypHanicmis. | me, w0 Mu 6a4yumo,
8UOAEMbCS HANPOYYO 8NI3HABAHUM 0151 OKA
YKPQAiHCbKO20 2190a4a: 3aHeA6aHI 6yOUHKU
Ky/nbmypu — Hamomicms NOWYKU Kpacu 8
XUMEPHOMY NPUKPAWAHHI; 6e31a0Hi noni-
muyHi 3acidaHHs ma mpaduuyiliHi o6psou
— HAWapyBaHHs Cy4acHOCMI, NPUMAaMaHHe
0715 N0CMpPAdSIHCbKO20 NPocmopy, 0e yym-
mesuti HapoOHULI cnig Ha Hanie3pyliHo8aHIl
CUeHi IYHae K 81y4Ha Memagopa 05
OO0HIE€i 3 KpaiH KOMUWHbL020 coumabopy.
[epoi pinemy € nposioHukamu, ane Canome
Swi He (i0e 3a HUMU: MU He 3HAEMO IXHIX
Momusig i cmasaeHHs o Mmux Yu IHWuUX
nodid, SKi 80HU QiKCyroms — auwe wupy
8i00aHicmb C80IM UW400EHHUM [CMOpIsM.
Bora cmeoptoe pinbm, HibU ManE AAHO-
wagm, de 3a805KU MANEHbKUM N00iIM
8ubydo8yembCs NaHOpama uinoi Kpaixu.

«[poTarom Aekinbkox pokis s npa-
LtoBana y rpy3mHCbKii Tenekomnaii,
TOX Mild NepLnii AOCBIL Y XXypHanicTu-
Ui CTaB BiANPaBHO TOYKOK ANS LbO-
ro ¢inbMy. MeHe BxXe [aBHO LiKaBUTb
TeMa BUpobHMuTBa iHdopMauii. OgHoro
pasy 5 nobayunna micuey raseTy ogHo-

ro HEBEIMYKOIO aHIMMINCbKOro MicTeuka,
[le HOBMHA 3 nepLuoi Wwnanstu 6yna Ha-
CTiNbKX HE3HAYHO, TAKOK HEBAX/TMBOKD
B MOPIBHSHHI 3i CBITOBUMW HOBMHAMM,
L0 LLe 3MYCWU/0 MeHe 3aMUCIUTUCS NPO
HOBMHM MaNUX MICT, i WO € BaXX1MBUM
[ONS HEBENIMKUX FPOMaj.

$1 Wykana HeBenuKi perioHanbHi Tene-
Bi3iMHi cTaHuii no Bciv [pysii. 4 BiaBinana
6113bKO [leCaTH Y MPOLEeCi AOCIAXKEHHS,
i 0bpana kaHan y Llanenmxumxaci, akui
BM Baunte y dinbMi. 51 Bxe 3ycTpivanacs
3 LLi€EL0 XXypHanicTKow paHiwe y Toinici
nif 4Yac HaBYaHHS, i MeHi iMnoHyBana ii
MAKICTb | Ay>Ke CNOKiMHA BiA4aHICTb CBOIN
npodecii. MeHe Takox npueabnatoBano
Te, HACKiNIbku BMOTMBOBAHO AMPEKTOP
KepyBaB KOMMaHI€ NOMpw AyXe HU3bKi
noxopu. IHTepep cTypii Ta BisyanbHe ce-
penoBMULLLe TaKOX CTanu BUPiLIanbHUMMU
(hakTopamMu y MOEMY pilleHHi 3HiMaTK
came TaMm.

[ina meHe Ha3Ba dinbMy «OcsitHe
CBITNIO 3ax04y COHUS» Ma€ noaBiiHe
3HAYeHHs: OCsAliHe O03HAYa€E sCKpaBe,
npuBabnuee, Kpacuee, a 3axif, COHUS —
Le KiHeLb, JeKagaHc.

Xoua g BMBYaNa AOKYMEHTaNiCTUKY
B JIOHAOHI, 9, MMOBiIpPHO, HEAOCTAaTHBLO
[L0Bro xuna B €sponi, WwWob 3abytu Te,
CKinbkK papocTi MeHi nae lpysis. Ane
iHoAi Kpawe 6yTM paneko, BigvyBaTH
BiACTaHb, abv BOHA He NornuHyna tebe
noBHicTio. LIa BiaCTaHb € BaXMBOIO, ane

TaKOX BaXUTMBO BiA4YyBaTU CMOPiAHEHICTb.
9 6 He xoTina BiaJanuMTUCS, aaxKe ToAi 9
BTpayy BiAYyTTS | PO3YMiHHS MiCLLeBOro
HaceneHHs i nobyty. He aymato, wo 9
Ha[TO HOCTaNbIiYHO UM CEHTUMEHTAIbHO
CTaB/IIOCS [0 CBOET KpaiHW. B ocHoBHOMY
1 CTaB/HOCS KPUTUYHO, | OCTAHHIM 4acoM
- CniB4yTIMBO. Sl NpoBOAXY HinbLue yacy
TyT,y [pys3ii,i MeHi ayxe nogobaeTbcs TyT
XWUTK. 1N MeHe U5 KpaiHa - ue MiHHe
none, ge Tpeba abo nyxe obepexHo
XoamTH, abo NpocTo No36yTUCs MiH. Tyt
YKUTTS CXOXKE Ha a3apTHY rpy — BOHO He-
nepenbavyBaHe, MpekpacHe, CTPaxaeHHe,
6oremHe i 6igHe.

[okyMeHTanicTmka B [pysii 33 oCTaHHi
KiNbKa pOKiB 3a3Hana 3HA4YHOIO PO3BUTKY.
Konu Mu 3acHyBanu NpoaaKLH-KOMMNaHito
Sakdoc Filmy 2008 poui, Matoum Ha MeTi
He NinLLe BUPOOHMLITBO BNACHUX JOKYMEH-
TanbHWX QiNbMiB, ane i po3BUTOK LOKY-
MEHTaNIbHOIO KiHO B PErioHi, HaBKO/O Hac
6yno ayxxe Mano LokymeHTanictis.Jlroam
CMPUIAMAOTb JOKYMEHTaNbHI (iNlbMU SIK Te,
LLLO IMBNSTBCA MO TeNeBi3opy — dinbMu Npo
npupoay, TBapuH Ta eTHorpadito. Tenep
y Hac € KaBkasbka acouiaLlist LOKyMeH-
TanicTiB i JOKYMEHTaNnbHUI dhecTnaanb
CinéDOCT6inici. MNepeBaxae couianbHa
TeMaTuKa, ane dinbmMu 3HIMaKTb Ha Pi3Hi
Temu, i 6arato 3 HMX — Ayke aKicHi poboTn,
SKi OTPUMYIOTb MiXKHAapOAHE BM3HAHHS.

HanpukiHui ¢inbMy g pgossonuna
NpOoTaroHiCTaM 3anucaT Tak 3BaHWM anc-
Knermep. Hacnpaeai HanpuKiHLi 31MOMoOK

MiCLLeBMI ypsZ, NOYAB XBUIOBATUCS NPO
Te, kUM Buiiae dinbMm. |,4oro i cnig 6yno
04iKyBaTH, BOHM JOMNWUTYBaNU i 3ansky-
Ba/IM He Hac, ane TeneBi3ilHy CTaHL;jto,
3 KO MM cniBnpautoBanu. Moi apysi
3anponoHyBanu BiA3HATK Liel NpoLec, i
g noayMana, Wo Le 4yyaosa iges.Y ubomy
AuCKnenMepi BOHM MOru 6 3pekTucs
BiANOBIAANbHOCTI 3a BCe, WO BinbdyBa-
€TbCSA HAa €KpaHi, i 3anNponoHyBaTh CBOE
6aueHHs inbMmy. byno fyke NOMITHO, WO
iM He Mo cobi yepes Te, WO g BUpiIMNA
3HiMaTU.Y MeHe HeMae BianoBiai Ha iXHi
KOMeHTapi. §, MoXe, 1 He MOrofxXyCs,
ane 9 po3yMito iXHI0 TOUKy 30py. Sl aymato,
CNpaBe/IMBO AaTH iM NPaBO BUCJIOBUTH-
€5, amke H6inbly YactuHy dinbMy rnaaad
6aunTb Kpi3b NpMU3My pexucepa.

MeHe 3aBxam Hagnxas Cepren [1go-
pueBoi. A TakoX Mill yuuTenb lineoH
Konnenb i Moro ¢inbm «Cnu 3 N0TTIO®.
LLlo cToCcyeTbCA Li€i KOHKPETHOI CTPiYKM,
BaXKKO TOYHO BKa3aTH, aKi came dinbmu
Ha MeHe BnAMHyAu. Konu T1 npauew
Hag, dinbMOoM, BCe, K MpaBuio, NoYMHa-
€TbCA 3 iCKPM, SIKa NOTIM PO3POCTAETHCS
He3po3yMinnm To6i YnMHoMm, ane, besymoB-
HO, € iHWIi inbMu, gKi 3a0x04ytoThb Tebe
MUCIUTY BinbHO. i yac poboTu Hag UMM
dinbmoM, «[icng Mopoky cBiTno» Kapnoca
Pertrapaca 6yB ogHWM 3 Takmx 3a0X04eHb.»

MOKA3 ®lJIbMY

«OCSAIHE CBITNO 3AX04Y COHLS»
BIOBYOETbCS 25 BEPE3HS O 17:00
B KIHOTEATPI «KUiB».

DOCU/BEST

"FOR MOST O
THE DIRECTO

The television company in the small town of Tsalenjikha consists of a
journalist and a cameraman. In this film by Salomé Jashi, who is also
a member of this year’s DOCU/SHORT Jury, they become our guides
through the everyday life of provincial Georgia.

Interview by
DARYNA NIKOLENKO

Wedding celebrations, beauty contests,
municipal meetings, election debates and
monument unveilings — we see these stories
in television reports,and sometimes, led by
the director,we observe some things that
may not be the focus of the journalists’
camera. What we see seems surprisingly
recognisable to the Ukrainian eye: dilap-
idated houses of culture, the search for
beauty in bizarre embellishments, chaotic
political meetings and traditional cere-
monies - layers of modernities inherent
in the former Soviet Union, where sensu-
al folk singing on a half-crumbled stage
sounds like a compelling metaphor for
one of the former Soviet countries. The
heroes of the film are our guides, but Sa-
lomé Jashi doesn’t follow them: we don’t
know their motives or opinions about the
different events they record - only their
sincere commitment to those everyday
stories. She creates a film like a painted
landscape, where small events coalesce
into a panorama of the entire country.

“For several years, | worked for the
Georgian broadcasting company,so my
initial experience as a journalist was
the trigger.| have been interested in the
topic of manufacturing information for
quite some time. Then | saw some local
newspaper from a small English town
where the cover story was so minor, so
unimportant in comparison the larger
world news, it made me wonder what
the news stories of small towns could be,
what could matter for a small community.

| searched for small regional TV sta-
tions across Georgia. | visited about a

dozen of them as part of my research
and selected the one in Tsalenjikha you
see in the film. | had met the journalist
before in Tbilisi at a training workshop
for journalists,and | liked her mellowness
and dedication to her profession in a
very calm manner. | was also attracted
by how motivated the director of the
station was, running the company on a
very low income. The studio interior, the
visual environment, was also a crucial
factor for me to keep filming there.

To me the film’s title, The Dazzling
Light of Sunset, has a double meaning:
dazzling, which means bright, glamorous,
beautiful; and sunset which is about an
end, about decadence.

Although | studied documentary
filmmaking in London, | probably didn’t
live long enough in Europe to forget
the excitement | get from Georgia. But
it's good to be away sometimes, to feel
distant, so that it does not fully absorb
you. This distance is important, but it’s
also good to stay familiar. | would not
want to be estranged. Then | would
lose the feeling and understanding of
the local people and lifestyle. | don’t
think I'm ever nostalgic or sentimental
towards my country. | am mostly critical,
and recently empathetic. | spend more
and more time here in Georgia now,and
| extremely enjoy living here.To me it’s
like a minefield, where you have to walk
carefully or just get rid of the mines.
Life here is like a gamble. It’s exciting,
beautiful, painful, bohemian and poor.

The documentary film scene in
Georgia has grown tremendously in
the past few years. When we founded
the Sakdoc Film production company in

- THE F
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2008, with a vision to not only produce
documentaries but also to support the
development of documentary film in the
region, there were very few documen-
tary filmmakers around us. The public
associated documentaries with what you
usually see on TV, like nature,animal and
ethnographic films. Now there’s even a
Caucasus Documentary Association and
a documentary festival CinéDOC-Tbilisi.
Social issues prevail, but films are being
made on various subjects. And many of
them are very good films, which also
gain international recognition.

At the end of the film | allowed the
protagonists to record a so-called dis-
claimer.Actually, by the end of production,

the local government started to worry
about what would come out in the film.
And, as expected, they questioned and
intimidated not us, but the TV station
which we had been collaborating with.
My friends suggested we should film
this process and | thought it would be
awonderful idea. In this disclaimer, they
could avoid responsibility for whatever
appears on the screen and propose their
vision of the film. We see them worried
about the episodes | have chosen to
film. To their remarks | have no answer.|
might not agree, but | understand their
point of view. | think it was fair to give
them a voice, while for most of the film
you see the director’s perspective.

My lifetime inspiration has been

OCSAWHE CBIT/IO 3AX00Y COHUA THE DAZZLING LIGHT OF SUNSET

Sergei Dvrotsevoy, but also my tutor
Gideon Koppel and his film Sleep Furi-
ously. Regarding this particular picture,
it’s difficult to pinpoint particular films.
Working on a film usually starts with
some sparkle and then grows into...you
never know what, but some other films
definitely give you encouragement for
freedom. While working on this film |
think Carlos Reygadas’ Post Tenebras
Lux was one of those encouragements
for freedom.”

SCREENING OF

THE DAZZLING LIGHT OF SUNSET

IS SCHEDULED FOR MARCH 25 AT 5 PM.
IN KYIV CINEMA
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«ONE WORLD CNYXAE, PO 10 PO3NOBIOAKOTb ®1JIbMU>»

B inTeps'io 3 Ifopem bnaxesiyeMm, 3aCHOBHMKOM Haii6inbIIOro y cBiTi npaBo3axucHoro ¢ectusanio
AokymeHTanbHoro KiHo One World («OpauH cBiT»), MM rOBOPMMO NpO CONiAAPHICTb Ta iHTENEKTYaNbHY
AIANbHICTb Y Yacy BilHM Ta 3AaTHICTb TBOPLLIB KiHO BUCBIT/IOBAaTH BaXIMBI CyCMiNbHi Nnpobnemu.

PosmoBy Bena
HALIS YYWAK

Mab6yTb, B4 B)Xe 6araTto pasis po3nosi-
AN L0 iCTOpilo, asie po3KaXKiTb HALKUM
4yuTayam, fIK XKe BM Novanu opraHiso-
BYBaTH NpaBo3axucHi KiHogecTtusani?

4 i3 Capaea. Konv noyanacs BirtHa
B bocHii, s Bxe 6yB y Yexii, ane mos
cimMda Ta apysi 3anmwunmcs B Capaesi.[lo
BillHM 9 OyB TUMOBKMM iHTENEKTyaNoOM —
Hi4YOro He pobuB, NULLE YUTAB KHUMU Ta
MPpiSiB IKOCb HanNUcaTK CBO0. Ane Konu
BillHa moyanacs, s 3pO3yMiB, WO S He
MaTMMy npaBa BMCIOBMOBATH BNACHY
LYMKY, SIKLLLO XXOLHMM YUHOM He Bigpe-
aryto Ha uto BilHy. Lle 6yB abcontoTHuMiM
Kpax ycboro, y Lo 5 BipuB. |aeTbcs He
NWLWe Npo CMePTb NOAEN i 3HULLEHHS
piZHOro MicTa Ta KpaiHuM, AETbCS TakKoX
Npo 3iTKHEHHS 3 AOKOPiIHHWUM 3/710M. TaK
i BUHMKNO NUTAHHS NPO Te, O S MOXY
3p0bMTM 9K 0COBMCTICTb | K YacTMHa
cycninbcTBa. 9 noyas 6paTu yyactb y
ryMaHiTapHin pobori, i came Togi 3po-

IGOR BLAZEVIC

IrOP BNIAXEBIY

3YMiB, WO BiMHA — Lie He NILLe XepTBM
Ta NPOSIB HAMripLUMX NIOACBKMX AKOCTEM.
[Mi yac BiiHM TaKOXX NPOSBASKOTLCS HaLLi
Havikpalyi akocTi. Taki ekcTpeManbHi cu-
Tyauii TakoX NpobyKyOTb CONiAAPHICTD,
ri4HiCTb, CTUMYNIOKOTb MUCTELTBO, KYNBTYPY
Ta iHTeneKTyanbHy AisnbHICTb. | came Topi
S MOYaB BMKOPWUCTOBYBATWM MMUCTELTBO,
KyNnbTypy Ta KiHodecTuBani, wob natu
CBOI 0COBMCTY BiAMNOBiAb Ha BilHY Ta
BiACYTHICTb cBOGOAM.

MpoaoBXKylouM L0 TEMY: AKY ponb Bi-
Airpae Muteub Ta iHTeNneKTyan y cBiTi,
B AKOMY MM XUBEMO?

Ha moto aymky, xopolle MUCTeLTBO,
SK i KynbTypa 3arasoMm, — Lie TBOPEHHS,
36epeXXeHHs Ta BiATBOPEHHS LiiHHOCTEN.
IHKONM BOHO Takox nepenbayae nepe-
OCMMUCIEHHS LiHHOCTEN, 0c0bMBO danb-
LUMBMX. A LLie BOHO BUMAraE BiATBOPEHHS
TOro, LLO 9 HA31BAK OCHOBOI JIOACHKOI
[YXOBHOCTI Ta MOPanbHOCTI. | B LIbOMY —
ronoBHa ponb 6yAb-9KOro MUCTELITBA, 30-
KpeMma KiHo. 3BiCcHO, DinbMu — Lie po3Bara,

€N1IeMEHT Non-KynbTypu. BoHu BUKOHYOTb
ymumano GyHKLiM, ane nepL 3a BCe, BOHM
pO3MoBiAAOTb MNPO LHHOCTI. 3apa3 MU €
CBiAKAMU 3HAYHMX KTEKTOHIYHUX» 3CYBIB,
AKi BXXe CTPYCOHY/IM BECb CBIT. Mu 3HOBY
MAEMO BUPILWNTU, SKi NONITUYHI CUCTEMM
€ eeKTUBHUMMU, IKi CTOCYHKM MU XOYEMO
BCTAHOBWTU MidK JIOABMM, MidK CYCMiNbCTBa-
MU Ta BCEPeaMHI Lmx cycninbCTs. Lle i €
3aBLAHHAM Cy4yacHOro KiHoMumcTeuTBa —
MOpYLLYBATM TaKi NMUTAHHS, OO AiTH 3roap.
He paBatu uiTKy BiANOBiAb, @ peTenbHO
06/1yMyBaTy LLi MUTaHHS, OCKiNbKU AOKNAL-
He pO3yMiHHS 4ACTb NOAAM MOXMBICTb
NpoBeCcTM NPOAYKTUBHWUI Aianor npo Te,
LU0 NEXMTb B OCHOBI HALIMX CYCMiNbCTB i
Hac caMuX 9K iHOMBIMIB.

Bu 3acHoBHMK ecTuBanio One World
- Halbinbworo y ceiti pectuBanio po-
KYMEHTa/IbHOro KiHO 3 NpaB NIOAWHMU.
fIki noaii 3 Horo icTopii € Ana Bac Haii-
BU3HaYHilWMMu?

BuzHauHuM Byno Te, Wo pectmBanb
CTaB MacwTabHMM y nnaHi ayamTopii Ta
3a/ly4eHHs 4ecbkoro cycninbcrea. Lle
Bigbynoca 3a nepwi 5 pokis, konu 3
KiNbKOX TUCSAY Nt0AeN ayamTopis 3pocia
[0 [ecaTkiB TMCAY, @ NOTIM MU BpeLuTi
nocarnyM nosHadkn 100 Tucau noaen,
L0 y TOM UM iHLWKMI cnocib nonyyatoTbes
0o 3axogis One World. MeHi One World
Haragye WOopivyHWUM puUTyan, Ha SKUIE MU
36MpaEMOCS 9K CNinbHOTA, Haue nnemMs
HaBKO/0 BaTpM, L0 BifdUTM pUTM CBOIX
OCHOBHMX LiHHOCTeW. Binbusatouum Lei
PUTM YCHO Hiy 6ing BOrHu1La (CBiTna ekpa-
Ha), M1 NiATBEPAXKYEMO CBOI BipyBaHHS.
Lle nepwa BM3Ha4yHa noais.

IHLWO BaxMBOK noaieto OyB Haw
npuxia y wkonu. CborogHi KoxHa apyra
iKona B Yexii BUKOPUCTOBYE B NPOLLECi
HaBYaHHA inbMK, HaaaHI HawuMm dec-
TMBaneM. Mu nokasanu, Wwo @inbmu,
nnigHa AMCcKycia nicng nepernagy Ta
XOpOLla MeTOAONOris MOXYTb 3anoB-
HUTW NPOrafNMHYy B Cy4acHiN OCBITI. Mu
[0NOMaraEMo BUYUTENAM, LLIKOMAM i AiTAM

HaBUYMTUCS AYyMATU MPO Cy4aCHWW CBIT
i Moro npobnemMu TakMM YMHOM, KU
BOJHOYAC NoJobaeTbca AiTaM, ane no-
Tpebye 3HAYHMX 3YCUb Bif, BUMTENIB.

Ockinbku 36inbleHHs ayauTopii € ana
BaC TaKMM BX/TMBUM NOKA3HUKOM YCHiXy
One World, uu MoxeTe Bu noginutuca
MipKyBaHHSIMM WO0A0 cTparerii noby-
AOBU ayAMTOpii, AKY BUKOPUCTaB Ball
¢ectuBann?

CriepLuy M1 XOTiNM 3a1y4UTU 3BUYANHY
MOoN04b, TOBTO NOAEN, AKi LLIKaBNATbCA
dinbMaMu Ta CBITOM 3aranom,a npaBamm
NIOAMHM — He gyxe. Toai M1 BUKOpUCTO-
BYBA/IM MAapKETUHIOBMI Niaxia, akuii ou
330X0TMB MONOAb NPUIATK B KiHO. Konu
rnapadi BXe CuaaTb Y 3ani, peknama crae
3alMBOH0, OCKINIbKM PiNbMM LOCUTb CUITbHI,
abu nepekoHaTu Ntoaein NpUnTU 3HOBY.
Konn One World cTaB BilMCHO MOOHUM,
MW MoYanu nonynspusyBaTM MOro B
LIKOMaXx, CNiflbHOTaxX, CNiBNPaLoBaTH 3
rPOMaACbKMMM rpynamu, L6 3amyumuTi 1o
nokasis 0cobu1Bi ayamTopii (Hanpuknag,
NiTHIX Ntogei). | Toai MK ckasanu naam
y Yexii, Wo BOHM MOXYTb OpraHisyBa-
™ One World y cBoi¥ kaBapHi, wkoni,
LepkBi. Mu 3pobunu npaea Ha nokas
NeBHOI KiNbKOCTi GiNbMiB 3aranbHUMMU,
1,06 N0 MOTTIM OPraHi3yBaTu HEBENUKI
rpOMaAChKi MoKasu. Takui cUcTeMaTUUHKM
niaxig 00 3anyvyeHHs akTUBHUX NOLEN
[0 nokasy ¢inbmis gonomir pectnsanto
BKOPIHUTUCS Y YeCbKOMY CYCMi/IbCTBI.

Yu e y One World crpaTeris peakuii Ta
BiANOBIAi Ha aKTya/bHi NpaBoO3axMCHi
npo6nemu?

Mu MoxeMo xiba nokasyBaTu 3HATI
dinbmu. Taknum € obMexeHHs KiHobec-
TUBANIO — kMMM 6 He Bynu Bawwi nepe-
KOHaHH$, SKLLO Npo Le HeMaE inbmis,
TO HiYoro He BAi€w. TOMy HalMronoBHile
- wob y Bac 6yno 6arato ¢inbMiB, ki
BUW NnepernsHeTe i cnpobyeTe He Npoek-
TyBaTW Yepes HUX BNACHi NepeKoOHaHHS,
a 3p03YMiTH, O X Li TUCAYI HaZicnaHnX
CTPiYOK pO3MOBiAaOTL NPO Te, L0 BaX-
JIMBO HWKWM NloASM. MU pifKo MOXeMo
nepenbaunTu, aKkoto byae ronosHa TeMa
decTmBanto. Mu 103BoN9EMO dinbMaMm i
iXHIM TBOPLIAIM, TKOAAM, SIKi 3arIMBIOKTLCS

B NpobnemMu cycninbCcTBa Ta Cy4acHoOro
CBITY, PO3MOBICTM HaM MpPO BaX/MBE.
BnpopoBx OCTaHHiX [LeKiNbKoX pokiB
One World Ha pik-niBTopa Bunepenxae
CBITOBI AMCKycii. Hanpuknag, Kinbka pokis
TOMY FONIOBHO0 TEMOIO Haworo dectu-
Banto Gyna 3alHATICTb — | OCb panTom
39BUAKNCS BCi Ui pyxu Ta AMCKyCii npo
npaLiBHKKIB, bigHicTb | 6e3pobiTTs. KiHo-
pexucepu nepLuMMm NOMiYaoTb CYCMiNbHi
npobnemu. One World cnyxae, npo wwo
pO3noBiAatoTb GiNbMu, i AEKONM BUCBIT/IHOE
Lii TEMM paHilLe, HiXX r(pOMaAChbKi ANCKYCIi.

OcTaHHi pOKM BM aKTMBHO NpauloBanu
B M’aumi (Bipmi), nocr-koHpnikTHIN
KpaiHi, Npo Ky yKpaiHCbKa ayauTopis
3Hae HebaraTo. flkum 6yB Baw AocBia?

S neTanbHille po3noBsiM Npo opraHi-
3aLLito MpaBo3axMcHOro GecTmBanto AOKy-
MeHTaIbHOro KiHo B MHMi nig, yac Moro
suctyny B DOCU/KJTACI, ane ckaxy, o
[ns MeHe Le 6yB He3BMYalHUIA foCBia. Lie
3pyiMHOBaHa KpaiHa, sika nepexwmna dinbLue
60-T1 pOKiB LLy>Ke XXOPCTOKOI AUKTATYpU
Ta rpOMafsHCbKOI BiliHW. TaM 51 npavoo
3 I10AbMU, AKMX 3BiNbHUAM Nicns 15-niT-
HbOTO YBS3HEHHS B TPOMiYHi TOpMi. BoHM
rofoAyBanu Ta CUAINU B Kamepi nuwe
yepes Te, WO JONYYUINCS O MATUXBU-
JIMHHOT BYNMYHOT AeMoHcTpadii. Tenep
BOHM HaMararTbCsl 3HOBY CTATU YACTUHOKD
CBOro cycninbcrea. Lle 6yB BUHATKOBMM
[0CBiA. 51 oNMHMBCA y NOTPiBGHOMY MicLi B
noTpibHMI Yac, Wob NoainuT1Cs 3 HUMMK
[LLOCBIAOM, IKUI OTPMMAB Yepes 3MiHu B
HaloMy cycninbCTi. TaMm 5 Lwe pas nepe-
CBiAgYMBCS, WO dinbmMu Ta KiHopecTuBani
[L0NOMaratTb 3aroiTi paHu B CyCninbCTBi
3 IMBOKO TPaBMOBaHUMM NIt0AbMU. JTioau
He MOXYTb PO3MOBICTU MPO CBOO TPABMY,
TOMY WO iX HIXTO He cnyxae, abo X ix
KapatoTb 3a Te, L0 BOHW MOPYLUYIOTb LI
Temy.[Jobpe opraHizoBaHuii hectmBanb
3 XOpOLIMMH dinbMaMu MOXe LONOMOTTH
NOLAM NPUBCENIOAHO PO3MOBICTY NPO Lii
TpaBMM, LOMOMOITU MOYYTU OLLHE OAHOIO
Ta NMoYaTH 3Li10BaTU CBOE CYCMiNbCTBO.

DOCU/KJIAC «4K 3ANYCTUTHU
®ECTUBAJb 13 MICIEID?»

3 IFOPEM BJIAXEBIYEM
BIABYAETbCA 28 BEPE3HA O 14:00.

"ONE WORLD HAS BEEN ABLE TO LISTEN TO WHAT FILMS

An interview with Igor Blazevic, founder of the largest human rights
documentary film festival, One World, where we talk about solidarity and
intellect in times of war and the ability of filmmakers to uncover the

deep problems in society.

Interview by
NADIYA CHUSHAK

You have probably told this story nu-
merous times before, but can you tell
us one more time, for our readers, how
you started organising human rights
film festivals?

I'm originally from Sarajevo. When
the war in Bosnia started | was already
in the Czech Republic, but my family
and lot of my friends were living in
Sarajevo. Before the war | was a typical
intellectual - | was doing nothing but
reading books and dreaming of writing
one myself eventually. But after the war
started | realised that | would have no
right to say anything if | didn’t find a
response to the war. It was such a pro-
found catastrophe of everything that
| believed in: when you are suddenly
faced not just with the death of the
people and destruction of your city and
country, but you are faced with profound
evil. That’s when the question appears
about what you can do as an individual
and as a part of society. | started to
get involved in humanitarian work,and
that’s where | realised that wars are not
just places where people are victims
and where you experience the worst of
what a human being can do to another
human being. You also experience the
best of what is in a human being. Such
extreme situations are also very much
about solidarity,about dignity,about art
and culture, about intellect. And that’s
when | started to use art, culture and film
festivals as my own personal response
to the war or lack of freedom.
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Following on from that question,what is
the position of the artist and intellectual
in the world we live in?

| think that good art - and we can
expand it to culture as a whole - is about
creating, keeping and recreating values.
That also sometimes means questioning
values, especially fake ones. This also
calls for the recreation of what | call
the backbone of human spirituality and
morality.And this is the most profound
role of any art, including film art. Film, of
course, is entertainment, popular culture,
and it can perform many other services,
but more deeply than anything else, it is
about the values. Currently we are once
again in a situation where we are going
through tremendous tectonic changes,
where the whole world is shaking.We are
faced again with the profound question
of what kind of political system works,
what kind of relations we want, between
us and between societies and within
societies. And | think this is the task
and challenge of the art of film today
- to tackle these questions in order
to bring understanding. Not clear-cut
answers, but a careful deliberation, a
careful understanding which will bring
an opportunity for people to have a
proper dialogue about what we consider
as the backbone of our societies and
of us as individuals.

You are the founder of the One World
Festival, the biggest human rights docu-
mentary film festival. What are the big-
gest milestones in the festival’s history
for you?

The first milestone was when the

festival became big in terms of the au-
dience and in the terms of outreach
to Czech society. It happened in the
first five years, when we moved from
a couple of thousand of people in
the audience to tens of thousands,
and finally we reached a hundred
thousand people who were in some
way attending the One World events.
For me One World has been like an
annual ritual in which basically we,
the community of people, are coming
together like the tribe comes around
the fire to drum out what our core
values are. By drumming the whole
night around our fire - the light of the
screen — we are reconfirming what we
believe in. This was the first milestone.
The other important thing was when
we went into the schools. Now every
second school in the Czech Republic
uses films provided by our festival in
their education.We have shown that the
films, good discussion after the films,
and good methodology can bridge an
important gap in today’s education.
We are helping teachers, schools and
children to think about the world to-
day and its challenges, in a way that is
very attractive for young kids but very
demanding for the teachers.

Since building audiences is such an im-
portant marker of success for One World
for you, can you share some insights with
us into the strategies for building up
the audience that your festival used?
First we tried to appeal to main-
stream young people, that is, people
who are interested in film and the world
in general, but maybe not necessarily
in human rights. Back then we used a
marketing approach to persuade young
people to come to the cinema. Once they
were already in the cinema, we did not
need any more marketing, because the
films were strong enough to persuade

them to come again. When One World
became really trendy we started to ex-
pand into schools, into communities, we
started to organise cooperation with
civil society groups to bring special
audiences to our screenings (such as
elderly people). And then we said to
people in the Czech Republic, ‘you can
be an organiser of One World in your
coffee shop, your school, your church’
We cleared the screening rights for a
certain number of films so that peo-
ple could organise small community
screenings. This systematic approach
to involve active people into becoming
those who rescreened the films helped
One World to go deep into Czech society.

Does One World have a strategy of re-
acting to or reflecting on urgent human
rights problems?

You can only show the films that
have been made. This is a limit of a
film festival: whatever ideas you can
have about what is important or rel-
evant, if there are no films to show,
you cannot do anything about it. So
the most important thing is to have a
Lot of films submitted, to see them and
to be very careful not to project what
you think is important, but to see what
those thousands of films that have been
submitted are telling you about what
is important to the people. We rarely
have preconceived ideas about what the
main topic of our festival will be.We let
the films and filmmakers, who are the
people who dig deep into their societies
and in the world today, tell us what is
important. In the last couple of years,
One World was always a year or a year
and a half ahead of the popular debates.
For instance, a few years ago main topic
of our festival was employment, and
suddenly you have lots of movements
and discussions about working people,
being poor and people losing their jobs.

ARE SAYING

Filmmakers are obviously pioneers in
identifying deep problems in society.
One World has been able to listen to
what films are saying and to highlight
these topics, sometimes even ahead of
more general debates.

For the last few years you have been
working actively in Myanmar (Burma),a
post-conflict society that remains largely
unknown to Ukrainian audiences. What
was your experience there?

| will talk in more details about or-
ganising a human rights film festival
there during my DOCU/CLASS talk, but
here | want to say briefly that it has
been an extraordinary experience for me.
This is a country that was destroyed,
because it has been in a very brutal
dictatorship and a civil war for over
sixty years. | have been working there
with people who were released after
spending 15 years in a tropical jail,
starving, just for doing one five-min-
ute long demonstration in the streets.
Now they are trying to reengage with
their society. It was an extraordinary
experience to be at the right place at
the right time, to share experiences
that | have gained from changes in our
societies with them. | also witnessed
once again there how films and film
festivals can help to heal wounds in a
society with deeply traumatised people.
People are not able to talk about their
trauma because no-one ever listened
to them, or they were even punished
for talking about it. And a well-organ-
ised festival with good films can help
people to talk publically about these
traumas, it can help people to listen to
each other and start to heal the soul
of the society.

DOCU/CLASS WITH IGOR BLAZEVIC,
LAUNCHING FESTIVALS WITH MISSION,
IS SCHEDULED FOR 28 MARCH AT 2 AM.



MENOAIA WYMY MELODY OF NOISE

MNP0 MY3MUYHE TA
NOKYMEHTANIbHE

JALIA CTOKO3

SKLLO BM YW roCTIMM TOPILIHBOTO hecT1Banto
Docudays UA, y Bac MOxe BUHWKHYTU BiguyTTS
dnewbeky - «Y npoMeHax coHua» Bitanis MaH-
CbKOTO MPOAOBXMTb «[leHb BU3BONEHHS» Yrica Onte
Ta MopteHa TpaaBika, Lo OMOBIAAE MPO NepLmnit
KOHLLepT 3axiAHOro poK-rypTy B icTopii [iBHiYHOT
Kopei, a Ha 3MiHy BiABaXXHMM «YKpPAiHCbKMM Le-
pudam» PomaHa boHaapuyka npuxoanaTb He MeHLU
XapW3MaTUUHi MO0 My3MKaHTU 3 XePCOHCbKOrO
opkectpy Dixie Land. TpeTiit ¢inbMm i3 My3snyHUM
AKLEHTOM, KU notpanue o nporpamu DOCU/
APT, «Menogis wymy» WBenLapCbKoi pexmncepkm
littn Fcenn 3MycuTb npuragatv xit 2010 poky -
irpoBuMi iNbM «3BYKM LLIYMY» NPO KTEPOPUCTUUHY»
rpyny 6apabaHLumKiB, L0 BUKOPUCTOBYHOTb BCiNsi-
KWIM BYJIMYHWUIM iHBEHTAP SIK MY3WUYHI iHCTPYMEHTHU
i MNaHyTb 3aX0NNEHHS CBOTO MiCTa HEYYBAHWUM
[OHWHI TBOpOM MucTeuTBa. Jlvwe y «Menogii»
MOeTbCs NPO peanbHUX NOAEN, NS SKUX BUNOB
YyZepHaLbKMX 3BYKIB i3 HABKOMLLUHBOTO CEpeso-
BULLA — XXUTTEBE MOKIMKAHHS, dinocodia 6yTTs,
3peLuToto, 3aX0NMBa rpa, sika 3 KOXXHOK HOBOI
3HAXiAKOK — SIK-OT CKPUM CaA0BMX BOPIT UM A3EHBKIT
MOHETMU, L0 LOTMKAETCA A0 NMOBEPXHi KepaMiiyHOro
nocyny, — AOAAE a3apTy Ta aflpeHaiHy y Kpos.

LlikaBo cnocTepiratv He nuLe 3a 3AUTTIM [,0-
KYMEHTaNIbHOTO KiHO Ta MY3UKM, ane 1 3a TUM, 9K
pexucepamm 306paxyeTbes Yac: GiNbM-3akpuUTTS
«[leHb 3BiNbHEHHS» OXOMIE MPOMIXKOK, Yy MeXax
SKOro 6yB CTBOPEHWI CBIT; NPOTAroM LUECTU LHIB
CNOBEHCbKMI anbTepHaTMBHUIA pok-rypT Laibach
Ha Yoni 3 pexxMcepoM-noCTaHOBHUKOM KOHLLepPTY
MopteHoM TpaaBikoM NiaNALUTOBYHOTLCS 1O CyBOPUX
BMMOT | MPaBu/ aBTOPUTAPHOIO pexxnMy [MiBHIUHOT
Kopei - ayTb Ha NOCTYNKM, BUKIIOYAKOUM 3 Tpe-
KNiCTy HE3PYYHi KOMMO3WULLIT YM HAATO pafMKaNbHi
Bi3yasibHi pilleHHs, He MatoTb NPaBa BifibHO nepe-
CyBaTUCb, NepebyBatoTb HykBaNbHO 3apy4YHUKAMM
Harnspadie Big pexxumy. Ha Tni MOHTaxy CLeHM
YYaCHUKM rypTy (B0 cnoBa, 3abopoHeHoro B Pocii
yepes3 Hapyry Haj pOCiMCbKMMM HaLiOHaNbHUM
riMHOM) MipKytoTb Npo Te, Lo, NONPU LIeH3ypy 1
YMCIEHHT 0BMEXXEHHS, KYNBTYPHUIA 06MiH NPy LbOMY
He CMUHAETLCS. | MoKKM Ha KopAoHi 3 [iBaeHHOt0
Kopee€to i3 ry4HOMOLLIB YHAE aHTUKOMYHICTUYHA
nponaraHaa Ta CTPINSIHWMHA, HA CbOMUIA AeHb nafadi
MYCUTUMYTb BiANOBICTU AN cebe Ha aKTyanbHi i
N8 YKpaiHW NUTaHHA: e NPONsrae eTMuHa Mexa,
WO BM3HAYAE, Y IKMUX KpaiHax apTUCTU MOXYTb
BMCTYNaTKH, @ Y SKUX — Hi; YU BCE MUCTELTBO €
NoNiTMYHUM 3a CBOEK NPUPOAOHD; YK Bnara meTa
(nokasaTu anbTepHaTUBHI LIHHOCTI i norngau),
3peLToto, BUNPaBLOBYE 3ac0bu ii JOCATHEHHS?

Dixie Land PomaHa BoHpapuyka (nporpama

DOCU/KOHICTDb), 3 ofHOro 60Ky, 303€TbCA He3a-
BEPLUEHUM YU HEMOBHUM, @ 3 iHLIOTO — LiIKOM Y
Lyci GpaHLy3bKMX iMMPEeCiOHICTIB Ha eKpaHi po3-
ropTakTbCs MKW XKUTTS | CTAHOBIEHHS TOAUHW.
Hanpwknap, konm Maneya pantom nepeBTiNETCA
y NianiTKa 41 AOPOCAOro i MOYMHAE YCBIAOMNEHO
6paTtu BiAMOBIAANBHICTb 33 CBOI pilleHHs, IK-0T
PoMaH, Skuit i3auTb Ha CYXaHHS Y MY3UYHUIA iH-
TepHaT y XapKoBi 1 AeHb 33 AHEM MPOXMBAE Ty
camy pyTuHy: «Tak a XTo Ka3as, Wo byae Beceno?
Bci uepes Take npoxoaunu. Yum 51 BigpisHSOCh Big,
iHWKUX? MeHi 30a€eTbcs, Hiumm». Dixie Land - ue
icTopig npo AMTauMit opkecTp, 3acHoBaHui Ceme-
HOM PUBKiHMM nicng Moro noBepHeHHs 3 [pyroi
CBITOBOI Bi/iHM y XepcoHi. 3apa3oM, y dinbMi He
roBOPWTBCS, 3BiAKINS MOXOAUTH N0HOB YONOBIKA 10
MY3MKM, 00 X K BiH OOMPAB y4aCHMKIB OpKecTpy;
rNsfay He OTPUMYE XKOAHUX BBIAHMX, ane [ocTaT-
HbO pa3 MOYYTH iXHIO Py Ta KinbKa AOLKYAbHUX
KoMeHTapie CeMmeHa MukonaoBmya,abu cknactu
YSIBEHHS, 3 IKOHO BiAAAHICTIO BUOYA0BYBaNMUCH MOTO
CTOCYHKM 3 YYHSIMM, IK TPEMKO BUTPAHOBYBANCS
TanaHTu.Lle cTpiyka npo BenmKy NOASHICTb, | Yac
Yy Hilt — po3nore MOpCbKe NOMOTHO.

Y «Menogii wymy» BiH HabyBae iHLWOi hopmMM.
Yac 3actmrae y MOMEHTI, KoM BUMMKAOTLCA YCi
NIOACHKI YyTTS, OKPiM HaATOHKOro cnyxy. [pyna
€HTY3iaCTiB i3 WMPOKNM MY3UYHUM BeKIpayHAOoM
He 3BY)XYHOTb CBOO YBary 0 poboTt 3 TpaauLLiiHuK-
MU IHCTPYMEHTaMM YW KOMITIOTEPHUMM NMPOrPaMaMMm.
BoHM x0adTb BYIMUAMM, NiCaMK | ransiBUHAMK, He
LypatoTbCa CMITTE3BANMLL, 3a3MPAOTh Y KPaMHMY-
KM AOMALUHBOIO MOGYTY, i HA CBOEMY LUASXY TOPKa-
FOTbCS KOXKHOTO 0OEKTY UM MaTepii, LLLO NOTEHLIMHO
MOXe MICTUTK Yy cobi 3BYK. YacOM BOHM BAAIOTLCS
[10 KOMDBiHYBaHHS Pi3HOMaHITHUX NpeaMeTiB, abu
BiIHaMTW iXHE 0COBnMBE 3BYYaHHS. A KOMK, 3peLu-
TO0, AOMAratTbCs ifeanbHoi GopMu 3BYKY YM TO
NPUPOAHOrO Baiiby, BOHU BNMCYOTb MOr0 Y CKAAA-
HiLLy KOMMNO3MUit0. Hanpuknag, Taky, Wo opraHivyHo
MOEAHYETHCA i3 LUENECTOM AOLLY, LLLO PO3MoYaBCa Nif,
yac CTBOPEHHS Tpeky. Ha AyMKy HEMUHYYe CnagyThb
acouiauii 3 BukoHaBuamu Depeche Mode, Nine Inch
Nails, Sigur Rds um Biopk, KoXeH i3 IKuX CBOro yacy
3BepTaBcs abo [0 iHAyCTpianbHOro, MeTaneBoro,abo
NMPUPOLHOIO, KOCMIYHOTO 3BYYaHHS.

Un € y umx ekcneamuiax LiHHICTb NS pO3BUTKY
Cy4acHOro My3m4HOro NpoLecy — CyMHiBHO. Yacto
YXMBE BUKOHAHHS BUK/MKAE Y NYONiKM LMPHIA CMiX.
BipTyo3HicTb My3uKaHTiB, fiKi rpatoThb Ha YCTaHOBKaX
3i CMiTTEBMX BaKiB, TPyO Ta iHLLOrO MOTNIOXY, CNpaBAi
pO3BaXaE i 3aXONE BiABiAyBadiB dectnanis
y Kutai, ane HaviBaxnuBiLe B Lii icTopii - ue Te,
SK HaMAMBAKYBATILUi 04U, HE 3HAKUM Hi BIKOBMX,
Hi ByAb-IKMX HWMX 0OMeXeHb, CTBOPIOKTb AN
cebe Hili 1 HaNOBHIOKTb IX CMUCIOM.

ON

MUSIC AND

DOCUMENTARIES

DASHA STOKOZ

If you paid a visit to last year’s Docudays
UA, you may be experiencing some flashbacks
- Under the Sun by Vitaliy Manskiy, followed by
Liberation Day by Ugis Olte and Morten Traavik, a
film about the first Western rock concert in North
Korea; but instead of Roman Bondarchuk’s bold
Ukrainian Sheriffs you'll see charismatic young
musicians from the Kherson orchestra Dixie Land.
The third musical film that was included into the
programme DOCU/ART, Melody of Noise by the
Swiss director Gitta Gsell, will remind you of a
feature hit from 2010, Sound of Noise, about a
‘terrorist’ group of drummers who use all kinds
of junk they find on the street as musical instru-
ments, and plan to take over their city with a
never-before-heard work of art. Melody, however,
is about real people for whom creating strange
sounds out of their immediate environment is
their lives’ calling, their philosophy, an exciting
game where each new discovery, such as a creak
of the garden gate or a clatter of coins against
the surface of a ceramic pot, adds excitement
and adrenaline to their blood.

Itis interesting to observe not only the merg-
ing of documentary films and music, but also
how filmmakers depict time. The closing film
Liberation Day manages to create a whole world
in the period it was filmed; for six days, the Slo-
venian alternative rock band Laibach, under the
leadership of the director and producer of the
concert Morten Traavik, adapts to the stringent
requirements and regulations of the authoritarian
regime of North Korea - they make concessions,
taking out uncomfortable tracks from the setlist
or rejecting some radical visual solutions; they are
not allowed to move freely and are literally held
hostage by the regime. While building the stage,
the members of the band (which, by the way, was
banned in Russia because of their desecration of
the Russian national anthem) argue that, despite
numerous restrictions and censorship, the cultural
exchange doesn’t really stop. And while on the
border with South Korea the loudspeakers con-
tinue to spout anti-Communist propaganda amid
constant gunfire, by the seventh day the viewers
have to find answers to a number of relevant,
especially for Ukraine, questions: where is the
ethical boundary that determines which artists
can perform in some countries and which cannot?
Is all art political in nature? Do good intentions
(like showing alternative values and attitudes)
ultimately justify the means of realising them?

Roman Bondarchuk’s Dixie Land (programme
DOCU/YOUTH) seems on the one hand to be

unfinished or incomplete, while on the other it
appears to be made in the spirit of French impres-
sionism, with life cycles and human development
unfolding right there on the screen. For example,
when a little kid suddenly transforms into a teen-
ager or an adult, and begins to consciously take
responsibility for their decisions - like Roman,
who goes to recitals to a music boarding school
in Kharkiv and keeps living through the same
routine day in, day out: “Who ever said that it
would be fun? Everybody goes through this. Why
am | supposed to be different? | don’t think | am.”
Dixie Land is a story about a children’s orchestra,
founded by Semyon Ryvkin in Kherson after his
return from World War II. Now, the film does not
tell us where the man’s love of music comes from
or how he chose the kids for his orchestra - the
viewer does not receive any clues on this; but
after hearing their performances and a few of
Semyon Mykolayovych’s quips, we get a sense of
the commitment he puts into building relation-
ships with his students and carefully honing their
talents. This is a film about human generosity, in
which time is a spacious canvas.

In Melody of Noise time takes on a different
form. It freezes in the moment when all human
senses shut off, except for perfect hearing. This
group of enthusiasts with a wide musical back-
ground does not restrict itself to traditional
instruments and computer programs. They walk
through the streets, forests and lawns; they go
to garbage dumps, visit small homeware shops,
and on their way they touch every object or piece
of matter that may potentially produce sound.
Sometimes they resort to combining different
objects to discover their special sound. When
they eventually discover the ideal sound or its
natural vibe, they incorporate it into a more
complicated composition - for example, one
that seamlessly blends with the patter of rain
which started when the track was created. This
inevitably reminds us of Depeche Mode, Nine
Inch Nails, Sigur Ros or Bjork, each of whom has
sought either an industrial, metallic or a natural,
cosmic sound.

Whether these expeditions have value in the
larger development of modern musical process
is unclear. Live performance often results in au-
diences laughing their hearts out. The virtuosity
of the musicians playing on drum kits made of
garbage cans, tubes and other junk is genuinely
entertaining and delights festival-goers in China,
but the most important thing in this story is
how the weirdest people, who don’t care about
age or any other restrictions, create niches for
themselves and fill them with meaning.
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MNicok y TpomM6oHi. Mope B 6apabaHax. [lokymeHTanbHuit (inbMm

Dixie Land BiakpmBa€e uboro poKy gectuBanbHy nporpamy

ana piteii i nignitkis DOCU/IOHICTD. IcTopis autauoro axas-6enpy

3 XepcoHy npo nepwi cknagHi nutaxHs toHocri. Mpo Te, sk Mpis

MOXe NONOHUTH JIIOAUHY, POGUTb BENIMKOIKO i CNOHYKAE A0 3MiH.
Pexxucep Poman boHpapuyk po3noBiB HaMm, Ik HOMY BAANOCS CRiiMaTH

Y Kaap I0HiCTb, CHU Ta MY3MKy.

Po3moBy Bena
BIKTOPI XOMEHKO

SIK y TBOEMY XKMTTi 3'IBUBCA XEPCOHCLKUM
6enp, DixieLand?

Y 2010-my dawa (daps Asepuen-
KO — aBTOp cueHapito dinbmy, ogHa 3
npoAlCcepok — pen.) 3anponoHyBana
3HaTV g Docudays UA ponuk 3a ixHboi
yyacTi. Ham Toai 3aaBanocs, Wo Aitu, aKi
cnasaTb y nigBani xepcoHcbkoro Manavy
MUCTEUTB i rpatTb Ha MATUX Tpybax
[1XKa3 — CMiB3BYYHO TOMY, SIK BUFNAAAE
Haw decTMBanb y «40KYMEHTaNbHOMY
nigninni» byauHky KiHo. Mu 3pobunu
Len ponuk, i Ha BiakputTi Docudays
UA y 6epe3Hi 6eHp, Lie 1 HaXMBO BiA-
4ynby4yyBaB OKas.

A Bxe nicns hecTsanto My OTpUManmu
MpOMnOo3MuLiito Bif NaTBIMCbKOI NpoAtocepKm
[noHW biyeBCbKOi LONYYMTUCH A0 aNib-
MaHaxy «15 mMonoamx npo Monoamx»,
[le MONIofi pexucepu-a0oKyMeHTanicTu
3 KONULWHIX pagsHCbKUX pecny6bnik pos-
noBiJanu Npo NOKONIHHS, IKe BUPOC/IO
nicns «coto3ie». [1ns LbOro anbmMaHaxy
MW 3p0Bunn KOPOTKMI GinbM npo MoniHy
3 DixieLand. Ane notim Bupiwmau, Wwo
3HiMEMO NOBHOMETpPaXHe KiHO He inLe
npo Hei,a i npo ii ctaporo BuMTens Ta
iHLMX MY3MKaHTIB GeHAy.

Monina crana Tielo, XTO 3aTArHyB Bac y
¢inbM. A 9K 3 iHWKMMK AiTbMU?

Hepnapma x 3'aBunacs ines LiBYmH-
Kun-opkectpa. BoHa cama 10Bro He Morna
BU3HAUMTUCS, HA IKOMY iHCTPYMEHTI i 61
XOTifioca rpatu. | e 3 4acoM 3ynuHK-
nacs Ha TpoM60Hi. JIboBa X 0HO3HAYHO
nBUryH uboro 6eHpy. BiH 6yB nopsg 3
iXHiM yuntenem CemeHoM Mukonainosu-
yeMm Big camoro novatky. Yce X B3arani
noynHanocs 3 Toro, Wwo PuekiH 6pas
niten 3 Bynuui. Braryeas y uen oxas,
YYMB iX rpaTh Ha iHCTpyMeHTax. Ockinbku
nifBan iXHii 3HaX0AMBCS HA NPOXiAHin
NapKoBiN ByNMLI, YCi, XTO YyB MY3UKY,
NPOXOAAYM NOB3, LIiKaBUIUCS, 3arNg4anu
y BikHa. Tak ue npuBabntoBano iHWuxX
[iTer NTU BYUTMCA [0 HbOTO.

[ymato, paHille AiTM He yABASM, LWLO
Take AO0KYMEHTa/IbHEe KiHO. Sk BOHM
pearyBanu Ha 31OMKy?

Bce opHO Le fiTh, SKi 3BUKIM 0,0 KOH-
LepTiB i N0i30K, i 0c061MBOro NoaMBy He
6yno. Konu M1 noixanu 3 HUMK y NTiTHIN
Tabip,To B HiyY, KONMW BCi BUMA3yOTb OOMH
0fHOro 3y6HOK MacTol, BOHU i1 caMmi
3ant06KuM 3HIManM Ha Kamepy.

Yu He 6yno 6aykaHHA AaTh iM Yy pyKu
Kamepy Bif, caMOro no4arky?

DIXIE LAND

KoxHa Mos cnpoba filaBaT reposm
KaMepy MeHe po34apoByBana. Hanpuknag,
wepudosi puroposuyy (repoi dinbmy
Pomana boHpapuyka «YkpaiHcbKi lwepwu-
du» - pep.) 9 aaBy pyku GoPro i oTpumaB
B Kagpi «rpy B Pembox». Ta 1 TyT Le 6yna
6 30BCiM iHwWa ecTeTuka. KapTuHa cBiTy
TOro, K Nt0au xoTinu 6 cebe 6aunTn, a
He Te, K TM ix 6aumw. [1na MeHe uikase
KiHO TaM, ie g1 6ayy peasbHiCTb,a He TaMm,
fe s pobnto ii 3 YyKMX CNoCTepexeHb.

AAiTH AIK repoi AOKYMEHTa/IbHOTO KiHO
NpUMXUBIWI?

KoxHa AMTvHA BOCNiXKYE yce HoBe
HaBKOO 3 irpOBMM 3aB34TTaM. | ronoBHe
6yn0 NoNBaTH 38 TUMMU iHPAHTUNIBHU-
MU, BOXKeCTBEHHMMMU, ippaLlioHanbHUMK
peyamu, SKi 3BABISNINCA CaMe Y iIXHbOMY
XWTTi. Hanpuknag, 4itv 4OpOrowo y inanb-
HI0 KMAAKTb OAHE B OAHOTO TOMOMUHUIA
nyx — NpocTa piy, Ky HiKoiu He 3pobuTb
nopocmit. Ane ofpasy 3rafyeLl, KU BiH
Ha JOTUK, IK HabMBAETLCA B HiC, KOMU
TW CaM OCTaHHi pa3 6paB 1Moro Jo pyk.

MeHi }inbM TMM | MUAKIA, WO MaE
TaKy CTPOKaTy KOMMO3ULIt0 — 9K LKTa
KOBApaA 3 KNANTUKIB.

Pi3Hui1 cTyniHb BTpyYaHHS B XXMUTTA re-
pos Aae 30BCiM iHWY puTMiKy. Bia yoro

3a/IeXuTb Lieli BUGip npeseHTauii repos
Y AOKYMEHTaNiCTULi?

Bin camoro repos i 3anexuTb. Y Ko-
rocb MOBiNbHUIA TeMMepaMeHT, | Tpeba
BUraflyBatM MOMy CuTyauii, yBecb 4ac
NiALTOBXYBaTH, NPOBOKYBATU. XTOCb BU-
6YX0BUA, | HaBMaKK — GOHTAHYE LLOXBU-
JIMHK, TOX Tpeba ans cebe dinbTpyBaTn
MOro «POHTaHM».

Y BWTUHCTBI CBIT CNpMIAMAETbCS
iHaKLwe. 303€TbCs, WO Yacy He icHye. Lo
™ — BiYHMI. MeHi Mwnocs npo Te, Wwob
no6aynTu CBIT iXHIMM 04MMa, i NepL 3a
BCe, CHOKYCyBaTUCA Ha TOMY, WO AiTH
NOMiYakoTb Yy LLbOMY CBITi.

Aitn papunuca 3 To6ot0?

JlboBa 6yB ayxxe po3rybneHuii. 3ara-
JIOM, BTpaTa BUMTENS CTaNna HaMBaX/IUBI-
LLOO MOAIER Y XKMTTI AiTer. BoHn mycunm
NpUIAHATY NepLUi Aopocni pileHHs. | Jlboea
30KpeMa MyCUB HaBaXXMUTUCS KepyBaTu
opKecTpoM gani abo 6paTtncs 3a BnacHy
MY3UMYHY Kapepy. BpelwTi-pewT BiH 3po-
3yMiB, WO He Moxe 3aMiHuTUM CeMeHa
MukonanoBmya, i BCTYNMB HA HAaBYAHHS
1o Kuesa. CueHa, fie BiH Kaxe npo ue
LiTaM, - kto4oBa. TaM e BUAHO, IK BOHU
ntobngTb ofiHe 0AHOrO. | BUAHO, WO Y BiLli
TPUHAALUATM POKiB 5-6 pOKiB MPOXUTOrO
pa30M Yacy BUOAKTbCS HECKIHYEHHICTTHO.

3peLuToto, KoXKeH ans cebe 3Haxo-
OWTb BiANOBiAi Ha Habonini 3anUTaHHs
N1LLEe 3 YacoMm.

MM B IKMICb MOMEHT AJ1si cebe Bmpi-
Wmu, Wwo ue byae dinbM, IK1iA NOYHETLCS
3 HUX 9K [iTEN | 3aKiHYMTCS HUMM, Ki
nogopocilanm.

lMicna ycix nofin, WwWo 3 HMUMK BiA-
6ynmcs 3a Ui ABa POKM, MU 3p03yMinu,
WO icTopis cTana iHakwWo - 39BMnacs
MOX/IMBICTb NOPIBHSATH IXHE CTAaBNEHHS
[10 CBIiTY, KONU BXe Maew H6patu Bigno-
BiJaNbHiCTb Ha cebe, i nig, Li€to BianoB.i-
[anbHiCcTO 3MiHWTUCS. 3pewToto, Dixie
Land npo npu3HaYeHHs B XUTTI, 3 IKMM
Tpeba BU3HAUUTUCS.

Ane 1 1,0 BCbOro BiH HaBilOE Lie BiAYyTTS,
L0 AUTUHCTBO, MOB COH. UM Lie 3aBxam
TaK?

[ymato, y AUTUHCTBI 303€TbCS, WO
HaBKOJIO HEMAE rPaHei, KOMNPOMICIB i
npioputeTiB. | 3apas, BXe LOpPOCIOMY,
uen iHbanbTUBHMI CTaH TSXKKO 3ragatu.
Tomy BciM Ham Tpeba MaTu Koroch nepen,
coboto, 1Wwob npo Le HaragyBas.

NOKA3U ®UIbMY DIXIE LAND
BIOBYAYTbCS B BYAUHKY KIHO:

26 BEPE3H$ O 19:00 B YEPBOHIN 3AJI,
28 BEPE3HS O 20:30 B CUHIN 3AII.

POMAH BOHIAPYYK ROMAN BONDARCHUK

Interview by
VIKTORIA KHOMENKO

How did DixieLand, the band from Kher-
son, come to be in your life?

In 2010, Dasha (Dar’ya Averchenko
is the film’s screenwriter and one of the
producers — Ed.) suggested they make
a short clip for Docudays UA. Then we
thought of those children who were
sitting in the basement of the Kherson
Palace of Arts and playing jazz on their
battered pipes - that their situation
echoes ours, as we were a festival in
the ‘documentary underground’ of the
House of Cinema. We made this video,
and then this band was invited to the
opening of Docudays UA in March to
play live jazz.

And after the festival, we received
a proposal from the Latvian producer
Ilona Bicevska to take part in the 15
Youngsters About Youngsters anthology,
a project in which young documentary
filmmakers from the former Soviet re-
publics portrayed the generation that
grew up after the Union’s collapse. For
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Sand in the trombone. Sea in the drums. The documentary Dixie Land
opens this year’s DOCU/YOUNG, the festival programme for children and
adolescents. The story is about a children’s jazz band from Kherson and
the first challenges of one’s youth. It shows how a dream can captivate a
person, make them great and open them up to change. Director Roman
Bondarchuk told us how he managed to catch all that on film: the youth,

the dreams, and the music.

this anthology we made a short film
about Polina from DixieLand. But then
we decided that we would produce a
feature film not only about her, but also
about her old teacher and the other
musicians in the band.

Polina became the person who dragged
you into the movie.And what about the
other children?

No wonder we had this notion of
the orchestra girl. She had been unsure
about the instrument she wanted to play.
Only after some time did she finally
decide to learn trombone. Lyova is
clearly the engine of the band. He
was there with their teacher Semy-
on Mykolayovych from the very start.
It all started when Ryvkin met the
children on the streets. He dragged
them into this jazz, taught them to
play their instruments. As their cellar
is located on a street by a busy park,
people became interested when they
overheard the music and looked inside
the windows. And this is how the other
children started learning from him.

| think that previously the children had
no idea what a documentary film is. How
did they react to being filmed?

The children had got used to concerts
and travels anyway, so it was nothing
special for them. When we went to a
summer camp with them, they them-
selves willingly took the camera and
filmed the traditional final night of the
shift, when the children secretly covered
each other with toothpaste.

Were you planning to give them a cam-
era from the very beginning?

It had always been a disappoint-
ment each time | tried to give a camera
to a character in my movie and make
them film by themselves. For example,
| gave Sheriff Hryhorovych (a character
in Bondarchuk’s film Ukrainian Sheriffs —
Ed.) a GoPro,and then | saw him playing
a Rambo wannabe. And this time the
result was also in a completely different
aesthetic. We see the world in the way
people would like others to see them,
not in the way you see them for real.
For me a movie is interesting when it

shows how | see reality, not how | make
it from other people’s observations.

Are children more capricious as char-
acters of a documentary?

Achild playfully and eagerly explores
everything around them.And the main
thing was to hunt for those childlike,
divine, irrational things that came to
be in their lives.

For example, on their way to the
dining hall,they threw poplar fluff at each
other —a simple thing that an adult would
never think of. But when you see it, you
instantly remember its touch, the way it
gets stuffed in your nose, and the time
when you last held it in your fingers .

| find this film so cute precisely for
having such a diverse composition — like
a sewn patchwork quilt.

The differing degrees of intervention
into the lives of characters produces a
completely different rhythm. What de-
termines how you choose to present a
documentary character?

It depends on the character. Someone
has a slow temperament,and you have
to come up with the situation suitable
for them, push and provoke them.Some
people are explosive or — on the con-
trary —constantly expressive, and you
have to filter their ways of expression.

A child perceives the world differ-
ently. It seems that time does not exist.
It seems that you will be that way for-
ever. | wanted to see the world through
their eyes and focus primarily on what
children pay attention to in this world.

Did the children listen to your advice?
Lyova was very confused. Overall, the
loss of the teacher had become the most

important event in the children’s lives.
It was the first time they had to take
adult decisions.And Lyova, in particular,
had to either make a daring attempt to
manage the orchestra or start his own
career in music. Eventually he realized
that he could not replace Semyon Myko-
layovych and went to study in Kyiv. The
scene in which he tells the children
about this decision is the key. You can
plainly see how they love each other.
And it is obvious that when you are
thirteen, the 5-6 years you had lived
together seems like forever.

After all, everyone only finds the
answers to troubling questions after
some time.

At some point we decided that this
film would begin with them as children
and end by showing how they matured.

After the events that had happened
to them in these two years, we realised
that the story had become different -
we can see how their attitude to the
world changed when they had to take
responsibility and change in order to
act accordingly. After all, Dixie Land is
a film about the purpose in life which
you should define for yourself.

Besides, it gives the feeling that childhood
is like a dream. Is this always the case?

| think that in childhood one believes
that there are no hard edges, trade-offs
and priorities. And now, as an adult, it
is difficult to recall this childlike belief.
Therefore, we all need someone nearby
to help us remember what it was like.

SCREENINGS OF DIXIE LAND WILL TAKE
PLACE IN CINEMA HOUSE:

ON MARCH 26 AT 7 PM.IN RED HALL AND
ON MARCH 28 AT 930 PM.IN BLUE HALL.



AKTOBOPUTU 3 AITbMH

AHHA KPABYEHKO
3aCHOBHMLA KOBOPKIHTY
3 nitbMu Zelenka

foBoprMO npocTo i HeronobanbHo. Kaxkemo,
O CMITTA MAE NOTPANASATH B CNeLianbHO
npu3HayeHe Os1g Hboro Micue. Posnosiga-
€MO, WO 3i CMITTAM BifOYyBa€ETLCA MNOTIM
i YoMy He Ayxe 300pOBO 3acMiyyBaTu
noskinng. [Mpo Taki peyi, 9K i Npo Te, Ynm

APTEM YANAWM
MUCbMEHHNK

Moi #iTM we ManeHbki — ABa Ta YoTUpKU
pOKM, — ane BXe TPOXM rOBOPUMO Yy NNaHi
«nnaHeTa 6yne 6pyaHa, SKWo ™M byaew

POCABA
CniBayka

3apas cuHa AyKe LiKaBnaTb pi3Hi 9BMLLA,
NpeaMeTH, Ta ik BOHM NPALLIOOTh | IK BNnaLu-
ToBaHi. Hanpuknag, «<Kaska npo xnonuuka,
KWW 3aXOTiB CTaTU KOPOOGKOK (BOrHeM,
CipHMKOM, paKeToK)» — g NOYMHAL ii BU-
ragyBaTv 3 MOMEHTY HACiHHAYKA, 3 IKOro

AHJIPI1 BOBPOBULIbKUIA
ekcneprt 3 eKOTEXHOOTiN

HeMae ceHcy roBopuTH 3 AiTbMK PO €Ko-
norito - Tpeba roBopuTH NPO KOHKPETHiLLI
peui. MNpo ixHi Mpii abo MaibyTHe, npo
YyMCTe NOBITPS, NPO Te, WO iM NogobaEeTLCS.
Hanpuknag, konu aBa oHi TOMy S caguB
3 LiTbMK AepeBa, TO oApasy CnuTas, WO
iM Nof06a€ETLCS B AEPEBAX: XTOCh CKA3aB
- JINCTYKO, XTOCb CKA3aB — rpyLi, XTOCb
CKasaB, Wo iM nogobaEeTbcs NasuTK Mo
nepesax. [1oTimM 9 po3noBgiB iM npo cuny
Ta €Heprito i cnuTas, K BOHW BavaTb L
NOHATTS... TAKOX YaCcOM BaXK/IMBO CKa3aTh
LOCh TaKe, O NpMBepHe yBary aitei. Ha-
NPUKNag, q AiCTaB MilleYOK 3 HACIHHAM i
CKa3aB, LLLO B MeHe TyT 6oMba, a MoTiM — Lo
MOX/IMBOCTI OAHOMO XONyAs UM HACIHM-

15:00-22:00

nanepoBMM NAKET KPaLLMM 33 MIACTUKOBUH,
MOXHa roBOPWTU 3 AiTbMU HaMMEHLLOro
BiKY, @ OCMMUC/EHI Ta Cepro3Hi po3MOBMU
Kpalle NMoYMHaTH poKiB 3 m'aTu. Moi ait,
gK i BCi, pearytotb Ha noaibHi po3moBwu
4acoM 3auikaBneHo, Yyacom banayxe:) Ta,
3peLuToto, KLLO MU — LOPOC/i — AOTPUMY-
€MOCS NpaBua NPUPOAHOI ririeHn cebe i
CBOrO OTOYEHHS, TO 1 AiTW HACNiAYBATUMYTb
Hal npuKnag.

CMITUTU», — NO-NPOCTOMY. 1S KOXHOro
BiKY CBOi pO3MOBW, a[Ke BaX/MBICTb LibOro
NMUTaHHA 04YeBMAHA. A pearyiTb BOHU, 9K
i Ha BCe iHWe, WO iM KaxyTb 6aTbkn — B
TaKoMYy BiLli 32CBOIOIOTb Ta IHTEPHANI3YHOTb
K LLOCb caMo coboto 3po3yMine.

BMPOC/IO AepeBLe, a NOTIM NOTPaNuIo Ha
nunopamy, i Tak ax Ao kapTtoHy. e mu
rpaEmMocs B rpy umm Le 6yno paHiwe i
4YMM MOXe CTaTW B ManbyTHbOMY. B Takin
dhopMi MOXHa 6araTo 4oro MosICHUTM. A
YONI0BIK i3 CUHOM MaMCTPYIOTb Pi3Hi peyi
3 MaKyBaJIbHOro KapTOHY — YOBHMU, Bynasy,
XaTUHKU. OBHUM CIOBOM, KMYHKTUK» Y HAaC
Ha TeMy eKosnorii €.

HM 3HaYHO BinbLi HiXX Y aTOMHOI 6OM6OU:
aToMHa 6oMba 36inbluye CBil noTeHuian
y TUCAYY pasiB, @ HAaCiHWMHA — B MiNbAOHM
pasis. [Toka3yBaB, K HaCiHHS NPOPOCTAE,
pO3MoBiAaB, LLO 3 HMM BiabYBaETLCA NiCNs
NOTPaNsNHHS B 3EMJII0, K MO0 MOXHa
NoCaauTW B FOPLUMK i AOMNSAATU 3@ HUM.
[iT — HaMAONUTAMBILWI ICTOTM HA NNaHe-
Ti, AN HUX LIKaBICTb — Lle TaKUi camMuii
CUNBbHUI THCTUHKT, IK CaMO36epexeHHs.
SKLLLO NOBOAMUTMCA NEPEL HUMM LUMPO, BOHM
3aBXAM BiAryKYHOTbCS, HaBiTb Binblie 3a
popocnux. [lyxe BaXnuBo Aatu im 3mory
BMKOHYBATK fKiCb Aii — pobuTtn camomy
" NponoHyBaTH AiTam pobuTn Te came. B
KOAHIM pasi He MPOCUTU i He NpUMYLLY-
BATW, MOXHa TilbkiM BMOBAATU. Baxknueo,
abu BOHM po3yMinu, WO Le 3pobuTb iXHE
KUTTS LiKaBilLMMKM abo KpaLLuMm.

ANNA KRAVCHENKO
founder of Zelenka co-working space with
children

We should talk to them in simple terms,
not in global terms. Say that garbage has to
end up in the place specially designed for
it. Tell them what happens to the garbage
afterwards, and why it is not healthy to
pollute the environment with garbage.
These things,as well as about the reason
why a paper bag is better than a plastic
bag, can be discussed with children from
the youngest age, while meaningful and

ARTEM CHAPEYE
writer

My children are still very young, two and
four, but we are already starting to talk a
little along the lines of “The planet will
be dirty if you drop litter on the ground”

ROSAVA
singer

Nowadays, my son is very interested
in all kinds of phenomena, objects, the
way they operate, what they are made
of. For example, there is a tale about “a
boy who wanted to become a box (fire,
match, rocket)”; | start to imagine it if
from the moment when the tree grew

ANDRIY BOBROVYTSKY
environmental technology expert

There is no point in talking to children
about ecology; you should talk to them
about some more specific things — about
their dreams or their future, about clean
air, about the things they like. For ex-
ample, when | was planting trees with
the children two years ago, | asked them
what they liked about the trees: some of
them mentioned leaves, some mentioned
pears, and some said they liked to climb
trees. Then | told them about power and
energy and asked how they see these con-
cepts...Also,sometimes it is important to
say something that will attract children’s
attention. For example, | took out a bag
of seeds and said that | had a bomb in it,
and then | said that the potential of one

HOW CAN WE TALK TO CHILDREN

serious conversations should preferably
start from the age of five. My children,
like any other children, sometimes re-
spond to these conversations with interest,
and sometimes with indifference:) But,in
the end, if we adults stick to the rules of
natural hygiene, as they apply to us and
our environment, people will follow our
example.children the chance to do the
same. Under no circumstances should you
beg them or force them, only persuade
them. It is important for them to under-
stand that it will make their lives more
interesting or better.

in simple terms. Every age has its own
conversations, because the importance of
this question is obvious.And they respond
to it the same way they respond to anything
their parents tell them: at this age, they
process and internalise it as something
which is obviously true.

up from the seed, and then ended up at
a sawmill, and then up until it turns into
cardboard. We also play a game about
what something used to be before and
what it can turn into in the future. In this
way you can explain many things.And my
husband and son make all kinds of things
out of packaging cardboard, such as boats,
matches, houses. In short, we do have a
thing with protecting the environment.

acorn or seed is much bigger than the
potential of the atomic bomb, since the
atomic bomb increases its own potential
a thousandfold, but the seed increases
it by millions. | showed them how a seed
grows, told them what happens to it when
it is in the ground, how it can be planted
in a pot and taken care of. Children are
the most curious creatures on the planet,
and they have a natural survival instinct. If
you are honest with them, they will always
respond, even more than adults. It is very
important to give them the opportunity to
engage in action, do something yourself
and offer children the chance to do the
same.Under no circumstances should you
beg them or force them, only persuade
them. It is important for them to under-
stand that it will make their lives more
interesting or better.

B/IAKUTHA BITAJIbHS / BYAUHOK KIHO
BLUE SITTING ROOM / CINEMA HOUSE

25-30/03

FOR 3-14 YEAR OLDS
WE SPEAK ENGLISH TOO

MPOMECIAHWIA LOrNAL 3A ITbMU 3-6 POKIB
PO3BAXANbHO-OCBITHI NOAIT 1A MUTEA 6-12 POKIB
CTYAI IOKYMEHTANBHOTO TEATPY 1Sl 9-14-PIYHUX
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14-31/03
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@NCTABKA OOTOTPADIN
IHCTATPAM-NPOEKTY
“IMIHA KNIMATY WOAHY”

@1 1KPUTTA 25.03 0 17:00
BYAUHOK KIHO, 3-1 MOBEPX
BYJl. CAKCATAHCbKOTO, 6

- < @AUNCH 25.03 AT 17:00
CINEMA HOUSE, 2ND FLOOR
VUL. SAKSAHANSKOHO, 6

HEINRICH BOLL STIFTUNG




