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Production editor —
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Tema piBHOCTI NoB’'Ai3aHa 3 baratbMa
CycninbHUMM npobaemMaMn W BUKAUKAMW.
Jliopcbka rigHicTb, cBobofa, cnpaBefnun-
BICTb Ta PIBHICTb € TUMW LIHHOCTAMM, Ha
AKUX TPUMAETLCH KOHLEMNLis mpaB JIOANHM.

Mu xunsemo B goby, KonW TonepaHT-
HICTb BW3HAYaETbCA OAHWMM 3 TONOBHUX
NPUHLMMNIB CMIBICHYBAHHA Yy CBITI PI3HO-
MaHITTA. Ane pa3oM 3 TuM, 9K | B baraTbox
IHWKX KpaTHaX, LWIHHICTb pPIBHOCTI cnpuiMae
Nlefib YM MOJIOBMHA HaceNeHHs Ykpaihu. 3a
MeXxamu LOMIHYloYMX CTepeoTUNiB Ta BCTa-
HOBJIEHHSA BAALHUX HOPM Ha OKOMWLAX CyC-
MINBHOMO >KWUTTH MPOAOBXYITb bopoTuca
33 CBOI MpaBa Ti, XTO He OTPUMYE PIBHOMO
CTaBfieHHA Ta nosaru B MnybaiyHoMy mpo-
cTopi. ToMy piBHICTb MoTpebye akTUBHUX AV
3 boky npaBo3axmMcHuKiB. Liboropiy Mu 6 xo-
TNV MOrOBOPWUTU MPO Te, L0 Take PIBHICTb i
AK 11 cnoBigyBaTVt B >XMWTTI MOBCAKAEHHOMY.
Lo ue B3arani Take — abcTpakTHa, iHTENEK-
TyanbHa KOHLEMLIA Y NpakTUYHa LiHHICTb,
LOTPUMYIOUYMCh AKOI MOXHa [OCArTW B3a-
emonoBaru Ta besneku? | B yomy nonsirae
KOpiHb HEBAANMUX Cnpob AOCArTM PIBHOCTI
B PI3HMX chepax XWUTTA CbOrOAHI — Y CBITI
HeMMOBIpHOI iHbOpMaLiiHOl AoCTynHOCTI?
Yu ue npobnema moniTMYHA, 4M NPUYMHA
B TOMY, LL,0 JIIOACTBO 3aX/IMHAETHCA B LIae-
HoMy 06csa3i iHbopMaLLii?

Mu HaBMUCHO BRanUCH A0 ipoHii: 6o
TeMa HWHIWHbOrO decTusanio — Le npo-
no3unlis CycninbCTBY BMMIPATW pIBHI piB-
HOCTI, MOLMCKYTYBaTV MpO Te, YU JOCHXKHA
PIBHICTb Yy HalW 4Yac | B HaluMx ymoBax. Yu
MW FOTOBI MpUIMaTK NvLe Ti NpaBuia, AKi
HaM nogobatoTbes, Ta IrHOpyBaTi moTpebu
IHWMX? AKi HacNiAKM 0YiKyl0Tb CYCMiabCTBO,
B SKOMY JIOAM YN Fpynu NOAe HaMaraoTb-
CA BCTaHOBWUTM CBOI piBHI piBHOCTI? Cno-
BEHCbKa poK-3ipka Bif dinocodii, 9k Moro
Ha3wuBatTb, CnaBon XKuxxek aKoch LLIOKyBaB
CBIT Te3010, WO Cy4acHa TONepPaHTHICTb CTae
NPOTUIEXHICTIO caMii cobi — 3aMicTb eM-
naTil Ta piBHOrO CTaBIEHHS BOHA MOYMHAE
HaragyBaTV IFHOPYBaHHA Mnpobaem IHLWWX,
MpYIXoBaHe 3a MacKo CoLialbHOT MPUCTON-
HOCTI Ta BBi4IMBOCTI. Yn Le Tak?

Llob npobnemaTnsysatn Te, WO 3a-
3BMYal 3aMoBYYeTbCH abo IrHOpYeTbCH, Ta
PO3XMUTaTU CTEPeoTUNU, SKMX MOBHO B Cy-
YaCHOMY CYyCMiNbCTBI, MU CTBOPWAM LWICTb
cneuianbHUX KiHOMPOrpaMm, Wo L03BOASIOTL
NOMASHYTU Ha HaMMOLIMPEHILWI HEepPIBHOCTI
3 pi3HMX pakypciB. Big cTpivok nporpamu
KBIPHICTb, wo BvkpuBatTb abcypaHicTb
LVCKPUMIHAUIT — nofekyau HaBiTb Ha Aep-

>K@BHOMY PiBHI — 3a 03HaKol reHAepHOol

ILEHTUYHOCTI, 1O LOKYMEHTaNbHMX CBILYEHb

NPOLOBXEHHS XIHOYol bopoTbbu 3a piBHe
CTaBAeHHS Ao cebe B npnBaTHOMY Ta nybiiy-
HoMy npocTtopax y nporpami [TPOCTA XXIHO-
YA PIBHICTb. Big npobnemaTuzauii Biky gk
dakTopy (HelpiBHOCTI B cycninbCTBi, AKiM
npuceayeHi dinbMyu nporpamu MOBAXHA
PIBHICTb, pno ictopi# npo 6e3rny3nicTb co-
LianbHUX 0bMexXeHb ONa Aogel 3 iHBanigHI-
CTH0, Lo 3ibpaHi y nporpami CUHOPOM PIB-
HOCTI. Big pokymeHTanbHux cnpob BifHaM-
TV MPUYNHWM iICHYBaHHS Cy4acHUX GopM guc-
KpVMIHaLIM 3a pacoBOto 03Hakow B Nporpa-
Mi HEO-HEPIBHICTb po mowyky cninbHoro
XKWUTTECTBEPAHOMO 3HAMEHHMKA B ICKPaBOMY
PI3HOMaHITTI CBITOBMX Peniriv, aknin ob'en-
HaB ¢inbmu nporpamm CBATA PIBHICTb. Yci
Ui ¢inbMKM Tak YM iHaKLe BMHOCHATb Ha MO-
BEPXHIO MUTaHHA, WO NepeBaxHO 3anua-
0TbCS B TIHI NYBAIYHUX BUCKYCIN.

[o obrosopeHHs npobsemM piBHO-
cTi Ta bopoTebw 3a Hel MM 3anpoLlyeMo
| mo3a KiHo3anaMu: 30Kpema Ha crelianb-
HVX MOKa3ax CTPIYOK, CTBOPEHMUX 3@ TEXHO-
SIOTi€l0 BIpTYyanbHOI peafNbHOCTI, WO cTana
0AHOYACHO i PyLUiEM PO3MOBCIOLAXKEHHS MOCT-
npaBAau, " edpekTMBHMM 3acoboMm «moBep-
HeHHA» A0 AINCHOCTI; abo Ha MoAiax Hallol
IHAyCTpianbHOT NAaThopMu, GKy MU MPUCBS-

TN NMUTAHHAM ,EI,OKyMEHTaJ'IiCTl/IKl/I, 34aTHoT

CTaTu KaTani3aTopoM MO3UTUBHUX 3MiH Yy Cyc-
MiNbCTBI.

Llboro poky Haw decTtuBanbHUN
noctep — ue nabipmHt. OnTu4Ha into3iqa
3 baratonoBepxiBok, 3 bankoHamu-npuby-
[,0BaMu, BCOAMCYLLMMY NapKoBKaMu Ta 3a-
roHamu 030pPOEHMX NIOAEN Y HOPHYMX CTPOSX,
L0 OCTaHHIM YacoM 3'ABNAAMCA Ha HaLUMX
BYNIMLSAX, — HE 3PO3YMis0, KOMY BOHM MifAMno-
PALKOBYIOTECS Ta HECyTb BRacHe, ocobnuse
YSBJIEHHSA MPO PIBHICTb.

Lle MeTadopa bBesymcTBa, B AKe MU
3aHYPIOEMOCb, — PO3MMBAHHA LHHOCTI
piBHOCTI. Hacamnepel, — nepef 3akOHOM.
Mu npydaemocs 3MiHaM Ta MoAepHi3aLil.
[pukpallaeMo apky Kofbopamy BECeskw, a
MoTiM, HEBILOMO YOro 3/19KaBLINUCh, CaMi X
NMoBEPTAEMO 1 3HOBY cipuid konip. llokno-
Haemocad MA®am 3 xpectamu, aki bynu Ha-
MeTaMu, afe 3 KOKHUM POKOM KaM SHiloTb Ta
po3pocTatoTbes B3noBX i Bwwup. LLaHyemo
3a/1i3HY XIHKY 3 MeyeM. AK CMMBOJI MPOCTOro
>KIHOYOrO LacTa.

[MoHATTS piBHOCTI BaratorpaHHe, | Mu
3anpoLyeMo B Mofopox dectusanem, Ljob
OVBUTUCS, TMOPIBHIOBATK, [UCKYTyBaTV Ta
cnpobyBaTv 3po3ymiTi, Ak BysyBaTi XWTTS,
MICTO, Hally KpaTHy, 9K LWyKaTu BUXIA I3 Na-
BipnHTYy.
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The topic of equality is related to
many social problems and challenges. Hu-
man dignity, freedom, justice and equality
are the values which underpin the concept
of human rights.

We live in times when tolerance is
defined as one of the main principles of
coexistence in a world of diversity. At the
same time, as in many other countries,
the value of equality is accepted by less
than half of Ukraine’s population. Outside
of the dominant stereotypes and the es-
tablishment of the rules of power, those
who do not receive equal treatment and
respect in the public space continue to
struggle for their rights at the periphery
of public life. Therefore, equality requires
decisive action by human rights activists.
This year, we would like to discuss what
equality really is, and how to practice it in
everyday life. What actually is it — an ab-
stract, intellectual concept, or a practical
value, which allows mutual respect and
security to be achieved? And does the root
of the unsuccessful attempts to achieve
equality in various areas of contempo-
rary life lie in the world of an incredible
availability of information? Is this a po-
litical issue, or is it because humankind
is choking in a overwhelming amount of
information?

We have deliberately resorted to
irony: the theme of our festival is to offer
society a measure of equality, to discuss
whether equality is achievable in our time
and in our conditions. Are we only willing
to accept the rules that we like and ignore
the needs of others? What are the conse-
quences of a society in which people or
groups of people are trying to establish
their levels of equality? Slavoj Zizek, the
Slovenian so-called rock star of philoso-
phy, once shocked the world with the the-
sis that contemporary tolerance becomes
the opposite of itself: instead of empathy
and equal treatment, it begins to resemble
the neglect of the problems of others, hid-
den behind the mask of social decency and
courtesy. Is it so?

In order to examine what is usually
silenced in our society and to undermine
its abundant stereotypes, we created six
special programmes that allow us to con-
sider the most common inequalities from
different angles. From the films of the
QUEERALITY programme that reveal the
absurdity of discrimination — sometimes
at the level of the state — on the ground
of gender identity, to the documentary
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evidence of women's continuing struggle
for equal treatment in publicvand private
space in the SIMPLE FEMALE EQUALITY
programme. From age as a factor for so-
cial (inJequality in the SENIOR EQUALITY
programme, to the stories about the futility
of the social constraints on disabled people
that are collected in the EQUALITY SYN-
DROME programme. From documentary
attempts to find the reasons why contem-
porary forms of racial discrimination exist
in the NEO-INEQUALITY programme, to
the search for the common life-affirming
denominator in the vibrant variety of the
world’'s religions, which unites the films
from the HOLY EQUALITY programme. In
some way all of these movies raise issues
which mostly remain in the shadow of pub-
lic debate.

We also invite the participants to
discuss the issues of equality and the
struggle for it outside the cinema halls:
for instance, at special screenings of the
movies created with the use of virtual-re-
ality technology, which has become both
the engine for the spread of post-truth and
an efficient tool for a ‘return’ to reality; or
at the events of our industrial programme,
which is dedicated to the topic of docum-
tentaries that are able to bring about posi-
tive changes in society.

This time, our festival poster is a
labyrinth, an optical illusion made of high-
rise buildings with attached balconies,
omnipresent parking lots, and squads of
armed men in black — these people have
appeared on our streets recently, it is un-
clear whom they report to, and they carry
their own special ideas about equality.

It is a metaphor for the insanity
which we are descending into, because we
do not stick to the values of equality. First
of all, equality before the law. We resist
changes and modernisation. We paint an
arch in rainbow colours and then, scared
of who-knows-what, repaint it back in grey.
We worship makeshift structures with
crosses, which used to be tents, but year
by year they petrify and expand in length
and width. We worship an iron woman with
a sword as a symbol of simple female hap-
piness.

The concept of equality is multi-
faceted, and we invite you to the festival's
journey to look, compare, discuss, and try
to understand how to build the life, the city,
the country, and how to search for an exit
from the labyrinth.
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HA SIKI MOAi NOTPIBHI KBUTKM

®ecTuBaNbHI Nokasu TpuBatoTb 3 10:00 go 23:00

Jlokauir: kiHoTeaTp «KoBTeHb», KiHoTeaTp «YkpaiHa» Ta KpeaTWBHUM
npocTip IZONE.

Ha dectuBani fie kBuTKOBa cucTeMa. EAMHA LiHa KBUTKA Ha PaHKOBI
Ta neHHi ceaHcm (no 18:00) — 40 rpuseHs. EavHa BapTiCTb KBMUTKA Ha
BedipHi ceaHcu (nicns 18:00) — 60 rpuseHs.

KBuTok Hafgae npaBo 3aliHSTU BibHE MicLe B 3aJi, OKPIM 3ape3epBoBaHuX
pectuanem. OnnH KBUTOK MOXe BUKOPUCTATV NnLLe OAWH rAsAaq Ans BiaBi-
JyBaHHs 0JHOro CeaHcy.

BinbHwii BXip:

* Ha BCi decTmBanbHi nogil 8 IZONE,

e nogii DOCU/PRO ta DOCU/KJIAC,

® oAl NpaBo3axmcHoi nporpamu, otoBucTasky Ta «Kusy bibnioTeky».

[Ins yyacTi B gesikmx 3axofax noTpibHa nonepefHs peectpallis, nNpo Lwo
B Nporpami 3a3Ha4yeHo oKpeMo.

Bxif Ha uepeMoHito BigkpuTTs decTuBanio BiAbyBaeTbCa nuLle 3a 3a-
NPOLIEHHAMM.

AE NPUOBATU KBUTKU

Keutok MoxkHa npupbatv y dectmBanbHUX kacax Ta oHnaviH. [lpogax
KBUTKIB Ha KOXEH OKpeMWIn ceaHc 3akiHuyeTbes 3a 10 XBUAWMH fo 1oro
noyaTky.

®decTUBaNbHI Kacu:
KinoTeaTtp «XKoBTeHb»: ByN. KOCTAHTUHIBCbKA, 26
KiHoTeaTp «YKkpaiHa»: Byn. Apxitektopa Mlopogeubkoro, 5

[poTsiroM decTrBanto kack KiHoTeaTpiB «KoBTeHb» Ta «YKpaiHa» Bigumn-
HeHi woaHs 3 12/03 ta npauosatumyTh y «)KoBTHI» 3 9:00 go 22:00 po
30/03 (kiiouro), B «YKpaiHi» 3 10:00 go 22:00 go 29/03 (skio4HO)

3ayBaxTe, WO B PeXMMi OHNaWH MOXHa KynuUTWU 3BUYAMHWIA KBUTOK.
Be3kowToBHI KBUTKM 3a aboHeMeHTOM, akpefuTauielo Ta Miabramu
MOXHa 0TpMMaTn NuLle y GecTnBanbHUX Kacax.

Bynb nacka, 3BepHiTb yBary, Wo B OHNAWH-NPOAax MoTpanise nuiie
YacTVHa 3arafbHol KibkocTi KBWUTKIB. KBMTOK TakoX MoxHa npuabatu
He3nocepefHbO Nepes ceaHcoM y Kaci B pasi 10ro HasgBHOCTI.

ﬂ-
E .:E OHnaiiH-npoaax

[N BCIX Sl0KaL,in Ha
[m] = s

www.docudays.ua

A [IE TA'AK bPATA KBATKIA HA CEAHCHA

AKI € Nbrn

Be3KoLTOBHI KBUTKM A1 OKpeMUX KaTeropii rnagadis

[MeHcioHepw, Wkonspi, ydacHuky Ta BeTepatn ATO MatoTb MpaBo oTpuMaTu
De3KOLWTOBHUI KBUTOK Y GeCcTmBanbHUX Kacax, MokasasLluy NoCBIAYEHHS.
KoxHiln 0cobi ninbrosol kateropii Moxe ByTv BUAAHO nuMLLe OLUH KBUTOK
Ha OAWH CeaHc. Y3aTu KBUTKM Ha napanesibHi ceaHcn HeMoXMBo. [inbro-
BUIA KBUTOK i€ NIVILLE 33 YMOBW NPef, ABJEHHS NOCBIAYEHHS KOHTPONepy Ha
BX0fi 10 KiHO3anu. 3ayBaxTe, De3KOLITOBHMIA KBUTOK BUAAETLCS B Kacax y
nepenaeHsb abo B fieHs nokasy (asne He paHiwe).

3HuKKa 50% Ha KBUTKU Ta abOHEMEHTU ANA CTYAEHTIB

[NokasaBLUM NOCBIAYEHHS, CTYLEHTW MalTb NpaBo NpuabaTn dectmsans-
HWIN aboHeMeHT abo KBUTOK 3i 3HMXKKo0 90%. KoxHilt ocobi Takoi ninbro-
BOI KaTeropii Moxe byTv BUAAHO NNLLIE OAMH KBUTOK Ha OAVH CeaHc. Y3aTu
KBUTKM Ha MapanesibHi ceaHc HeMoXAnBO. [1iNbroBUin KBUTOK LIACHUNA
NIVILLIE 3@ YMOBM HaJaHHS CTYAEHTCbKOro MOCBiAYEeHHS KOHTPOsiepy Ha BXo-
0l [0 KiHo3anu.

OkpeMi 6e3KoLITOBHI NoKa3n

[eski seyipHi kiHonokasu (nicns 15:00) € 6e3koWTOBHUMYM 418 BCIX KaTe-
ropin Bigginysayis (Taka iHpopMaLis okpeMo nosHadeHa B nporpami). Ins
TOoro, Wob noTpanuTK Ha Takuii ceaHc, NOTPIBHO oTpuMaTK He3KoLIToB-
HWit kBuTOK. Moro MoxHa oaepkaTi y becTrBanbHil kaci abo 3aMoBUTH
oHnanH. OgnH rasagay Moxe oTpUMaTH LLE OfMH KBUTOK Ha Takunii ceaHc.

®ECTUBAJIbHI ABOHEMEHTH

[ns rnagadis, gk nNAaHyloTb NPUCBATUTM decTBaMio MakCUMyM 4acy,
nepepbaveHi Kinbka BUAIB aboHEMEHTIB.

«TMOBHUI TMXXAEHB»

Moro pis noLvploeTbest Ha BCi KIHOCEaHCH Y BCiX BpeCTUBaNbHIX N0KaL|AX,
OKPIM MOAIN, Lo BMUMaratoTb okpeMol peecTpalil. ADOHEMEHT MOXHa Ky-
nuTU Ak oHnaiiH: www.docudays.ua, Tak i 3 12/03 y becTmBanbHmX kacax.
LliHa Ha uel aboHeMeHT — 800 rpuseHb.

«[oBHWI AeHb>»

Moro ais NolwMploeTbes Ha WicTb KIHOCEaHCIB NPOTATOM OfJHOT0 pecTu-
BaJIbHOr0 LHS Y BCiX GecTnBanbHMX NoKaLisx, oKpiM NOAil, Wo BrMaraTb
oKpeMol peecTpalil. AboHeMeHT MoXHa npuabaTn y decTnBanbHMX Kacax
323/03.

LliHa Takoro aboHemeHTa — 200 rpvBeHb.

®PecTuBanbHi aboHEMEHTH 3i 3BHUKKAMU AN CTYAEHTIB
CTyneHTV MoxyTb NpuabdaTt aboHEMeHTH NOBHOTO TUXKHS Ta OHOM0 AHSA
3 50%-B0t0 3HMXKKOI0. IX i NOWMPIOETLCSA Ha BCI KIHOCEAHCU NMPOTAroM

WHERE AND HOW TO OBTAIN TICKETS

WHICH EVENTS REQUIRE TICKETS

Festival screenings will take place between 10 a.m.
and 11 p.m.

Locations: Zhovten Cinema, Ukraine Cinema and IZONE
Creative Space.

Entry to all festival screenings is with tickets only.

The single ticket price for morning and day screenings

(before 6 p.m.) is UAH 40.

The single ticket price for evening screenings

(after 6 p.m.) is UAH 60.

A ticket entitles its owner to take a free seat in the audience, except
for the seats reserved by the festival. One ticket can be used by only
one viewer to attend one screening.

Entry is free:

e toall festival events in IZONE,

e to DOCU/PRO and DOCU/CLASS events,

e to human rights events, the photo exhibition and the Live Library.

Participation in some events requires registration in advance, which
is specifically indicated in the program.
Entry to festival opening ceremony is by invitation only.

WHERE YOU CAN BUY TICKETS

Tickets can be bought at festival ticket offices and online. Ticket
sale for each particular screening ends 10 minutes before its be-
ginning.

FESTIVAL TICKET OFFICES:
Zhovten Cinema: 26 Kostiantynivska str.
Ukraine Cinema: 5 Arkhitektora Horodetskoho str.

During the festival, the ticket offices of the Zhovten Cinema and
Ukraine Cinema will be open every day. The ticket offices will start
working from March 12.

Opening hours:
From 9 a.m. to 10 p.m. in Zhovten Cinema

From 10 a.m. to 10 p.m. in Ukraine Cinema
(until and including March 29)

[=] x: [m]
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Tickets can be bought online
for all locations at
www.docudays.ua.

Note that you can only buy a regular ticket online. Free tickets for pass
or accreditation holders and for discount categories can be obtained
only at festival ticket offices.

Please note that only a part of the total number of tickets are sold
online. You can also buy a ticket, if it is still available, directly before
the screening at the ticket office.

DISCOUNT CATEGORIES

Free tickets for particular categories of viewers

Pensioners, school children, participants and veterans of the ATO
have the right to obtain a free ticket at festival ticket offices upon
presenting a relevant ID. Each person who belongs to a discount
category can receive only one ticket to one screening. It is impos-
sible to receive tickets to simultaneous screenings. A free ticket
is valid only in case a relevant ID is presented to the controller at
the entrance to the cinema hall. Please note that tickets of this
category can be received at ticket offices on the day before the
screening or on the day of the screening (but not earlier].

50% Discount on tickets and passes for students

Upon presenting a student ID, students have the right to buy a fes-
tival pass or a ticket with 50% discount. Each person who belongs
to this discount category can receive only one ticket to one screen-
ing. It is impossible to receive tickets to simultaneous screenings.
A free ticket is valid only in case a student ID is presented to the
controller at the entrance to the cinema hall.

Specific free screenings

Some evening screenings (after 3 p.m.) are free for all categories
of viewers (this information is specifically indicated in the pro-
gram). In order to attend such a screening, each visitor needs to
obtain a free ticket. It can be received at a festival ticket window
or booked online. One viewer can receive only one ticket to such
a screening.

FESTIVAL PASSES

To those audience members who plan to dedicate as much time as
possible to the festival, we offer several types of passes:

Whole week pass

Valid for all film screenings at all festival locations, except for
the events that require registration in advance. The pass can be
bought both online at www.docudays.ua and at festival ticket of-
fices from March 12.

The price of this type of pass is UAH 800.

One day pass

Valid for six film screenings during one festival day at all festival lo-
cations, except for the events that require registration in advance.
The pass can be bought at festival ticket offices from March 23.
The price of this type of pass is UAH 200.

3a3HayeHoro TEPMIiHy A5 BCIX $pecTrBanbHUX J0KaLil, OKPiM MOAiN, Lo
noTpebytoTb okpeMoi peecTpallil. ADOHEMEHT MOXHa KynuTK K OHNaNH:
www.docudays.ua, Tak i 3 12/03 y decTmBanbHmx Kacax, nokasasLum CTy-
LIEHTCbKEe NOCBIAYeHHS.

ABOHEMEHT He rapaHTye BiIbHOrO MiCLS Ha KOXeH ceaHc. BiH Hagae Mox-
NMBICTb noamBuUTMCS binblue GiNbMiB 3a MeHLLy LiHY. Y byab-skoMy pasi
BnacHuK aboHeMeHTa NoBMHeH BpaTi KBUTOK Ha KOoxXeH ceaHc y decTu-
BaNibHMX Kacax. Ha nigctasi aboHeMeHTa KBUTOK BMOAETbCS HE3KOLITOB-
Ho. KBWTOK fiiCHWIA viLLe 338 yMOBW HafaHHs aboHeMeHTa KOHTposepy Ha
BXO[li A0 KiHO3anu.

3ayBaxTe, Lo abOHeMeHT [ae MOXIMBICTb OTPUMATH He binblue HiXX OAMH
KBWTOK Ha 0f1H ceaHc. KBUTKM Ha ceaHCy BUAGIOTLCS B Kacax y NepeaneHb
abo B feHb nokasy (ane He paHiwe). Y3aTu KBUTKW Ha napanesbHi ceaHcn
HEMOXJIMBO.

Y pa3si BTpaTVt aboHEMEHT He MOHOBIIOETLCS.

®ecTuBanbHa aKpeauTaLis

3anpoleHi rocTi, y4aCHUKM Ta NapTHepu GpecTnBanio aBTOMaTUYHO OT-
pUMytoTb becTBanbHy akpeaunTalito.

AkpefMTOBaHI rocTi, y4acHuku, npeactasHukn 3MI 1a naptHepu pectu-
BaJlio MOXYTb OTPUMATK KBUTOK DE3KOLITOBHO y GpeCT1BabHYMX Kacax 3a
YMOBU HagaHHsa dpectusansHoro benpxa. Lle MoxHa 3pobuTn B nepea-
AeHb (ane He paHiwe) abo B feHb nokasy.

Ha oavH ceaHc MoxHa B3aTK He binbliue ofHOro KBUTKa. B3aTn KBUTKM
Ha napanenbHi ceaHcu HeMoxMBo. KBUTOK iCHMIA 38 yMOBY Npef 8-
NeHHs dpecTnBanbHoro beraxa KOHTPONEPY Ha BXOAi A0 KiHO3anw.

Yci pectnBanbHi beipxi € IMEHHVMK Ta He MOXYTb nepefaBaTUCS iH-
WM ocobaMm. Y pasi KopucTyBaHHS Yy>XM iMEHHVM BeliaxeM 1oro byge
BUIyYeHO aaMiHicTpauieto abo cnyxboto oxopoHu pectnsanio. MoHoB-
NeHHs belifxa B TakoMy BUNaAKy HEMOXINBE.

Y pasi BTpatTv beifgxa 1Oro MoOHOBAEHHS Moxe byt odopmieHe
B aKpeaMTaLUiviHii cnyxbi 3a yMOBM HaflaHHs [OKYMEHTIB, L0 MOCBIgYY-
{0Tb 0CoBy.

YMOBM f0CTYNY Ha ceaHcu

Bynb nacka, 3aiimaiTe cBoe Micle B 3ani 3a 10 xBunuH 4o noyatky
ceaHcy. Y pasi 3ami3HeHHs Ha KiHomoka3 cniBpobiTHUKKM decTuBanto
MaioTb NPaBO BiAMOBWTM B BOCTYMI Ha CeaHc.

«lLlacnusi xeununu» (Last minute access) — ue MoxnvBicTb 419 Bnac-
HVKIB decTvBanbHUX belaxis Ta aboHeMeHTIB, AKi He MatlTb KBUTKa,
3aliHATK BiNbHI MicUs B 3ani 3@ HaABHOCTI Takux. Bxig po 3anu Bigby-
BAETLCS 3@ CUrHaNoOM MpaliBHVKa $ecTuBamio Micis noyarky ceaHcy
B NOpsiAKY >XnBOT Yepru. binsg Bxofy 40 KOXHOT KiHO3a/M € BKa3iBHIK Ha
Micle GopMyBaHHS Yepri.

OprkomiTeT decTvBanio 3bepirae 3a coboto nNpaso He3 MosicHeHb aHy-
NI0BATU KBUTOK, SKLLO 0r0 BNaCHUK NopyLuye npasina ectrsanio abo
ioro noBefiHka Moxe NPU3BECTU [0 NOLWIKOLKEHHS MaliHa KiHoTeaTpy,
€ 06pasnMBoOIO Ta HEMPMMNYCTUMOK CTOCOBHO MsAaqviB, CniBpobiTHUKIB
decTuBanto Ta KiHoTeaTpy.

HecaHkuioHoBaHa oprkoMmiTeToM decTvBano ¢oTo- | Bifeo3lioMkKa
B 3a/i Nif Yac KiHoMokasy KaTeropvyHo 3abopoHeHa.

3a3HaueHi npaBuia CTOCYTbCs BCiX GeCTUBaNbHYMX NoKaLlil.

Discount festival passes for students

Students can buy Whole Week Passes and One Day Passes with
50% discount. They are valid for all film screenings within the indi-
cated time frame at all festival locations, except for the events that
require registration in advance. The pass can be bought both online
at www.docudays.ua and at festival ticket offices from March 12,
after presenting a student ID.

A pass does not guarantee you a free seat at each screening. It
allows you to watch more films for a lower price. In any case, each
owner of a pass must obtain a ticket to each screening at festival
ticket offices. With a pass, tickets are issued for free. Such a ticket
isvalid only if the pass is presented to the controller at the entrance
to the cinema hall.

A pass allows its owner to receive no more than one ticket to one
screening. Ticket to screenings are issued at ticket desks the day
before the screening or on the day of the screening (but not earlier].
Itis impossible to receive tickets to simultaneous screenings.

If a pass is lost, it cannot be renewed.

FESTIVAL ACCREDITATION

Invited guests, participants and partners of the festival will auto-
matically receive festival accreditation. See the terms and condi-
tions of media accreditation here.

Accredited guests, participants, media representatives and festival
partners can obtain free tickets at festival ticket offices if they pres-
ent a festival badge. It can be done the day before the screening or
on the day of the screening (but not earlier]. A badge owner can
receive only one ticket. It is impossible to receive tickets to simulta-
neous screenings. A ticket is valid only if the festival badge is pre-
sented to the controller at the entrance to the cinema hall.

All festival badges are issued to specific persons whose names are
indicated on them and cannot be passed over to other people. If
someone uses another person’s badge, it will be confiscated by the
administration or the festival security. In this case, it is impossible
to renew the badge.

If a badge is lost, it can be renewed at the accreditation service after
presenting an ID.

CONDITIONS OF ACCESS TO SCREENINGS

Please take your place in the audience 10 minutes before the start
of the screening. If a viewer is late to a screening, festival employ-
ees have the right to deny them entry.

Last Minute Access is an opportunity for festival badge and pass
holders who do not have tickets to take free places in the audience,
if there are any. Entry to the hall starts at the signal from a festival
employee in a live queue. There is a sign indicating the start of the
queue near the entrance to each cinema hall.

The festival organizers reserve the right to cancel a ticket without
explanations if its holder violates festival rules or if their behav-
ior can lead to damage of film theater property, or is offensive and
inappropriate for the audience, festival employees, and the film
theater. Any unsanctioned photo or video recording in the audience
during film screenings is strictly prohibited.

These rules apply to all festival locations.

OECTUBAJIbHUN TIT

XYPI

DOCU/MPABA

Mapis LWunweHkoBa (binopycs)
KoopavHaTtopka 3axucty ans kpait €sponu Ta
LleHTpanbHoi A3iiy Mi>XKHapoAHIN opraHisauii
Front Line Defenders

Omutpo WebeTiok (Ykpaita)

Baratopa3oBuit YeMnioH YkpaiHu 3 mnaBaHH4,
CMiB3aCHOBHMK FPOMaACHKOT IHILIaTUBYM
«[loctynHo.UA»

Onena LleBueHKo (Ykpaital

[‘onoBa rpoMafcbKol opraHizauil «lHcanT»,
cnisronosa Koaniuii 3 npotuail guckpumMiHauii
B YkpalHi, npaBo3axncHuus

DOCU/XKUTTA

JNyusiHo Bapi3oHe ((l/sesiyapis)
3acHOBHWK MidKHapofHoro kiHodecTvBasto
Alba Infinity, KiHokpuTMK

Yinna Katy (Pymyris)
[porpaMHa avpekTopka KiHodecTMBasto
Astra

Kapno C. FiHTepMaHH (I7anis)
[poptocep, pexucep

DOCU/KOPOTKO, DOCU/YKPATHA
ApyHac Marenic (/lutsal

3aCcHOBHWK He3anexHol KIHOBUPODBHMUYOT
komnaHii Studio Nominum, pexucep-
LLOKYMEHTanIcT | npoatocep

Bap6apa Bypm (Himeyyura)
Kypatopka ciHemaTek | KiHodecTvBanis goEast
Ta DOK Leipzig, KIHOKPUTUKMHS

Onecs OcTpoBcbKa-JltoTa (Ykpaia)
FeHepaana LupeKTopKa MI/ICTeLLbKOFO
apceHany, kypatopka Ta apT-MeHe[Kepka

CTYAEHTCbKE >XXYPI

OnekcaHap MoHoMapeHKo (YkpaiHa)
IpuHa Ocapua (Ykpaiqal

BepoHika CTagHuK (Ykpaira)
MaxkcuM CpibHwii (Ykpaira)

Fansa MankoBcbKa (Ykpaia)

HATOPOLM

= [pu3 korkypcy DOCU/CBIT B HomiHawii DOCU/
MPABA

= [pu3 korkypcy DOCU/CBIT B HomiHaw i DOCU/
KATTA

= [Mpu3 xypi KoHkypcy DOCU/KOPOTKO
= Mpu3 xypi koHkypcy DOCU/YKPATHA
= [1pn3 CTyAEHTCBKOro Xypi

= [1pn3 rNspaLbKIX cCUMNaTin

= [pemis AHgpis MaTpocoBa Bif, opraHizaTopis
DOCUDAYS UA

= CnewjanbHNi NpU3 BiJ He3anexHo!
MidkHapofHoT ciyxbu HosuH Current Time

= CnewjanbHnii Npu3 Bif YKpaiHCbKOT
["enbciHcbkol Cninky 3 NpaB NoAVHN

KOHKYPCH
[IPOTPAMU

DOCU/CBIT

[TOBHOMETPaXKHWUM MIXXHAPOAHUIA KOHKYpC, Ae
nepemMoxuis 06epyTb y ABOX HOMiHauisx: DOCU/
MPABA ta DOCU/XMUTTA. 12 cTpiyok 3 pisHux
KYTOYKIB CBITY — ICTOpIT, LLO NyHalOTb PI3HUMMU
MOBaMu, 3po3yMini byab-fe: Big HeobXigHOCTI
nepeocMucnioBatt bypeMHe MuHyne 4o moLy-
Ky XUTTEBMX CWM Y BaXKi Yacw, Bif NOJONAHHS
CTpaxy Ta CaMOTHOCTI A0 CMIAMBOCTI XXMWTU 3a
BIACHVMMW NpaBunamu.

DOCU/KOPOTKO

12 dinbMiB TpMBanicTio [0 45 XBUANH. J1akoHIYHI
PO3MOBIAI, SKi MepeHecyTb Bac y HaWBigAaneHi-
Wi Micus: Bif NOPTOBOro MicTa Ha ApanbCbkoMy
Mopi 4w niBHIYHOT Cupii go HeTpiB byeHoc-Alipe-
ca Ym oKeaHIYHUX BOA, IHOOHE3IT.

DOCU/YKPAIHA
Brepwe B icTopii decTnBanto HaLioHanbHUIN KOH-
Kypc 0b'egHye noBHOMeTpaxHi kapTvHu. LUicTb

binbMiB — WICTb KPOKIB, LL0b nogaTucs 3 YkpalHu
y NnaHeTapHy Nofopox: nobyBaTh B MUHYOMY Ta
TenepiLUHbOMY, Ha CXOAI 1 Ha 3axofi, BAoMa i 3a
KOPLOHOM, Ha 3eMJi | B KOCMOCI.

[103AKOHKYPCHI
[IPOTPAMU

MPOCTA >KIHOYA PIBHICTb

3paBanocsa 6, y cydacHoMy cBiTi iHpopMaLin-
HOT [OCTYMHOCTI HeMae Hiyoro, Wo [oCi He
byno obroeopeHo. |, 3paBanoca 6, Awnckpu-
MiHaLis KIHOK ICHYe AecCb Ayxe Aaneko, ane
HIAK He Mopyy i3 HaMmu. Tpu CTpiYkM Uil npo-
rpamMu  3acBiguyloTb: OOMEXeHHs BIAHOCHO
KIHOK [JOCI UMPKYATL 9K Yy nybaidHoMy, Tak
i B MpVBaTHOMY MpOCTOpax y PI3HUX KpaiHax.
A pnedaki nposiBu AnCKpUMIHaLIT, 9Ki BUKpUBaOTb
Ui GiNbMKU, WOKYTb CBOEK 3aMOBYYBAHICTHO.
Tpu icTopii BopoTbbu 3a piBHICTb, WO po3ropTa-
0TbCS Y TULLI.

KBIPHICTb

TpaHcreHgepHuWIn Nepexig — Ue 3MiHa Tina. Ane
AKLLO T XMBeL y dasenax, TM He MoXell Npo-
CTO B3ATW | 3MiHUTK cobi Tino 6e3 TpygHoLuliB,
HIbWM nepeBASrTMUCS UM HaBITb 3pobUTK nnac-
TUYHY onepaLito.

MOBAXXHA PIBHICTb

3aHaparo toHi? 3aHaaTto 3pini? [na repois unx
TPbOX QINbMIB He ICHYE CNOBa «3aHaATO»: IXHIN
BiK He Mepewkogxae iM 3000yBaTV YeMMioH-
CTBO Yy BaXKil aTneTuLi, WykaTu CiMenHoro Te-
nna abo BigkpmnsaTn Ansa cebe LiHHICTb XUTTS.

CUHAPOM PIBHOCTI

CTBoptoBaTM TEHAITHI npukpacu, Xutn be3
KOPLOHIB, KOXaTh Ta MmparHyTv npodeciinHoro
PO3BUTKY — JIIOAMW, AKi MaloTb [HBaANILHICTb,
3MyLeHI foknagaTv NoABIMHI 3ycunnga Ao Ta-
KMX pedyei: iHKOMW, HaBiTb, crepevalumncs 3
OlopokpaTnyHoto cucTeMOtO 3a cBol Npaea. Ane
dinbMK L€l NporpaMun 3MycaTb Bac 3afatucs
NUTaHHAM: «XTO BMragas Ui 6e3rny3ai mexi?».

HEOHEPIBHICTb

KonoHianiam —y MuHynomy? Pacuam icHye nuiwe
B HeceprosHin dopmi kocnne? Haumsm — Ha-
LiiHo nobopeHa igeonoria? Hy wio X, 3a31pHITb
pPasoM 3 UMMK TpbOMa CTpiYKaMu y Aeski 3Bu-
YalHi eBponencobki KBapTMpK abo y AoCigXKeH-
HS eK30TUYHMX 3eMeflb — [eLL0 MOXe X0BaTUCS
33 MacKot MPUCTONHOT MOBCAKAEHHOCTI.

CBSITA PIBHICTb

Yci penirii pi3Hi. Yci BOHM No-pi3HOMY ONMCY0Th
CBIT, Y SKOMY MU XunBeMo. Ane BCix ix 06’ eHye
CNiNbHWI 3HaMEHHUK — Bipa B XuUTTa. Pasom
3 TUM 1 dopmu, ki HabyBae noaceka Bipa, —
pi3Hi. ToxX fe Nponsrae Mexa Mix nparHeHHaM
[0 MMPHOTO CMIBXUTTA Ta HETEPMMMICTIO A0 [H-
wunx? Pexuncepun Tpbox GinbMIB L€l nporpamu
LOCNIAWAN HalBIAAANEHIWI KyTOUYKM CBITY, Wob
po3ibpaTncs B LbOMY NUTaHHI.

DOCU/XITU

[M'aTe cTpidok, Aki BXe nobyBanu Ha ekpaHax
HanbinbWwmx KiHopecTnsanis ceiTy. I1'aTb icTo-
pit npo 6bopoTbby 3a cBoboay Ta piBHICTL — Bif
LOKyMeHTaUl ByAHIB Big4anayLIHWX pATyBanb-
HMKIB 3 Anenno, fka HOMIHyBanacs Ha npeMiio
«Ockap», 40 TPYLOBOI NOJAOPOXI 3 KOHrofe3b-
KMM CeNAHUHOM, Lo nigkopuna TuXaeHb Kpu-
TnkiB KaHHcbkoro KiHodecTmBanio.

DOCU/IOHICTb

CBIT LiTel We no3baBneHnit ynepedxeHb. Ak
He IVBHO, afle iIHKOAN ATV Kpalle 3a Avnnoma-
TiB 3HaxoA4dATb CNisbHY MOBY, pillydille 3a 40-
POCAMX BiACTOIOITb MPABO XMUTU 3@ BAACHUMU
npasunamu Ta byayTb CycninbCTBO PIBHOCTI Ta
B3aemonoBsaru. [lymaete, ue nepebinblueHHs?
[1'aTb cTpiYOK LIET NporpaMu nepekoHatoTb Bac
y MPOTUAEXHOMY.

PAHKOBA KABA
3 PEXWUCEPAMU

Po3nutatn pexwcepa 4n pexwcepky npo npo-
uec pobotn Hag dinbMom? [izHaTucs, saki
KapTMHW BMAUHYyAWM Ha ixHio TBOpYicTb? Abo
MpOCTO MOroBOPUTM Ha PI3HI LikaBi Temn? Bee
Le MoxHa byne 3pobutn 3 25 no 29 bepesHa y
kade kiHoTeaTpy «XKoBTeHb». LLlopaHky o 10:00
3amMpoLyeEMO YCiX OXOYMX po3MoyvaTVt AeHb i3
NPVEMHOrO CrinkyBaHHs. 3axoniTs i3 coboto xo-
POLUMIA HaCTPIW, TPOLWEYKN aHMIACHKOT MOBY |
3ycTpivaliTe paHoK 3 HaMU.

JURY

DOCU/RIGHTS

Maria Shishchenkova (Belarus)

Coordinator of Defence for Europe and Central
Asia in the Front Line Defenders international
organisation

Dmytro Shchebetiuk (Ukraine]

Multi-award winning champion of Ukraine in
swimming, co-founder of the Dostupno.UA
civic initiative

Olena Shevchenko (Ukraine)

Leader of the Insight civic organisation,
co-director of the Coalition for Combatting
Discrimination in Ukraine, human rights
defender

DOCU/LIFE

Luciano Barisone (Switzerland)

Co-founder of the Alba Infinity International
Film Festival, cinema critic

Csilla Kato (Romania)
Programme director of the Astra Film Festival

Carlo S. Hintermann (/taly)
Producer, filmmaker

DOCU/SHORT, DOCU/UKRAINE

Ariinas Matelis (Lithuania)

Founder of the Studio Nominum independent
film production company, documentary
director and producer

Barbara Wurm (Germany)
Curator of the goEast and DOK Leipzig
cinemateques and film festivals, cinema critic

Olesia Ostrovska-Liuta (Ukraine)
CEO of the Art Arsenal, curator and art manager

STUDENT JURY

Oleksandr Ponomarenko (Ukraine)
Iryna Osadcha (Ukraine)

Veronika Stadnyk (Ukraine)
Maksym Sribny (Ukraine)

Halyna Halkovska (Ukraine)

PRIZES

= Prize of the DOCU/WORLD programme
in the DOCU/RIGHTS nomination

= Prize of the DOCU/WORLD programme
in the DOCU/LIFE nomination

= Jury prize of the DOCU/SHORT programme

= Jury prize of the DOCU/UKRAINE
programme

= Students’ jury prize
= Audience choice prize

= Andriy Matrosov Prize from the
DOCUDAYS UA organisers

= Special prize of the international
independent news service Current Time

= Special prize of the Ukrainian Helsinki
Human Rights Union

COMPETITION
PROGRAMMES

DOCU/WORLD

A full-length international competition, whose
winners will be selected in two categories,
DOCU/RIGHTS and DOCU/LIFE. These 12 films
from different corners of the world are stories
that can be heard in different languages and
understood everywhere: from the need to re-
think the turbulent past, to finding strength in
difficult times, from overcoming fear and lone-
liness to the courage to live by one’s own rules.

DOCU/SHORT

12 films up to 45 minutes long. Concise stories
that will take you to the most remote locations:
from the port city in the Aral Sea or northern
Syria, to the slums of Buenos Aires or Indone-
sia’s ocean waters.

DOCU/UKRAINE

For the first time in the history of the festival,
the national competition includes full-length
movies. These 6 films are 6 steps towards a de-
parture from Ukraine on a planetary journey: to
visit the past and present, East and West, home
and abroad, on Earth and in space.

NON-COMPETITION
PROGRAMMES

SIMPLE FEMALE EQUALITY

[t might seem that in today's world of accessible
information, there is nothing that has not been
discussed yet. And it might seem that discrim-
ination against women exists somewhere far
away, and not close to us. The three films in this
programme demonstrate something else: re-
strictions against women are still widespread,
both in public and in private spaces in different
countries. And some of the manifestations of
discrimination revealed in these films shock in
the way that they silence women. Three stories
of the struggle for equality, unfolding in silence.

QUEERALITY

The characters in this programme take in-
credible paths on the screen: from Uganda to
Thailand, from small clubs to big scenes. But
the hardest path is still the one towards rec-
ognising these people the way they are. When
despite senseless prejudices the desire for love
and mutual respect must exist, then the body
itself becomes a political one.

SENIOR EQUALITY

Tooyoung? Too old? For the characters of these
three films, there is no too’: their age does
not prevent them from becoming weightlifting
champions, looking for the warmth of the fam-
ily, or discovering the value of life.

EQUALITY SYNDROME

Creating sophisticated jewellery, living with-
out boundaries, loving and seeking profes-
sional development — people with disabilities
are forced to make double the efforts for all
of these: sometimes, even struggling for their
rights with the bureaucratic system. But the
films of this programme will make you wonder:
‘Who invented these meaningless boundaries?’

NEO-INEQUALITY

Has colonialism become a thing of te past? Is
racism just a funny form of cosplay? Is Nazism
a thoroughly defeated ideology? Well, look in-
side some ordinary European apartments or
explore exotic lands with these three films, and
find out what can hide behind the a mask of de-
cent everyday life.

HOLY EQUALITY

All religions are different. They all describe the
world we live in differently. But all of them are
united by a common denominator — faith in life.
At the same time, the forms human faith takes
on are very diverse. So where is the bounda-
ry between the quest for peaceful coexistence
and intolerance for others? The directors of the
three HOLY EQUALITY films have explored the
most distant corners of the world to deal with
this issue.

DOCU/BEST

These five films have already been shown on
the screens of the world’s largest film festivals.
Five stories about the struggle for freedom and
equality: from the documentation of the every-
day lives of desperate survivors from Aleppo,
which was nominated for the Academy Award,
to a labour journey with a Congolese peasant
who conquered Critics’ Week at the Cannes In-
ternational Film Festival.

DOCU/YOUNG

The world of children is still unbiased. Strange-
ly enough, sometimes children find a common
language better than diplomats, and are more
determined than adults to defend the right to
live according to their own rules, and build a
society of equality and mutual respect. Do you
think this is an exaggeration? The five docu-
mentaries of this programme will convince you
of the opposite.

MORNING COFFEE
WITH FILMMAKERS

Ask a filmmaker about the process of working
on a movie. Find out which films influenced
their work. Or just discuss various interesting
topics. You can do all of these things from 25
to 29 March at the cafe in the Zhovten Cinema.
Every morning at 10 a.m., we invite everyone
who wants to start the day with a pleasant
conversation. Take your good mood and just
a little bit of English, and greet the morning
with us.

DOCU
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XIHKA

B MOJI0HI»:

icTOpIst bopoTLOM 3a CBOOOAY
giakpueae DOCUDAYS UA

11 pokie Mapiw nposena B pabcTsi

Yy 3BMYaNHIN yropcbKiii CiMi cepefiHboro Knacy.

[i no3baBuAM fLOoKyMeHTIB, byab-KOT BAACHOCTI,

PIAHOT LOHBKM | HaBITb iMeHi. [IpamaTnyHa ictopia

Mapiw cBifYNTb, HAaCKiNbKM BAN3BKOIO | BOAHOYAC He3pn-
Moto € npobnema cyyacHoro pabcrea.

Onbra Cunopywkina

XKiHka npokupaeTbes, 11 nocTapine, BToMmieHe 06-
NINYYS HISKOBO MOCMIXaeTbcs y kamepy. BoHa e nopa-
TMUCA MO TrOCNOAAPCTBY, | MW PO3yMIEMO, WO LS XIHKa -
npucnyra, ane e He 340rafyeMocs, Wo BoHa — be3npaBHa
pabuHsa. Pexucepka BepHapett Tysa-Pitrep Kinbka pokis
ToMy no3Haiomunacs 3 EToto, sika nuwanacs TMM, Lo Hiko-
SN He npavjoBana, HaToMICTb TpMMana Kifnbkox pabis — ce-
pep HUX i 53-pivHy Mapiw. Mapiw 3aliHaTa CiM JHIB Ha TUX-
JeHb: BOHa BMKOHYE yCio XaTHi0 poboTy Ta npauloe Ha Mic-
LeBin ¢abpuui, Biggatoum ysech 3apobitok ETi. Y gomi, ne i
YTPVMYIOTb CMI0t0 Ta MOTrPO3aMu, y HET HEMAE XOAHUX Npas.
Yce, Wo MoxHa cobi 03BONNTH, — Lie Lurapku Ta kasa, ane
XIHUiI He [03B0OSIEHO HaBiTb CAMOBINIbHO BUMTM B MarasuH
i TUM naye BOJIOAITV 0COBWCTUMMK peyamy Ta rpolunma.
YBecb ckapb Mapiw — kinbka ctapux ¢otorpadiin i kKHuUra
3 HeLOpeYHOI Ha3BOK «HAK 3HAWTU CMpaBXHE LWACTH».
«TaM, fie 51, HIKOIM HeMae WacTs», — MpYpeYeHo roBopuThb
BoHa. Lla mokipnnBa npupedyeHicTb Ta BiAMOBA Bif BAaCHO!
0COOMCTOCTI WOKYE HaBITb BiNblLUe, HIXX XaxXJIMBI YMOBU XNT-
T4, 3 AKMMU 3Mmpunacsa Mapiw.

[ebtoTHy poboty Ty3m-PitTep uinkom MoxHa kna-
cudikyBaT 9K AOKYMeHTanbHUI Tpunep. [epes Hamu 3i
3pOCTaloyol0 Hanpyrow po3ropTaeTbCs XpecToMaTiliHa
icTopia npo be3noMiyHy NOANHY, sika nparHe BUMpBaTU-
€S 3 MONOHY, B SIKOMY BOHa TpwBanuit yac nepebysana
B yMOBax MopanbHoro Ta ¢i3nyHoro rHobnenHs. Pexn-
Ccepui BAanocs Tak LOBro Ta NUAbHO 3HIMaTK Mapiw nuwe
3 possony Etu. [ocnofapka foMy cTaryBana rpowwi 3a
30MKM, ane 3aBX/Au 3anuwanacs 3a kagpom — Mu xiba
o 4yyTumemo 1 rofioc abo bauntTuMemo i1 neweHi pyku 3
ByNbrapHWM MaHikiopoM. Taka aHOHIMHICTb paboBnacHu-
Li CTa€E MeBHOI KBIHTECEHLIEI NPO30POCTI 313, AKke MOXe
LECATUPIYYAMMN NMPUXOBYBATUCH 338 MaCKOK MOBCAKAEH-
HocTl. Apgxe Mapiw He i30110Banu Bij AOBKOJULWHBLO-
ro CBITY, He TpMUManu 3a rpatamMm — BOHa XoAWMAa TUMMU
caMMMK BYIULSMK, LWLO ¥ BINbHI 04N, ane 3anuwanacs

XiHKka B nonoHi AWoman Captured

B TiHI, NpMX0oBYylOYM CBOIO peanbHy ponto. CyvacHe pab-
CTBO MPWrofoMWye CBOE DyLeHHICTIO — BOHO BUABNA-
ETbCH 3HAYHO MOLUIMPEHIWMM, HIX NPO Lie 3a3BMYall YyTHO B
nybaiyHoMy npocTopi.

Mepwa nonoBMHa KapTUHWM MOBHICTIO 30cepepxe-
Ha Ha repoiHi. M baumnMo, K BOHa Npauioe, BUCIYXOBYE
MPUHU3NNBI [OKOPUW, KypWTb, MoTai >anieTbCa Ta MOBO-
ni BigkpuBae bepHafeTT feTani CBOr0 KOJMLWHBOMO XKMUT-
Ta. Buasnserbes, y Hel € aitn. Monoplwa AoHbka Konvch
X1nna pa3oM 3 Heto B ETW, ane BTekna B iHTepHaT — | Te-
nep BoHW He BayvaTbes. Y umx Tuxmx becigax 3'9BAseTbCA
Binble posipn. Buiwoswn paneko 3a Mexi B3aeMuH pe-
Xncep — repon, LOKyMeHTafbHa 3Momka Ty3un-PitTep TpaH-
chopmyeTbCa B Tepanito Ta peabHy fonomory. BiguyBLum xou
Yymocb NIATPUMKY, Mapiw noctynoso Hibu nNpobymxyeTbes
Bif, XKax/IMBOro CHy — BOHa Aefai yacTille Ta BMNeBHEHI-
e roBopuTb Npo baxaHHsa BTekTW Big ETn, HesBaxatouwm
Ha HeBAani nonepedHi cnpobu. BAN3bKICTL MiX repoiHeto
Ta pPeXncepKot He pyiHye HaBIiTb Toi GakT, wo bepHaneTT
MyCUTb MAaTUTK 3a Te, Wob ¢dikcyBaTW Ha Kamepy >XUTTH
Mapiw. «A gossondto cebe 3HiMaTH, Wob nogn nobaynnm,
AK HEe MOXHa MOBOAWUTMCA 3 IHWWUMMK, | WO KOXHA NiogmnHa
3aCNyroBye Ha noBary, HaBiTb AKLLO BOHa BTpatuia Bce», —
cnokiHo kaxe Mapiw. Ckopo MK fli3HaeMocH, Lo BOHa 3a-
MWUCNWAa NnaH BTeYi, a il cnpaBXHe iM's — EQiT.

Ak 6w He 3paBanocs, WO CbOrofHi pabctBo — Ue
BUHATKOBI BUNagku, «)KiHKa B MOMOHI» CBIAYWTL NpPO Npo-
bnemu, Wo € akTyanbHWMU B ByAb-AKMX KpaiHax — 30Kpema
B YKpalHi. Hepe3 okpemy icTopito noHeBoneHHs Tysa-Pittep
BMKPMBAE CUCTEMHY Tparefiio BCepefuHi CycninbCTBa, ska
CKNafaETbCs B pe3ynbTaTi irHOpyBaHHA Ta 3aMOBYyBaHHSA
LepXaBHVMMU CTpykTypamu. He 3anuwatounck bessigno-
BiganbHuM crnocTepirayem, bepHageTT 3BepTanacs go no-
NiuiT, ane i BIAMOBUAM B JOMNOMO3I, X04a BU3HaIU, O M
BigOMI nopibHi Bunagkn B YropwmHi. depxasa Maiixe He
3Hae, K pearyeaTu Ha cy4yacHe pabcTBo — Ha Te pabcTBo,
L0 CTaNo NMpo30pUM 3/10M Ta PO3YMHSAETLCA B ByOeHHOCTI.
Pa3oM 3 TUM pexwicepka QikCye B feTansx MCUXON0TI0 Xep-
TBK Ta ab’to3epa, paba Ta rocnogaps. Y pianosi 3 bepHageTt
«paboBAacHMLA» LINKOM CMOKIMHO, He BMMPaBAOBYOYNCY,
MOSICHIOE CBOI MO3MLLII0: BOHa Hagae Mapiw Hidnir Ta iy, a
0TXe, Yy Uil cUTyalil HeMa€e Hivoro xaxnmeoro. Pab 3aexau
YMMOCb BUHHWIA rocnogapesi — ane, 9K BiOMO, 3 LiMX 4BOX
Nne HeBINbHUK MoXe gocartu ceobonn. MMoHag 1,2 Minb-
MNOoHa Ntofew, Lo XNBYTb Yy cydacHin Esponi, nepebysatoTb
y pabcTBi. M1 gymaemo, WO He 3HAEMO, XTO Li 104K, ane
4YOMY MU TaK BMeBHeHI?

A WOMAN CAPTURED:

A STORY OF A STRUGGLE FOR FREEDOM OPENS
DOCUDAYS UA

Marish spent eleven years in slavery in an ordinary
Hungarian middle-class family. Her documents,
property, her own daughter and even her

name were taken away from her. The dramatic
story of Marish demonstrates how close and,

at the same time, how invisible the problem of
contemporary inequality is.

Olha Sydorushkina

Awoman wakes up, and her aged, tired face smiles
awkwardly to the camera. She starts to do household
chores, and we understand that this woman is a servant,
but we cannot yet guess that she is a slave deprived of any
rights. Several years ago, the director Bernadett Tuza-Rit-
ter met Eta, who proudly claimed that she never worked a
day in her life and that she owned a few slaves, including
the 53-year-old Marish. Marish is busy seven days a week:
she does all the household chores and also works at the
local factory, handing all her earnings over to Eta. In the
house, where she is held by force and threats, she has
absolutely no rights. The only things she can afford are
cigarettes and coffee, but the woman is not allowed even
to go out to the store whenever she wants, not to mention
to own personal things and money. Marish’s only treas-
ures are a couple of old photos and a book with a totally
inappropriate title, How to Find Real Happiness. “There’s
never any happiness where | am,” she says in a resigned
voice. Her obedient resignation and her relinquishment of
her own personality are even more shocking than the hor-
rible living conditions which Marish has already accepted
as the way things are.

Tuza-Ritter’s debut can actually be categorised as
a documentary thriller. With increasing tension, we watch
the gradual revelation of a classic story about a helpless
person who strives to free herself from the captivity in
which she has lived for a long time under conditions of
moral and physical oppression. The director could film
Marish for so long and so closely only with Eta’s permis-
sion. The mistress took money for the shooting, but al-
ways remained outside the frame; we only hear her voice
or see her sleek hands with their vulgar nail polish. This
anonymity of the slave owner becomes a kind of quintes-
sence of the transparency of evil, which can hide behind
a mask of mundanity for decades. Marish was not isolat-
ed from the world, she was not kept behind bars — she
walked the same streets as free people, but remained in
the shadows, hiding her actual fate. Contemporary slav-
ery astonishes us with its ordinariness — it turns out to be
much more widespread than is publicly claimed.

The first half of the film is completely focused on the
protagonist. We see her working, being humiliatingly scold-
ed, smoking, secretly complaining and slowly revealing the
details of her former life to Bernadett. It turns out she has
children. Her younger daughter used to live with her at
Eta’'s place, but she ran away to an orphanage, and now
they do not see each other. In these quiet conversations,
the two develop trust. Going far beyond the director-pro-
tagonist relationship, Tuza-Ritter's documentary filming
transforms into therapy and actual help. Feeling that she
is supported by someone at least, Marish seems to gradu-
ally wake up from a horrible dream — ever more often and
more confidently, she speaks about her desire to run away
from Eta, despite her unsuccessful attempts in the ast. The
intimacy between the protagonist and the director is not
even ruined by the fact that Bernadett must pay for filming
Marish’s life. I allow you to film myself so that people could
see how they should not treat others, and that everyone
deserves respect, even if they have lost everything,” says
Marish calmly. Soon, we learn that she has made plans for
escape, and that her real name is Edith.

Even if it seems that in our days slavery can only
be exceptional, A Woman Captured testifies to problems
which exist in every country, including Ukraine. Through
a single story of captivity, Tuza-Ritter reveals a system-
ic tragedy in society, which develops as a result of igno-
rance and silence on the part of government structures.
Bernadett did not remain an irresponsible observer; she
went to the police, but she was denied help, although the
police admitted that they are aware of cases like this in
Hungary. The state has practically no idea how to respond
to contemporary slavery, slavery which has turned into a
transparent evil, but is dissolved in everyday life. At the
same time, the director records in detail the mental state
of the victim and the abuser, the slave and the master. In
a dialogue with Bernadett, the 'slave owner” explains her
position with absolutely no qualms, without trying to justi-
fy herself: she provides a roof and food to Marish, so there
is nothing horrible in this situation. The slave always owes
something to the master — but, as we know, of these two,
only the slave can achieve freedom. More than 1.2 million
people who live in contemporary Europe are slaves. We
think we do not know who these people are, but why are
we so sure?

«SIKLLO TV Lje X0Y pa3 MoKaxeL, To MPUHaNMHI Kiibka Jtodelt 3po3yMie, K He Tpeba noBoANTUCH 3 IHLIMMM».

Lle cnosa Mapiw, be3npasHoi kpinayku, Lo MPaLtoe y HELUNSXETHIV POAMHI Cy4acHuX naHis. 3a bopru

XKIHKy no36aBuau rpowest, ceoboam, 340p0oB’s, CiMeNHMX 3B'93KIB | HABITb II CrIPaBXHbOro IMEHi, sike BOHa
HaBaXuWTbCs HA3BaTW, JInLLIe MOBEPHYBLLM cobI MOYyTTa riAHOCTI. Mapiw npycBsdYeHni HaA3BMYakHO AATHWI |
xutTecTBepaHui ginem «XKiHKa B monoHi», skuii Biakpusace uysoropiyHmii DOCUDAYS UA. Lig yropceka cTpidka
BXe 3Maranacs 3a ronosHi npuaun ¢pectusanis IDFA 1a «CaHaeHc». Y Knesi ¢inbM npeactaBuTs HOro pexmcepka,
onepatopka, MOHTaxepKa I MoBHOLIHHa yYacHuus bepHanett Ty3za-PitTep, sika HanepeaoAH! po3rogiia rnpo
npobnemy cy4acHoro pabcTaa, CBOK MOABINHY POib Ha 3MOMKaX | MOPaJibHI BUKITUKM.

«KIHKA B [TOJ10HI»:

CYSACHE PABCTBO
[10 CYCILCTBY

Po3moBy Bena
HOnis KysHeuoBa

AK BM 3HAWLWINAU repoiHio?

A BMNafKoBO NO3HalnoMMnacs 3 i€t poguHoto. Togi
9 BCTyNana Ha Marictpa 3 pexucypu, i 4ng icnuTy NnoTpibHo
Byno 3pobuTn S5-XBUAUHHUI GiNbM Ha TeMy «[leHb 3 XUT-
TA navHm». A 3ragana obanyds Mapiw, | cnuTana B ciMT,
YuM MOXHa 1 no3HiMaTu. BoHu panu possin, 6o Min Bi3y-
aNnbHWI 3a0yM nonsras y ToMy, Wob He MokasyBaTu IHLWWX,
nnwe Mapiw. ToMmy poamHa nerko norogunacs. Ane npo-
TAMOM 3OMOK Mapill po3noBifia MeHi, Wo 1 He nnaTaTh,
I Yepe3 Le 9 3anuwmnnacs 3HiMaTu. Ane cnovaTky S HIYOro
He 3Hana npo 1i cuTyalito.

Yu BM nnaHyBanu cTaBaTy yyacHuuelo Li€i icTopii?

[Lymato, wo B nofibHi cuTyalil He MOXHa AuwwaTncs
Anwe KiHeMaTorpadictoM, T Maew ByTu | 3BMYAHOK 04N~
Hot. Maeww nigTpyMyBaTV CBOrO reposi eMoLiiHO. ToMy Take
NUTaHHS HaBITb He MOCTaBasIo — rpaTu UM Hi Lito MOABIVIHY POSb.

A ncuxonoriyHo BaM 6yno BaXxko gonyuntuca?
Y Takumx obcTaBMHAX Henerko 3HiMaTh, Tak camo He-
Nerko anwatnes ApyssMu 3i 31oM i fobpom BogHodac. [ng

MeHe Ue OyB BENMKWUIA BUKIMK — NiATpUMyBaTW fobpi cTo-
CYHKM 3 0BboMa CTopoHaMu.

Y TuTpax HanpukiHui € iHpopMauia, wWo B caMii
nuwie YropuiuHi 22 Tucadi nogen CTpaXkaae y nogibHmx
yMoBax. flk BM BUBYanu uto npobnemy?

A cTexy 3a «CsiToBMM iHAekcoM pabcTsa». LLlopoky
BOHW [OCHIAXYIOTb, CKifIbKW Nl04e NMOHEBONEHO Y KOXHIN
kpa'Hi. Lle odiuinHi gawi, Bigkputi aas seix. Avsniocs 3apas
Lo CTaTUCTUKY i bauy, wo B YkpaiHi noHas 210 Tucay ocib ne-
pebyBatoTb y cyyacHoMy pabcTei, | ue Benvka undpa. Jlogn
NpOCTO He BipsiTh, WO Le BiabyBaeTbcs Mo cyciacray. Ane ue
ICHYE TaKOX y BEIMKMX MicTax, y CToNMUSAX, CKpi3b y EBponi,
He nuLe y KpalHax TPeTboro CBITY.

Yu Habyna icTopis Mapiw noganbworo ny6niyHoro
po3sronocy B YropuiuHi?

Y 3MI baraTo npo Hei nucanu. | ue Ham Lyke fonoma-
rae, 6o MeTa Haworo GinbMy — nownpoBaTh noiHbopmMoBa-
HICTb Npo Te, sk baraTo Ntogen HUHI HeBiNbHI. 1 cnofisato-
CH, WO L0 CUCTEMY MOXHA 3MIHUTU. MK TakoX KOHTaKTyEMO
3 fesikMMK opraHisauigmu. CyyacHe pabcTBo oxonntoe i cek-
cyanbHe pabcTso, | baraTo iHWMX Moro TMnie. A 3HANa GinbM
Npo OfMH TWN — MPUMYCOBY MpaLLio.

3HayHy ponb BigirpaBana ncuxonoris Mapiw, 6pak
il BneBHeHocTi y cobi...

Lle ofnH BUMip npobnemMun — NcnxonoriyHmii. IHWnin —
dI3NYHMA, agxe 3 Heto xopcToko nosogunnca. Koam Tu
He 3HaewW, Kyau niTv, EAUHUIA BUXIA — NiTU Ha ByAMUO.
A Tam Tebe TOYHO 3HaNAYTb I, MOXMBO, MOTIM MNOb'tOTb
no cmepti. Omxe, BMMIpiB npobnemun barato. 3BepHyTM-
cs Lo noniuil HacnpaBai Baxko, 6o Mapiw He 3anunpatoTb
y [OMi, OflHaK Lie He 03Hauvae, Wo i He 3arpoxye Hebesne-
ka. Cnig po3yMiTu, LLO 3aKOHY, AKMI By 3axmLLas Takux no-
CTpaxnanux, Hemae, ane Ui 04N 3arpoxeHi NCUXONOrIYHO
Ta di3nyHo.

A WOMAN CAPTURED:
CONTEMPORARY SLAVERY
NEAR YOU

“If you show it at least once, then at least a couple of
people will understand how you shouldn't treat others.”
These are the words of Marish, a slave without any rights
who works in a non-noble family of contemporary lords.
For her debts, the woman's money, freedom, health,
family ties and even her real name were taken away from
her. She dares to say her name only when she reclaims
her feeling of dignity. Marish is the protagonist of the
incredibly humane and life-asserting film

A Woman Captured which opens this year's DOCUDAYS
UA. This Hungarian film has already competed for the
main awards at the IDFA and Sundance festival. In Kyiv,
this film will be presented by its director, cinematographer,
and protagonist Bernadett Tuza-Ritter, who spoke with me
about the problem of contemporary slavery, her double
role in the shooting, and her moral challenges.

Conversation with
Yulia Kuznetsova

How did you find your protagonist?

I 'met this family by accident. | was applying for
an MA program in directing, and for my entrance exam
| needed to make a 5-minute film on the topic ‘A day of
someone’s life". | recalled Marish's face and asked her
family if | could film her. They gave me permission, be-
cause my visual concept was not to show any other faces
but Marish’s. So the family agreed easily. But during the
shooting Marish told me she wasn't paid for her work, and
because of that | stayed to film her. But at first | didn't
know anything about her situation.

Did you plan to become a character in the story?

[ think that in a situation like this you cannot just be
a cinematographer, you must also be an ordinary person.
You must support your protagonist emotionally. So the
questionof whether | should play this double role or not
didn’t even arise.

And was this involvement difficult for you psycho-
logically?

In these circumstances, it isn't easy to film, and it also
isn't easy to remain friends both with the evil and with the
good at the same time. For me, it was a great challenge to
maintain good relationships with both sides.

In a title at the end, there’s a note that 22,000 people
suffer in the same circumstances in Hungary alone. How
did you study this problem?

| monitor the Global Slavery Index. Every year, they re-
search the number of people who are enslaved in every coun-
try. It's official data, it's open to anyone. | am looking at this
data now and | see that more than 210,000 people are in con-
temporary slavery in Ukraine today, and it's a high number.
People just don't believe that it happens near them. But it also
exists in big cities, in capitals, everywhere in Europe, not just
in third-world countries.

Was Marish’s story publicly discussed any further in
Hungary?

The media wrote about it a lot. And it's very helpful,
because the goal of our film is to raise awareness about how
many people are not free today. | really hope that this system
can be changed. We are also in contact with certain organ-
isations. Contemporary slavery includes sexual slavery and
many other types of it. | made a film about one type, forced
labour.

A major role in the film was played by Marish’s psy-
chology, her lack of confidence...

This is one of the dimensions of the problem, the psy-
chological dimension. The other dimension is physical,
because she was treated cruelly. When you do not know
where to go, the only way out is to go out in the streets. But
there, you will definitely be found and maybe then beaten
to death. So there are many dimensions to the problem.
It is actually difficult to go to the police, because Marish
isn’'t locked up in the house, but it doesn’t mean that she's
not in danger. We should understand that there is no law to
protect such victims, but these people are in psychological
and physical danger.

Would you have completed the film if Marish had re-
fused to escape?

Of course. When you're making a documentary, you
never know how it will end. But, of course, | worry, in this
story | am both a person with her own feelings and a direc-
tor. | think that you cannot just turn your back when you see
something like this. And as a filmmaker you have a great
power, to film and show what is happening. It is a great re-
sponsibility not to be silent, not to turn your back to what is
happening — even if the protagonist cannot find the strength
in herself to escape.

Yu popobunu 6 Bu $pinbM, Ak6uM Mapiw BigMoBUNa-
cA BTeKTU?

3BicHo. Konn 3HIMaewWw foKyMeHTaabHe KiHO, HiKONW
He 3Haew, Akum Byae kiHeub. Ane, 3BMYAlHO, 9 Nepexu-
Balo, 9 B LM ICTOPII | lloAMHa 3i CBOIMUW MOYYTTAMM, | pe-
xucep. A gymato, WO He MOXHa MPOCTO 3ammoWwnTK oui,
Konn Baumw wock nogibHe. | Ak kiHemaTorpadicT TM MaeLw
Taky BeNWKY BNady — 3HATW | MOKa3aTu, Wo BigdyBaeTbCs.
Lle Benuka BIANOBILANbHICTE HE MOBYaTU, He 3akpuBaTu
o4i Ha Te, WO KOITbCA. HaBiTb fKLL0 y repoiHi bpakye cun
Ha BTeuy.

Mig u4ac nepernapy NO4YMHAaEW 3agyMyBaTUcs
npo ceitornag ETu, rocnoguHi, ika )kuBe Haye B 4acu
Kpinayrsa. Yn BM Hamaranucs 3po3yMiTu ii cnocié Muc-
neHHa?

Y ¢inbMi € cueHa, Le BOHa pO3MIPKOBYE, WO BCe
LiJIKOM HOopMasnbHo. Tpeba po3yMiTw, Wo TyT BaXUTb xapak-
Tep noanHu. He obos'sizkoBo byTn 3n04mHuUeEM, LoD Tak
nosoautuca. Baxnueo Te, 9k Mu, NoamM, CTaBUMOCH OfHe
[0 OAHOro. MoXn1BO, BM 4Yyau Mpo TIOPEMHUIA eKkcrepw-
MeHT QPinina 3iMbapho, KoV MOMOAI CTYAEHTW rpanu posi
B'A3HIB | HArNaAa4iB. Ha WocTuit feHb eKCnepmrMeHT foBe-
710CA NPUNUHKUTK, BO yYacHUKKM CTanun Ayxe arpecrBHUMMU,
fnLle TOMY Lo Manu Bnagdy Haf iHWuMK. | noan 3a3Bnyai
He YCBILOMIIIOIOTb, WO BOHW KOATb 3 IHWUMU.

YoMy B3arani cborogHi icHye pabcteo?

[ymato, wo ye rnobansHa npobnema, npobnema ye-
pes cucTeMy i banmyxicTe nogent. HaBpan um il MoxXHa BU-
PILLNTK, AKLLLO TiNbKM 3MIHUTK cucTemy. Y dinbmi B bauuTe,
L0 XMTTH Mapil 3MIHMA0CS, KON 9 3BEPHYa Ha HelyBary.
A Hikonw He kaszana i, Wwo pobutn, ane Moi BiABIAYBaHHS,
MOS MiATPUMKa Haganwu i cun. | nuTanHa byno He B rpo-
wax. Ane konw 14 notpibHa byna fonoMora, BoHa Mana 3Ha-
™, ge i1 3HanTn. OpHak Noauy, Wo oNUHUAKCS B Takiit CUTY-
auil, rafkn He MakoTb, WO ICHYE AKacb gonomora. ToMy Lo
opraHisauil, Wo onikyloTbCH TakMMU MUTAHHAMU, MUCAATb
iHaKLWe, HiXXK XepTBW cydacHoro pabcTtga. | 3HalTV fonomo-
ry Ly>e BaxKo.

Yu BU He 6osAnuce, WO AKOICb MUTI 3OMKa MoOXKe
nepeTBOPUTUCS Ha eKCnyaTalilo repoiHi?

A Tak He gymat. A Becb Yac M roBopuna: «AKLLO
He xouyel, Wob s 3HIMana — MpocTo Jai MeHi 3HaTW».
9 3aBxan 3Hana, wo He Tpeba 3HiMaTU, KON M COpOM-
Ho. Hanpuknag, Konu BoHa nnave, 9 Nokasyt auLe ii pyku.
[na MeHe Byno aoyxe BaXx/JMBO 3BaxaTw Ha nodyTTs Ma-
piw. | dinbM Hikonn He 6yB BaxknuBiWWIA 3a Hel camy sK
ocobucTicTb. ToMy s HiKonM He BigdyBana, Lo pobiio wock
HemnpaBUIbHO.

bepHanert Tysa-Pirrep  Bernadett Tuza-Ritter

As you watch the film, you start thinking about the
worldview of Eta, the mistress who seems to live in the
era of serfdom. Have you tried to understand her way of
thinking?

There is a scene in the film where she speaks about
how normal it all is. We need to understand that the person’s
character matters here. You don’t have to be a criminal to be-
have like that. What's important is how we people treat each
other. Maybe you've heard about Philip Zimbardo's prison ex-
periment, when young students played the roles of prisoners
and guards. On day six, the researchers had to end the exper-
iment, because people became very aggressive just because
they had power over others. And people are usually not aware
of what they are doing to others.

Why does slavery even exist today?

I think that this is a global problem, a problem caused
by the system and the people who don’t pay attention. I don't
think it can be solved only if we solve the system. In the film,
you can see that Marish’s life changed when | paid attention
to her. | never told her what to do, but my visits, my support
gave her strength. And money was not the issue. But when
she needed help, she had to know where to find it. However,
people who are in this situation have no idea that any kind
of help exists, because the organisations which deal with
these issues think differently from the victims. And it is very
hard to find help.

Weren't you afraid that at some point the shooting
could become an exploitation of the protagonist?

| don't think so. | kept telling her, “If you don't want
me to film, just let me know.” | always knew that | shouldn’t
film her when she was embarrassed. For example, when
she is crying, | only show her hands. It was very important
for me to mind her feelings. And the film was never more
important than her as a person. So | never felt that | was
doing anything wrong.
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Some Things are Hard to Talk About

H[J(] NeAKI Peyl roBopUTH BaXKO

8/ 23 -30/03 2018

{Onig Kysrewosa

He Bosatnca rosopmtn npo bonicHe, He BOATUCSA FOBOPUTY NPO Te, L0 HapaXKaeTb-
CS Ha 0Cy[, | HEPO3YMIHHS, LL|0 3aMOBYYETLCH, LLIO He X04yTb 4yTu. He boaTuca rosopuTu
npo «>KiHOYe» | Mpo MOAITUYHE, MPO XIiHoYe | BoOLHOYAC NoAiTuYHe. baraTto pi3Hux i piLy-
YMX XiHO4YMX rofiocis 3By4aTh uboropiy Ha DOCUDAYS UA y nporpami dinbmis MPOCTA
KIHOYA PIBHICTb.

Bxxe He Bneplue dpaHLy3bKo-bpuTaHcoka xXypHanictka MaroH Jlyazo gocnigxye
aKTyanbHi KOHGAIKTM Ta MopyLleHHs npaB nwavHu. Y i nopobky € GinbMu Npo pocin-
CbKO-IPY3UHCbKY BiNHY, [lpyry yedeHcbky, becnaH, B6uBCcTBO [10AITKOBCHKOT. Y CBOIT HO-
Bilt poboTi «MoBYasHa BiHHa», Jlya3o 3BepTaeTbes L0 Cupil i 3akNMKae 3BaxuTn Ha Ta-
K1 BOBro IrHOpoBaHWM Bik 36pPOMHUX KOHPAIKTIB, SK CeKCyaNbHe HacubCTBO. Y CTpivLi
3ibpaHi icTopil XIHOK, fKi MocTpaxanw Bif MiNiLiMHKWX 3aroHiB bawapa Acaga. Big
KpvBAW He BOepeXeHWI HIXTO, BOSKM MPOypsAoBOI Wabixy He 3BaxaloTb Hi Ha BIK,
Hi Ha coLiafnbHW cTaTyC YuM CiMelHuit cTaH XiHok. KoTpachk i3 onoBifavok byna aktus-
HOI0 y4aCHMLEe NPOTECTIB, IHWa AulWe HagaBana MeAuyHy LONOMOry MocTpaXAanunm
MOBCTaHLAM, LLie AKacb NPOCTO Tpanunacs Ha LWAaxy kapanbHUX GOpMyBaHb.

ObcTaBMHW, «NPOBUHa» Nepef PexXrUMoM He MaloTb 3HAYEHHA — XIHKW € LIHHUM
BOEHHMM TpodeeM, X MOXHa BUFIAHO 0OMIHATU. A HacKMNbCTBO HaA >XiHKaMW — AABHS
BiliCbKOBa TakTKKa. «PexrM BMKOpMCTOBYBaB 3r'BaNTyBaHHS, 0D 31amMaTi 4onoBIkiB», —
MOSICHIOE KONULLHA NeiTeHaHTKa apMil Acafa, HUHI Ae3epTupka. YacTunHa 3BipcTB Bigby-
BAETbCS Y CeKpeTHIM B A3HMLI YPSA0BMX CU1, O4HAK He Ans Toro, Wwob Bbepertv 3104MHN
y TaEMHMLI. 3rBanTyBaHHS | KaTyBaHHS QifbMyI0Tb, @ 3aNUCKU HAACMNAI0Tb MOBCTAHLAM.
[Ns XKIHOK, WO BUXWUAW | 3MOTIN 3BITBHUTUCS, HAaCUNbCTBO TPUBAE: Y NaTpiapXaabHO-
MY CUPIMCBbKOMY CYCMiNbCTBI XEpPTB CTUIMaTWU3YloTh, Bif HUX BIAMOBASETHCH POAMHA.
«3r'BaNTyBaHHA riplie 3a CMepTb» — He N1LIe y3BUYaEHa AyMKa, @ M NPUHLMA, AKUM
KepyeTbCs rpoMaga, MOMHOXYYM BTPATH BIf BINHM.

[3 KOXXHOI pO3NOBIAAI KPMBAA NOCTAE Aefasi OrMAHILLIOK Ta HECTEPMHILLOI0, BOJ-
HoYac gefani YiTKILUMMK | KOHKPETHILUMMM CTatoTb HACTPOEBI Kagpw, AKi CyNnpoOBOAXKYIOTh
IHTepB't0 3 XiHkamn. Big 36inblueHnx fo abcTpakuii 306paxeHb AOPIT, [OLLY, MOBEPXOHb
ByaiBenb — aX Moku kaMepa He MpoBefe Hac NycTUMK KiMHaTamu, Ae byno B4MHEHO Ha-
pyry. [Toku He mokaxke HaM 0BANYYS XKIHOK, SKI LLIAKOM CNpaBeasivBO LOPIKHYTb rsaayesi
I BIIbHMM XiHKaM 3axofy 3a Taky 3HanoMy HaM baifyxy «cTypboBaHICTb».

BinsepTy po3moBy Ha iHWy TabylioBaHy TeMy pO3MoOYMHAE Yy BNACHIN POAVHI pe-
xucepka ¢inbMmy «lIpo Aesiki peyi roBoputn BaXkko», HimkeHsa Ctedani Bpokrayc. [T cmi-
JINBICTb MOPYLUMTM TULLY 11 3aHYPUTKCS Y MPUBATHI NaM ATi BUHArOpPOLAXKYETLCH BigHANM-
feHoto 6nM3bkicTio 3 MaTip'to Ta babyceto. «Y KoXXHOI BnacHa ictopis abopTy», — BU3Hae
MaTu CTedaHi nig 4ac 4eprosol NPOryAsHKM YOBHOM. 3Aa€ThCs, Anlle nocepes BoAO-
nMK, paneko Big bepera i togeln BoHa Moxe BIAKPUTUCS LOHbLI, 9K caMiin cobi.

YecTb Bpokrayc pobuTb Te, Wo y CTpiYLi BOHa YHMKaE Byab-sKMx AUCKYCIN Npo-
nand i npo-yowic. Pexuncepky uikaBuTb ncuxonoriynmii bik abopty. CBi fasHin nogib-
HUII LOCBIf BOHA 33[,0KyMeHTyBana Tak fetansHo (ane 6es kagpis camoi onepaduii], Have
pobuna irposuin ¢otodinbM. CBOT HUHIWHI NepexnBaHHa bpokrayc 3HiMae Ha Mobinb-
H1in abo MiniDV, pocaratoun ocobnmnsol iHTMMHOCTI. OfHak Ti cTapLi poanyKM BOAIAN
npuxoBatn ¢akT abopTiB Bif yCiX, | He Yepe3 Te, WO Taku onepaLil bynu HeneranbHi
(a Taku bynu) abo NpuMycoBi — N9 KOXHOT 3 XiHOK Le bys BracHui Bubip, xo4 i 3po-
bnenuit He be3 ornapy Ha napTHepa. «[1po geski pedi roBOpUTK BaXko», — 3i3HAETbCH
babycq. CninbHa TpaBMa 0b'egHae TpW NOKOMIHHSA, NMULLAIOYM OCTOPOHb JINLLE YOMOBIKIB
3 POAMHM, TUX CaMUX «CMIABHUKIB» Y baxaHux | HebaxaHux 3avatrax. OgHoro mMu Tak
i He NobaynMo, IHWKI He BUMOBUTL XOAHOIO CN0Ba, TPETIN | HacTaplwmnit fjopikatume
XIHLUI, W0 B HbOr0O HeMae cuHiB (ipoHito L€l CLueHy BU 3po3yMieTe nig Yac nepernaay).

Baxxko He roBopuTL, @ BYTV NOYYTOK CbOrOLHI FONIOBHIV FepOiHi LLLe 04HOr0 QinbMy —
«3BopoTHMI biK ycboro». CpbisHka Typainny — cepbcbka 0CBITSHKA, akTUBICTKa | MOCHi-
[loBHa bopumHsa 3a geMokpaTiio. Y4acHuMUsA NpoTecTiB NpoTu Munolwesunya, Moro Minita-
PVCTCBKOT MOMITUKIN Ta KOPYMLIT, BOHA 3 CYMOM BM3HAaE, LLO POKM MOTOMY TXHS peBostoLis
3aKiH4Mnacsa nopaskow — Ha naphameHTcbknx Bubopax y Cepbil [o Bnagn npuxoasTb
pafvkanu. Typainuy, gka CBOro 4acy BBaXanacs MopajbHVWM aBTOPUTETOM  TaBpylOTb
cepboHeHaBUCHNLet0, HebaxaHoto B KpalHi, 9K | peLlwTy nibepanbHuX IHTENIFeHTIB.

MopibHo po dinbMy «[Ipo aeski pedi roBopUTH Ba)kKo», «3BOPOTHHIH BiK ycboro» €
TaKOX ICTOPIEI NPO XIHOK ofHIET poanHu. Pexxvicepka Mina Typannny pobute KiHonmopTpeT
CBOEI MaTepi, @ 3apa30oM BNacHoO! 3beHTexeHol baTbKIBLMHM — afyKe IXHS CiMelHa icTopis
TICHO NOB'A3aHa i3 AepXaBHOI0, WO po3ropTanacs NPSAMICIHbKO nif IXHIMK BikHamu. Cp-
BisHKa Bce XMUTTHA XkMBe B LeHTpi benrpaga, y KBapTupi, 9Ky KOMYHICTW HaLioHanisysanu
| PO3AINUAM Ha Kisbka MOMeLLKaHb, MOCeNMBLUN TYAN YyXnx ogel. Bigtoai asepiy Bigi-
BpaHi KiMHaTK 3a4mHeHi. CpbisHka Yac Big Yacy NPOTMPaE 3aMKM, ane He HaBaXXyeTbCs
3aaBWTV NpaBa Ha daMifNbHy BAACHICTb, LONOKK 3a ABEpUMa XUBYTb IHWI Moan. OfHak
KOAIW LNICHICTb >K1Tna byae BIAHOBAEHO, TO BOHO BMAACTLCS Yy>XUM | HE3HAMOMUM — 9K
i KpalHa, 3@ 3MiHW y AKin Typannuy camosigaaHo boponacs. O4eBUAHUM pPilLEHHAM LOHb-
ka Bbayae nuwe Mirpauito, Ta CpbisHka cnofiBaeTbcs NobaumTyt y MONOALLIOMY MOKOMIHHI
3aB3ATTS nonepeaHuKiB: «3a 3MiHM Tpeba bopoTuncs 3aBxan».

Yulia Kuznietsova

Not being afraid to talk about painful things, not being afraid to discuss issues that
are condemned and misunderstood, that are being silenced, that others do not want to
hear. Not being afraid to talk about the female” and about the political, about the female
and political at once. Numerous different and resolute female voices can be heard at this
year's DOCUDAYS UA film programme SIMPLE FEMALE EQUALITY.

The French-British journalist Manon Loizeau has touched upon the pressing con-
flicts and human rights violations in her previous work. This includes films about the Rus-
sian-Georgian war, the Second Chechen War, Beslan, and the murder of Politkovskaya.
In her new film Silent War, Loizeau turns to Syria and urges us to pay attention to sexual
violence, the side of armed conflicts that has been ignored for a long time. The movie tells
the stories of the female victims of Bashar Assad’s militia. No-one is immune to this injus-
tice, and the militants of the pro-government Shabiha do not care about the age, marital
or social status of women. Some of the narrators have been active participants of protests,
others were simply helping the injured insurgents, and some simply found themselves in
the way of the punitive forces.

The circumstances and the amount of ‘guilt” in the eyes of the regime are irrele-
vant — the women are valuable trophies of war that can be exchanged with profit. Violence
against women is an ancient military tactics. “The regime was using rape to break the
men,” explains a former female lieutenant of the Assad army, who is now a deserter. Some
of these cruelties occur in the secret prison of the government forces, but the reason for
this is not to keep the crimes secret. The rapes and tortures are being filmed and sent to
the insurgents. Violence continues for the women who survived and were set free: in the
patriarchal Syrian society, the victims are stigmatised, and their families forsake them.
‘Rape is worse than death’ is not only a common opinion, but also a principle of communal
life which multiplies the war losses.

With every narration, the injustice becomes more and more intolerable, while the
mood frames accompanying the interviews with the women become ever more clear and
specific. From the images of roads, rain, walls of the buildings zoomed in to abstraction —
until the camera leads you through the empty rooms, where the cruelties took place.
Eventually, it shows us the faces of women, who will rightfully scorn the viewer and the
free Western women for their familiar, indifferent ‘concern’.

German director Stefanie Brockhaus brings up another taboo topic in her frank and
unrestrained film Some Things are Hard to Talk About. Her courage in breaking the silence
and diving into private memories is rewarded with a rediscovered closeness to her mother
and grandmother. “Everyone has her own abortion story,” Stefanie’s mother admits during
a boat trip. It seems that only in the midst of the waterway, far from the shore and the
people, can she completely open her heart to her daughter.

To Brockhaus's credit, she avoids any pro-life and pro-choice discussions in her mov-
ie. The director is interested in the psychological aspect of abortion. Her own past experi-
ence is documented in detail (except for the frames of the operation itself), as if she was
creating a feature photofilm. Brockhaus's current feelings are filmed with a mobile phone
or with a MiniDV, which results in a special intimacy. However, her older relatives wanted to
hide this event from everyone, and not because of the illegal status of the abortions — it was
up to every woman individually, even though the partners influenced their decision. “Some
things are hard to talk about,” says the grandmother. The common trauma unites the three
generations, leaving aside the men of the family, the “partners in crime” in these desired and
undesired conceptions. One of them refuses to appear in the film, the second will not say a
single word, and the third and oldest will scorn his wife for not having borne sons (the irony
of this episode will become clear while watching the movie).

The main character of another film, The Other Side of Everything, has no problems
with talking, but is hardly listened to. Srbijanka Turajli¢ is a Serbian academic, activist,
and consistent fighter for democracy. A participant in the protests against MiloSevic, his
militarist policies and corruption, she admits with sorrow that the years after the revolu-
tion resulted in failure — the radicals came to power during the parliamentary elections
in Serbia. Turajli¢, the former moral authority, is labeled as anti-Serbian and unwanted in
the country, along with the rest of the liberal intelligentsia.

Like Some Things are Hard to Talk About this movie also tells a story about the
women of one family. The director Mila Turajli¢ makes a cinematic portrait of her mother
and her troubled motherland at the same time, since their family history is intertwined
with the state history which was unfolding just outside their windows. Srbijanka has spent
her whole life in the center of Belgrade, in a flat that was nationalised by the Communists
and divided into several apartments inhabited by strangers. The doors of the expropriated
rooms have been closed since then. Srbijanka cleans the locks from time to time, not
daring to declare her right to the family property, as long as other people live behind the
doors. However, when the unity of the apartment is restored, it seems strange and unfa-
miliar — much like the country whose changes Turajli¢ has been fighting for. Emigration
seems the only evident decision for the daughter, but Srbijanka hopes to see in the young-
er generation the enthusiasm of their predecessors: “One always has to fight for changes”.

The Other Side of Everything,

3BOpOTHuIA bik yCH0r0

Cakpanbte  Sacred

f0nis Koanenko

«Akuwo bora Hemaeg, To 4O3BOSIEHO BCE» — BUCHIB, WO
npunucytoTe docToescbkomy. Bigomuii ¢inocod, ncmxoaHani-
Tk XKak JlakaH 3anepeuus: akwo bora Hemae, To He J03BO-
fleHo Hivoro. Anke byab-aka Bipa, byab-gka MopanbHO-eTUY-
Ha cucTeMa koopamHaT (3okpema i peniriiiHa) — ue nepegycim
He 3abopoHK, a Te, L0 fae HaM PO3YMIHHS, HABILLO | KyAN MU
pyxaemocs. [ofibHo Ao i€l ManeHbKol icTopii nepeocMmncieH-
He, uboropiyHa nporpama DOCUDAYS UA nig Ha3soo CBATA
PIBHICTb, ynopsaakoeaHa Onbroto bBip3ayn, cvMmBoniyHO BU-
BepTaEe Te3y Npo LIAKOBUTY PO3PI3HEHICTb HAABHUX Peniriii:
Tpy GiNbMK L€l [OBIpKM CBIAYATb, LLO 3@ BCbOrO Pi3HOMAaHITTA
KOXHa peniriiHa cuctema y CBOI OCHOBI € MPOCTUM BUYEHHSAM
NpO HaMroNoBHille — NpPo BIpy B XXUTTS.

BnacHe, came umM 3aimMaeTbes ITTely Hemoto — ro-
NOBHUIA repoit cTpiuku «Bigxig» pexucepkn Jlann Bincow. Ko-
SINLWHIN NaHK Ta rocnofap HiYHWX ByWLb, @ HUHI ByAANCTCbKMIA
MOHax — LW Y0MOoBIK BYMTb TUX, XTO BXE Ha MexXi Bigyato,
noBepTaTX CBOIM 04aM banck xutTentobcTea. Hessaxatoun Ha
Haf3BMYaNHO BUCOKUWI piBeHb PO3BUTKY, ANOHISA € Nefib He 0f-
Hi€to 3 HaliHeLacnMBILLNX AepXXaB — Malke KoxHI 20 XxBUANH
OAMH 3 MeLUKaHLIB L€l KpaiHW 3BOANTb paxyHkn 3 XUTTaM. Cy-
UM cTaB SANOHCbKOIO enigeMieto. HemMoTo Bneplue CTUKHYBCH
3 Lieto Npobnemoto We y WKiNbHOMY BiLll, NepexXmBLUN Tpareio
camorybcTBa y CBOI POAMHI, @ 3rofloM — i cepef, OAHOMITKIB.
YTim, icTopig, aky dikcye kamepa JlaHn BincoH, gyxe pnaneka

“If God does not exist, then everything is permitted”,
according to Dostoevsky. The well-known philosopher and
psychoanalyst Jacques Lacan responded: if God does not
exist, nothing is permitted. After all, any faith, any system of
moral and ethical coordinates (including religious ones] pri-
marily consists not of prohibitions, but of an understanding
of why and where we are moving. Similarly to this story of
rethinking, this year's DOCUDAYS UA HOLY EQUALITY pro-
gramme, composed by Olga Birzul, symbolically reverses
the thesis about the complete disparity of existing religions:
the three films in this collection show that, despite all their
diversity, every religious system is, at its core, a simple doc-
trine of the most important thing — faith in life.

This is what Ittetsu Nemoto, the protagonist of The
Departure, is actually doing. This former punk and master of
the night streets, who is currently a Buddhist monk, teaches
those at the edge of despair how to bring back the vibrancy
of their love of life. In spite of its high level of development,
Japan remains one of the unhappiest countries on Earth:
one of its citizens commits suicide every 20 minutes. This
has turned into a Japanese epidemic. Nemoto first encoun-
tered this issue during his school years, having witnessed
the tragedy of suicide in his family, and subsequently among
his peers. However, the story fixated by Lana Wilson's cam-
era is far from an imposition of moralisation, and Nemoto's
actions have nothing to do with the validation of life’'s com-
mon truths. “Write down three things that matter to you the
most,” the monk says to his audience. "And now take any
two of them away. You will have only one left. Take that away,
too. This is what death means.” Life is not sugar, and there
are no recipes to make it simpler. Sometimes it is enough to
have someone by your side at a critical moment to help you
put your thoughts together. Nemoto's phone rings day and
night, and every day he receives dozens of emails with re-
quests to help in getting rid of the most horrible intentions.

BIf, HaB'A3/11MBOr0 MOpani3aTopcTBa — 9K | 3aHATTA HeMoTo
He MaloTb HIYOro CMIBHOMO 3 MpPeTEeH3IEl0 Ha YTBEPAXKEH-
HS XKUTTEBMX ICTUH. «HanuwiTe Tpy HanBaxknmBIWI 4as Bac
peuyi, — MpPoOCUTb MOHax CBOIX cnyxadis. — A Tenep npube-
piTb Byab-AKi ABI 3 HMX. Y Bac 3anuwmnacs ofHa. A Tenep
i 11 BuKknHbTe. Och WO 03Hayae cMepTb». XUTTH 30BCIM He
Mep, | He ICHye peLenTis, Wob cnpocTnt Moro. Ane iHkonwu
MpOCTO AO0CTaTHLO, Wb xToch OyB Mopyy y HancknamnHiwy
XBWAWHY Ta AOMOMIF pO3KNacTh fyMKM N0 nofinykax. TenedoH
HeMoTo He 3aMoBKa€ 3 paHKy 11 L0 NI3HbOIr0 BEYOPa, WOAHS
YONTOBIK OTPVMYE AECATKM ENeKTPOHHUX JIUCTIB I3 MPOXaHHS -
MW LOMOMOTTY BPATYBATUCS Bif, HAWCTPaALUHIWMX HAMIpiB —
| KOXKHOTO [HSA YepHelb Cifae Ha CBIMl MOTOUMKI, Wob ai-
cTaTuCs TUX, KoMy noTpibHa niagTpuMmka. Yu 3Hae BIH AKiCb
«MpaBWbHI» cnoBa Ans Takmux po3MoB? Hi — agxe Takux
cniB He icHye. LLlopa3y HeMoTo HamaraeTbcd npocTo pasom
3 JIIOLVIHOLO BIALWYKATU CTEXKY, AKOK MOXHA MoBEpHYTU cobi
cMak xuTTa. Beuipku, TaHui, irpu, Teatp — byab-1o. Yu BiH
cam ybe3aneyeHuni Bif BigYaw? 3BiCHO, Hi — BiH Taka cama
JII0AMHA 3 NOTI Ta KPOBI, AKI 3HaOMI i binb, i BTOMa, i po3-
rybneHicTe. | Kony MoHax ONUMHAETLCA Ha Mexi Gi3nYHoro
Ta MOPasibHOro BUCHAXEHHS, BiH Tex noTpebye ymeics nia-
TPUMKHK. TOX, EAUHE, HOrO MOXe HaBYMTU YepHeLlb — BipU
B Te, L0 HaBITb Yy HAWrIpLWMX CUTyaLiAx 3BMYaiiHa po3MoOBa
3 KMMOCb MOXe [OMOMOITH BIfHANTK ManeHbKy CTEXKY, LLLO
NOBEpPHEe 0 XNUTTH.

MopibHUM umHOM i B cTpiuui «CakpanbHe» Tomaca
JleHHOHa peniria Hacamnepef npefcTaBfieHa sSK cUCTeMa
A Ta BipyBaHb, WO A0OMNOMaralTb HanoBHIOBATW XUTTEBI
nofil ceHcamu. MoHag 40 kiHemaTorpadicTiB No BCbOMY CBI-
Ty 3HIManNW pisHOMaHITHI 0bpsian Ta Tpauuii, Lo CynpoBo-
LKYI0Tb JIOAMHY Bif, HAPOLXKEHHS | 0 caMol cMepTi. HeBax-
NINBO, MPO fKe caMme BIPOCMOBIAAHHA MAETbCS, Y Dyab-aKuMx
KyTOYKax 3eMHOI Kyni J0ANHa HapOLXKYETbCSH Y CMOBHEHUN
CKNAJHUMWU CUMBOMBHUMW CUCTEMAMWN CBIT — BOHa OTpU-
MYE IM'S, MPOXOAUTb Yepe3 cnelianbHi pUTyanu, Lo MatoTb
«[0Ny4YNTM» 1T 00 NeBHOI CNiNbHOTU. AfXKe NtofMHa He Moxe
icHyBaTK H6e3 cycninbCcTBa, BoHa noTpebyBaTnMe BCe XUTTH
KOrocb MOPYY — KOrOCh, XTO MOAINSATVMME Ti X caMi norng-
OV Ta JyMku. 3rofoM OUTMHE OMWMHSAETLCA Ha Moposi [o-
POC/IOro XWTTA — | PI3HI MexaHi3Mu iHiLiauil gonoMaratoTs
" 36arHyTv 3MiHW, Wo BigbyBatTbCA 3 Heto, 3 i TiNoM, Ta
BMOPaTUCH 3 HOBOIK POSUIIO «4OpPOCNoro». Ane camocTiiHe

Every day the monk gets on his motorcycle to reach those in
need for help. Does he know the ‘right words’ for such con-
versations? He does not, because there are no such words.
Every time, Nemoto tries to find a way to bring back the
person’s taste for life. Parties, dancing, games, theatre —
anything. Is he secure from despair? Of course not — he is
just a man of flesh and blood who knows pain, tiredness, and
dismay. When the monk ends up at the edge of physical and
moral exhaustion, he also needs support from someone.
The only thing the monk can teach is the faith that, even in
the worst situations, an ordinary conversation with someone
might help to find the narrow path and return to normal life.

Similarly, in Sacred by Thomas Lennon, religion as
such is presented, first and foremost, as a system of actions
and beliefs that help to imbue life’s events with meaning.
More than forty filmmakers around the world filmed some
of the various rituals and traditions that accompany humans
from birth to death. Regardless of the religion, in all corners
of the earth human beings are born to a world full of com-
plex symbolic systems — he or she receives a name, pass-
es through particular rituals that are meant to ‘involve’ him
or her in a particular community. An individual cannot ex-
ist without society, and one always requires somebody who
will share one’s thoughts and beliefs. Subsequently, a child
stands on the verge of adult life — and the various mecha-
nisms of initiation help him or her to understand the chang-
es that are taking place in his or her body and to cope with
the new role of ‘adult’. But independent life cannot go on
according to some kind of preconceived plan — and some-
times, a person is unable to overcome certain difficulties. All
she has to do is to believe — simply believe that everything
will be fine. And the religions of the world help maintain the
strength for such a belief, offering a variety of ceremonies
and small, calming actions. And, most importantly, religions
help to cope with the irrationality of life — with the fact that,

KUTTA He MOXe nepeTikaTW 3a SKMMOCb 3afyMaHWM nna-
HOM — | 4acoM JIIOAMHI Hecuna NofonaTy neBHi CKNagHo-
wi. Bee, Wwo i 3anuwaetsea, — Biputu. [pocTo BipuTH, WO
Bce byge pobpe. | peniril cBiTy gonomaratTb NIATPUMYBATU
B JIIOAMHI CUM Ha TaKy Bipy, MPOMOHYIOYM Pi3HOMaHITHI 06-
pAAM Ta CMMBONIYHI 3acnokinnmei Ail. |, HalronosHiwe, pe-
Niril fonomaratTb BNOPaTUCS 3 ippaLioHanbHICTIO XUTTS —
3 TUM, LLL0 HOMYCb BOHO KOJIMCb 3aKIHYYeTbCS. HeBaxnnBo, 4
BIpUTL JIIOAMHA Yy MePepoaKEHHS Y/ Yy NOTOMDIYHE XINTTS, Tak
Y iHakwe, bynb-sika Bipa HaAINSE CEHCAMM Te, WO NPYYaETb-
€ po3yMiHHi — cMepTb. Konucb Bxe 3ragysanuii XKak Jla-
KaH 3a3Ha4uB, L0 caMa CMepTb TexX noTpebye neBHOT BipK —
aflke He YCBILOMIIIOIOUMN CKIHYEHHICTb HALLOro ICHYBaHHS, MY
He 3MOXXeMO CTPYKTYpyBaTV CBOT NPIOpUTETH, LLIHHOCTI, B3a€E-
MWHW 3 IHLUVMMU Ta, 3peLUTO, XMTTEBUI LINSAX.

Y TpeTin cTpiyui uiel nporpamun — «yrma: KHonka»
Mayna CanaxapiHa Pedcpans — peniriiHuin ceHc, 9KUM
repol HafiNfTb CBOIO CMEPTb, MOYMHAE He NnLe cynepe-
YUTU IXHIW BIpI, @ 1 CTAE PYyLIIEM HAMXaxAMBILLOMO NO4-
CbKOro sBMWa — BiHW. KaMepa HOpBe3bKOro pexucepa
npoHWKae [0 3aroHy «[xabrat anb-Hycpa» — cupincekmx
xmnxaguctis «Anb-Kaigu», TpeTbol Nnopsas 3 NoBCTaHUAMM
Ta NPoOBAaAHUMUN BIiCbKaMW CUAM CUPIACBKOT BIMHW. AK |
noBCTaHUi, Wi yonosiku boptoTbea npotn Acapa, ane, Ha
BIIMIHY BiJ, MOBCTaHLiB, IXHA MeTa — BCTaHOBMNeHHS «lc-
NaMCcbKol AepXkaBu». | ANA UbOro BOHM He LIKOAYIOTb He
TINbKW CBOTO XUTTS, @ W XUTTA IHWKX. «[lyrMa» — Le KHo-
nKa, HaTUCHYBLUM 9Ky, CMEPTHUK 34iliMe y NOBITPS CBOIO
BaHTaXIiBKy Ta Bce goBkona. Xutrs — ue Hiwo, agxe Bee-
BULWHIN BMHAropoAnTb CMINMBLSA, BIPHOTO CBOIM BIpi, Ha
ToMmy cBiTi. AHi 30-piununin Aby Kacsapa, aHi 26-piuHnii Aby
Bacip, wo nepeixas go Cupii 3 BputaHii, He MatoTb Xof-
HOrO CYMHIBY — CMepTb 3apaiyv Bipv Neib He nofLapyHok.
Aby KacBapa HaBiTb MonuUTbCs, W06 MOMy BMMana 4yecTb
34iMCHUTK cBIM 000B'A30K CMepTHMKa nig 4ac PamagaHy.
“Yu ue BCe Mae cTocyHoK A0 Bipu, fo penirii? MNpuHanMHi
B OQHOMO 3 repoiB 3akpafaloTbCsH CYMHIBW B LibOMY, KOJU
Yy HbOTO 3'ABASETLCH BAACHA CiM'A. «HaTUCHYTW KHOMKY —
XofHOT npobnemu, — kKaxe BiH, — npobnemMa B iHWOMY».
A caMe — y XUTTSX: CBOEMY, CBOIX BAN3bKMX Ta IHLWKUX J110-
nen.

Yulia Kovalenko

for some reason, it will end someday. It does not matter
whether a person believes in reincarnation or in the after-
life; one way or another, any faith gives meaning to what the
intelligence resists — death. Jacques Lacan once said that
death itself also needs a certain faith, because without an
awareness of the end of our existence, we would be unable
to structure our priorities, values, relationships with others,
and, ultimately, our way of life.

In Dugma: The Button by Paul Salahadin Refsdal,
which is the third movie in this programme, the religious
meaning the characters put into their deaths will, after all,
not only start contradicting their faith, but also become the
engine of the most horrible human activity — war. The Nor-
wegian director’'s camera gets into a squad of the Jabhat
al-Nusra — the Syrian jihadis of al-Qaeda, the third power of
the Syrian war, along with the rebel groups and the pro-gov-
ernment troops. Like the rebel groups, these men fight
against Assad, but, unlike the rebel groups, they do so in or-
der to bring about the Islamic State. They are willing to sac-
rifice their own lives and the lives of others for the achieve-
ment of this goal. The ‘dugma’ is the button, which when
pressed by the bomber can make his truck and everything
around it to explode. Life is nothing, because the Almighty
will gratify the brave faithful in the world to come. Neither
30-year-old Abu Kaswara nor 26-year-old Abu Basir, who
has moved to Syria from Great Britain, have any doubt that
death for the sake of faith is a reward. Abu Kwasara even
prays to have the honour to complete his suicide bomber
duty during Ramadan. What does all of this have to do with
faith and with religion? At least one of the characters begins
to doubt after he starts his own family. “There is no problem
pressing a button”, he says, “but there are other problems.”
These are his own life, the lives of his loved ones and of
other people.
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Big nporpamMun foKyMeHTanbHoro KiHo, NpUCBRYEHOro
TeMi pacoBol AWMCKPMMIHALLT, MOXHa 04ikyBaTk BbaraTo 4oro.
Hanpuknag, akoick BUCOKOI BUKPUBasbHOT TEMMepaTypw, ny-
BAILMCTUYHOT TOCTPOTY YW MOXMYpOCTI MaTepiany. Ane, Ma-
ByTb, He cnokoto. Todi siK, BAAcHe, CMoKiliHi BPIBHOBaXeHI
iHTOHaUiT 06'eaHYI0Tb yCi TpU GiNbMKU creuianbHOI Nporpamu
HEOHEPIBHICTb usoropiuHoro ¢pectusanio DOCUDAYS UA.

[peacTaBneHi cTpiykM He 3aHypioloThb Hac Yy AKiCb pa-
IOMKanbHI Nekna MixNioACbKoT BOPOXKHeYI, ik MOXe BMAaBaTu-
csi cnoyaTky. HaToMicTb po3kprBaloTh 3asBaeHy TeMy 30BCIM
3 IHLWOro pakypcy — Mokasylo4n HaM 3BUYANHUX N0Aew, 3
AKUMU MOXHA MEPETHYTUCS Y NMOBCAKAEHHOMY XUTTI. Y dop-
ManbHOMY CEHCi aBTOpY LMX GiINbMIB CTaBnaTb nepen coboio
3aBAaHHS 3MasoBaTh NpuBaTHe JIDACbKe 00nMyYs ycix Tx
MOTOPOLUHMX MOCTaTel, AKi Npuyainmcs 3a TepMiHaMu Heo-
HaUMCTM Y1 KOMOHI3aTopu. JInXi MOHCTPM MOCTaloTb Y CBOIX
3BMYANHMX PYTUHHMX InocTacsax. | TyT noYnmHaeTbes Hawuika-
BilUe, aA>Ke, 9K BUSIBNAETECS, CaMe Yepes PyTHHY MU MOXEMO
3a3npHyTM Yy Taki nekna, ki nepes TMM i He Mornwv cobi yaBuTu.
KoxHa cTpiuka TyT TUMM YW iHWIMMK MeTofaMun [ocsrae Liel
METU — PO3LUMPIOE HALLi MeXi CMPUIHATTS, Hally ysiBY.

«[fliByata «30/10TOro CBiTaHKy» HODPBE3bKOrO pe-
xucepa Xosapfa biocTHeca BnyckalTb Hac 3a NalTYHKW
POAVMHHOIO XXWUTTS rPeLbkiX HEOHAUWCTIB — 3 HalBULLMX
ewenoHiB napTil «3onotnii ceiTaHok». Llel dinbM Hapo-
LOVBCS 3aBAAKM 0COBNMBINA cuTyauill y napTiliHi BepXiBL.
Kinbka bociB moTpanuan o B'A3HWLUI B 04YiKyBaHHI cymy, i
BIZMOBILANbHICTb 3@ 400 CNpPaBK NIAria Ha niedi BUCOKO-
NOCTaBAEHMX XIHOK — [OHbKYM OYiSIbHMKa Ta MaTepi | Apy>KM-
HV 1Oro NpaBoi PyKu.

OcwupoTini XiHkM Mob’'A3H0 MOrOAMANCS MokasaTu Ha
Kamepy cBili MobyT. Ta, 3BiCHO X, BWTIAHO penpeseHTyBaTH
cebe Ak nybniynmx ocib. BnacHe, 3 LbOro i BUHMKAE ronoBHa
Hanpyra ¢inbMy — i3 HamaraHb NMepCoHaXoK MpefcTaBUTH
cebe y HOpManbHOMY CBIT/i, HE3BaXaloun Ha BiLBEPTO OCyf-
JIMBWIA Nornag pexucepa. 3BIACK M OCHOBHA iHTpWra — Ha-
CKIIbKM YCMILWHO «30M10Ti» AiBYaTa TPMMaloTb CBIV MOKep-
deiic. Y BCIX HMUX Yy LbOMY NPOLEC] PI3HI posi Ta PI3HI Macku.
Ane i3 WINAWH TXHBOI «MpPUBaTHOCTI-Ha-NOKa3», MPUPOLHO,
BMNa3aThb LjikaBi He3amnaaHoBaHi MOMeHTH.

@inbM foBoni npocTtuit 3a dopmoto. OcHoBHa MeTa
3HIManbHOI rpynn — dkicHo 3adinbMyBaT Te, WO M [03-
BONATL 3adinbMyBaTU. Pexuncep cnyxHaHo chifye 3a repoi-
HAMK, LO3BOMSIOYM M Ha BlacHWIA po3cys obupaTy nokauil
Ta pakypcu. [isuata «30n0Toro CBiTaHKy» MOCTIAHO cKap-
XaTbCH, WO M HIKOAM He [aloTb HOPMasnbHO BUCIOBUTY
CBO0 Mo3uuito. XoBapL biocTHec akpa3 | Aa€ M Taky Haro-
Ly — BiH He nepebvBae, He BCTYNae y Cepio3Hi cynepeyky,
a nepeBaxHo cnyxae. [on0BHa CTpaTeris pexucepa — An-
BMMOCS Ha BCe, WO MOXHa, a MoTiM pobuMO fKiCb BMCHO-
BKM 1 OCMWC/IIOEMO BpaxeHHs. 3peluTolo Taka CcTpaTeris
LiIKOM BAA€ETbCA. HaBiTe Te, WO HaMm [003BONAIOTL noba-
YUTU, NEPEKOHNBO BUCBIT/IIOE BCIO HELLMPICTb LMX HIBWUTO
NOAChbKMX 001Ky, BCIO CynepeynmnBicTb iXHbOro HibUTo 38U-
YalHOro JIIOACLKOro CBITOMNALY, BCH LUTYYHICTb NybaiyHo
npveabnusux no3. Lli giByata cBoe 3aBfaHHs BbaualoTb
y NpeAcTaBneHHi MoO3UTUBHOI, MUOI, HECTPALUHOI FpaHi CBO-
€l NONITUYHOI NapTil. | cTpiyka 3aBASKN OAHOMY AOTEMHOMY
| MPOCTOMY MPUNOMYy — OCb BV Nepej KaMmepoto, AaBanTe
npencTaBnsaiiTe BCe, WO xodeTe! — ycnilWHO 3BOAUTL HaHi-
Belb IXHIi HamaraHHs. [1poaeMOHCTPOBaHMI NO3UTUB BUKIIV-
Kaey rnsapadis MypaLlku no CruHi.

Bxe 3aBnoakn ubomy «/[liB4ata «30/0TOro CBiTaHKy»
€ UikaBolo Ta MoTpibHol CTpiykoto. BoHa TOHKO | HeHaB'A3-
JINBO BUKPUBAE 3110, AKe MPUKWAAETHCH YMMOCH HOpMalb-
HWUM | Jobpum. Ane nokasaHwii y Hili MaTepian NpuXoByeE y
cobi we 6arato iHWWX NMOTEHLiINHMX BUCHOBKIB Ta 3MICTIB.
Y 306paxeHHAX repoiHb MeperniTacTbCs Lina Kyrna pi3HuUX

“binuit it ounma flanibopexa The White World According To Daliborek

HALWU3M

Aunpiii bonnapetko

3a cTaTyc. Y Korocb € AocTyn Lo diHaHCIB Ta IHBeCcTUuiN,
a B KOroCb — [l0 HAPOLHOrO HEBLOBOMIEHHS, fike Moxe byTu
He MeHWWM kanitanoMm. LLi XiHku, Wo npocTopikyloTs Mpo
HecnpaBeAAMBOCTI Ta BigyBaHHA Hapoay, CMASYM Y TIHbKY Ta
nonmnBatYy KoKTeni, eKCnnyaTyloTb Lielt Hapog He3ripw 3a
KanitanicTis. Xn3y4ncb CBOE HOPMasbHICTIO, BOHW He Mo-
MiYaloTb, WO BMAAKTL TVM CaMUM CBOK MUBMHHY | 30BCIM
He pagmkanbHy bypyasHicTb. IXHI YonoBikM BAATL i3 cebe
HenprbopkaHMxX 3BIPIB Ha TeNewWwoy Y1 Ha MITUHrax, a noTiM
noBepTalTLCH AOLOMY, [ie CaMe Ui «[iByaTa» rpitTb iM Tenne
KOMPOpTHe rHi3geyko. Taknm YnHoM, dinbm biocTHeca € Ha-
farato WUPLINM BUCIOBIIOBAHHAM, aHiX NpeTeHaye y Ha3Bi.
| BIH AEeKOHCTpYIO€E 3Ha4YHO rnobanbHilli NOAITUYHI ABULLE,
Hi>XK BUNafoK rpelbKnuX HeoHaLWCTIB.

«BigmogHa 3emas» iTanivku TuuiaHu [Nadigumn ne-
peHocuTb Hac Ha ocTpis [lacxu, 3arybneHuin y npocTtopax
Tuxoro okeaHy. binblwa yactnHa GinbMy 3MOHTOBaHa 3i cTa-
pYX KIHOMMIBOK | 3 MepLlmnx KafpiB 3a4apoBye ocobnvBum
WwapMoM oundposux kapTuHok. OcTpiB nocTae nepep Hamu
AK NaHAWadT 3i CHY UM 3 AKOTICb HeBIAOMOI NoTonbivHoI pe-
anbHOCTI. Afle HacoNOAMTMCS aypoto YapiBHOT HETYTELIHOCTI
3aBakae 3aKafpOBWI TEKCT, AKWIA HaTAKae HaM Ha Te, WO
3 UMM CHOM LLLOCb Herapasg.

®inbM Mae 40BOI CKNAAHY €CEICTUYHY CTPYKTYpY. Abu
we Binbwe 361yaMTM Hac y MeaHLpax YABHOCTI, pexucepka
4acoM CTWII3ye BNACHMI BIA3HATUIA MaTepian nif cTapi aHa-
norosi kagpu. Tox binbLy YacTuHy ¢inbMy rnsgadesi goBo-
LWTbCS WyKaTV CBIN LWASAX I3 TaKOro BidyafbHOro NabipuHTy,
KepYoUnCh TEKCTOBMMU YW FONIOCOBMMM MifiKa3KaMu.

Y npoueci nepernagy MU po3yMieMo, WO Ui baykaH-

HA MalTb MPUHLMMNOBUIA CEHC.

EBINIONHA 3EMAR» MAE 0BOMI CKNATIHY ECEICTUUHY CTPYKTYPY. 3 oawore Soxy sanaymyiou
ABW LLLE BUTBLUE 3BAYIIATU HAC Y MEAHLIPAX YABHOCTI, PEXUCEPKA
YACOM CTUMI3YE BNACHIAM BIN3HATIAN MATEPIAJT TIJL CTAPI
AHANOTOBI KAZLPW. TOX BIIBLLY YACTUHY OIIbMY TALAYEBI
TI0BOANTLCA LLIYKATI CBIA LINAX 13 TAKOTO BISYATTHHOTO

3 iHworo — [laHiuua Hamara-
€TbCA BWBECTWM HAC i3 MacTku
HaLWKWX e ysBMEHb NPO fanei
eK30TUYHI 3eMNi, KpalHiM BTi-
NleHHAM aKkux | € ocTpis [lac-
Xx1. A napanenbHO po3noBifaE
CTpaxiTAnBy icTopito Toro, K nig,
MOKPMBANOM eK30TUYHOCTI Ta
TAEMHUYOCTI HACeNeHHs Lboro
0CTpPOBa BUMHMLLYBANOCS Ta Mo-
HeBoslOBaNoOCs Lie O [OCUTb

JIABIPVHTY, KEPYIOUICb TEKCTOBIMI YA TIOCOBUMUN TLKASKAMU.  venasrsoro wacy.

TeM, BOHW BUMNA43I0Tb [OBOJI MOKA30BUMM | ANS IHLWINX KOH-
TEKCTIB. | TaKUM YMHOM MOB'A3YI0Tb FPELbKMUA HEOHALM3M I3
AKVMOCh LUMPLIMM TNOM. B arpecuBHIn noctaBl camoBnes-
HEeHWX NtoAeN, Wo AeMOHCTPYIOTh CBIM 3B'A30K 3 HAPOAOM Ta
I3 330BOSIEHHAM BIAYYBalOTb 3a CAMHO CUAY MapaMiniTap-
HUX YrpynoBaHb, yKpaiHCbKMA rsAay MoXe Nerko Brni3HaTtu
pioHMX nepcoHaxis. [Tpuyomy, Lo BaxkMBO, He Tak Ha piBHI
MONITUYHOT PUTOPMKK, SK Y XapakTEPHUX MPUBATHUX, KYXOH-
HO-[,BOPOBMX NposiBax. | Le He obo'sizkoBo cBobogiBeLb
Tarnmbok. Lle Takox ponmHa Mapactokis, YneHu aKoi Ha XBUI
nicnaManaaHHoi nonynspHocTi Nobnate doTorpadysaTvics 3
Kanawamu bing pi3gBAHOro KaMiHa.

«/liB4ara «30/10TOro cBiTaHKy» 3aBAAKN GOKYCY Ha Npwi-
BATHOCTI laloTb HaM BUXiJ, Ha LLLOCh DiNbLU yHIBEpCabHe Ta TH-
noBe 419 HaLloro CBITY, aHIXK KOHKPETHUI NOAITUYHUIA NOPSAOK
LOeHHWUIA. 33 UMMK XXIHKaMy MpYXOBYIOTBCS SKICh XapakTepHi
PUCK TUX NPEACTaBHUKIB Cy4aCHOr0 CBITOBOrO CepefjHbOro Kia-
Cy, AIKi WyKaloTb LOCTYMHI TM GopMK noniTuyHoro Kanitany, abu
BMPBATMCS Haropy Ta NoTiCHUTU YMHHWIA icTebnilMeHT.

Apxe y uboMmy oinbMi My pobpe bHaummo, Wo
PO3MOBM MpO CBSALLEHHY BiliHY TakuM Jiiogsam noTpib-
HIi nwe sk cneundiyHnin pecypc y bopoTbbi 3a Bnagy Ta

Migxig pexuncepku
baratowapoBun  Ta  3anay-
TaHui. CTpiuka KoAMBAaeTbCH MixX mMoesielo, Bigeopenop-
TaxKeM, YCHO ICTOpi€el0 Ta Bi3yaNbHOW aHTPOMOAOriEtD,
CTBOpIOIOYM 3peluTolo oB'eMHUMIA Ta [AianekTuyHuii obpas
CaMOoTHOCTI Ta cBoboan, sKi B OyAb-SKMIA MOMEHT Mo-
XyTb MepPeTBOPUTMCH Ha B'A3HWLIO Ta MOHeBONeHHs. [la-
HiLLA peTenbHO BUBOAWTL YHIBEpCalbHWIA 3aKOH Kono-
Hiani3My — WO eK30TWUYHILMIA NpOCTip, TO MeHLle npasa
| 32KOHHOCTI MU Bifl HbOTO O4iKYEMO. | XO4 9K Aaneko M1 Mo-
>keMo nepebyBaTth Bif Micls 3104MHIB, BIAMOBIAANBHICTb J1e-
KWUTb TaKOX | Ha Hac. Ake cepnaHoK eK30TUYHOCTI TBOPUTb-
csl came NornagoM 3ganeky, NornsAoM, KW LiINKoM Moxe
NOXepPTBYBaTU KOHKPETHO JIIOACHKICTIO 3apafu AelweBol
enidopil Ta WapMy TaEMHMYOCTI.
Yacom B 00'ekTVBI caMoi pexucepkn MU baynmo go-
BOJ IAWNIYHI KAPTUHKM 3 penopTaky Npo cydacHe XUTTs Mic-
LeBOT B'A3HULI. YTPMMaHMX TaM Nofel He CTepexyTb HaaTo
CYyBOPO, afXe Ha TakoMy OCTPOBi [afeko He BTeuell. Tox
MIX B'A3HAMM Ta TIOPEMHMKaMK CKNaAaTbCa MUPHI | HaBIiTb
LPY>XKHI CTOCYHKM, @ BHYTPILHIA NpOCTIp 3aknafy 4acto ne-
PETBOPIOETLCA Ha Micle Ans nikHikiB. OgHak noTiM MU po3y-
MIEMO, LLLO Taka ignnis — AnLle oKkpeMmnin MOMEHT Ha LOBroMYy
WXy ocTpoBa A0 3400yTTA cBOET CBOOGOAM, MOMEHT, AKWIA

A KYA

He TpvBae HaaTo foBro. Y MacwTabi Bcboro dinbMy i BCiel
icTOpiT 0CTpOoBa MIXJIIOACHKI MO3UTUBM TAMTELLUHbOIO XUTTH
NVile BIATIHIOWOTL LIHHICTL CNpaBXHboi cBoboau, sky Lwe
LOCI fiy>ke BaXKKo 3400yTn. 3HOBY X Taku CMNOKiiHa Hecnilw-
Ha HapaTUBHICTb «BigntogHoI 3eMi» BUBOAUTL Ha po3a4yMu
Mpo MOXAMBOCTI cBOBOAM A9 KOXHOrO 3 Hac, Npo fKicb
WML JIOACBKI LIHHOCTI Ta TPMBOMW, HeobMexXeHi nuwe
MpPOCTOPOM LbOro TpariyHoro knanTvka 3emni. Yomy npo-
CTOT IOACHKOI MPUA3HI Ta N0Barn HeAOCTaTHBO AN WACTa Ta
31arofiM BCbOrO CBITY?

«binui cBit» oynma [flanibopeka» pexucepa BiTa
Knycaka 3ManboBye mepef HaMW ManeHbke MepcoHasibHe
nekao 04HOro nepcoHaxa Ta Moro pogmtu. Xoda Janibopek
no3nuioHye cebe Ak HeoHauucT Ta nochifosHuK [iTnepa,
MU CTUKaEMOCS TyT i3 cneundiyHUM rpoTECKHO-XMMEepPHUM
IHPAHTUNBHMM MauYM3MOM, Hafd AKMM HaBITb He 3HaEL, WO
Kpalle pobuTv — nnakaTtu 4u CMIaTUCE.

KoHuenuis ¢inbMy nogibHa po Tiel, aky 6Hadmmo
y cTpidul «AKT youscTBa», 3HaTIN [Ixowya OnnexraiMepom.
["onoBHi nepcoHaxi OnnexHraniMepa — iHAOHE3INLI, Ki CBOMO
Yacy Bbunu 6e3niy cniBBITYUIHNKIB Y NOAITUYHO CMPOBOKO-
BaHiN pi3aHuHi, — 6e3 ocobnnBmx LOKOPIB COBICTI BIATBO-
pIOIOTE Mepes KaMepoto CBOI MUHYII 3N0YMHU, IHCLLeHI3y4K
KpvBaBi cLeHn HemoBbW akTopw. [MofibHUM YmHoM v «Hasni-
6opeKy» repoli CTpiukM CTapaHHO PO3irpye nepeg Kamepoio
CBOE MOBCHAKAEHHE XUTTS HallMcTa-aMaTopa, rpo3n «LuraHis
Ta MyCJiMIiB».

[anibopeky 3a TpuauaTb, BIH XMBe 3 MaTip'to Ta
npauloe Ha 3aBOAl  HW3bKOKBanidpiKoBaHWUM  POBITHMKOM.
Y HbOro € AiBYMHa, ane A0 IHTUMY BOHa MOro He AOMyCKae.
3a BciMa MapaMeTpaMu BiH HeBAaxa, OAHaK Moro o4i npo-
MEeHIloTb OMTUMI3MOM, BMEBHeHICTIO y cobi Ta 3afjoBofeH-
HAM CBOIM XMUTTAM. TWM 4YapiBHMM 3acobom, WO MNpUMM-
pse Lanibopeka 3 AINCHICTIO, € MOM-KyAbTypa HeoHaum3-
My. CaM BiH € J0BOII MUPHWMM YOMOBIKOM | He Bepe yyacTi
B aklisiX, ane peTesbHO MNeKae CBIN paguKanbHWUM IMIgX,
AKWI  [03BOASIE oMy BigdyBaTh cebe UiNKOM peaniso-
BaHMM. [0noBHMI cnocib Byt HauWCTOM [AAS HbOro —
Lle CTBOpPEHHS BIAMOBIAHOMO KOHTEHTY: BiAEOPOMKIB Y MiCEHb,
AKi BIH BUKNafacE B iHTepHeT. Lle ayxe AMBHWI KOHTEHT — Ya-
COM Ha MeXi NCMXIYHOro HE3A0POB'S.

Ane cnpaBXHit HagpvB dinbMy B iHWOMY. He B ysiB-
HOMY CBITI HaLMCTCbKOrO pato, a B peanbHoMy xuTTi [danibo-
peka, Moro Matepi Ta Il koxaHus. KceHodobisa Ta pacusm Tyt
noyTby napi 3 6e3npocBITHICTIO Ta colianbHOI Aerpafali€to.
3a KyXOHHUM dallV3MOM LMX NIOAel NPYUXOBYETLCS PO3nyKa
3 He HafTo BAANOro XuTTa. BTiM, Mpuknag iHWWX nepcoHa-
KiB mokasye, Wo noxsana [itnepy He € 0060B'A3KOBUM CynyT-
HWKOM cycninbHMx dpycTpaui. ToMy, HaBITb KOAW HaM BXe
3[3€TbCH, WO caMe 3 LUMX HeTpiB «binoro cMiTTa» noxoaaTb
CMpaBXHi KOpPeHi pacm3My, oCTaTOYHUI BUCHOBOK MOCTINHO
BUCAM3aE. 3aNuWaEcTbCA AnwWe BIAYYTTA, WO BCI MU 104K,
| MOKW pacu3M JII0Tye Ha PIBHI MoBcsakAeHHoro bonota i He
nepexofiuTb Ha PiBeHb MOMTUYHUX IHCTUTYLIN Ta NpakTuk,
Hagisl e 3aNMLWaeTbcs. 3aBAAKM Hanepes NpoayMaHili cle-
Horpadil «binui cBiT» oynma [lanibopeka» crnpaBnse Bpa-
SKEHHS XYAOXKHbOro GinbMy. | LoBONI HEMOraHoro — rocTporo,
foTenHoro, xopctkoro. Lle Takuin cobi «peaniaMm KyXoHHOT
Muiikm» Marika J1i, noMHoXeHWIn Ha rpoTeck bera Bitni. Ha-
BiTb BiJ CTATUUYHMX CLEH TyT Tak CaMo BaxKo BIAipBaTnCs gk
BiA KafpiB paHHboro Llas MiHngaHa.

Yci Tpu dinbMM No-CBOEMY UyA0BO MIATBEPAXYIOTH
BucHOBKM ¢inocodunHi aHHM ApeHAT wopo «baHanbHO»
NPUPOAM NOAITUYHOIO 313, AKe BUHMKAE 3i CBOEI MOYaTKOBO!
HemoMITHOCTI, PO3MUTOCTI Y NOBCAKAEHHIN pyTuHI. Abo X —
y 11 MpOTUAEXHOCTI, y baxaHHi 6aunTn CBIT WapMaHHUM Ta
3araflkoB1M JIvLIEe 3a NMOMaxoM YapiBHOI Nannyku, bes xopa-
HVX 3ycWib 3 Halworo boky.

Andriy Bondarenko

NAZISM IN
HE KITCHEN

You can expect many things from a programme of
documentary films about racial discrimination. For exam-
ple, some kind of high moral tone, journalistic sharpness
or a darkness of material. But probably not peacefulness.
However, in fact, what all the three films of the special
NEO-INEQUALITY program at this year's DOCUDAYS festi-
val have in common is their peaceful, balanced tone.

The films included in the programme do not throw
us into any radical hells of interpersonal hostility, as it
might seem at the beginning. Instead, they reveal the key
topic from a completely different perspective by showing
us ordinary people whom we could meet in our everyday
lives. In the formal sense, the authors of these films aim
to portray the private human face of all those frightening
figures which are lurking behind the terms ‘neo-Nazis" or
‘colonists.” Evil monsters show themselves in their ordinary,
routine roles. And this is where the most interesting things
begin, because as it turns out, the routine can actually allow
us to get a glimpse of hells which we couldn’t even have
imagined before. Every film in the programme achieves this
goal of expanding the limits of our perception, our imagina-
tion, in its own individual way.

Golden Dawn Girls, by the Norwegian director Havard
Bustnes, takes us behind the scenes of the family life of
Greek neo-Nazis from the highest ranks of the Golden
Dawn party. This film came about thanks to a peculiar situ-
ation in the party elite. Several party bosses were put in jail
to await trial, and the responsibility for the fate of the enter-
prise was laid on the shoulders of high-ranking women, the
daughter of the leader and the mother and the wife of his
right-hand man.

The women left behind graciously agreed to show
their everyday lives to the camera, although of course they
presented themselves as public figures in a favourable
light. Actually, this is the origin of the central tension of the
film: the attempts of the protagonists to present themselves
in a normal light, despite the openly condemnatory view of
the director. It is also the source of the central intrigue: how
successfully the ‘golden’ girls will be able to preserve their
masks. In this process, each of them has her own role and
her own camouflage. But, naturally, through the cracks of
their ‘'show-off privacy,” certain interesting unplanned mo-
ments manage to escape.

The film is rather simple in form. The main goal of
the film crew is to make a high-quality recording of whatev-
er they are allowed to record. The director obediently follows
the protagonists, allowing them to pick locations and angles
at their own discretion. The Golden Dawn girls keep com-
plaining that they are never allowed to express their position
properly. Havard Bustnes actually gives them this opportunity
— he doesn’t interrupt, doesn’t engage in any serious argu-
ment, he mostly listens. The director’s core strategy is ‘we
look at anything we can see, and then we draw conclusions
and make sense of our impressions.” In the end, this strategy
totally works out. Even the things we are allowed to see con-
vincingly reveal all the insincerity of these supposedly human
faces, all the contradictions inherent in their supposedly hu-
man worldview, all the fakeness of their publicly attractive
poses. These girls see their task in representing the positive,
cute, unthreatening side of their political party. And the film,
using one clever and simple device — here you are in front of
the camera, now present whatever you want! — successfully
negates their efforts. The positivity portrayed sends shivers
down the viewers' spines.

This alone already makes the Golden Dawn Girls an
interesting and necessary film. Subtly and unobtrusively, it
unmasks the evil which pretends to be something normal
and good. But the material it demonstrates conceals many
more potential conclusions and meanings. The portraits of
the protagonists combine a whole bunch of different topics,
which look rather revealing in other contexts, too. And in
this way, they connect Greek neo-Nazism to a wider back-
ground. In the aggressive pose of the self-assured charac-
ters who demonstrate their connection to the people and
enjoy feeling the force of the paramilitary groups backing

them, the Ukrainian audience can easily recognise our own
familiar characters. And, importantly, the similarity lies not
as much in the political rhetoric as in the characteristic pri-
vate, kitchen-yard manifestations. And it doesn't have to be
Tiahnybok of the Freedom Party. It is also the Parasiuk fam-
ily, whose members, riding the wave of their post-Maidan
popularity, love to take pictures with Kalashnikovs in front of
their Christmas fireplace.

Golden Dawn Girls, thanks to its focus on private life,
lets us see something more universal and typical for our
world than the specific political agenda of its characters. Be-
hind these women, there are certain characteristics of mem-
bers of today's global middle class who are looking for any
forms of political capital available to them in order to break
through to the top and displace the current establishment.

In this film, we can clearly see that these people need
their talk of holy war only as a specific resource in their fight
for power and status. Some people have access to finance
and investment, and others have access to popular discon-
tent, which can constitute capital of an equal value. These
women, who perorate about injustice and the people’s pov-
erty, sitting in the shade and drinking cocktails, exploit the
said people no less than the capitalists do. Showing off their
normality, they do not notice that by doingthis, they reveal
their deeply bourgeois character, which is not radical in any
way. Their husbands pretend to be untamed beasts when
they are on TV or at rallies, and then they come home, where
these ‘girls’ are warming up their comfortable nests. So

Bustnes's film is a much broader statement than it claims
to be in its name. And it deconstructs many more global
political phenomena than just the Greek Neo-Nazis.

“binuii csit” oyuma [lanibopeka The White World According To Daliborek

Solitary Land, by the Italian director Tiziana Paniz-
za, transports us to Easter Island lost amid the vast Pacific
Ocean. Most of the film is edited together from old footage,
and from the first shots it fascinates the audience with the
particular charm of pre-digital pictures. The island is re-
vealed to us as a landscape from a dream or from some un-
known otherworldly reality. But we are not allowed to enjoy
the aura of charming otherworldliness in peace, because
the voiceover hints that there is something wrong with this
dream.

The film has a rather complex essayistic structure.
To lose us even more deeply in the meanders of imagina-
tion, the director sometimes makes her own filmed mate-
rials look like old analogue footage. So for most of the film,
the viewer has to look for their way out of this visual laby-
rinth, guided by the text or hints in the voice.

As we watch the film, we realize that this wander-
ing has a certain fundamental sense. At the same time as
she confuses us, Panizza tries to lead us out of the trap of
our own ideas about faraway exotic lands, whose extreme
embodiment is Easter Island. Simultaneously, she tells the
scary story of how, under the guise of exoticity and myste-
riousness, the population of the island were murdered and
enslaved until quite recently.

The director’s approach is multilayered and intri-
cate. The film fluctuates between poetry, video reporting,
oral history and visual anthropology, and the outcome is a
three-dimensional and dialectic image of loneliness and
freedom, which can turn into imprisonment at any moment.
Panizza carefully extracts the universal law of colonialism:
the more exotic the space, the less legality and lawfulness

we expect from it. And however far we are from the scene
of the crimes, the responsibility for them is also on us. Be-
cause the veil of exoticity is created by the gaze from afar,
the gaze which is capable of sacrificing a particular human-
ity for cheap euphoria and the charm of mystery.

Sometimes the director’s camera lens also shows
idyllic pictures from a report about the contemporary life
of a local prison. The inmates here are not guarded too
strictly, because you cannot run very far on this island.
So the inmates and the guards develop peaceful and even
friendly relationships, and the internal space of the insti-
tution often turns into a picnic area. However, later we un-
derstand that this idyll is actually only one moment on the
island’s long way to freedom, a moment which doesn't last
too long. On the scale of the whole film and the whole his-
tory of the island, the interpersonal positive aspects of the
local life only fetch out the value of true freedom, which is
still very hard to obtain. Again, the calm unhurried narra-
tive of Solitary Land makes us contemplate the possibility
of freedom for each of us, the wider human values and
anxieties, which are not limited only to the space of this
tragic patch of land. Why are simple human friendliness
and respect not enough to ensure happiness and peace for
the whole world?

The White World according to Daliborek shows us
the small personal hell of one character and his family.
Although Daliborek presents himself as a neo-Nazi and a
follower of Hitler, what we encounter here is a peculiar gro-
tesque, chimerical, infantile machismo, of the kind which
makes you confused about how to properly respond to it —
should you cry or laugh?

The film’s concept is similar to the concept of The Act
of Killing by Joshua Oppenheimer. Oppenheimer’s protago-
nists, Indonesians who once killed many of their compatri-
ots in a politically provoked massacre, reproduce their past
crimes in front of the camera without much remorse, acting
out the bloody scenes as if they were actors. Similarly, in Dal-
iborek, the protagonist thoroughly acts out his daily life as an
amateur Nazi, a menace to “Gypsies and Muslims”.

Daliborek is in his thirties, he lives with his moth-
er and works as a low-skilled worker at a factory. He has
a girlfriend, but she doesn’t give him access to intimacy.
By all standards, he is a loser, but his eyes shine with op-
timism, self-confidence and satisfaction with his life. The
magic trick that allows Daliborek to make peace with real-
ity is neo-Nazi pop culture. He himself is a rather peaceful
man, he doesn’t participate in any action, but he cherish-
es his radical image which allows him to feel completely
self-fulfilled. For him, the main way of being a Nazi is to
create relevant content, videos or songs which he publishes
online. This content is very strange, sometimes bordering
on mental illness.

But the real anguish of the film lies elsewhere. Not
in the imaginary world of a Nazi paradise, but in the real life
of Daliborek, his mother and his lover. Here, xenophobia and
racism are coupled with hopelessness and social degrada-
tion. Beyond the kitchen fascism of these people hides de-
spair over their rather unsuccessful lives. However, the ex-
amples of other characters show that praising Hitler is not
a necessary accompaniment of social frustration. So even
when it already seems to us that these slums of ‘white trash’
are the origin of the actual roots of fascism, a final conclu-
sion keeps eluding us. We are left only with the feeling that
we are all people, and as long as racism rages only at the lev-
el of the everyday swamp and doesn’t move up to the level of
political institutions and practices, there is still hope. Thanks
to its preconceived scenography, The White World according
to Daliborek feels like a feature film. And a rather good one at
that, sharp, witty, harsh, an example of Mike Leigh's 'kitchen
sink realism” multiplied by Ben Wheatley's grotesque. It is
even as hard to look away from the film’s static scenes as
from scenes in Tsai Ming-liang’s early work.

All the three films, each in their own way, perfectly
confirm the conclusions of the philosopher Hannah Arendt
about the banality of political evil, which emerges from its
original invisibility, its dilution in the everyday routine. Or in
its opposite, the desire to see the world as charming and
mysterious by a wave of a magic wand, without any effort
on our part.
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XoBapp brocTHec: «Lt

J CXOXKE

HA bITBY MI>X MHO) TA HUMIA»

PoamoBy Bena
[apwvHa HikoneHko

Pexxucep ¢inbmy «JliByata «3onoTo-
ro CBIiTaHKYy», MpUCBSYEHOro YibTpanpasii
napTil rpeLbKoro NofTMKYMy, po3MnoBifae npo
CBOT B33EMWHW 3 reposMM KapTUHW Ta Mpo
XHIO peakLito Ha CTPIYKY.

flky Bac 3'aBunacs iges Lboro ¢inbmy?

Yce nouvanocs y 2013 poui, konu
A [i3HaBca, Wwo «30M0TUI CBITAHOK» CTaB
n'aToto Hambinewolo napTieto B [peuil. Lle
Oyna wokyl4a HOBMHA, agxe [N8 MeHe
[peuia — ue Micue, Kyan 9 3BUK i34MTU Ha
NITHIM BignoynHok. Konu 4 gisHaBcd, WO
400 000 niopei nporonocyBanu 3a «30n0TWIA
CBiTaHOK», 51 DyB MPOCTO MPUTONOMLLEHWINA.
3 iHpopMaLil B IHTEpPHETI 51 3HaB, LLO Lie Heo-
HauMcTCbka MapTia, B Sk MNpakTuKylTb
«Sieg Heil». Came Togi min npyr KpictiaH
®anbx NpautoBaB Haf LOKYMEHTaNbHOW Kap-
TnHoto Blackhearts npo bnek-meTan Mmy3suky.

OpvH 3 repoiB ioro ¢inbmy byB bacuctom
y Onek-MmeTan rpyni Ta napnameHTapeMm Bif,
«30/10TOr0  CBITaHKy». Tak A BWpILIMB 3pO-
6uTn cTpiuky npo uto naptito. Xoya oTpUMa-
T AOCTYN L0 UMX NIOfEN LyXe CKNagHo —
BOHW Ay>e CKenTMYHO HaCTPOEHI [0 >XypHa-
NICTIB Ta N0feN 3 KaMepoio.

Y BawoMy ¢inbMi € Bigeo feMoHcTpa-
Ui, 3HATI NnepeA TUM, K nigepm «3onotoro
cBiTaHKy» 6ynu 3aapewToBaHi. 3BigKku Ui
kapgpu? Konu Bu noyanu 3iioMku?

Mu posnouanu ue npoekT besnoce-
pefHbo Micna apewTy uyfeHiB napTil. binb-
LWICTb 13 HKUX Bynv 3aTpyMaHi B MPOMIKKY MixX
BepecHeM 2013 1a ciunem 2014 pokis. Mu no-
4asiv 3HIMaTu came Toa.

Y cBoii nporpaMi «3onoTuh cBi-
TaHOK» [Y)Xe 4acTo MNOCUNAETbCA Ha
€KOHOMiYHi npobnemu, Kopynuito, TeMy
iMMirpaHTiB. Lia naptia onosuuiiiHa po
BNaaM i roctpo ii Kputukye. Ha Min nornsap,
LiKaBO MPOCTEXWUTU, AKI TeMu obuparTb

HauioHanicTM4Hi naprTii, wWob6 Bucnosnio-
BaTu cBol cTyp6oBaHicTb. Hanpuknap,
B YKpaiHi npobneMu cenapatusMy, BiliHM,
pPaAsHCbKOro MUHYNOro € 06’ekTaMu MaHi-
nynsuii ANs nNpaBoro HauioHanicCTUYHOro
dnaHry. Ik BU BBaXkaeTe, YU € rpeubkuin
BUMNaAOK TUNOBMM AN yNbTpanpaBuXx pyxis
y EBponi?

7 gymato, Lo BM NpaBiy CBOEMY BM3Ha-
YEeHHI, KoMK KaxeTe, Wo «30/10TUIA CBITAHOK»
KpUTKKye icTebniwmeHT. Ane a4 6 pogas, —
ronoBHa npobneMa B ToMy, WO Li NIOAN KpU-
TUKYIOTb [HWWX Y NPUHUMNI — TUX, XTO He BMNu-
CYETLCS B IXHIO KapTUHY CBITY. Ha Miln nornag,
Lie TuNoBa cuTyalis ong pagnkanbHUX NpaBmx
pyxiB. Ane, 3BICHO, 5 He eKCMnepT y MWUTaHHI
yNbTpanpaBux y LMPOKOMY EBPOMeRCbKoMy
KOHTEKCTI, TOX 1 dpokycyBaBcs Dinblie Ha KOH-
KpeTHOMy BMMNaaKy — Ha «3010TOMY CBITaHKy»
B [peuii.

Baw ¢pinbM HarapaB MeHi Npo «lHWuKi
«Yenci» flkoba MNpoticca. Mo-nepiie, ToMy,
L0 BU TaKOX L{iKaBUTECS HEOAHO3HAYHUMMU
nopiAMM B 4yXiit KpaiHi. Mo-ppyre, BU He
npuxoByeTe ocobucTy, 30KpeMa pexucep-
CbKy Mo3uuilo i He cTaeTe 6e3CTOPOHHbLOIO
noauHolo 3 kaMepoto. Yu MaB ¢inbmM Mpoiic-
ca IKMiCb BNJIMB Ha Bally po6oty?

Ha >xanb, 9 He 6aumB Lo cTpiuky. Ane
MeHe HaguxHyB «AkT ybusctBa» [xouwya
Onnenraiimepa. LUe BupaTtHe kiHo. Jliogn,
AKI KaTyBanu IHLWMX, PO3MOBIAalOTb ICTOPItO,
AK yce pO3ropTanocs 3 IXHbOI TOYKW 30py.
A nymato, WO Le Haf3BMYaNHO LikaBo, K Ko-
>KeH I3 HMX HaMaraeTbcd CTBOPUTU ICTOPItO,
HapaTuB Tak, HibW BCi BOHM — XOpOLLi oAy,
AKi [iloTb i3 f0bpux HaMipiB. AXe To4HO Tak
caMo XXiHKM «3010TOro CBiTaHKy» pO3MoBi-
[laloTb MPO CBOIX YONOBIKIB — HaBiTb Nonpw
Te, WO € MpsMi [OKa3W IXHIX HaCUIbHULb-
KUx Oiv. s umx XXIHOK BMHHI 3aBXOW XTOCb
IHLWI, ane He TxHi YonoBikK. Lle gyxe uikaBo —
fK BOHM pO3M0BIfaloTh Mpo camux cebe.

AuBnauncb Baw ¢inbM, MeHi 6yno
Ay)Xe uikaBo crnocTepiraTtv 3a NocTiliHOI
KOH}POHTaLiElD MK BaMM Ta reposiMu.

ik BU gymaeTe, un Morna 6u ue 6yTu iHwa
KapTUHa, AK6M BK cami 6ynu rpekoM?

HacnpaBgi, 9 noymato, Wwo MeHi byno
HaBiTb Nerwe 4epe3 Te, wWo g 3 Hopseril.
Lle monomorno MeHi 3HanTW goctyn A0 Jio-
nen «30M0TOro  CBITaHKy», OCKiJIbKM BOHU
we 6inblW CKenTUYHI [0 rpeubkux Mefia.
MoxnnBo, BOHW BMpIWMAK, WO MHolo byne
nerwe MaHinynoBaTh, 60 9 He MOBHICTIO 3a-
HYPEeHWIA Yy KOHTeKCT. 3rofloM s 3pOo3yMiB,
WO BOHWM HamaralTbCs KOHTpOSoBaTh BCe,
HaBITb 4ac 3MOMKM, TOMy @ BWpIWWB Ta-
KOX CTaTv neBHUM repoem ¢inbmy. Lle byno
CXOXe Ha skyCb DUTBY MIX MHOIO Ta HUMMU.
A MaB nokasaTu, 9K BOHW HaMaralTbCa MaHi-
My t0BaT MHOIO Ta MOIM GilbMOM.

[lo peuyi, ue Harapgano MeHi TakoX
cTpiuku OnneHraiMepa. Ane #oro repoi
He BiAMOBNAIOTbLCA Bif CBOIX BYMHKIB, HE
MacKyloTb cBOIX mornsaaiB. Ha npotueary
LbOMYy,EANHE, WO PpobnaTb XXiHKM «30-
JIOTOro CBiTaHKy», — MacKylTb Hacunb-
HUUbKY ipeonorito ixHboi naptii. MeHi
3[A€TbCA, WO Ue BigbyBaeTbcs TOMYy, L0
BOHM YCBiAOMIIOIOTb BENINYE3HY CUNY CYy-
YacHUX Mepia Ta PU3UKKM, NOB'A3aHi 3i
CKa3aHMM Ha KaMmepy.

A 9K Ha MeHe, BOHW Hibu NpocTo 3a-
BYMAW, WO Ka3aTn, — 9K caMe Bignosigat Ha
BCI KPUTWUYHI 3anuTaHHA. Yepes Le Tex MeHi
Byno BaxnMBo MokasaTw, K BOHW 3MiHIOI0Tb-
cs nepef kamepoto. BoHu cTatoTb cxoxumu
Ha MalMHW — TOYHO 3HalOTb, WO FOBOPUTH.
Ane MixX cnpaBaMu, MPOCTO PO3MOBASAOYM 3i
MHOI0, BOHW CTaBanv «JIOASHIWYMMU», PO3y-
Mi€eTe, Mpo Wo a7 A XxoTiB 3N10BWTK oUelt Mo-
MeHT De3 Macok, po3aMBUTUCH, aKi Ui flogn
HacnpaBgi.

Yu BM nokasyBanu uenn ¢inbM y
Ipeuii?

A nokasas inbM camum gisyataM «30-
N10TOr0 CBITaHKY» B IMCTOMNALI MUHYNOrO POKY.
[I>xeHHi Hanucana MeHi y Facebook, Lo BoHa
po3yapoBaHa, b0 BoHa crnofisanacs, Wo Lew
binbM 3acBifUMTb, WO 1 HOMOBIK HEBUHHWMI.
Takox Mv 3HANM baraTo kaapis 311 [OHbKOW Ta
YOSOBIKOM, asie He BKIIOYMUAN TX Y GiHanbHUNA
MoHTax. Lle Tex cTano npuymHoto il po3dapy-
BaHHA. Bona xoTina, wob ¢inbM 30bpaxas ix
Binblue Ak nbnady poavHy. 3HoB-Takn — e
He Byno MOet0 IHTeHUIe, nuwe Ti baxkaHHS.
Kineka tmxHis notomy [HadHi, MaTu MNaHalo-
Tica, nonpocuna y mere DVD. A 3anuTtaB, sk
1 dinbM, BoHa Bignosina: «lak, BiH rapHuii».

LLle B bBepe3Hi MK 3amnaHysanu no-
Ka3n Ha MixHapogHoMy decTuBani [oky-
MeHTasbHoro kiHo B Canodikax i nisHiwe
y Hac byae LWe Kinbka nokasis B AdiHax.

Xosapa biocriec Havard Bustnes

1t was like a

same time.

battle between me and them

Havard Bustnes

Interview by
Daryna Nikolenko

The director of Golden Dawn Girls, a film about the far-
right Greek political party, speaks about his relationship with
the film’s protagonists and about their reaction to the film.

How did you come up with the idea for this film?

Everything started in 2013, when | found out that the
Golden Dawn had become the fifth largest party in Greece.
It was a shocking piece of news, because for me Greece is
a place where | usually go for my summer vacation. When |
learned that 400,000 people voted for Golden Dawn, | was just
stunned. | knew from information on the internet that it is a
neo-Nazi party, which uses the ‘Sieg Heil'. It was exactly when
my friend Christian Falch was working on the documentary
Blackhearts about black metal music. One of his film's pro-
tagonists was a bass guitarist in a black metal band and a
member of parliament from the Golden Dawn party. That's
how | decided to make a film about this party, although it was
very difficult to gain access to these people, because they are
very sceptical of journalists and people with cameras.

Your film includes videos of demonstrations filmed
before Golden Dawn’s leaders were arrested. Where does
this footage come from? When did you start filming?

We started this project right after the party members
were arrested. Most of them were detained between Sep-
tember 2013 and January 2014. We started filming at the

In their party programme, Golden Dawn often re-
fers to economic problems, corruption, the issue of immi-
gration. This party is in opposition to the government and
criticises it sharply. In my opinion, it is interesting to watch
which topics nationalist parties choose to express their
concern. For example, in Ukraine, the problems of separa-
tism, the war, and the Soviet past are manipulated by the
right-wing nationalist camp. In your opinion, is the Greek
case typical of other far-right movements in Europe?

| think you're right in your definition when you say
that Golden Dawn criticises the establishment. But | would
add that the main problem is that these people criticise the
Other in general, the people who do not fit their picture of
the world. In my opinion, it is a typical situation for radical

right movements. But, of course, | am not an
expert in the issue of the radical right in the
wider European context, so | focused more on
a specific example, Golden Dawn in Greece.

Your film reminded me of The Other
Chelsea by Jakob Preuss. First of all, be-
cause you are also interested in contro-
versial events in a foreign country. Second,
you don’t try to hide your personal stance,
in particular your stance as a director, and
you don’t become an impartial person with
a camera. Did Preuss’s film have any influ-
ence on your work?

Unfortunately, | haven't seen this film.
But | was inspired by The Act of Killing by
Joshua Oppenheimer. That is an outstanding
film. People who tortured others tell the story
of how it all happened, from their perspective.
[ think it's very interesting how each of them
are trying to create a story, a narrative, as if
they are all good people acting with good in-
tentions, because that is also what the Gold-
en Dawn women say about their men — even
though there is direct evidence of their vio-
lent actions. For these women, there’s always
someone else to blame, but not their men.
It's very interesting how they speak about
themselves.

As | watched your film, | found it very
interesting to watch the constant confron-
tation between you and the protagonists. In
your opinion, would it go differently if you
were Greek yourself?

Actually, | think it was easier for me
because | am from Norway. It helped me to
gain access to the people from Golden Dawn,
because they are even more sceptical of the
Greek media. Probably they decided that it
would be easier for them to manipulate me,
because | am not fully immersed in the con-
text. Later | understood that they were trying
to control everything, even during the shoot-
ing, so | also decided to become a protagonist
in the film, in a way. It looked like a kind of

battle between them and me. | had to demon-
strate how they were trying to manipulate me
and my film.

By the way, this also reminded me
of Oppenheimer’s films. But his characters
don’t renounce their actions, don’t disguise
their views. Contrarily, the only thing that
the Golden Dawn women do is disguise the
violent ideology of their party. It seems to
me that it was happening because they are
aware of the great power of contemporary
media and the risks that come with what
they say on camera.

And | think that they just seemed to
have learned by heart what to say, how to
respond to all critical questions. Because of
this, it was also important for me to show
how they change in front of the camera. They
become like machines, they know for sure
what to say. But in the meantime, when they
were just talking to me, they became more
‘human’, you know what | mean? | wanted to
capture this moment without the masks, to
examine what these people actually are.

Have you screened this film in
Greece?

| showed it to the Golden Dawn girls
themselves in November last year. Jenny
wrote to me on Facebook that she was dis-
appointed, because she hoped that the film
would prove that her husband is innocent. We
also filmed a lot of footage with her daughter
and her husband, but we didn'tinclude it in the
final cut. That was another reason for her dis-
appointment. She wanted the film to portray
them more like a loving family. Again, it was
not my intention, only her wish. A few days af-
ter that, Dafni, Panagiotis" mother, asked me
for a DVD. | asked her what she thought about
the film, and she answered, "Yes, it's nice.”

We also planned screenings at the
International Documentary Film Festival in
Thessaloniki, and we will also have several
screenings in Athens.

BIf, WBELLII
[0 YTAHLIK:
CBIT 3AKOXAHMIA
TA NOTITUYHII

[AHHA TPULIEHKO

BopoTbba 3a npaBa noguHu

He BIfOYBAETLCSH CUHXPOHHO |
PIBHOMIPHO Y PI3HMX YaCTUHaXx CBITY.
TvMyacoMm sik 3axigHi KpaiHu pagicHo
3BITYIOTb MPO YeproBi AOCATHEHHS

y cdepi piHMxX npas ansa mogen-JINBTIK+
(necbiiok, reis, bicekcyanbHux,
TpaHcceKcyanbHUX, IHTepceKcyanbHMX
nlofied, KBIpiB), B IHWVX YacT1Hax CBiTy
MOBCSKAEHHICTb NPUKpa Ta NofeKyau
MoTopolwHa. XuTTa nogen

3 TaKMX CNINBHOT — Lie LoAeHHa
BopoTbba, YacTo 3a baHanbHe
BUXMBaHHSA. | akLwo icTopii 3
BMCOKOPO3BMHYTUX KpaiH B YKpPaTHCbKI
3MI we yacom noTpannsoTh, TO
iHbopmMaLito Npo Te, Lo BigbyBaETLCH Ha
CBITOBIV Nepudepii, MU OTPUMYEMO LyKe
pigko. MoxnnBeo, Tak camo Mano CBIT
3HaE Npo cuTyalito B YKpalHi.
LlboropiyHa TemaTMy4Ha nporpama
JITBTIK+ dectveanto DOCUDAYS

UA npepcraBneHa TpboMa
MOBHOMETPAXHVUMY KapTUHaMH,

Lo BigobpakatoTb yBeCh TOM CrekTp
cuTyaLii, siky M1 Maemo 3apa3. Big,
LUBewii go YraHau, Bif 3ipku cLeHU

1,0 bixxeHky — Tpu icTopil.

FROM

SWEDEN

10 UGANDA:
THE LOVING
AND POLITICAL
WORLD

Hanna Hrytsenko

The struggle for human rights is not
synchronous and homogeneous in
different parts of the world. While
western countries happily report
successive achievements in the

field of equal rights for LGBTIQ+
people (lesbians, gay men, bisexual,
trannsexual, intersexual people,
queers), in other parts of the

world everyday life is pitiful and at
some places even scary, and the
lives of people who belong to this
community is a daily struggle which
they sometimes require merely to
survive. And if the stories from first-
world countries sometimes do reach
the Ukrainian media, it is very rare
for us to receive any information
about what is happening on the
global periphery. Maybe the world
knows just as little about the
situation in Ukraine.

This year’s thematic LGBTIQ+
program of the Docudays UA festival
is represented by three feature films
which reflect the whole spectrum

of the situation we have now. From
Sweden to Uganda, from a stage star
to a refugee — three stories.

«MOE TINI0 — MONITUYHE»
Anic Pidd

CTpiuka onoBifae npo WoAEeHHE XUT-
TS CNINbHOTU BPa3nNIBbCbKUX TPAHCTEHAEPHUX
nioAei, Wo XuByTb y BifHOMY palioHi MicTa
Can-Mayny. [MoBcsikaeHHICTb TpaHcreHmep-
HOCTI BogHoYac nogibHa i BigMiHHA [0 [0C-
Bifly JIOAMHM, AKIM Yy CBOEMY TiNi Ta reHaepi
KoMdopTHO Big no4aTky. Lle Take came xutTa
3 pPaHKOBUM JylleM Ta XOAIHHAM Ha poboTy,
ane B HbOMYy € 30BCIM iHLWI CTOCYHKM 3 obpa-
30M cebe y BNacHMX i YyXux o4ax. TpaHcreH-
LEPHUI nepexif — Ue 3MiHa Tina, ane SKLo
TV XuBewWw y gasenax, TM He MOXeL NpocTo
B3ATW | 3MiHWTYM c0obi Tino 6e3 TpyaHoLW,iB, HIbK
nepeBAArTUCS UM HABITb 3p0OUTU MNacTUYHY
onepauito. Pognui He cnpuiiMaloTb Ui 3MiHW.
Mpouenypy nepexogy KOWTYIOTb 3HAYHUX
rpowei. [iHekonorn He roToBi A0 TOrO, LLO
[0 HWUX MOXe NPUITK NIOAMHA 3 BariHoio, ane
TiNIOM YONoBiKa, K OfMWH i3 repoiB cTpivku. B
IHLLOT repoTHi, HaBMakW, € HOBI [LOKYMEHTU,
ane He byno onepauyi, i 9KLLLO BOHa NoTpanuTb
y NliKapHio, Ha MefuKiB YekaTuMe Clopnpus —
a wo Toni yekaTMe Ha Hei?.. [epoit KapTuHu
DepHaHo TPUMAETLCS 3a CBOE iM's 5K 3a Te,
o 3 H¥M byno i Byge, 9K 3a eAvHe, WO Nto-
[MHa Hacnpasgi Mae, ane B JOKYMEHTax 1Moro
3ByTb iHakwWwe. «lle Tak, HIbBK A He Mato icTo-
piT», — MOSICHIOE BIH MPaBHMKY, L0 NpaLoe I3
0ro cnpasoto.

ObpaHuii pexucepkolo MOBIbHWIA Ta
CMOKIMHWIA Temn OMoBifi TiNbKW MiAKPecioe
PYTUHHICTb MOBCAKAEHHWX MPakTVK HeBWAMW-
MOCTI Ta MPUFHIYEHOCTI, 3 AKMMW CTUKaKTHCA
TpaHcreHaepHi ntoaun. [lokasaHe y QinbMi €
JI0KanbHO0 HOPMOIO, | 3aBTpa Heto byae, i nic-
ns3aBTpa. Y Oyab-AKoT NIOAVHM, sika MpaLioe
yu cifae B aBTobyc nopsg, i3 Toboto, Moxe byTu
cBOs nNpuxoBaHa bopoTkba.

MY BODY IS POLITICAL
by Alice Riff

The film shows the everyday life of
the community of Brazilian transgender
people who live in a poor neighbourhood of
Sao Paulo. The everyday life of transgen-
derness is simultaneously similar to and
different from the experiences of someone
who is comfortable in their body and gender
from the beginning. It is the same life, with
morning showers and going to work, but it
involves a completely different relationship
with the image of yourself in your own and
other people’s eyes. Transgender transition
is a change of the body, but if you live in the
favelas, you cannot just change your body
without great difficulties, such as changing
your clothes or even getting plastic surgery.
Your family does not accept these changes.
The transition procedures cost considera-
ble amounts of money. Gynaecologists are
not prepared to treat someone who has a
vagina but a male body, like one of the film's
protagonists. Another protagonist, on the
contrary, has new papers, but has not had
the surgery, and if at some point she is ad-
mitted to a hospital, the doctors can expect
a surprise — but what should she expect?
The film’s protagonist Fernando is holding
on to his name as something that has and
will always be with him, as the only thing
that a person actually has, but the name
in his papers is different. “It is as if | don't
have a story,” he explains to the lawyer who
works on his case.

The slow and calm pace of storytell-
ing chosen by the director only highlights
the routine of everyday practices of invisi-
bility and oppression faced by transgender
people. What is shown in this film is the
local norm, and it will remain the norm to-
morrow and the day after tomorrow. Anyone
who works or gets on the bus next to you
can have their own hidden struggle.

«CIJIbBAHA»
Mika ycTadcoH, Onisist KacTebpinr,
KpicTina TciobaHenic

Mw 3BMKAN 10 TOTO, LLLO LOKYMEHTaNb-
Hi dinbMK MoKasylTb HaM Aefani HoBI Bifg-
TIHKW CTpaxkAaHHe | HecnpaBegnusocTi. Ane
lIgeuis — bnaronosnyyHa KpaiHa, i gpama
KOHOAIKTY NtoANHM 3 06CcTaBMHaMu — He Npo
«CinbBaHy». Ha BinMiHy Bif baraTbox Aoky-
MeHTaNbHMX CTPIYOK, Y LiA HEMaE MposBiB
CTpaxhaHb, a € po3noBiLb Npo ocobucTuit
Wwnsx Ta koxaHHsa. Lle — icTopia weeacbkol
nisyvHu CinbBaHuW IMam, aka uutae demi-
HicTCbKMI, necbiicbknii Ta aHTMpacucT-
cbkuit pen. BoHa 3anucye ansbomu, 3bmpae
Ha KoHLepTax fefani binblle NPUXUABHUKIB,
PO3MOYMHAE CTOCYHKM 3 KOMEr0l0 MO CLEeHi
Beatpic, bepe yyacTb y npaBo3axMcHIn Ai-
ANBHOCTI.

Aynutopis CinbBaHWHMX BUCTYMNiB —
nepeBaXxHO MOJIOAI fiBYaTa, | lerka eMouiiHa
TOHanbHICTb GiNbMy byne TakoX LikaBa Mig-
niTkaM. FAKWo BM NPOCTO xo4yeTe BIANOYUTM
Bif ApaM | «nepe3aBaHTaXmnTucsa», La cTpiuka
Takox ans Bac. Kamepa noka3sye Bifbnvcku
PaHKOBOIO COHUsA Ha 0bauuyi, noi3gkn Ha
npvpogy, Cyxayok, Lo fexaTb Ha 3eMAi nic-
N5t KOHLepTy. XKUTTs nerke Ta rapHe. 3akoxa-
Ha fAiBOYa napa npekpacHa.

SILVANA

by Olivia Kastebring,
Mika Gustafson,
Christina Tsiobanelis

We are used to documentaries
showing us ever more new shades of suf-
fering and injustice. But Sweden is a pro-
gressive country, and the dramatic conflict
between a person and their circumstanc-
es is not about Silvana. Unlike many other
documentaries, this one does not demon-
strate cases of suffering, but tells a sto-
ry of a personal path and love. The film is
about the story of a Swedish girl Silvana
Imam, who raps about feminist, lesbian
and anti-racist topics. She records albums,
gathers more and more fans at her con-
certs, starts a relationship with her stage
colleague Beatrice, and participates in ad-
vocacy campaigns.

Silvana’s audience is mostly young
girls, and the light emotional tone of the
film will also be interesting for teenagers.
If you just want to take a break from drama
and ‘reboot’, this film is also for you. The
camera shows reflections of the morning
sun on faces, outdoor trips to connect with
nature, listeners lying on the ground after
a concert. Life is nice and easy. The two
lovers are beautiful.

«MEPJINHA AOPUKWU>»
[>xoHHI doH Bannctpem

«[lepnuHoto Adpukn» 3 nerkol pyku
BincToHa Yepuunns HasusawoTb YraHmy.
OpHOVMeHHa cTpiuka — icTopia yraHginkm
Kneonatpw, sika nepebyBae y npoueci TpaH-
creHpepHoro nepexody. YraHga — kpalHa
BIAMIHHOCTEN, — CTBEPAXYETHCSA Ha nMoyat-
Ky CTpi4kM, — ane cama He rotoBa NpuiHa-
™ cebe Takotw. CnpaBai, romocekcyasb-
HICTb y KpaiHi KpMMiHani3oBaHa e 3 4Yacis
OpUTAHCBKOrO KOMOHIaNbHOrO NPaBiHHS, a
3 2074 poky 3a Hel NpuM3HayaeTbcs cMepT-
Ha kapa. Po3yMiHHS TpaHcreHgepHocTi Ta
noB'si3aHOl i3 Helo npobnemMaTuku HeMmae
TUM nadve, i B OCHXKHOMY MaibyTHbOMY He
byne.

Monoga KneonaTpa Mae xiHoye Tino
Ta YONOBIYi LOKYMEHTU. A pa3oM i3 HUMKU —
cKknagHouwi 3 TuM, Wob byt cobolo, XUTK
3 MapTHepoM, MaTh Take CaMOBMPaXKeH-
HS | Taky IOpUAWYHY penpeseHTauito, SK i
xo4eTbcs. BoHa BIAKPWTO XMBe I3 LUCreH-
LLEPHVM YOJI0BIKOM, | MICNS MPWMYCOBOrO
PO3KPUTTS T1i ICTOPIT Ha MepLmx CTOPiHKax
NONyNSiPHOT raseTy 3MylleHa pa3oM i3 HUM
3aNMWKNTK KpalHy yYepe3 Hebesneky. 3MiHM
LOKYMEHTIB Ha >IHOYi BOHa BMMarae Bij
CBOET fepxkaBun BXe B eMirpauii. Hesasaxa-

oun Ha Herapasan, Kneonatpy nigTpumye 1t

napTHep HenbCcoH, | 3arasomM HapaTuB i Bi3y-
anbHUt pagy ¢inbMi nobynosaHi Tak, Lo BiH
CTa€ 3HaAYHOI MIPOI0 ICTOPIEID KOXaHH{ —
y yacu He yymu, ane romodobil. | dinbm Big-
Tak by bv mMenogpamaTuyHuM, akbu He byB
LOKYMEHTaIbHUM.

THE PEARL OF AFRICA
by Jonny von Wallstrom

The Pearl of Africa was a nickname
given to Uganda by Winston Churchill.
The film of the same title is the story of
a Ugandan girl, Cleopatra, who is under-
going a transition. Uganda is a country of
differences, as the film states in the be-
ginning. But the country is not ready to
accept itself as such. Indeed, homosexu-
ality has been criminalised in the country
since the British colonial rule, and since
2014 it has also been a capital offence. Any
understanding of transgenderness and
the problems related to it, of course, is
non-existent in that country, and we can-
not expect it to develop in the foreseeable
future.The young Cleopatra has a female
body and male papers. And those papers
make it hard for her to be herself, to live
with a partner, to have the self-expression
and the legal representation she wants.
She lives openly with a cisgender man,
and after her story was revealed on the
first pages of a popular newspaper, she is
forced to leave the country with her partner
against her will because of the danger they
face. She only starts to demand that her
government change her documents to fe-
male when she has already emigrated. De-
spite the troubles, Cleopatra is supported
by her partner Nelson, and in general the
narrative and the visual imagery in the film
are constructed in a way that makes it, to a
great extent, a love story — not in a time of
plague, but in a time of homophobia. And
so the film would be melodramatic if it was
not a documentary.
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XT10 BUSHAYAC L0
MEXKY MDK HAMIA?

LlboropiyHa nporpa-
a CWHOPOM PIBHOCTI
yBibpana B cebe Tpu CTPIYKH,
B SKMX pexmucepu Hama-
ralTbCH  BIAKMHYTM  cTapi
TPOMW Ta CTBOPUTK HOBI €C-
TETWYHI CYTHOCTI — npea-
CTaBUTK He Tak BPa3MBICTb
Ta He3axulWeHICTb Joaen
3 IHBaNIGHICTIO B Cy4YacCHMX
cycninecTBax, sk, paplue,
Be3rny3nicTb Ta ynepegxe-
HICTb COLaNbHMX YCTAHOBOK
Ta AEAKVX AepXaBHMX 3a-
KOHIB. TOMYy $iKLLO B CBOEMY
dinbmi «fopocni» ynniiika
Mawite Anbbepai 3ocepe-
LKYETBCA  Ha  CYMHIBHOCTI
He3LoNaHHUX bap'epiB Mix
nofbMu 3 cuHapomom [ay-
Ha Ta TOro CycninbCTBa, LU0
[lepxaBa BU3Ha4yae «HoOp-
ManbHUM», TO Y [BOX IH-
WKnX cTpiykax — «Muxasno

<

Aca Wynbrina

B KIHO BMITKM 3@ MexXi Takol 4BOBUMIPHOCTI?

1a Aanumin» Anppia 3arpaH-
CbKOro Ta «f — iHIWKWA TH»
Handy BoHr — nogibri mexi
BXe CTaloTb GaKkTU4YHO Mpo-
30pUMU.

Bapto 3ragami, wo
ICTOPUYHO fesKi Knile B pe-
npeseHTauii Temu iHBania-
HOCTI y KiHemaTorpadi a3ep-
KanbHO LWTYyBanucs Ta TpaH-
CNtoBaNnCs 3 0fHOro nepiogy
B IHWWI. Hanpuknag, y KiHo
pafsHCbKol fobu HopMuK co-
LiaNbHOI MOBeAiHKM JecAaTun-
NITTAMK ByAKn TICHO NoB's3aHi
3 MOJITUKOK CTUMYSIOBaHHSA
TPYLOBOI AiANBHOCTI, Bigirpa-
041 BaXIIUBY POSb He TibKN
y MNOAINWEHHI TPYAOBOI AunCc-
UMMAIHKM, @ My 330X0YeHHI
3pOCTaHHA  MPOAYKTUBHOC-
Ti npaui. «HopManbHicTb»
fopiBHIoBana «npate-

30aTHicTb». CaMe ToAi cnoBo

4

Muxaiino Ta [lawuin -~ Michail and Daniel

‘Disability” often serves as a metaphor for pro-
test, because it can testify to the injustice of sociey and
government. A physical ‘handicap” or mental ‘disorders’
reveal a binary system of coordinates — the ‘normal” and
the ‘abnormal’. But who defines what is normal? And can
we go beyond this two-dimensional approach in cinema?

This year's EQUALITY
SYNDROME programme in-
cludes three films in which
directors try to reject the old
tropes and create new aes-
thetic entities: rather than
to represent the vulnera-
bility and defenselessness
of people with disabilities
in contemporary societies,
they try to demonstrate the
nonsensical and prejudiced
nature of social attitudes
and certain laws. So while in
her film The Grown-Ups the
Chilean director Maite Alber-
di focuses on the doubtful-
ness of the insurmountable
barriers between people
with Down syndrome and
the society which the state
deems ‘normal,” in the oth-
er two films — Michail and
Daniel by Andrei Zagdan-
sky and I'm Another You
by Nanfu Wang — these
boundaries basically be-
come transparent.

It is worth mention-
ing that historically, certain
clichés in the representa-
tion of disability in cinema
have been quoted over and
over and transferred from
one period to another. For
example, in Soviet cinema
the norms of social behav-
ior were closely connected
to the policy of stimulating
work activities for decades,
playing an important role
not only in improving work
discipline, but also in mo-

tivating labour productivity.
‘Normal' equalled ‘able to
work." Itis in this period that
the word ‘invalid" became
firmly entrenched in the
Soviet discourse as 'sick,
unable to work.” So these
people were pushed to the
periphery, outside ‘social
acceptability’ — including
in cinema — because such
characters simply did not fit
in the former Soviet cultur-
al and political project, with
its characteristic rhetoric of
war and labour.

However, the almost
diary-like film by the Chinese
director Nanfu Wang demon-
strates that this pragmatic
principle of marginalising
‘different” people as those
who cannot work still ap-
plies. I'm Another You starts
as a story of an immigrant in
the United States, who meets
an almost equal ‘stranger” in
the society — Dylan, a young
homeless man. His way of
life is the complete opposite
of everything that symbolises
success and wealth in Amer-
ica, the success and wealth
which the director herself
strove for when she left Chi-
na. Living with Dylan in the
streets, sleeping outside and
doing gigs for pennies, Wang
gradually discovers her new
friend’s story: it turns out he
became homeless voluntar-
ily. His big family, house and
wealth were left behind —

«iHBaNi4» HafiHO 3aKpinu-
110CS B pafiHCbKOMY AMCKYp-
Ci K «XBOPWI, He 34aTHUR
Lo npaui» BignosigHo, Taki
JOAM BUTICHANNCS Ha nepw-
bepito, 3a Mexi «coljianbHoT
MPUCTOMHOCTI» — 30KpeMa
B KiHO. AfXe Taki repoi npo-
CTO He BMWCYBaNMCs B paMku
KONWLWHBOTO  PajsHCbKoro
KyNbTYPHO-MONITUHYHOIO Mpo-
eKTY 3 XapaKTepHOIo 419 HbO-
ro repoikoto BilHM Ta npawy.
YTiM,  Malike  wo-
LEeHHMKOBE  KIHO  KWUTasH-
kn Handy Bownr csiguunts,
Wo Takuvh  nparMaTu4Hui
npUHLMN MapriHanisa-
Uil «He Takux» Jnogen —
SK TakWx, WO He 34aTHi npa-
uioBaTtn, — 3bepiraeTbcd W
OOHWUHI. «A — IHWWA THU»
MOYMHAETLCH AK ICTOPISA IM-
MirpaHTku B CnonyvyeHmx

WHO D
BETWE

the young man became a
master of the streets at his
own will. However, there is a
deeper reason behind the ro-
manticism of free wandering
than simple teenage protest.
In time, the director learns
about her protagonist’s
health problem, because of
which society deprives peo-
ple like Dylan of their legal
capacity, and with it the right
to a full, independent life,
work and family. So, strange
as it may seem, a voluntary
step towards living in the
periphery of social becomes
the struggle for his own
right to be ‘normal.” At the
same time, one of the di-
rector’s central gestures is
that Wang's camera records
not so much a story of an
escape from victimisation
as a liberation from the dis-
course of power, from social
limits and fears.

The United Nations
labelled 1981 the Year of Dis-
abled Persons, and the pe-
riod between 1983 and 1992
the Decade of Disabled Per-
sons. However, even today
we sometimes lack both the
practical and legal certainty
that people with disabilities
should have the same rights
as healthy people and have
access to the same resourc-
es. This concerns not only
the inaccessibility of public
transit and buildings for peo-
ple in wheelchairs or em-

Asia Shulgina

«|HBaniLHICTb» YacTo BUCTynae sik MeTadopa NpPOTECTY, af)Ke MOXe CBIAYN-
T NPO HecnpaBeAMBICTb CycrinbeTa Ta Bnaaun. QisNUHMn «HefoNiK» YM NCKUXIYHI
«BIAXWNEHHS» BUKPUBAIOTb ICHYBaHHSA BiHapHOT CUCTEMYM KOOPAMHAT — «HOpPMarb-
HOro» Ta «HeHopManbHoro». Ane xTo BU3HaYaEe, WO € HOpMansHUM? | 4 MoxXHa

lTatax, wo 3HanoMuTbCa
MarXke 3 TakMM CaMUM «4y-
KMHLEeM» B CYcnifbCTBI —
toHUM Ge3xaTbkoM [linaHoMm.
Woro obpas »xwuTTs — nosHa
MPOTUNEXHICTb  YCbOMY,  LLIO
CcMMBOAI3yE B AMepuLi ycnix
Ta [obpobyT, fo Akux cama
pexwucepka nparHyna, nonw-
wmsln Kutan. Xusyun pa-
30M 3 [linaHoM Ha Bynuusx,
Houylo4M NPOCTO Heba Ta nia-
pobnstoum 3a Koninku, BoHr
MOCTYMOBO PO3BifAye iCTOpItO
CBOrO HOBOrO 3HANOMOI0 — AK
BUSIBNSETCS, «A00POBINLHO-
ro» besxaTbka. Benvika cim's,
[iM Ta 3abe3neveHicTb 3anu-
LWWANCS B MUHYOMY — tOHaK
CTaB rocrnofapemM BynuLb 3a
BnacHuUM baxaHHam. [lpo-
Te 3a POMaHTWKOK BIbHUX
MOAOPOXKEN KPUETLCH AeLLO
ranbla npuYnHa, HiXX npo-
CTMIA NILNITKOBWI NpOTeCT.
3 YacoMm pexucyepka fi3Ha-
€TbCS MPO Bafy 340poB’s i
reposi, yepes aky B CycniNb-
cTBi Taki, Ak [linaH, octaTtoy-
HO BTpayaloTb CTaTyC fAie3-
OaTHUX, @ 3 HUM — | NpaBo
Ha MOBHOLHHE, CaMOCTIN-
He XuUTTa, poboTy Ta ciM'to.
A oTXe, fK He AWBHO, AO-
BpOBINBHUI KPOK Y XUTTA Ha
nepwudepii colianbHOro crae
BopoTbboto 3a BNacHe Npaso
ByTV «HOpManbHUM». Pa3om
3 TUM, OOMH 3 FOJIOBHUX pe-
KMCEPCbKMX XKEeCTIB Nonarae
B TOMYy, Lo kamepa BoHr ¢ik-
Cye He CTifbkK icTopito npo
BTe4wy BIA BIKTMMI3aLil, K
LLEMOHCTPYE 3BIiSIbHEHHS BIf
BJIafHOrO AWCKYpCY, Bif CO-
LiaflbHUX KOPAOHIB | CTPaxiB.

N US?

ployers” unwillingness to hire
disabled people. Sometimes
ordinary human callousness
allows social exclusion to
flourish at all levels of social
life. The best example of this
can be found in the film The
Grown-Ups. Its protagonists
attend a special school for
people with Down syndrome.
Here, they are taught how
to cook and manage their
finances, and told about
sexual life. It resembles the
special courses of basic dai-
ly skills for high schoolers
who are about to leave their
parents’ nests. The film’s
protagonists are even paid
a ‘stipend,” a compensation
for their work at the insti-
tution’'s kitchen. However, it
all resembles a hypocritical
theatre, in which the pro-
tagonists, who are mostly
around 40 years old, are the
audience. Because as soon
as a student of the institution
takes the science of inde-
pendent life which they have
been taught too seriously,
they will face the iron fence
of social bias: the state does
not recognise these people’s
rights to form families, and
they would need to save up
the ridiculous wages they re-
ceive for their full-time work
for about a decade just to af-
ford rent for at least a month.
Maite Alberdi’s camera films
the absurdity and cruelty of
these limits.

1981 pik OpraHizauis
06’enHaHmx Hauin nporo-
nocuna PokoM iHBaniga, a
nepiog 1983-1992 — [ecs-
TURITTaM iHBanigis. OgHak
e ¥ CbOrofHi nomekyau
Bpakye ik npakTUYHOro, Tak
| 3aKoHOLaB4Oro nepeko-
HaHHA B TOMY, WO NOAMHA
3 IHBaNIQHICTIO MOBMHHA
MaTu Ti X caMi npaga, Wo i
340p0OBa JII0ANHA, KOPUCTY-
BaTUCA TUMK X bnaramu.
MoBa He e Npo Hemnpu-
CTOCOBAHICTb TpaHcnopTy |
bynisens Ana nepecyBaHHA
Ha BI3Ky UM HebaxaHHs npa-
LefaBLUa HaliMaTu IHBanNigiB.
YacoM | 3BMYyanHa Noacbka
4epcTBICTb  CMpPUSIE  TOMY,
Wo colianbHe BWKIOYEH-
HA NpOLOBXYE MpoLBITaTH
Ha BCIX pPIBHAX CycnifbHOMoO
KUTTA. HalBAyYHIWKA npu-
Knah TOMy MOXHa 3HaWTV y
dinemi «fopocni». Voro re-
pol BiABIAyOTb CneuianbHuii
HaBYaNnbHWUW 3aknaj Anq
nofgeit 3 cuHapomoM [layHa.
TyT Ix BYaTb KyXoBapwTH, Be-
CTW BRAcHI piHaHcoBI cnpa-
BW, 06roBoploOTb 3 HUMU
cTaTeBe XuUTTS. Bce Hibu gk
Ha cneuianbHUX Kypcax 3
OCHOB XWUTTELIANLHOCTI A4
CTapLloKiacHKUKIB, SKi  OT-
0T MatoTb BUMYPXHYTU 3-Nif,
BaTbKiBCbKOT oMikK. [eposim
HaBiTb BWMIAYylOTb «CTU-
neHailo» — nnaty 3a IxHKo
poboTy Ha KyxHi camoro 3a-
knagy. [poTe Bce Le Haragye
avwe  NUUeMipHUin  TeaTp,
Wo po3irpytoTs 419 caMux
repoiB, SKMM BXe nepeBax-
Ho bnm3bko 40 pokiB. Agxe
AK TINbKW XTOCb 3 BMXOBaH-
LiB 3aknafly 3aHaato cep-
MNO3HO CnpuiiMe BWKNageHy
MOMy Hayky Mpo caMocTiliHe
KUTTS, 1T 4n 1MOro Yekatume
3aNi3HMIA napkaH 3 coui-
anbHWX ynepemxXeHb: fAep-

Criticism of these
injustices continues to be
articulated, in art in par-
ticular. In the case of the
protagonists of Andrei Zag-
dansky's film Michail and
Daniel, this criticism can
hardly be called protest —
rather, it's living proof of the
absurdity of discrimination
against people with disabil-
ities. Michail and Daniel are
father and son. They live in
different Czech cities, but
they see each other very
often and work in the same
field: both men are artists.
Michail is a famous painter,
he has frequent exhibitions.
Daniel creates jewellery and

>KaBa He BWM3HAE MpaBo LMX
NOfeN Ha YTBOPEHHS CiMT,
a CMIXOBWHHY 3apnnaTHio,
fKy BOHW OTpWUMYIOTb 3a
CBOK  MOBHOLHHY poboTy,
Tpeba BigknagatTi 3 gecsaTok
pokiB, Wob no038oANTK Cobi
X04 Ha Micalb opeHAyBaTu
xutno. Kamepa Maiite Anb-
Bepai dikcye abeypaHicTs Ta
>KOPCTOKICTb TaknX MeX.
Kputnka Hecnpasegn-
NIMBOCTI MPOJOBXYE JyHaTH
30KpeMa | B XYLOXHIil TBOp-
yocTi. [ns repois  dinbmy
AHppis 3arpaHcbkoro «Mu-
Xxauno ta [auuin» U Kkpu-
TUKY HaBPSA MOXHa Ha3BaTu
npoTecToM — paflle X1UBUM
fokasoM besrnysgocTi guc-
KpUMiHaLil ntofew 3 iHBania-
HicTio. Muxanno Ta daHuin —
6aTbko Ta CUMH. BoHu XxunByTb
Yy PI3HUX YeCbKMX MicTax, ane
Jy>xe 4acTo bavaTbes Ta 3a-
AMaloTbCH OAHAKOBOIW Crpa-
BOlO: 00MABa YOMOBIKU —
MUTLi. Muxanno — 3HaHWM
XYOOXHWK, Y HbOrO 4acto
bysatoTb BucTaBku. [anuin
CTBOPIOE MpUKpacK Ta cyse-
HipW, Tepnasaye CXWUASIOYNCH
Hag opibHVMKM peTanamu —
y MOJIOfOro 4YosoBika Lepe-
bpanbHuii  napaniy. [lpoTe
xBopoba Haragye npo cebe
nnwe y Qi3nYHMX nposiBax i
B Opaky >XWBOro CnisKyBaH-
HA, ke [aHuin Haponyxye
y CBOIN Npa3bkili KBapTMpI
33 BeNMYE3HMM KOoMM'loTep-
HWM  MOHITOPOM, ropTalyu
CTPIYKM coUiaNbHUX Mepex.
Abo — HaMarato4mcb noga-
pyBaTW KBITW Ta 3aroBopuTH
3 BiABigyBaukolo baTbkoBOI
BWUCTaBKM, $Ka MNOCMILUNTD
no3bytnca sk bykeTy, Tak
i KOMNaHiT Yonosika. XTo BM-
3Hauae, Wo Take «HopManb-
HICTb» | «<HEHOPMaNbHICTb»?

FINES THE BOUNDARY

souvenirs, patiently elab-
orating the details — the
young man has cerebral
palsy. However, his illness
recalls itself only in its phys-
ical manifestations and in
the lack of live communica-
tion, which Daniel makes up
for in his Prague apartment
behind a huge computer
screen, scrolling through
social media feeds. Or try-
ing to give flowers and start
a conversation with a visitor
to his father's exhibition,
who tries to get rid both of
the bouquet and the man's
company as soon as possi-
ble. Who defines ‘normality’
and ‘abnormality’?

| Am Another You

A — THwmit T

Po3moBy Bena
[apuHa Hikonerko

Liboro poky so nporpamu DOCU/XITU
BxoauTb GinbM Pamonn C. [iac «MarepuH-
CbKa 3eMIf», SKnii 3MansboBye bypanse no-
BCAKAEHHS nonorosoro byguHky B MaHini,
Ha @ininniHax. KapTuHa cTana Bononapkoto
Haropoj Ha MixHapogHoMy KiHopecTuBa-
N LOKYMEHTaNbHOro KiHO B MioHXeHI Ta Ha
Sundance. Yepes XUTTA CycninbHOT iHCTU-
Tyuil CTpiyka po3kpuBae npobnemu uinoi
CcUCTEMU — Y LbOMY pasi y cdepi penpomyk-
TvBHOro 3p0poB'a. Kamepa He npuxoBye:
ICTOPIA KOXHOI 3 >KIHOK — OAHa 3 MISIbAOH-
HUX, KOXEH MaioK — OfIMH 3 KiSIbKOX TUCSY
HapoLXXyBaHMX WoAHS. Y cBoIX dinbmax Pa-
MoHa C. [liac He BnepLUe 30cepefKyeTbCs Ha
cTaHoBuMLWI XiHok Ha DininniHax — uen ¢o-
Kyc Ans 1i TBOPYOCTI € Ba>kAVMBUM. Y PO3MOBI
3 PEXMCEPKO0 MU 3aNMLLIAEMO CTIHM NliKapHI,
abvi NornsHyTV Ha WKUPLUKIA KOHTEKCT.

Baw ¢inbM noB’ss3aHUA i3 3aKOHO-
NpoeKToM MpPoO penpoayKTUBHE 3[A0POB’S
Ha QininniHax Ta couianbHUM pe30HAHCOM
AOBKoOJIa Hboro. Yu Mornu 6u Bu po3noB.i-
CTW NPO KOHTEKCT i Npo Te, YoMy By obpanu
Lo TeMy ANl BaWoi CTPiYKKu?

Ak y xiHku, wo xvee y 2018 pouj,
y MeHe HeMae >XO[HUX CYMHIBIB, WO NMUTaH-
HA MpaB IHOK, PenpomykTUBHOrO 3akoHO-
[aBCTBa Ta PenpoayKTMBHOIO 3[0pOB'A €
ny>Xe BaxnuBuMuK. Haato B Takux Micusx,
ak PininniHv, e Aoci BENWKUIA BNAUB Maeg
KaTonuubka uepksa. Y 2012 poui y ¢inin-
NIHCbKOMY KOHrpeci po3ropHynuca pebatu

Pamona C. lliac Ramona S. Diaz

[l0BKONa 3aKOHOMPOEKTY MpO penpoayKTVB-
He 3[L0POB'S, | MeHi CTano LikaBo 3pobutn
dinbM npo  uen 3akoHonpoekT. Ockinbku
A BigyyBana, WO Le nepenamMHUin MOMeHT
ona  kpainu. Katonuubka UepkBa Takox
BNAMBana Ha Li gebatn. Tox goskona TUX no-
LI ByB BENMKNIA KYNbTYPHUIA Ta couianbHNUi
pe3oHaHc. A xoTiNa Le 3aJ0KyMeHTyBaTh. Tak
3'ABMNaca nepwa fymka npo GinbMm.

Ane konu 4 npuixana B8 MaHiny Ta
po3noyana AoChifXeHHA  ans  dinbmy,
9 3'acyBana ansa cebe, Wo He MOXy BifHaN-
TW Bi3yaNbHy MOBY a5 UiEl icTopil. | xToch
nopague MeHi BifABifaTW nikapHio Fabella,
OCKiflbKW TI Ha3MBalTb «KOHBEEPOM Ma-
nmokie». Konn a4 Tyan notpanuna, 9 ogpasy
3po3yMina — ue i € Min dinbM. La nikapHa
penpe3eHTye BCI Ti NUTaHHA, 9K MeHe Ljika-
BUAW, — PenpofyKTvBHe 340p0B'A, penpo-
LOYKTUBHE 3akOHOAABCTBO Ta MpaBa XIHOK
Ha @ininniHax. Mpo Bce Ue s Mora 3HIMaTK
B CTiHax fikapHi.

Y BawoMy ¢inbMi 3 po3MOB MiXK Ma-
TycAMM Ta MeAcecTpaMuM MU Ai3HaeMocs,
LLLO XKiHKKU FOTOBi MPUIAHATU Cy4acHi MeToam
KOHTpauenuii, ane poci € yuMano ynepe-
[OKeHb LWoA0 LbOro i XXiHKU CTpaXKaawTb
BiA cycninbHoro Tucky. Hanpuknap, BoHKM
He BUKOPUCTOBYIOTb KOHTpaLEenTUBU, TOMY
LLLO TXHi MaTyci Ka)kyTb TM LLbOro He po6uTu.
YoMy Bce Tak BinbyBaeTbca?

AK Ha MeHe, Ue KOMMieKcHa npo-
bnema. [lo-neplwe, 3HaYHWMN BAAMB Lep-
KBW. Ha HefinbHux cnyxbax BOHa 3akiu-
Kae He BWKOPUCTOBYBATW KOHTPaLENnTWBY.
Mo-ppyre, 'y cycninbcTBi  3bepiratoTsbed
XKOPCTKI FeHAepHI poni — >XIHKK [0Ci Jyxe
3aflexaTb BIA4 400BIKIB, Bif MapTHepiB.
| AKLLLO YON0BIK X04e MaTW CeKc i3 XIHKOI0, TO

He MPUIHATO FOBOPUTU «Hi» He3axMWLLeHIN
BnnsbkocTi. XiHka MycUTb cama niknysaTtucs
npo 3axucT. [1o-TpeTe, Le Wwe 11 pe3ynbTaT He-
cTaui ocBiTM. CekcyanbHe BUXOBaHHA He ne-
pepbayeHe y dininniHcbkunx wkonax. Yactu-
Ha 3aKOHOMPOEeKTy NPO PeNpPOoAYKTVBHE 340-
poB'si nepenbayana BBeEHHS CEKCyanbHO-
ro BMXOBaHHA 3 yeTBepTOoro knacy. Ane uini
nokoniHHa nuiianmnca bes wiei ocsitn. Came
TOMY B CyCMiNbCTBI BENMKWIA piBeHb be3rpa-
mMoTHocTi wopo CHIfy, 6arato Midis wopno
TOro, Wo NikM Ta 3acobu 3axucty cnpu-
YMHATL pak Towo. Bce ue Bkyni 3myllye
Nofen BIAMOBAATUCS Bif KOHTpauenuil —
6o ue npocTiwe. Ane 3rogoM XiHku BariT-
HilOTb 3HOB | 3HOB. Lle 3HayHo Wwplia npo-
bnema.

Mu 3BUKNM AyMaTH, LLO HAPOIKEH-
HA AUTUMHU — Le Ay>Ke IHTUMHUIA npouec.
Mpote «MaTepuHcbka 3eMnf» [EeMOH-
CTPYE, K Taka iHTUMHICTb MOXXe TpaH-
chopMyBaTUCA B PYTUHY — XKiHKKU TYT Ha-
BiTb He MalTb BJIaCHMX iMeH, MeAcecTpu
KNMYyTb iX NpocTo «MaTtyci». MpuBaTHe
BUTICHAIETLCA 3i CBITY L€l NikapHi — XiH-
KM He X0BaloTb OrosieHi Tina Bif Kamepu Ta
Hapoa)XylTb MNpsMo nepep 06°’€eKTUBOM.
JlikapHa Fabella — pgna HakbigHiwmnx. Yn
Taka caMma cuTyauia cknanacs 6 y 6yab-
SIKIW NpuBaTHIA nikapHi? flkwo npusar-
HiCTb — L& NpuBinen?

A nymato, Lo AOKOPiHHO cuTyalid b He
BiApi3HAnacs. Ane siKLLO MW FOBOPMMO Mpo
Taki be3npaBHi rpynu XXiHOK, ki Ay>e BAAY-
Hi, Lo onvHunuca B nikapHi Fabella, To oui-
KyBaHHS LWOAO MPMBATHOCTI 3MIHIOIOTLCS.
BoHu npocTo BAAYHI, WO MOXyTb Tam ne-
pebyBaTt, WO MOXyTb TaM HapoanTu. Kpim
TOro, caMe po3yMiHHA MPUBATHOrO MPOCTOPY
Moxe OyTu goBoni pisHUM. Mu Bci xuBemo
B Ay>Xe TICHOMY CBITi, TOMY NpUBaTHUIA Npo-
CTip 3aBXAW € cycninbHWM. 3BicHO, BinbL
3aMOXHI XIHKM MaTUMyTb 0COBUCTI KiMHATH,
ocobucTWiA NpocTip 419 NOosoriB.

Ane, 3HaeTe, 9 ragato, Lo cama iges
COPOMUTUCH TiNa € HalMeHLWwot npobne-
moto Ha @ininniHax. Lo, 3HoB-Taku, nosoni
OVBHO — afpkKe KaTonuubKa LEepKBa MoXe
HaCTINbKM TUCHYTU, L0 BM MOXETe no4yatu
gymatu ByuiMTO BaM Cnip cTMpatucs npu-
ponun cBoro Tina. A gymato, Wo B 4acu [o
KOJIOHIaNi3My Takoro He Morno bytm — cyc-
ninbCTBO TOAi ByNO BIAKPUTILLIUM Y MUTaHHAX
TiNEeCHOCTI.

Hackinbku MeHi BigoMo, y Bac MilHi
3B'A3KkM 3i CnonyyeHumu Ltatamm — Bu
BYMnucs TaM. Ane 6inbwicTb Bawmx dinb-
MiB npucesiveHi ®ininniHam. Lo 3Mywye
Bac noeepTatuca po dininniH y nowykax
icTopiin?

Akuwo He 4, To xT0? A Hapogunacs Ta
Bupocna Ha @ininninax. Ane xwusy B Cnonyye-
Hux LLUTaTax noBuwe, Hix npoxwuna Ha ®ininni-
Hax — OCKiNbKY A noixana, konun MeHi byno 18.
Ane Mu 3aBXAW MOBEPTaEMOCH A0 TOro, WO
MU 3HaeMO. A Bif4yBalo, L0 MOXY PO3MOBICTH
NEeBHY ICTOPIlO, OCKISIbKN HIXTO IHLIWI He 3MO-
xe. A 3aBXAKM xoTina 3HiMaTh Ha GininniHCbKI
Ta $ininniHo-amepuikaHcbki Temu. Lie He o3Ha-
Yae, o MeHe Binblie Hilllo iHLIe He LikaBUTb
— MPOCTO caMe Lie B MeHi Pe30HYE.

Baw ¢inbM HarapaB MeHi «Mawwu-
Hu» Paryna [keitHa. fKi pexxucepm € BaXxk-
JINBUMM ANA BaLLOi TBOPYOCTi?

Mu 3 Parynom, fo pedi, bpanu pasom
y4acTb y kiHopecTmBani Sundance — y Hac
obox BigbyBanacs Tam npem’epa. A 3Halioma
3 HUM, | MeHi nogobaeTbes Moro ¢inbM. Tox
MPUEMHO, LLIO Y Bac BUHMKIA Taka acoLialis.

Konn s npautoBana Hap «MarepuH-
CbKO0 3eMJ1el0», TO fiy>ke baraTo fiymMmana npo
Opepnepuka Bansmena. Ane, Ha Mild nornag,
BiH Dinblue 3alikaBneHit y 4OCHiOXKeHHI ca-
MUX IHCTUTYLIM, @ He Nofen, aKi HacensoTb
TX. Y LLbOMY MU TPOXW Pi3HI — MeHi bynu Lika-
BiLlUi >KIHKM, L0 XNAW BCepefuHi NeBHOT iH-
cTuTyuil. Ane TouHo BaiiameH MaB Benvikuit
BNAVB Ha «MaTepuHCbKY 3eM1105.

Interview by
Daryna Nikolenko

This year's DOCU/BEST program
includes Motherland by Ramona S. Diaz,
which portrays the turbulent routine at a
maternity clinic in Manila, Philippines. The
film won awards at the International Doc-
umentary Film Festival in Munich and at
Sundance. Through the life of a social insti-
tution, the film reveals the problems of the
whole system — in this case, in the sphere of
reproductive health. The camera points out
that each woman'’s story is just one among
millions, and every baby is one of the thou-
sands that are born every day. This is not
the first time Ramona S. Diaz has focused
on the situation of women in the Philippines
in her films — this focus is crucial for her
work. In our conversation with the filmmak-
er, we leave the walls of the clinic to look at
the broader context.

Your film is related to the repro-
ductive health bill in the Philippines and
the social resonance around it. Could you
elaborate on the context and on the reason
why you chose this topic for your movie?

As a woman living in 2018, | have no
doubts that the issues of women’s rights,
reproductive legislation, and reproductive
health are of extreme importance. Espe-
cially in places like the Philippines, where
the Catholic church is still very influential.
In 2012, there were debates in the Phil-
ippine congress around the reproductive
health bill, and | wanted to make a film on
this bill. | felt this was a crucial moment
for the country. The Catholic church was
also influencing these debates. All of this
had a huge cultural and social resonance.
| wanted to document it. This is how the idea
about the film first occurred to me.

However, after my arrival to Manila
and the beginning of my research, | realized
that | was unable to find the visual language
for the story. Someone advised me to visit the
Fabella clinic, which is known as the ‘baby
factory’. As soon as | got there, | understood
that this was my movie. This clinic represents
all the issues | was interested in — repro-
ductive health, reproductive legislation, and
women'’s rights in the Philippines. All of this
could be filmed within the walls of the clinic.

From the conversations between
mothers and nurses in your film, we learn
that the women are ready to accept con-
temporary methods of contraception, but
there are still many prejudices around
this, and the women experience social
pressure. For instance, they do not use
contraception because their mothers tell
them not to. Why does this happen?

In my view, this is a complex issue.
Firstly, there is the great influence of the
church. At the Sunday services, they urge
women not to use contraception. Second-
ly, society preserves strict gender roles —
women are still very dependent on men and
partners. If the husband wants to have sex
with his wife, it is unusual to say 'no’ to un-
protected sex. The woman has to take care
of her protection herself. Thirdly, there is a
lack of education. There is no sex educa-
tion in Philippine schools. One part of the
bill on reproductive health envisaged the
introduction of sexual education from the
fourth grade. Whole generations have been

left without this education. This is why so-
ciety is very unaware about AIDS; there are
many myths that contraception causes can-
cer, etc. All of this makes people avoid con-
traception, because this is easier. And the
women get pregnant again and again. This
is a much broader issue.

We are used to the idea that child-
birth is quite an intimate process. How-
ever, Motherland demonstrates that this
intimacy can transform into routine — the
women don’t even have names, and the
nurses just call them ‘mums’. Privacy is
forced out the walls of this clinic — the
women do not hide their naked bodies
from the camera and give birth in front of
the lens. The Fabella clinic is a place for
the poorest. Could this situation occur at
a private hospital? Is privacy a privilege?
Could this situation occur at a private hos-
pital? Is privacy a privilege?

I don't think the situation would be
significantly different. Speaking of the de-
prived groups of women, who are grateful
for being at Fabella, their expectations of
privacy change. They are just grateful that
they can be in the clinic and give birth there.
Besides, the understanding of private space
can differ significantly. | think that we are
living in a very cramped world, so private
space is always social. Of course, wealthier
women can have personal rooms and per-
sonal space for childbirth.

You know, in my opinion, the idea
of being embarrassed at one’s body is the
least of the Philippines’ problems. This is
quite strange, since the Catholic church can
pressure you so much that you might start
thinking that you should be ashamed of your
body’s nature. | believe that this was impos-
sible in pre-colonial times — society used to
be more open in terms of corporeality.

As far as | know, you have close con-
nections to the United States, because you
studied there. But most of your films are
dedicated to the Philippines. What makes
you return to the Philippines in search for
stories?

If not me, then who? | was born and
grew up in the Philippines. | have spent
more time in the US than in the Philip-
pines — | was 18 years old when | left. But
we always return to what we know. | feel
that | can tell a particular story because
no one else can do that. I've always wanted
to film about the Philippines and Philip-
pine-American issues. This does not mean
that nothing else interests me — these are
simply the topics that resonate within me.

Your film reminded me of Machines
by Rahul Jain. What filmmakers are im-
portant for your work?

Rahul and | participated in the Sun-
dance festival together — both of us had a
premiere there. | know him, and | like his
film. It is a pleasure to have such an asso-
ciation.

While working on Motherland, | was
thinking about Frederick Wiseman a lot. In
my view, he is interested in the institutions
more than in the people inhabiting them.
This is the difference between us, as | was
more interested in the women inside a par-
ticular institution. But Wiseman undoubted-
ly had a great influence on Motherland.
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Mepwa B icTopii KiHOdecTMBan noBHOMETpaXxHa
KOHKYpCHa nporpaMa HauioHasbHoro kivo DOCU/YKPAIHA
cama no cobi e besnpeueneHTHUM BUNAAKoM, GakTUYHO
ceHcauieto. BoHa cBifunTh | npo 3pinicTb decTmBanto, i Npo
3piNiCTb yKpalHCbKoro KiHemaTorpada, fka NposiBASETb-
CA He TiNbKK Yy KiNbKOCTI GINbMIB Ta IXHI TemaTuul, a iy
reorpadii y4acHMKIB KIHOMpOLECY, Sk He 0bMexXyeTbcH
YkpaiHoto.

LlboropiyHmit HauioHanbHUIA KOHKYPC MOXHA YMOBHO
PO3AINNTM Ha ABI YaCTUHM: NONOBUHA QINBMIB TYT 3HATI Ki-
HemaTorpadictamu, AKi X1BYTb B YKpalHi 1 onepylTb ne-
pefyCiM HaLIOHaNbHUM KOHTEKCTOM, NoA0BUHa GiflbMoBaHa
pexucepamu, YNE XMUTTA Ta TBOPYICTb, BILAaBHA Y HI, ane
noB’A3aHe i3 NPOXMBAHHAM 33 MexXaMu Aep>XaBu, TOX IXHA
KapTWHa CBITYy BPaxOBYe WMPLWMI 3@ HALIOHaJbHUN KOH-
TEKCT. Y KOXHOro 3 LuMXx aBTOpPIB € CBOSA Tema, CBIM CTUb
Ta cBoe baueHHsa cBiTy. OfHaK LiKaBO FAAHYTU, 9K Yy IXHIX
dinbMmax BifobpaxaeTbcs cyyacHa YkpaiHa.

MnaHeTapHuin MacwTab pae cTpivka «MaHausuii,
conogkumi, 6e3 Mexx abo licHi i TaHyi npo cMepTb» TaHi Xo-
nakiscokol Ta Onekcanppa Ctekonerka. KapTuHa o6'efHye
y cobi pi3Hi kynbTypwu, KpaiHu Ta niogeir. Tyt CLUA, Itanig,
YkpaiHa, [py3ia, a cepef, NepCoOHaxIB | 3HAMEHUTI MUTL, |
3BUYaAlHI Noau.

YHiBepcanbHICTb 3anuTaHb, Ha AKi AOBOLWTLCS BiA-
noBigaTV repodM L€l CTPIYKM, BUKANKK, SKI BOHU MYCHATb-
npuiMaTh, Mano YMM BIAPI3HATLCA OLHI Bif, OGHUX, Pi3-
HATbCA Xiba TeMNepaMeHTV MeLUKaHLIB TOro Y TOro PerioHy.

®inbM Mae cumdoHiyHe 3BydaHHdA. [ia nepemi-
LAETbCA 3 KpalHW y KpalHy, TEMU PUMYIOTbCHA, KOHTPaCTU
3rNafXkyTbCs, Ha NEPLUMA NNaH BUXOAMUTb CINbHICTb 04 -
CbKol Joni.

YkpaiHi AicTaeTbcsa cerMeHT dinbMy, HazBaHuin «Co-
NOAKMM», X04a NokasaHe XWUTTA TaknMm | He Ha3Bel. Piy He
B CoUiaNbHMX npoLecax, NoAITULI Y¥ Lie YOMyCb NofibHO-
My. BaxknvBuMK € NeBHMIA eK3UCTEHLINHWUIA TOPUBOHT, SKUIA
MO MHa NafiHa 0CATHYTU.

CToiuHiCcTb MelKaHLiB ykpaiHcbkmx Kapnar, ixHsa He-
3106MBICTb Ta FyMOP, MUCTELbKI €KCMEPUMEHTH KUIBCHKIMX
apTucTiB baneTy, ki roToBi 40 WOAEHHVX BUKIMKIB, Hauyeb-
TO HEBaXJUBI y IKOMyCb rnobanbHOMYy CeHci, npoTe came
3 LbOr0 | CKNIaAaEeTbCs XUTTS. BaxknBoto € KoKHa MUTh ic-
HyBaHHS#, OCKIJIbKM MO CMepTi BXe HiYoro He byge, KaxyTb
nepcoHaxi.

CMepTb y KapTUHI TOTOXHa MOHTaxy B KiHO, BaXn-
BMMW TYT € HECMOAIBaHI Nepexofu, XMMepHi acouiauii Ta
3akpyyYeHUn GiHan, YMe 3HAYEHHSA PO3KPMBAETLCS 3r0L0M.
| B TOMy ceHci cTpiuka «MaHnuBui, conoakui, 6e3 Mexx abo
MicHi i TaHYi NPo cMePTb» € NOKa30BOI A% NPOrpaMu Ha-
LIOHANbHOMO KOHKYPCY, Yy KoMy baraTo MOHTaXHUX GinbMis
Ta ICTOPIN 3 HeNeBHUM QiHaNOM.

[pyre HabnvxxeHHsa fo YkpaiHu — TakoxX nnaHeTap-
He. QinbM Irops MiHaeBa, KONMLLHBOTO 0feCHTa, SKUI XMBE
Ta npautoe y @paHuii, mae Ha3y «Kakogonis [oHb6acy»
i noymHaeTbcs 3 neinsaxis [Jonbacy, nmobaveHoro 3ropu.
Lle KpaeBmAa NopiBHIOETHCA 3 abCcTpakTHOW KapTWHOW Ta
3racioto 3ipkoto. 38a€eTbCs, TYT He MOXYTb XuUTn nogu. Lle
LiNKOM Midi4Ha 3eMAd, 0N0BUTA NEreHAaMun | TAEMHULAMU.
Hawm Tpeba BinkpuBaTth il HaHoBO. Ane cnoyaTky cnif 3raga-
T HepdaBHio icTopito. | He mpocTo 3ragati, a NOAUBUTUCH,
9K BoHa ¢opmyBanacs, i 3 yoro cknaganacs. lrop Minaes
NpPOBOANTL CBOEPIAHY AeKoHCTpyKUito JoHbacy.

| noynHae BiH 3 KiHeMaTorpada, 3 pafsaHCbKOl KiHe-
MaTorpadiunoi ectetvkn. Came BoHa cTBOpuNa fanekuil
Bif, peanbHoro obpa3s [Jonbacy. Mpetbcsa i npo KiHoaBaH-
rapa, NpencTaBieHuii y KapTuHi ctpidkoto [3urv BepTtoBa
«CuMmdoHia [onbacy», i npo nepeciyHuii coupeaniaMm pa-
LOAHCBKMX KIHODINBMIB NPo pobITHMYMI Knac Ta KIHOXPOHI-
KW, 3akJMKaHOT nakyBaTu, a TO 1 CTBOPIOBATW MapanenbHy
peanbHICTb. TakuUi NIAXIA MOXe 34aTUCS AUBHUM, OCKINbKYM
YyekaeLl, Lo aHani3 byae nobynoBaHWii Ha EKOHOMIYHWX, CO-
LIONIOTIYHMX, NONITUYHUX UM fAemorpadivyHmx 3acagax. [1po-
Te pexuvcep BMOMpaE eCcTeTWYHI, | Lie LiJKOM BUNpaBAaHo,
OCKINIbKM eCcTeTuKa B LbOMY Pa3i HIWO iHLWe, HIXK 3aXUCHU
eKpaH, 9K1MM BIArOPOLXKYBaNNCS Bif, peanbHOCTI.

PeanbHicTb npopuBaeTbca Ha ekpaH Yy LOKYMeH-
TanbHMX 3MOMKax luaxTapcbkoro cTpaiiky 1989 poky, konu
MU Breple baynMo peanbHYVX LWaxTapiB Ta ixHi npobnemu,
3rofloM MPOLOBXYETbCA AOKYMEHTaNbHUMY KafpaMu BIHU
Ha [loHbaci.

[lapapokc y TOMy, WO HOBa peanbHICTb 3HaXoAWTb
HOBI ecTeTWyHi ¢opmu, be3 ecteTnkm He obinTuca. | ugq
ecTeTuMka [0BOJI €eKCMepuUMeHTasbHa, HaBiTb BUKINY-
Ha, Ha Mexi Kiuy, | BOoHa He Tak TpaHcsioe rpyby couianb-
Hy npaBay, fK ecTeTU4HO TpaHchopmye 1T, BUABAAOYUM
y Tilh peanbHOCTI NPUXOBAHWI CEHC, AKUIA MOXe YMTaTUCH |
AK NepBEPCUBHUN.

«KakogoHisa lonbacy» — dinbM ekcrneprvMeHTanbHUN,
aBTOP BAAETHCH A0 MEBHUX y3arajbHeHb, K MaloTb LiIKOM
anokaninTUyHe 3By4aHHH, | TaKy NO3MLII0 MOXHa 3pO3yMITH,
0CKiNbkK HabnmxeHHs 3 Hebec [o 3emni 3aBxam bontove.

Ay kapTuHi «Bearogpom» [Imntpa JlaBprHeHka MU
BaunMo HabnwkeHHA BXe He [0 3eMJAli, a 3aHypeHHs nif
3eMflto, ToYHiwe y cMiTTa. CTpidka po3noBifae npo xuTTs
CopoKan aTUPIYHOro XapKiBCbKOro ABipHUKa EBreHa, Akuii
XKVBe MOMIX ABOMa CBiTaMu — Mix XapkoBoM Ta AMepyKolo.

Bnache, CLUA BiH Tinbku BiABifye, OCKiNbKY TaM Npo-
>KMBAE MOro MaTu, a B XapKoBi BIH MelLlKaE NocTinHo. Mox-
Ha ckas3aTw, Wo XapkiB — Le oro baTekiBLMHA, Le 1oro
XUTTS, @ AMepuKka — BUNALKOBWI CYNyTHUK, 3 SSKUM repow
HISIK He MOXe BCTaHOBUTU KOHTaKT.

Cama cTpiyka cknafaetbcs 3 BieoWofeHHKIB EB-
reHa, TobTo cyb eKTUBHOMO Mornamy, a Takox 3 ¢inbMyBaHb
pexwucepa Qmutpa JlaBpuHerka, sknii fae ictopii HauebTo
06'ekTnBHe 3By4aHHsa. [ianor uux ronocis pobuts kaptu-
Hy Ly>Xe MepekoHNVBO, MaTepianbHO, BUKIUYHOKW Ta B
LeskKMX eni3ofax HaBiTb enaTy4oto. Enatax TyT KpUeTbCH

MDK HEBOM TA SEMJIEHD:

HOBE YKPAIHCbKE KIHO

y caMilt noBefiHUI EBreHa, KW LWyKae XiHKY CBOET MpiT Ta
KonekuioHye apTedakTn pagsHCbKMx yaciB. OCTaHHIX BU-
ABNSETbCA HabaraTo Oifblwe, HIX NOTEHLIMHUX CYyNyTHUUb
KUTTSA.

Lia ¢inbmy BinbysaeTbes nomix 2011 ta 2017 poka-
MW, | 33 Uel Yac B YKpalHi cTaeTbca barato nogin, 3okpe-
Ma 1 €8po-2012, i PeBontouisa FiLHOCTI, 1y BCIX LMX NOAIAX
Bepe yyacTb Halw EBreH, akuin, ak Beprinii, Bege Hac kona-
MUV MepcoHasbHOro neksa.

LLle ofHa rpyna KapTWH KOHKYpCy CTBOpeHa yKpa-
THCbKMMK KiHeMaTorpadictamu, aki AMBASTbCA Ha YKpaiHy
Be3 [0LaTKOBO! 3aKOpLOHHOT onTukK. Tpeba ckasaTw, WO
3pobUTK CbOrOAHI Le JyXe HempocTo, OCKiNbKM MOAIl Ha
BaTbkiBLMHI LOBONI ApaMaTUyHi, | rpajyc ApaMaTnuaMy ax
HilK He 3MeHLYETbCH, a HaBiTb 3pocTae. | B Wil cuTyauil
Lly>ke BaXKKO po3MoBICTM KyCb 3aKiHYeHy icTopito. TuM nave
LiKaBo, KON Lie BAAETLCA.

Ctpiuka «llepwa cotHa» HApocnasa [linyHcbKoro,
tOnii LWawkosoi Ta HOpis [py3iHoBa Mae 3aBeplUeHy CTpyK-
Typy. BnacHe nepen Hamy po3mnoBiAb Npo XWTTS Ta [ONI
KiNIbKOX aKTMBIcTiB PeBostouil rifHOCTI, 9Ki CTBOPUAKU Ha
MaipaHi lNepwy coTHlo camooboporu, bpanun yyacTb y BCiX
TOAILHIX NOAISX, @ 3rOL0M BUPYLLMAK Ha BIMHY.

Lls icTopis BaxknvBa Hacamnepes TWM, WO BOHa Npo
BMbIp, | Npo Te, Ak NogMHa cama cobi TBopuTb Hiorpadito.
[MopibHoro gaBHO He byno B yKpaiHCbKOMY KiHO, OCKIbKM
TyT Biorpadii pobunun obctaBUHM, NOAUHI Byno Baxko BU-
CTPUBHYTM 3 HAKIKEHOT He Heto KoJil, Baxko byno 3g0natn
IHepLito | cycnisibHMX NPOLLeCiB, | BJACHOMO XNUTTS.

«[lepLa coTHA» po3noBifae Npo NoLeN, AKi 3MOrAn
BMCTPMOHYTK 3 KoNiT. B3arani MoxHa cka3aTw, Lo Ls cTpivka
€ baraTo B YoMy MiACYMKOBOW A9 NoAibHOr0 KiHO, 0CKifb-
K GinbMIB Takoro WwTKby 3a 0CTaHHI POKM Y Hac 3'aBMaocs
[L0CTaTHbO. Bci BOHM po3noBigatoTb Npo Noackknin Bubip Ta
nnaty 3a Hboro. [lpoTe «[lepiwa coTHS» nofae Lo iCTOpito
HeTMMNoBO, HaBIiTb MapajokcanbHo. BoHa mofaeTbes Heni-
HIHO, AK XxuTTa Yapne3a Qoctepa KeltHa, | dnewbekn y
KapTUHI MaloTb Malxe enivyHe Ta CUMBOJIIYHE 3BYYAHHS.

Mepen Hammn GakTWYHO KnacKMyHa iCcTopis CTaHoB-
NeHHS KYJbTYPHOTO repos, y LboMy pasi rpynu nogen, aka
BMPYLUAE Y HEBILOMY MaHApiBKY, AoNae Nepelkogm Ta Ha-
NPUKIHLI 3HaxoauTb ckapb. llepen HaMK 4M He MnepLwmi
NpUKNag HOBITHLOT HaLioHaNbHOT Midooril.

Tak caMo Mpo HempocTe HapOAXEHHS HOBOrO CBITY
po3nosifae kapTuHa YnsaHu Ocoscbkol «Maiixe 10.000 Bu-
6opuyis». TyT MoBa Mae nNpo MicTeyko InniHui Ha BiHHWYK-
Hi, iKe MepexwuBae pa3oM 3 kpalHol yCi HOBITHI nNpouecw,
BKJIIOYHO 3 PeBontouieto rifHOCTI Ta BilMHOW Ha cxofi Ykpa-
THu. OfHak npobnema He B ToMy, abu Bce Le MepexnTu,
a B TOMY, abu 3MIHUTK BnacHe xuTTa. A 3pobuTn Le byae He
Tak nerko.

HeszabapoM B InniHusx snubopu Micbkoro ronosu. Ha
nocagy npeTeHayloTb Kiflbka KaHAWAATIB, Cepef SKuX nepLuy
CKPUMKY rpaiTb KOMULHI, e JOPeBOOLiNHI MOXHOBNAA-
Ui. IM NpoTUCTOITb repoit HOBUX YaciB, akTUBICT, BONOHTep,
N0fAMHa, Yni Halkpalwi pucy npossuna Pesontouia rigHo-
CTi. Y1 3MOKe BiH 3MIHUTK cUTyalito B [AAIHLAX, | Yn NigTpum-
Mae€ Mnoro MicleBa rpomaga’?

Irop [pabosuy
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Mawnuswii, conoakuit, 6e3 mex abo Micwi | Taui npo cveprs — Enticing, Sugary, Boundless
or Songs and Dances about Death

DinbM TOpPKaAETLCH Ay>Ke rocTpol TeMU colianbHOl Bij-
NoBIAANbHOCTI, HM30BO! IHILIATVBW Ta, 3PELUTO, FOTOBHOCTI
Tak 3BaHWX NPOCTUX MOAel [0 pagnKanbHUX 3MIH BAaCHOMO
XuTTa. | B LbOMY BMNaAKy icTopis faneka Ao 3aBeplleHHs —
nepep Hamu nNpoLec, pe3ynbTaTyt AKoro nepefbaynTit Baxko.

Baxnueoto y kapTuHi € i daktypa, nogpobuui 38u-
YaMHOro MPOBIHUIMHOMO XXWUTTA, HafBHWI HaBITb AeAKUN
rpoTeck y mokasi NpefcTaBHWUKIB BAaAW, NpoTe Ha NepLinii
nNaH TyT BUXOAATb 3BUYANHI IIOAM, AKi NparHyTe Aatu cobi
pagy, nepecunutu cTpax Ta iHepuito. Bnagae B oko, Ha-
CKINIbKW @KTUBHILWMMUN Ta CMIAIMBIWNMN Y KapPTUHI € XIHKM,
| Lle MoKa30BO HaBIiTb 3 TOYKW 30py 3arafbHOCBITOBUX TeH-
LeHUIN, 9Ki Bce Binbly cTaBky pobnate Ha girl power.

BnacHe, ubomy npucesayeHo ¢inbM «BoHa Ta BiltHa»
Mapii KoHfakoBOI, Aknit gae NopTpeT KifbKoX XIHOK, y4ac-
HULb BOEHHUX OiN.

Ak iy cTpiyui «/lepwa coTHSA», onoBiab TyT HENIHIN-
Ha, 4acTo 3MIHI0IOTbCA NoKaLil | A4ig NepexoanTb Bif OLHIET
repoTHi Lo IHLWOT, CTBOPIOIOYMN CTEPEOCKONIYHII edekT.

| us icTopis Takox npo BMOIp, KM LOBOANTLCS PO-
BWTV WOAHSA, NPO NOLLYKM BNACHOMO NPU3HaYeHHH, BJacHO-
ro MICLS Ha BIMHI Ta B MUPHOMY XUTTI, @ TaKOX NP0 KOXaHHS.

Ha BiAMIHY Bif IHWMX NOAIBHMX CTPIYOK MPO XIHOK Ha
BIVHI, LS KapTVHa He Mae ikolCb OKPeMOl TeMU, He pPO3MoBifae
TiNIbKM NP0 NpaBa XIHoK-BicbkoBoCNY>kboBLIB abo nuLe npo
XHI TPaBMW, TyT BiliHa NPOCTO € YaCTWMHO XUTTH, MOTOPOLL-
HOIO | CTpaLUHOO, NPOTe He € DibLLIOI0 33 came XUTTS.

Kutra He Moxe obMmexyBaTnCs BIIHOW, NpoTe BOHO
He Moye 00inTucsa | 6e3 Hel. MoxnurBo, caMe Ud Te3a | € Hal-
BaX/IMBILWOW AN Hac ycix. Pivy TiM, Wo cTpivka «BoHa i Bil-
Ha», gk | barato IHWMX ykpalHCbKMX GiNbMIB NPO HeLaBHI0
Hally icTopito, no3baBnsie ycix Hac cTpaxy nepen BlacHUM
BMOOpPOM, BnacHow foneto, o He Moxe byTu Kapamenb-
HO-conofkoto Yepe3 0bCTaBUHU, Y SKUX MU ONUHUANCSH, NPO-
Te BOHa LIJIKOM Hala, | 3 Heto Ham cobi gaBaTu pagy.

YKpaiHCbKi GIIbMIM 0CTaHHBOMO Yacy, 30bpaxatoyu gpa-
MaTUYHI NepuneTil, y aK1x oNMHMNAca Halla KpaiHa i yci Mu,
He HamaralTbCa 3aAUWaTNCA NPOCTO GilbMaMu, BOHW fat0Tb
BILYYTTH CMINBHOI AOAI BCIX HAC, CMIIBHOMO LWASAXY, CAINbHOT
BopoTbbu, i, BpelUTi-peLuT, CnibHOT NepemMori.

Almost 10,000 voters

Maiixe 10.000 subopuis
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BETWEEN REAVEN AND EARTH:
THE NEW UKRAINIAN CINEMA

Ihor Hrabovych

The DOCU/UKRAINE full-length competition pro-
gramme for the national cinema is a sensational and un-
precedented event in the festival's history. It proves the ma-
turity of the festival and of Ukrainian cinema, which is evi-
dent not only from the quantity and the themes of the mov-
ies, but also from the geography of the participants in the
cinematic process, which is not confined to Ukraine alone.

This year’s national competition can be divided into
two parts: half of the films were made by Ukraine-based
filmmakers, who mostly operate in the national context,

Bowa i siiita Woman in War

while the other half were filmed by those directors whose
lives and work have for some time been related to other
countries, and whose perspective includes a broader, inter-
national context. However, the depiction of contemporary
Ukraine in their films is of special interest.

The film Enticing, Sugary, Boundless or Songs and
Dances about Death by Tania Khodakivska and Oleksan-
dr Stekolenko is planetary in its scope. This movie brings
together various cultures, countries, and people. It depicts
the USA, Italy, Ukraine, and Georgia, and the characters in-
clude famous artists as well as ordinary people.

The universality of the questions and challenges
which the characters face makes them very similar, per-
haps except for the regional differences in their tempers.

The structure of the film is symphonic. The locations
switch from country to country, the themes rhyme, con-
trasts are blurred, and the similarities of human destinies
come to the foreground.

The ‘Sugary’ episode of the film is dedicated to
Ukraine, even though the life it depicts can hardly be named
sweet. It is not about social processes, politics, or other
phenomena; the most important thing is the existential ho-
rizon that the individual is able to perceive.

The stoicism of the natives of the Ukrainian Car-
pathians, their kindness and humour, and the artistic ex-
periments of the ballet dancers from Kyiv, who are ready
for everyday challenges, seem to be unimportantin a glob-
al sense, but that is precisely what life is about. Every mo-
ment of existence matters, because nothing will happen
after death, as the characters say.

Death in the film is equal to @ montage, where the
key roles belong to unexpected shifts, weird associations,
and the twisted final, the meaning of which is revealed
subsequently. In this sense, the movie Enticing, Sugary,
Boundless or Songs and Dances about Death is illustrative
of the national competition programme, which comprises
many montage films and stories without a clear ending.

The second approach to Ukraine is also planetary.
The film by Igor Minaiev, who is originally from Odesa but
lives and works in France, is named The Cacophony of the
Donbas and starts with the landscapes of the Donbas as
seen from above. This landscape is compared to an ab-
stract painting and an extinct star. It seems that humans
simply cannot inhabit this land, which is entirely mythical,
shrouded with legends and mysteries. We have to redis-
cover it. But first, we have to recall its recent history, to see
how it was formed and what it was made from. In this way
Minaiev makes a deconstruction of the Donbas.

He begins with the cinema and the Soviet cine-
matic aesthetic which created an image of the Donbas
that was far from reality. This is equally true for the mov-
ie avant-garde, represented in the film by Dziga Vertov's
Symphony of the Donbass, for the average socialist realism
of Soviet films about the working class, and for the news
footage, which concealed reality and sometimes even cre-
ated a parallel one. This approach may seem strange, as
one might expect the analysis to be based on economic,
sociological, political or demographic criteria. However,
the filmmaker chooses those of aesthetics, and this is
quite justified because in this case aesthetics is nothing
else than a protective screen which has been used as a
separator from reality.

The reality breaks onto the screen in the documen-
tary shots of the 1989 miners’ strike, when we first see the
real miners and their problems, and then continues to the
documentary footage of the war in the Donbas.

The paradox is that the new reality finds new aesthet-
ic forms, since it cannot do without aesthetics as well. This
aesthetic is rather experimental, even excitable, on the edge
of kitsch, and, instead of transmitting a gross social truth,
it aesthetically transforms the reality, revealing its hidden
meaning, something which can be interpreted as perverse.

The Cacophony of the Donbass is an experimental
film, and the author resorts to some generalisations that
sound apocalyptic. This position is understandable, be-
cause approaching earth from heaven is always painful.

In Dmytro Lavrinenko’'s Whereufrom, instead of
approaching the earth, we see the immersion under its

surface — in the garbage, to be precise. The movie tells
the life story of 45-year-old Yevhen, a janitor from Kharkiv,
who lives between two worlds — Kharkivand America. He
visits America because his mother is residing there, while
he himself lives in Kharkiv full-time. Kharkiv is his moth-
erland and his whole life, and America remains an acci-
dental passerby with whom he cannot establish contact.

The film consists of Yevhen's video diaries that rep-
resent his subjective viewpoint, as well as footage shot
by director Dmytro Lavrinenko, which brings a seemingly
objective angle to the story. The dialogue between these
voices makes the film very convincing, material, daring,
and even shocking in some of the episodes.

The shock here lies in the behaviour of Yevhen, who
is looking for his dream woman, and collecting artifacts
from Soviet times. The latter appear much more often
than the former.

The events of the film take place between 2011 and
2017. Many events take place in Ukraine during this time,
including Euro 2012 and the Revolution of Dignity, and
Yevhen participates in all of them, leading us through the
circles of his personal hell, similar to Virgil.

Another collection of the films in this competition
is created by Ukrainian filmmakers that regard Ukraine
without any additional international perspectives. This is
not an easy task nowadays, as the events in the homeland
are quite dramatic, and the degree of drama is constantly
rising. In this situation, telling a consistent story is rather
difficult. The successful results become even more inter-
esting in this regard.

The First Company by Yaroslav Pilunsky, Yulia Shash-
kova and Yuriy Grizunoy, is structurally complete. It features
a narration about the lives and fates of some of the activists
of the Revolution of Dignity who have created the First
Company for Self-Defence at the Maidan, took part in all
of the events, and, subsequently, went to war.

This story is important primarily because it is
about the choice and the creation of one’s personal bi-
ography. This film is unprecedented in Ukrainian cinema,
because the biographies here made an impact on the
circumstances, and it was hard for someone to change
tack, to overcome the inertia of social processes and
one’s own life. The First Company tells about people who
have changed tack. This film is a summary of many other
similar movies that have appeared in our country during
recent years. All of them tell about human choices and
their price.

However, The First Company presents the story in
an unusual, even paradoxical way. It unfolds nonlinearly,
much like the life of Charles Foster Kane, and the flash-
backs in the film look almost epic and symbolic. This is a
classical story about the formation of a cultural hero (or
in this case, a group of people), who embarks on a peril-
ous journey, overcomes obstacles, and finds a treasure in
the end. What we have here is probably the first example
of the newest national mythology.

Almost 10,000 Voters by Uliana Osovska also tells
the story of the painful birth of this new world. The film
concerns Illintsi, a small town in the Vinnytsia region,
which lives through all the newest processes, including the
Revolution of Dignity and the war in the east of Ukraine.
The main issue, however, is not living through this, but
changing one’s own life. This will not be an easy task.

The mayoral election is coming soon in Illintsi. There
are several candidates for this position, and the first vio-
lin is played by the former, pre-revolutionary rulers. They
are opposed to the hero of the new times — an activist and
volunteer, whose best features were revealed in the course
of the Revolution of Dignity. Will he change the situation in
Illintsi, and will the local community support him?

The film touches upon the acute issues of social re-
sponsibility, of grass-roots initiatives, and ultimately, the
readiness of so-called ordinary people to make radical
changes in their own lives. In this sense, the story is far
from complete — the results of this process are very hard
to predict.

The key features of the film are the texture, the de-
tails of ordinary provincial life, even some grotesquery in the
depiction of the governors. However, the ordinary people are
in the foreground, trying to take care of themselves, to over-
come fears and inertia. The women in the film are noticeably
more active and courageous, which is indicative considering
the global trends towards betting on "girl power".

This is the main theme of Masha Kondakova's Woman
in War, which portrays a number of women combatants.

As in The First Company, the narration here is non-
linear, the locations shift frequently, and the focus passes
from one character to another, creating a stereoscopic effect.

This story is also about the choice that has to be
made every day about the search for one’s destiny, one’s
place in war and in peace, and about love.

Contrary to similar films about women at war, this
film does not have a specific issue, for instance, the rights
of servicewomen or the traumas they experience. War here
is merely a part of life, a horrid and frightening part which
is no greater than life itself.

Life cannot be confined to war, but it cannot do with-
out it either. This point is perhaps most important for all
of us. The film Woman in War, like many other Ukrainian
films about our recent history, removes our common fears
of our own choices and our own fates. They cannot be sug-
ar-sweet due to the circumstances, but they are still com-
pletely ours, and we can still deal with them.

These recent Ukrainian films, while depicting the
dramatic events witnessed by our country and all of us,
thrive to become something more than movies. They offer
a feeling of our shared destiny, our common route, our
common struggle, and in the end, our common victory.
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[o pobipkun gckpaBux LOKYMeHTaNbHUX CTPIYOK, L0 BXe BCTUIIW NiAKOPUTY eKpaHW HanbinbLLIMX CBITOBUX
decTuBanie Ta CTaTW XiTaMu, LibOr0 POKY BBililNa Bonogapka [paH-npi TUXHS KPUTUKIB Ha KaHHCbKoMy
KiHodecTMBani — noeTuyHa cTpiuka «Makana» dpaHLy3bkoro pexuicepa EMMaHyens Ipa. Y nepeknagi 3

cyaxini «Makana» o3Hadvae Byrinng. ManocnisHa kapTviHa 3ManeoBye byaHi Monogoro censHuta Kabyitu,

wo Mewkae B rAnburui JemokpatnuHoi Pecnybniku Koxro. Cam, 3 HeBENMKOK COKMPOIO B pyKax, YoNoBiK
3MYLUEHWNIA BaNnuUTW BeNnYe3Hi gepeBsa, ki NoTiM NepeTBOPIOE Ha BYrinns, Lwob 3apobutu rpowi gnsa cBoei cim™i.
Ane fo npogaxy Byrinnga BnacHoro supobruutaa Kabyity Bigainse we Yvmana BigcTaHb [O MICbKOr0 PUHKY —
NiLLKKU CENAHWMH MyCUTb ATV Kinbka LHIB MOCMINb B3A0BX 3anunieHol aBTOA0porK, LUToBXaouun nepes coboio
Beslocunes, HaBaHTaXeHW Millkamy Byrinas. [cTopisa npo niofnHy, ska 3MyLleHa AokNafaaTv TUTaHIyHi 3ycunns
L1151 Toro, Wwob 3abe3neyunT cBO CiM't0 y CBOT KpaTHi MiHIManbHUMK Bnaramu, 3peLlToto CTae NOETUYHOK
pPO3MOBIALK NPO CTINKICTb AyXY Ta NPO Bipy y BNacHi cunu, wob 36yaysati 3aBTpaLlHin AeHb. KiHoKpUTK AHApIN
BoHaapeHko 3B'A3aBcs 3 pexucepoM EMmanyenem [pa Ta nocninkysaBcs npo Te, sk BifdyBanncs 31oMku, 4oMmy
8 1P KoHro ntogun 3myLweHi caMocTiiHO BUpPObAATH BYrinag Ta Ak Ha ¢iNbM pearyioTb adpuKaHCbKI MIrpaHTu.

Poamosy BiB
Anzpiit BoHaapeHko

MeHi pyxe cnopobaBcs Baw ¢inbM. BiH npocto roBoputb caM 3a cebe. Ane
Xo4yeTbcsa foBipaTUcs we binblie Npo repos Ta MOoro KOHTeKCT. Hackinbku cepefHboCTa-
TUCTUYHUM € TONNIOBHUIA NEPCOHAXK, HACKiNbKK BiH NpeAcTaBAsE cBOO KpaiHy? | Ak BU oro
3HaWwAn?

Y [1P KoHro g npwvidkaxas Kinbka pasiB We nepef TVM, fK y39BCs 3a cBill ¢pinbM «Ma-
Kana»: sik onepaTop npalloBaB Haf 3MOMKaMy KiflbKOX AOKYMEHTaNbHUX KapTUH iHLUMX pe-
xucepiB. 3okpema nobysas i B perioHi KaTaHra, y akomy BifbyBatoTecs nogii B «Makanas».
Bin po3tawosanuii Ha nisaHi P KoHro, Tam Hemae AXyHIiB, 3eMns nepeBaxHo cyxa. 3aTe
€ baraTo waxT, AKi NpaLoioTb Ha BeNMKY iHAYCTPIo, 34ebiNblUoro iHO3eMHy, a MicLleBe Hace-
NeHHs gyxe bigHe.

Y npoLieci 31oMOoK Ha aBTOA0pO3i B okonunusax MicTa Kongesi 4 yacto nomivas fiofei 3 Be-
nlocunefamu, HaBaHTaXKEeHUMM BYTINAM, siki BOHYM LUTOBXanu nepef, coboto HemoB Tauky. KabyiTa,
FONIOBHWIA repoid Moro GisibMy, € OLHMM 3 HUX, TOMY 1070 aX Hisik He MOXHa Ha3BaTH YHIKaNbHVIM.
Tucsaui niofeit 3 LOBKOANLHIX Cifl LUM 3alMaloTbCsl — NPUBO3ATb Ta NPOAAIOTH BT/,

Y P Konro 90% Bci€i eHepril, CNOXMUTOT MICbKMMUW MellKkaHUAaMY, BUpobndeTbes 3
AepeBHoro Byrinng. [pakTUYHO BCA ia B MiCTax roTYETbCA Ha LibOMY NaaunBi, OCKINbKY enek-
TpoeHepril He BMUCTaya€e. ToMy KOXHOIO [HS 3 Cifl 10 MiCTa Be3yTb TOHHMW Byrinna. MeHe ue
Jy>e Bpa3uno. A noyas 3a4aBaTnCs MUTAHHAMM: 3BIAKM BOHW NayTh, sik baraTo 3apobnsioTs,
UM MOXKYTb MPOXWTK 31 CBOET Npaui? MeHi po3nosinu, Wwo syrinns supobnsetsca B Oywi (He-
OCBOEHIV TepuTopii, 3apociii Kywammn 1a Hu3bkumu gepesamu. — A.B.). lexto 3 BUpoBHWMKIB
npoAace Byrinng nepekynHukam, ski NpuixkaxKaloTb Ha BaHTaxiBkax. A baraTo xTo Be3e #oro
[0 MiCTa CBOIMM cunamu, abu oTpuMaTit BUTIGHILY LiHY. BinbWicTb 3 HUX — Le censHu, aKi
0AHOYACHO 3alMatoTbCH | BUPODHMLTBOM BYrins.

Tox, s 3apymaB 3HATM Npo Le dinbM. |oes byna ayxe npocToto: 3adikcyBaTh yBeChb
npouec Bifg noyatky — 3pybyBaHHs Aepes, i [0 KiHUA — NPoAaxy Ha MiCbKOMY pUHKY. A no-
BaumnB y LboMy Ay>ke NpsaMy | MOTY>XHY icTopito. [1eBHWIA YiTKuii HapaTWB, CRigyloun 3a kUM
MOXHa nepefaTy yABNEHHS NPO XWUTTA Yy Uil kpaTHi. Tox s no3Haromuecs 3 Kabyitow i no-
BEPHYBCH Yepe3 pik, abu 3HATV Npo HbOro GiNbMm.

Lie#i ¢inbM gy>ke NpocTUi i ofHOYACHO AYy)Ke MOTY)KHUIA. K BM Lboro pocsaraere?
Yu MaeTe AKMIACH CBill 3arafnbHUA METOA YU KOXKHOFO pa3y 3aCTOCOBYETE AKWUWCH iHLIUIA
nipxia? To6To KKK BaL cnocib 3aHypeHHs Y XXUTTA repos?

«Makana» — ue mii TpeTii dinbm. OpHa 3 MOIX MonepeaHix CTPIYOK PO3MOBIAAE
Npo XUTTH KOPIB, IHWa — MPO XWUTTS y NpuTynky ans besgomuux. OgHak ue bynu binbwe
3aranbHi NOpPTpeTV sikoroch cepepoBulla. A «Makana» cTtaB nepwnmM QinbMOM, y AKOMY
S BUPILUMB CNifyBaTW NeBHil icTopil. 3aranom Mill TBOpUKIA MeTof, Nonsrae B Tomy, o6 nepe-
[aTV BIAYYTTS MOTOYHOIO MOMEHTY, AKWI BifbyBaeTbCcs NpaMo TyT i npsiMo 3apa3. LLob rmaga-
4i MO CNPUIHATY YYTTEBO, AK Lie — pybaTu AepeBo, WTOBXaTV 3aBaHTaXeHWI Benocunes,
CTpaxaaTu Bif, cneku. ToMy s BUPILLIMB NOCTIHO cynpoBogxysaTu KabyiTy B ioro gisx, wob
Ha Gi3MYHOMY piBHI ByTV nopyy i3 HUM. Takox, Wob rnanay BCTUI 3aHypUTUCE, OTPMMATK Bif-
YyTTS TOrO, LLO BifOYBAETLCS, 4 BUKOPUCTOBYIO NEpeBaxHo A0Bri Kafpu. | KofHoro rosocy 3a
KafgpoM. [onoBHa ifes — KoxXeH Kpok npoiTu pasom 3 KabyiToto i Big4yTV MO0 NKACHKICTS,
0ro AyMKW, HaBiTb He 3a3vpatoyn oMy BCEpPeUHY roNoBY.

®inbM GoKyCYeETbCA Ha MOJOPOXKI, afe AN KPaLLoro pO3yMiHHS MOro XUTTS 5 BCTAaBKB
| KinbKa IHWWX MOMeHTIB. Hanpuknag, konu 9 faisHascs, wo Kabyita Hakpecnuns cobi nnaH
OyniBHMLTBa HOBOI OCENi, TO MOAYMaB, L0 Lie TeX Mae yBINT1 y Ginbm — iHakwe My He bynemo
3HaTW, A9 YOro MoMy rpoLi, OTpuMaHi 3a Byrinns. ¥ byab-akin icTopil BaxnvBo fatv Bigno-
Biflb Ha NUTaHHS: AKka rosoBHa MeTa repos? Ceiit GpinbM 9 Hamarascs nofaTh HabauxeHo Ao
XYLOXHBOT 0MOBIfi, TOMY Lie NUTaHHA By10 BaXIUBUM A1 MeHe.

LLlo BM ocobucto BiguyBanu Bif 3iTKHEHHSN 3i CBITOM, Y AIKOMY ANSl BUXKUBAHHA NO-
Tpi6bHo BanutK pepesa? He xoTinoca 4acoM KMHYTU KaMepy i JONOMOITU CBOEMY Nepco-
HaXxy?

Tak, 7 npuixaB 3 baratol kpaiHw i 3HIMaB NloAei, aKi XKnUBYTb Yy BiAHOCTI. ToMy MiX HUMK
Ta MHOI0 € MPUHLMMNOBA BiACTaHb. Anle, YeCHO KaxXyuu, MeHi byno cknafHiwe 3HiMaTn bes-
BoMHMX y OpaHuil, ockinbku TaM s GinbMyBaB Nofel, AKi Malixe HiYoro He pobnsaTb, NpocTo
KVBYTb Y NPUTYAKY. A TyT 4 MaB crnpaBy 3 KUMOCb, XTO KyAWCb MLWOB, MaB NeBHy MeTy, MaB
ponuHy, 3apaau fkoi npautosas. Kabyita by nocTiiHO 3alHATWI cnpaBoto | ANs MeHe BiH
peasnbHo DyB repoeM, a He MPOCTO NEPCOHAXEM.

TobTo, posnosigatouv npo Kabyity, 7 pobus Le Hacamnepes Ans Toro, abv TakvM un-
HOM BLU@HyBaTW 0o, NOKa3aTw, HaCKiNbKW BiH FepoTYHIIA Y CBOEMY XXWUTTI.

CTOCOBHO HaxkaHHs KMHYTK KaMepy Ta AOMOMOr — LikaBe 3anuTaHHs. TyT BXe aeTb-
CSi NPO AKYCb €TKKY. 3BICHO, MEHI MW0OCS Npo Te, Wob 3HATK BCI TPYAHOLLI, 3 SKMMU CTUKa-
eTbcs Kabyita nig yac nogopoxi. Tomy f# MaB 3 HUM TakKy AOMOBAEHICTb: Akbu panTom KabyiTa
notpebyBaB AKOICb [OMOMOTW, BiH MaB cka3aTu HaM, | M1 b 3ynuHWAK 370MKY | 4ONOMOTIN
nomy. TobTo BiH byB BignoBifanbHMM 3a Becb npotec. [Toku BiH HaM HIYOro He roBOpUB, MU
npocTo 3HiManu. Hac byno Tpoe B KOMaHAI, | My NocTiiHo bynu nopsag. Yacom Tpanasnucs |
CepMo3Hi KpUTWUYHI cuTyallil, konu HaM noTpibHo byno BTpyTUTUCH. [lo dinbMy Li MOMEHTU He
BBinwnn. Ina npuknany, konn Kabyita wroBxae Benocunes Bropy Ha 3anisHUYHWR Hacum,
npu nepexofi Yepes Konito HaM 0Besocs NoMy fonomorTu. Ane [0 Lboro BAABaNWCs B Kpaii-
Hix BUNagkax. TobTo BeCb GiNbM 3HATUI Ha MeXi KPUTUYHUX CUTYaLLI.

3BicHo, byBano pyxe BaxKo NpocTo ByTh 0CTOPOHb JHOAMHU, ika pobUTb LLLOCh BaKKe.
Ane B LUbOMY nondrana Most pobota — nokasaTu uei npouec. [Jo Toro  Mu Tex NpoiLnm
uei wnsx pasom 3 KabyiToto, M1 He cnocTepiranu 3 BiACTaHI — MU Byan Tam Tex, y nusioL,
cepea MallyH.

Hackinbku 5 3anaM’aTaB, Becb LUASAX 0XONUB ABa AHi NilIoi NogopoXXi?

HacnpaBgi Becb Wwnax 3alHaB n'aTb AHIB. Akbu Kabyita iMwos cam, To npoiwos bu
ioro 3a ABa AHi, ane HaM [AOBOAMIOCH HaCTO YMUHATACS 3 TEXHIYHMX NPUUMH. Xoya y GinbMi
MU noka3sanu, skvm bu bys besnepepBHUI NpoLiec.

CnoyaTky A cnpuiHAB Ball ¢iNbM IK eniYHy noesito BaXKKoi npaui, noaibHo A0 cTpiuku
«lFonuit octpiB» KaHeto CiHpo. Ane HanpukiHui o6pa3s repos BupaBcs MeHi 6inbwe yHi-
BepcasbHO MeTadopolo 3arasibHOro JIIACLKOro CTaHOBULLA B Cy4aCHOMY CBIiTi — KoM
cycninbcTBO Aepani 6inble NnepeTBOPOETLCA HA MeXaHiYHe NOEAHAHHS OKPEMUX JIIofEN,
KOJNU KOXKeH caM no cobi. PinbM Hibu cTaBUTb 3anuTaHHsA: «SK 6araTo MoXke 3po6uTH ogHa
nioauHa 6e3 gonoMorn?». | BignoBiab: He gy>Xke To i 6araTo.

Te, npo wWo BKM roBopuTe Ha moyaTky Npo mnpaulo, — Takoto, cnpasai, | byna Mos 3a-
nymka. lNokasaTu cTaHoBULLE MIOAMHM B Takux KpaiHax, ak [P Koxro. T Mycuw Tam Baxko
npauioBaTh i CTpaxaaTu nuvie Ansa Toro, wob BuxuTn. CycninbcTBo npo Tebe Higk He abae,
AKLLLO TW CaM Hi4Yoro He 3pobuLL — TU NoMpeL, iHWKX BapiaHTiB HeMae. {1 X0TiB noka3aTu Taky
KapTVHy, 3BefeHy o 6azosol cyTi. Abo pobuw e Bce, abo KiHelb.

He 3Halo, Hackinbkn yHiBepcanbHol BoHa baunTbes, ane € y Hill | neBHa MeTadopa,
3BICHO X. MeTadopa Halol 3arafbHOI JIOACHKOT CUTyaLil, AKLLO PO3BUHYTU IA4et0 L0 MakKch-
MyMmy. Tofi gk camoTHicTb Kabyitn y dinbMi He byna npuHumnnosoto. Hacnpasgi, barato nogein
3aliMaloTbCA BUTOTOBNIEHHAM | NMpogaxeM Byrinns B rpynax. Ha Kabyiti 4 3ocepeanBcs He
3 AKMXOCb ILE0NOMYHNX MIPKYBaHb, @ vlle TOMY, WO Ha NpUKIaAl OLHIET MOAUHM Kpalle
nokasaTu yBeCb MPOLLEeC, HAaCKINbKM BiH LIMCHO BaXKWii, HackiNbky baraTo 3ycunb BUMarae
i HAaCKiINIbKM Mano LiHYETbCA B rpolwoBoMy ekBiBaneHTi. Ouel KOHTPacT Mixk BUTpPaYeHUMU
3yCUNNSMK Ta EKOHOMIYHOIO LiHHICTIO ByB ana MeHe fyxe gpamaTudHum. Bnache, abu nig-
KPecnuTV Lo LpaMaTUyHICTb, 9 noka3as came Kabyity, akuin pobutb yce ue oauH. Toai gk
y rpyni Bce bauymnTbCcsa CKaAHiLLIEe | He Tak SBHO.

3 oaHoro 60Ky, >xutta Kabyitn Mae BUrnag cywinbHOro cTpa)kaaHHs. A 3 iHworo —
Yy HbOT0 € CBOE MicLe Y )XUTTi, po6oTa, poanHa Ta Bipa. kol BU 6aumTe Woro BHYTPiLLHIO
OLiHKY CBOFO )XUTTA?

3aBXaM BaXKo CYAWTY Mpo Yy>Xy nepcrnekTnsy. Ane s HaMaraBcs NokasaTw, HacKiflbku
ue MoxnumBo, Wwo Kabyita Mae cBoe XuTTa. BiH 3Ha€, WO OMY XMBETbCS HECOOMKO, 3HAE,
Lo oro KpaTHa baraTta Ha pecypcu, ane BCe e Ha KOPWCTb IHO3EMHOT IHAYCTpIl Ta KopyMmno-
BaHUX noniTukiB. BiH po3ymHuii YyonoBik i fobpe ycBifomiioe, wo pobutscsa Haskono. OpHak
Lie 10ro MOBHOLIHHE XUTTH, BIH HE X04e BMUIKIKATK KyancCbh. BiH xoue BUXUTH, a, KPIM Toro,
niTV Kygucb fani: 3byayBaTv HOpManbHWIA AIM 3 CafloM, 31 CTaBKOM | KaykaMu, xoye LaTh
OCBITYy CBOIM AnTWHI. Kabyita baunte MaibyTHe i xoue po3suBaTtucs. BiH He onTuMicT, ane i
He BNajacy Big4ai: BiH NPOCTO CBIAOMMIA CUTyaLil | 3HAE, WO Nepes HUM Baxkka npaus, 3Hae,
AK cobi 3apagnTy.

B ocTaHHi cueHiy dineMi Mu baummo, sk Kabyita MonuTbes. Ane, MeHi 30a€TbCS, BiH
PO3yMi€, LLIO BCE 3PELUTOI 3aNexXuTb Bif, Hboro camoro. BiH He yekae Ha gonomory bora.
Vomy MpOCTO BaXJIMBO BUCOBUTHCS, BUPA3WTH CBOI MOYYTTS.

Bipa i ctpaxxaaHHA — 3BUYHMI cTepeoTUnHUI obpa3 KkpaiH Appuku. Hackinbku
uen obpas Bignosigae gincHocTi?

MeHi Baxkko rosopuTy npo Appuky B Linomy. B piaHux kpaitax Tam pisHi cutyauil. Ha-
BiTb [IP KoHro — e Benuka kpaiHa, y ski 5 6aumns nnte yacTuHy. Ane Te, WO 5 MOXY CKasaTth
npo P KoHro i3 BneBHeHICTIO: Tak, Le cnpaBai ogHa 3 HanbigHiwnx kpaid Agpuku. Te, Wo
7 Tam nobaums, AiicHO BigNoBifae cTepeoTnHUM obpasam. lNo-cBoemy, Le Bce npasaa. Lle
KpaiHa BigHOCTI, cTpaxaaHHa i ekcrnayaTauil. [pupoaHi pecypcn TaM MayTe AeiHAe, i Moam
PYViHYIOTb CBOIO 3€MJIIO, 0D BUXWTY — HEMaE enekTpuku, Hemae nanuea. Tobto y AP KoHro
BUPODNAETECS JOCTAaTHLO eNleKTPOeHepTil, ane iIcTebNILMEHT 3HaE, Lo 1T HEMOXJITMBO BUTILHO
npozjaTn HaceneHHio, ToMy Bce e B [liBaeHHo-AdppukaHcbky Pecnybriky. A MicLeBUM Mell-
KaHUSAM 3anuwaeTbcs BupybyBat gepesa, Wwob 3rotyBaTtu cobi xy. Lle xaxnunBa cutyauis.
Y KkpalHi € Benunka IHAYCTPIa | KaniTan, afle BOHW He MaloTb XKOLHOrO CTOCYHKY O HaCeneH-
HA. [cTebNIWMeEHT — Le NPOoCTOo XMxXakn, ki NoBoAATL cebe Tak, HIbW BOHM HIYOro He BUHHI
CycniNbCTBY, @ NPOCTo oTpuMytoTe Npunbytkun. [P KoHnro — kpaiHa bigHocTi gns binbwocTi |
BaraTcTBa 419 HEBENMKOT IPYMNKX JHOAEN.

Yu nepeiMaeTecb BU TUM, K cnpuiiMaloTb Bawi ¢pinbMu rnapadi? To6To TUM, umn
NpaBUbHO BOHU PO3YMiloTb Bally JyMKy?

3 ummM 3aBxan npobnemu. OinbM — Lie He aHaNiTVYHa KHUra, [1e TM NMOC/IA0BHO MOACH-
IOELL, LLLO XOTIB CKa3aTu. TyT BUCHOBKM BinbLL BIAKPUTI, TV MPOCTO MNOKa3yeLW LLOCh. S He 3HIMato
CTPIYOK i3 AyXe YITKMM nocnaHHaM. Mog iges B Tomy, LoD AONOMOMTU ragfadvaM nepexuTu
NeBHWUI AOCBIA, NOCTABUTK X Y CUTYaLLtO IHLLOT NIOAMHW. Ty NnpocTo nepebyBa€ell nopsa i 04HO-
4YacCHO AI3HAELWCH LLOCh NPO 11 KUTTS.

Lono ¢inbMy «Makana» 4acTo BUHMKAE NMUTaHHSA B adpUKaHCbKUX MIFpaHTIB: MOBASAB,
# XO4y rnokasaTtu, YoMy BOHM BCi Tak pByTbCS y EBpony. A po3yMmiio, YoMy Lii MUTaHHA BUHMKAIOTh,
ane MeHi Lie fyxe He nofgobaetbes. Agke 9 NoKasyto NIOAMHY, ika Xo4e XKUTK Y CBOTN KpaTHi | Mae
MeTy, Ky peani3oBye B cebe BLoMa. [1pocTo xoue XUTU Kpalle TaM, Ae 1 xuse. | konu rnsgadi
CnpuMaloTb oro Yepes npusMy npobnemu MirpaHTis, Le A5 MeHe XaxanBo. Amke dinbM
30BCIM He Mpo Le.

Ane 4 HIYOro He MOXYy 3 UMM BAISTW. 1 po3yMito, LLO KOAM MOCNaHHA He AyXe YiTKe,
NoTPIBHO 3MUPUTUCS 3 TUM, LLO Pi3Hi loAM BayaTb TaM LLLOCh CBOE, YO0 TV TyAW He BKIAAaB.

Emmayens Mpa  Emmanuel Gras

Makana Makala

This year, our selection of the prominent documentaries which
have already graced the screens of the world’'s major festivals and
become hits includes the winner of the Cannes Critics’ Week Grand
Prize, the poetic film Makala by the French director Emmanuel Gras.
In Swahili, makala means charcoal. The film, in which few words
are spoken, depicts the everyday life of Kabwita, a young villager
who lives in a remote region of DR Congo. On his own, with a small
axe in his hand, he has to cut down huge trees which he then turns
into charcoal in order to make money for his family. But to sell the
charcoal he makes, Kabwita first needs to walk a long distance to the
town market. He has to walk on foot for several days in a row along a
dusty road, pushing his bike loaded with bags of charcoal. In the end,
this story of a person who has to make a tremendous effort to provide
for his family in his own country with a bare minimum of goods turns
into a poetic tale about strength of will and about believing in yourself
to build the future. The film critic Andriy Bondarenko talked with the
director Emmanuel Gras about the process of filming, about why
people in DR Congo have to make charcoal themselves, and about
how African migrants have reacted to the film.

Interview by
Andriy Bondarenko

I really liked your film. It just speaks for itself. But | would like to learn more about
the protagonist and his context. How average is the protagonist, to what extent does he
represent his country? And how did you find him?

| visited DR Congo several times even before | started working on my film Makala.
| worked as a cinematographer for several documentaries by other directors. In particular,
I visited the Katanga province where the events in Makala take place. It is located in Southern
DR Congo, where there is no jungle, where the soil is mostly dry. But there are many mines
which work for big industry, mostly foreign companies, and the local population is very poor.
During the filming on the road outside Kolwezi | often noticed people with bikes loaded with
charcoal, which they pushed in front of themselves like carts. Kabwita, the protagonist of
my film, is one of them, so you can hardly call him unique. Thousands of people from the
surrounding villages do it: they bring charcoal to the town and sell it.In DR Congo, 90% of all
energy consumed by urban residents comes from charcoal. Practically all the food in cities is
cooked with this fuel, because there is a lack of electric power. So every day people bring tons
of charcoal from villages to cities. | was very impressed by this. | started asking questions:
where are they walking from? how much do they make? can they survive on what they earn?
| was told that the charcoal is made in the bush (uncultivated territories overgrown with bush
and short trees — A. B.). Some producers sell the charcoal to dealers who come on trucks.
But many of them transport it to the city on their own in order to get a better price. Most of
them are villagers who also produce the charcoal. So | decided to make a film about this. The
idea was very simple: to record the whole process from the beginning, the cutting of the trees,
to the end, the sale on the city market. | saw a very direct and very powerful story in it. A cer-
tain clear narrative which you can follow to communicate an idea about what life is like in this
country. So | met Kabwita and came back a year later to make a film about him.

The film is very simple and at the same time very powerful. How do you achieve
it? Do you have some kind of general method, or do you use a different approach every
time? | mean, how did you dive into the protagonist’s life?

Makala is my third film. One of my previous films was about the lives of cows, and
the other is about life in @ homeless shelter. But they were more like general portrayals of
certain environments. And Makala became the first film in which | decided to follow a story.
In general, my creative method is to capture the feeling of the present moment which is
happening right here and right now. To let the audience feel sensually, how it is to cut a tree,
to push a loaded bike, to suffer from heat. So | decided to follow Kabwita all the time, in all
his actions, so that | could be next to him on the physical level. Also, to give the viewer time
to immerse and get a feeling of what is happening, | mostly use long shots. And no voiceo-
ver. The central idea is to walk each step together with Kabwita and feel his humanity, his
thoughts, without even looking inside his head.

The film is focused on the journey, but for a better understanding of his life | inserted
several other moments. For example, when | learned that Kabwita has drawn a construction
plan to build a new house, | thought that this should also be in the film, otherwise we would
not know why he needs the money he makes off selling charcoal. In any story, it's important
to answer the question: What is the protagonist's main goal? | tried to make my film as close
to a fiction story as possible, so this question was important for me.

What did you personally feel when you encountered the world in which people
need to cut down trees in order to survive? Did you ever get the urge to put down the
camera and help your protagonist?

Yes, | came from a rich country and | filmed people who live in poverty. So there is a
fundamental distance between them and me. But, to be honest, it was more difficult for me
to film homeless people in France, because there, | filmed people who barely do anything,
they just live in a shelter. And here | dealt with someone who went somewhere, had a goal,
had a family which he worked for. Kabwita was constantly busy with something, and he was
actually a hero for me, not just a character.

| mean, when | was telling Kabwita’s story, | did it primarily to honour him, to show
how heroic he is in his life.

As for the desire to drop the camera and help, it's an interesting question. It's more
about some kind of ethics. Of course, | wanted to film all the difficulties which Kabwita
faces during his trip. So | had an agreement with him: if Kabwita needed any help, he was
supposed to tell us, and we would stop the filming and help him. So he was responsible for
the whole process. As long as he didn't say anything, we just filmed. There were three of us
in the team, and we were constantly near. Sometimes serious critical situations happened,
when we had to intervene. These moments are not included in the film. For example, when
Kabwita pushed the bike uphill to the railway causeway, we had to help him to cross the
rails. But we did it only in extreme cases. So the whole film is filmed on the edge of critical
situations.

Of course, it was very hard to just stand aside someone who is doing something dif-
ficult. But that was my job, to show this process. In addition, we also walked that road with
Kabwita, we did not watch from the distance, we were also there, in the dust, amidst cars.

As far as | remember, the whole journey took two days of walking.

Actually, the whole journey took five days. If Kabwita walked alone, he would have
made it in two days, but we had to stop quite often for technical reasons. Although in the
film, we showed how the uninterrupted process would look like.

At first, | thought your film was an epic poem of hard labour, like The Naked Island
by Kaneto Shindo. But in the end the protagonist’s image seemed to me like a more uni-
versal metaphor of the general human condition in the contemporary world, when soci-
ety is increasingly turning into a mechanical combination of individuals where everyone
is by themselves. The film seems to ask the question, “How much can one person do
without help?” And the answer is, “Not so much.”

What you said in the beginning, about labour, that was actually my idea — to show the
situation of people in countries like DR Congo. There, you must work hard and suffer just to
survive. Society doesn’t care about you at all, if you don’t do anything yourself, you will die —
there are no other options. | wanted to show this picture, reduced to the basic essence.
Either you do all that, or you're finished.

| don’t know how universal it looks, but it does have a certain metaphor in it, of
course, a metaphor of our general human situation, if we develop the idea to the maximum.
However, Kabwita’'s loneliness in the film was not essential. In fact, many people produce
and sell coal in groups. | focused on Kabwita not because of any ideological thinking, but
only because it is easier to show the whole process by using the example of this one person,
how hard it actually is, how much effort it requires and how little it is worth in its monetary
equivalent. This contrast between the effort invested and the economic value was very dra-
matic for me. | actually filmed Kabwita, who does everything alone, precisely to highlight
this dramatic note. Meanwhile, in groups everything looks more complex and less clear.

On the one hand, Kabwita’s life looks like total suffering. On the other hand, he
has his own place in life, he has a job, a family and a faith. How do you see his internal
evaluation of his life?

It is always hard to judge about other people’'s perspectives. But | tried to show as
best | could that Kabwita has his own life. He knows that his life is not easy, he knows that
his country is rich in resources, but only the foreign industry and the corrupt politicians
profit. He is a smart man and he understands very well what is happening around him. But
this is his full life, he doesn’t want to go anywhere. He wants to survive, and also to move
forward: to build a proper house with a garden, with a pond and ducks, he wants to educate
his child. Kabwita sees the future and wants to develop. He is not an optimist, but he also
doesn’t despair: he is just aware of the situation and knows that he faces hard labour, he
knows how to deal with it.

In the last scene of the film, we see Kabwita praying. But | think he understands that
in the end, everything depends on him. He does not expect help from God. It is just impor-
tant for him to express himself, to express his feelings.

Distress and suffering is the usual stereotypical image of African countries.
To what extent does this image correspond to reality?

It is hard for me to speak about Africa in general. Different countries there have
different situations. Even DR Congo is a big country, of which I've seen only a part. But
what | can say about DR Congo for sure is that it is indeed one of the poorest countries in
Africa. What I've seen there does indeed correspond to the stereotypical images. In its own
way, it's all true. It is a country of poverty, suffering and exploitation. Its natural resources
go outside the country, and they are destroying their land to survive: there’s no electricity,
no fuel.  mean, DR Congo produces enough energy, but the establishment knows that it is
impossible to sell to the population and make a profit, so everything goes to South Africa.
And the locals have to cut down trees to cook food for themselves. It's a horrible situation.
The country has big industry and capital, but they have nothing to do with the population.
The establishment are just predators who behave as if they don’t owe anything to the society
and just make profits. DR Congo is a country of poverty for the majority and wealth for a
handful of people.

Are you concerned about how the audience perceives your film? That is, whether
they understand your idea correctly?

There are always problems with that. A film is not an analytical book where you
consistently explain what you wanted to say. Here, the conclusions are more open, you just
show something. | don’t make films with a very clear message. My idea is to help the audi-
ence experience something, to put them in another person’s shoes. You just stay near them
and at the same time you learn something about their life.

African migrants often ask about the film Makala if | want to show why all of them
want to go to Europe so much. | understand why they have these questions, but | really don't
like it. Because I'm showing someone who wants to live in his own country and has a goal
which he is pursuing at home. He just wants to live better in the place where he lives. And
when the audience perceives him through the prism of migration, that is terrible for me,
because the film is not about that at all.

But I can't do anything about it. | understand that when the message is not very clear,
you need to accept that different people see different things in it, things you did not intend
to put into it.
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RIGHTS NOW! 2018 npotumismit QUCKPUMIHALT HA PI3HUX PIBHAX

Karepua Jlyubka

['0BOPUTK ronocHo npo npasa i cBoboaM NOAVHM, CTBO-
plOBaTV CYCMiNIbHUI Aianor MixX BNafoto Ta rpOMaAChKICTIo, He
3aMOBYYBaTV MOPYLUEHHS, ki Ha Nepwuii Nornsg 34al0Tbes
nokanbHUMK, APIOBHUMY | He Ha Yaci — yce e BNpoaoBxX 15-Tu
POKIB LLLOPIYHO iHILilOE NMpaBo3axmncHa nporpama decTvBasio
DOCUDAYS UA.

Liboro poky koHUenuia pectrBanio — «PiBHi piBHOCTI».
Lle 03Hauvae, Lo TeMoto BCiX 3aXOAiB € NPOTULIA Pi3HKUM dop-
MaM AVCKPUMIHALIT Ha Pi3HUX piBHAX. My pa3oM i3 rnsgadamu
i yyacHMkamu GecTvBasio NocTapaeMocs 3'acyBaTu, Wo Ans
YKpaiHu 3apa3 € 0CHOBHOIO HEPIBHICTIO UM AUCKPUMIHALLiEl0?
Aki npaBa i cBObOAM NOPYLLYIOTECH HUHI Hal4acTilwe?

AKLO OpiEHTYBATUCh Ha LLOPIYHUIA 3BIT YKPaTHCHKOT
["enbCiHCbKOT CMNiNKK 3 MpaB NIOAVMHN, CUTYaLlis 3 AOTPUMaH-
HAM MpaB JIOAVHM Mano YvM BiApPI3HAETLCS Bif, MOMepeaHix
pOKiB, ane 30BCIM iHWa, HixX byna go 2014 poky. Agxe 3 no-
4aTKOM BOEHHOI0 KOHGMIKTY Ta okynauil [JoHbacy i Kpumy ro-
JIOBHMMMW MOKa3HMKaMK CHCTEMHOMO Ta MacoBOrO MOpPYyLIEeHHS
npaB NOAMHW € 3HUKHEHHS, BOMBCTBA, KaTyBaHHS MONIOHEHWX,
3aXOMIEHHS 3apy4HWKIB, HACUITBCTBO 3 IAEO00TYHNX MOTUBIB.
Came ue, Ha mymy EBreHa 3axapoBa, AupekTopa XapKiBCbKOT
NpaBo3axuCHOI rpynu, He J03BONSE KpaiHi pyxaTnch Yy Bik «no-
cTyny B Ayci igein Pesontouii rigHOCTI».

Tox y nporpami RIGHTS NOW! mu Hacamnepep byne-
MO FOBOPUTK MPO MOPYLUEHHS MPaB NIOAVHN Yepe3 BOEHHU
KoHnikT. Lle, Hanmpwknag, 3ycTpiy i3 BOMOHTEPaMM-MOLLY-

Kateryna Lutska

Speaking aloud about human rights and freedoms, cre-
ating a social dialogue between the authorities and the public,
revealing violations that at first glance seem local, small and
untimely — all of this is initiated every year with the annual
human rights programme at the DOCUDAYS UA festival.

The concept behind this year's festival is ‘Equal Equal-
ity’. Consequently, all the events will be dedicated to counter-
acting various forms of discrimination at different levels. To-
gether with the audience and participants of the festival, we
will try to find out which form of inequality or discrimination
is most important for contemporary Ukraine? What rights and
freedoms are most commonly being violated now?

According to the annual report of the Ukrainian Helsin-
ki Human Rights Union, the situation with respect to human
rights changed little during previous years, but has been dras-
tically different since 2014. After the beginning of the armed
conflict and the occupation of Donbas and Crimea, the main
indicators of systemic and massive human rights violations
include disappearances, assassinations, torture of captives,
hostage-taking, and ideologically motivated violence. Yevhen
Zakharov, the director of the Kharkiv Human Rights Group,
regards these as the main factors which prevent the country
from moving towards ‘progress in the spirit of the ideas of the
Revolution of Dignity'.

Thus, the RIGHTS NOW! programme will be dedicated,
first and foremost, to human rights violations caused by the
armed conflict. Forinstance, the programme includes a meet-
ing with volunteer searchers from the ‘Black Tulip” humani-
tarian mission, who took on the important role of searching
for the bodies of soldiers who died in the ATO area and re-
turning them to their close ones (screening of The Chronicles
of ‘Black Tulip’ and discussion on 28 March at 2.30 Cinema).
Project ‘Wounds 360° is an uninterrupted screening of 360°
short films that tell the stories of severely wounded soldiers.
The VR glasses create a unique effect of immersion into the
characters' lives (every day from 24 to 29 March). A screening
and discussion of short films about contemporary lives in
occupied Crimea will take place with the participation of Ilmi
Umerov, a liberated Crimean political prisoner. The screenings
will include the films Crimea. Unconquered, Crimea. The Win-
ners Take It All, Mykola Semena. Forbidden Thoughts, Unswerving

KOBLAMU rymaHiTapHoi Micii «HopHuit TionbnaH», Wo B3sna
Ha cebe BiANOBIAaNbHY POnb: LWyKaTK Tina 3arnbaunx BoHIB Y
30Hi ATO i nosepTatn ix 6ansbkum (nokas odinsmy «litonuc
«YopHoro TionbnaHy» i nuickycia 28 6epesns o 14:30). MpoekT
«PaHyn 360°» — Le be3anepepBHi NMoka3n KOPOTKOMETPaXKHMX
dinbMiB, 3HATUX Y dopMaTi 360°, fe po3KkasyroThb ICTOPIT TAXKKO
nopaHeHnx BINCbKOBKX. 3aBAskM okynapaM VR cTBOpHETb-
A YHIKaNbHWI edeKT 3aHYPEeHHS B XXUTTA repols (woaHs 3 24
40 29 bepesrs). 3a yyacTi InbMi YMepoBa, BXe 3BiNlbHEHOTO
KPUMCbKOro MOMITB'A3Hs, BiabyneTbcs 06roBopeHHs i nokas
KOPOTKOMETPa)XkHUX CTPiYOK NPO Cy4yacHe )XUTTS B OKynoBa-
HoMy KpuMy. Lle dinbmu «Kpum. Heckoperuii», «Kpum. [Tepe-
MOXUiB He cyasTb», «Mukona CemeHa. Lymku rig 3a60poHot0»,
«HenoxutHuii banyx. Bupok», «3abopoHeHe KoxaHHS: XuTTs
JITBT-cninbHotu 8 Kpumy» (25 bepezns o 18:00).

OkpeMuit 3axif, NpUCBAYEHWI iCTopiAM BILOMUX yKpa-
THCbKMX MPaBO3aXUCHUKIB, SKi, MoNpu pu3nkn i Hebesneky, He
nonuLaTb CBOET poboTu. XToch npaLyoe y cdepi 3axncTy npas
nofelt 3 iHBanigHICTIO, XTOCb MOHITOPUTL NpaBa yB A3HeHWX Ta
yKkpaiHuiB, nepecnigysaHnx y Kpumy, nexto npuceatme cebe fo-
cnigkeHHto fotpumanHs npas JIFBTKI-nogelt Ta xiHok, a Ta-
KOX MPUTArHEeHH!O [0 BIANOBIAANBHOCTI BUHHUX Y BBMBCTBaX Ha
Maripai. (auckycia #06upatofliatn, 28 bepezHs o 17:00).

CuTyalist 3 AOTPMMAHHAM npaB AMTUHM 3a OCTaH-
Hi poku noripwwunacs. Lle nuTaHHA HaBiTb He MoTpanwno o
CrMCKy NpIOpUTETIB AepXKaBHOT NONITVKN. Tak BBaXatoTb ekc-
neptut 3 Koaniuii «[paBa gutvHu B YkpaiHi». Y wopiyHomy 3Bi-
Ti YICIJ1 excnepTvt po3kpuTVKyBanu i WKiNbHY cuctemy 3 if
He34aTHICTIO BIACTeXYBaTU AOTPUMAHHS NpaB AUTUHU Y LLIKO-
ni. Y 3BITI NAETLCH, 30KpeMa, L0 «LLIKOAW He B 3MO03i BUPILLN-
TV npobnemu i3 3abe3neyeHHsaM Npas AUTUHW, NPaLIOOTL 3a
nporpaMamy, Lo He 6a30BaHi Ha NPaBo3axMCHOMY NiAXofl, He
BUKOHYI0Tb GYHKLLII0 BUXOBaHHS Y iyci NpaB MtoAVHM Ta AeMo-
KpaTWU4HO! FPOMaASHCbKOCTI».

Y LUbOMY KOHTEKCTI YHIKaNbHO BUAAETHCS MOAIA Y Me-
>ax npaso3axucHoi nporpamu RIGHTS NOW!'y cnisnpaui 3 0
«OCBITHIV ekcnepuMeHT». Lle Kpyrnui cTin 3a yyacTio giteit,
BYMTENiB i baTbkiB. Y Takomy koni BigbyayTbcs obroBopeHHs
npo noTpebu AiTeit Ta Npo Te, YW roToBa fepxkaBa CbOrOAHi
LaTv AMTUHI NpaBO caMocTiiHo obpatn dopmaT | TeMn Has-
yaHHa? Cam 3axig MogepyBaTVMyTb AiTH, siki 0bpanv goMalu-
HE HaBYaHHA — XOYMCKYAMHT, abo AucTaHLiliHe HaBYaHHs. (27
bepesHs o 17:00).

24 bepe3Hs MOXHa LINOK POAMHOI MPOBECTU 3 KO-
pucTio, agxe 3a NiATPUMKM Paau MiXKHapoaHUX HayKoBMX
AocnimpkeHb Ta 06MiHiB IREX BigbyayTbcsi ogHo4acHO 3axoam
AN piTen, NiANITKIB i AOPOCAUX. TeMy Halpi3HOMaHITHILLI: Bif,
MUTaHHS, 9K FOBOPUTY 3 [iTbMI NPO reHfep, [0 npobneMaTnku,

AK MNOTOBapPMLLYBaTK 3 IHWWMK AiTbMU. [TigniTKM 3MOXYTh Bif-
BEPTO rOBOPWTK 3 KypaTopamu npo nepLui nobavdeHHs, puanku
y CTOCyHKax. A AOpOCiNX HaBYaTb BUSBAATY Ta NpoTUAIATY By-
NiHry cepep AiTel Ta nonepeaxatv HacunscTso. LLle ognH Bax-
NIMBWIA 3axif, KW cTocyBaTUMeTbCs NpaB AiTel, BinbyneTbcs B
nepenocTaHHivt decTBanbHUil AeHb — 29 bepesHs. Ha ancky-
cii «lMpaBa piteit B yKpaiHCbKOMY MeAianpocTopi» fenyTaTy,
NPOAKCEPY MPOBIAHUX TeneLoy 06roBoprBaTUMYTh 3MiHW A0
3akoHOAaBCTBa 3 MeTolo 3axucTy npas aiteit y 3MLI. Mprsogom
[0 LIbOr0 CTasio ckaH/ianbHe TOK-LOoy Ha 0fHOMY 3 KaHasiB, e y
BpyTanbHux nogpoburusx obroBoproBanack BariTHICTb 12-piuHol
LIBYMHKM | BEAYYMA BAALLTYBAB 11 CMPAaBXHIM AONUT NPO IHTW-
MHI cTocyHK (29 bepesns o 16:00).

He MiHseTbCS cUTyaLa 3 AMCKPUMIHALIE NpaB ntogei
3 iHBanigHicTio. EAMHa BTIWHA 3MiHa, siky 3adikcyBanu npaBo-
3axucHuky, Bigbynaca we y 2016 podi. Vpetbes Mpo 3MiHK Ao
3akoHy npo patudikavito KoHseHL, T npo npasa ocib 3 iHBanigHi-
CTto. 3 TEKCTY MiI>KHApOAHOr0 [OKYMEHTa BUAYYUAN TEPMIH «iH-
Banig», 3aMiHMBLUM MOro Ha «ocoba 3 iHBanigHicTio». RIGHTS
NOW! Ha cBoix MalifaHuvkax byae AMCKyTyBaTV Npo Te, ik 3po-
BUTV XWTTS ANs NoAelt 3 IHBaNIAHICTIO MAHUM | KOMQOPTHUM.
Okpim Uboro, Bnepe B YKpaiHi KiHopecTBasb BUMOTOBUTH
TdnoKoMeHTapi A1 KiTbKOX KOHKYPCHUX (ibMIB, TOX Moau 3
BaAaMu 30py 3MOXYTb Pa30M 3 IHLUMMU FASLaYaMu NeperisaHy-
™ $inbMK y KiHoTeaTpax «KoBTeHb» Ta «YkpaiHa» | nporono-
cyBaTu 3a cBoro pasBopuTa. Takox BifbyneTbcs MancTep-Knac
NS peXucepis Npo Te, IK pobutn TMdnokoMeHTapi (cTucauii
3aKafpoBWIA ONWC Bi3yanbHOI YaCTUHK (inbMy, SKMIA fonoMarae
JII0AAM 13 BafiaMu 30py 3po3yMiTu cloxeT dinbMy). (27 bepesHs o
12:00, 3ana «Knacik» kiHoteatpy «KoBTeHb»).

Liboro poky YkpalHcbka [enbciHCbka chifika 3 npas Jto-
[OWHW 3acHyBana creljanbHuUiA Npu3 Ansa ykpaHcbkux ¢inbMis
«3a Halikpalle BUCBITNEHHS TeMun piBHOCTI». [Tepemoxus obe-
pe cnevljasbHe Xypi cepef, yKpalHCbKUX INbMIB KOHKYPCHOT
nporpamu ¢ectusanto. KowTn ans Haropoaw byayTe 3ibpaHi Ha
ayKLioHi, Wo BiAbyneTbca oApasy Micas npeseHTauil npoekTy
«[ymangan - 2017: rypTyiMocs 6ina «LLlaTpa nopo3yMiHHS».
JlotaMu cTaHyTb CHIf@HKW-PO3MOBYM 3 BILOMUMU yKpaTHLUAMY:
iHTenekTyanamu, ginocodbamu i npasosaxmcHvikamu ([EsreHom
BuctpuLbkum, Mocudom Sicenscom, Onekcanapom MasniveH-
KOM Ta iH.). A Takox yHiKanbHe Wwatpo, ake Bnpoaosx 2017 poky
WMWK 3 KNAMNTUKIB Pi3HOKONBOPOBOI TKAHWHW COTHI Y4aCHUKIB
MalcTep-knaciB Ha TeMy Nopo3yMiHHA. AykuioH Bigbyaetbcs 25
bepesHsi 0 13:30 B kpeaTtmsHoMy npocTopi IZONE.

Bxip, Ha yci nopii — BinbHMIA. YekaeMo B kpeaTBHOMY
npoctopi 1ZONE, synnus HabepexHo-Jlyroea, 8, y kiHoTea-
Tpax «XKoBTeHb» Ta «YKpaiHa».

RIGHTS NOW! 2018: worssserr s

Balukh. The Sentence, and Forbidden Love: The Life of the LGBT
Community in Crimea (25 March at 6 p.m.).

A separate event is devoted to the history of well-known
Ukrainian human rights activists who, despite the risks and
dangers, have not left their work. Some work in the field of pro-
tection of the rights of people with disabilities, others monitors
the rights of prisoners and Ukrainians persecuted in Crimea,
and some have devoted themselves to the study of LGBT-
Ql-people and women'’s rights, as well as the prosecution of
those responsible for the murders on the Maidan. (discussion
#ChoosingAction, 28 March at 5 p.m.).

The situation with children’s rights has deteriorated
during recent years. This issue has not even been included
in the list of state policy priorities, claim the experts from the
Children’s Rights in Ukraine Coalition. In the UHHRU annual
report, experts criticised the school system for its inability to
monitor the observance of children’s rights at school. In par-
ticular, the report stated that “schools are unable to solve the
problems of children’s rights; they use programmes that are
far from a human rights-based approach, and do not fulfill the
function of raising children in the spirit of human rights and
democratic citizenship.”

In this context, the event of the human rights pro-
gramme RIGHTS NOW!, in cooperation with the Educational
Experiment NGO, seems rather unique. It is a round table
which involves children, teachers, and parents. In this circle,
a discussion will be held on whether the state is ready to give
children the right to choose the format and speed of their
studies. The event will be moderated by children who have
chosen homeschooling or distance schooling. (27 March, 5
p.m.).

On 24 March, with the support of the International
Research and Exchanges Board (IREX), there will be simul-
taneous events for children, adolescents and adults, which
will be useful for the whole family. The events are dedicated
to various topics: from talking about gender with children to
ways to make friendships with other kids. The adolescents
will have a chance to speak openly about their first dates and
the risks of relationships with their carers. The adults will
be taught to detect and counteract bullying among children
and to prevent violence. Another important event related to
the children’s rights will take place on 29 March. During the
discussion ‘Children’s Rights in Ukrainian Media Space’, the
parliamentary deputies and producers of leading TV shows

will discuss the legislation changes, aimed at protecting chil-
dren’s rights in the media. The pretext for this event was a
scandalous talk show on one TV channel where the pregnancy
of a 12-year-old girl was discussed in brutal details, and the
anchor interrogated her about her intimate relationships. (29
March at 4 p.m.).

The situation concerning discrimination against the
rights of people with disabilities remains the same. The only
reassuring change recorded by human rights activists took
place in 2016; this was a series of amendments to the law
on ratifying the Convention on the Rights of Persons with
Disabilities. The term ‘invalid” was removed from the text of
the international document and replaced with ‘person with
disabilities’. At the RIGHTS NOW! venues, there will be dis-
cussions on how to make the lives of the persons with disa-
bilities decent and comfortable. In addition, for the first time
in Ukraine, the film festival will produce audio description for
several films in the competition, so visually impaired people
will be able to watch the films at the Zhovten and Ukraine
Cinemas together with other viewers and vote for their fa-
vorites. There will also be a master class for directors on
the production of audio descriptions (concise descriptions
of the visual part of the film that help visually impaired people
to understand the plot of the movie). (27 March, 12 p.m., in the
Classic Hall at the Zhovten Cinemal.

This year the Ukrainian Helsinki Human Rights Union
has established a special prize for Ukrainian documentaries
“For the best coverage of the equality issue”. The special jury
will choose the winner among the Ukrainian films of the fes-
tival's competition programme. The money for the prize will
be collected at the auction that will take place after the pres-
entation of the project Dumaidan 2017: Let’s gather around the
Tent of Understanding. The auction lots are breakfasts-con-
versations with famous Ukrainians, intellectuals, philosophers
and human rights advocates (Yevhen Bystrytskyi, Yosyf Zisels,
Oleksandr Pavlichenko), and unique Tent of Understanding.
This Tent was created in 2017 by the project participants in
different Ukrainian cities, who sewed it together from colorful
patches during masterclasses of the topic of understanding.
The auction will take place on 25 March at 1.30 p.m. in IZONE
Creative Space.

Admission to all these events is free. See you at the
IZONE Creative Space at 8, Naberezhno-Lugova street, and at
the Zhovten and Ukraine Cinemas.

JIACKABO NPOCKMO L10 NYCTEI PEAJIBHOCTI:

VR-MAHLPIBKA 3 BEJINKIIMIA
HOPHUMU OKYJTAPAMU

WELCOME TO THE DESERT OF THE REAL: AVR JOURNEY WITH HUGE BLACK GLASSES

BIKTOPIA XOMEHKO

[lokymMeHTanbHe KiHO B3aeMofie 3
LiNCHIcTio. Ane 4nm MoXe [OKYMEHTaNbHICTb
Bytn BiptyansHow? Brnepwe DOCUDAYS UA
moKaxe CTpIYKKM, 3pobsieHi 3a TexHoMorie
BIpTyanbHOI peanbHocTi. | kw0 BipTyanbHe
3a3BMYal aCOLIOETLCS 3 MPOCTOPOM CUMYNSA-
Lil, To npoekT «PaHn 360°» mae cTocyHOK L0
TpPaBMaTUYHOI peanbHOCTI Haloi kpaihu. Lle
TPV ICTOPIT BIMCbKOBUX, AKI BOWOBaAN Ha CXOfl
YKpaiHu Ta oTpMManu Baxki mopaHeHHs. [1po-
ekT peanisoBaHui Hromadske.UA crinbHo 3
JokyMeHTanictoM Mocunom CueHbKMM.

Konuce ¢paHuy3bkun dinocod Kan
Boapinsp nucas npo >axnvBi HacligkW Of-
HIET 3 FONOBHWX TEHAEHLIM Cy4acHO! KynbTy-
pu — cuMyndauil peanbHocTi. HiBentoBaHHA
npaBaM, YCKNaAHEHHS fianory MixX SoAbMu,
CaMOTHICTb, MbpUAHI BIiHW — y BCbOIO LibOr0
CNiNbHUI BIPTYanbHUI 3HaMeHHMK. Ane Lo 9K
NepeTBOPUTK BIpTYyasbHe 3 CTUXIMHOMO pO3-
MUBaHHS MeX MiX CMMy/bOBaHUM Ta peasib-
HUM y TEXHOMOrI0, LLIO AOMOMaraTuMe oCMuc-
SI0BATU OINCHICTL?

Y ubOMY CEHCI 0fiHa 3i 3HAaKOBMX MOAIM
MUHYSIOrO POKY — MPUCYAXEHHS CreLianbHoT
npemii  «Ockap» VR-iHcTanauii MekcukaH-
CbKkoro kiHopexucepa AnexaHnpo IHbsppiTy.
Lls poboTa — LWECTUXBUAMHHA MOJOPOX My-
cteneto CoHopa po ompigrux LUTaTis. LicTb
XBUJIVH Tagadi Hibu MWnn naiy-o-niiy 3 imM-
MirpaHTaMu Ta IMMirpaHTKaMu, CnocTepirato-
yum X y cneujianbHMx YopHux VR-okynapax. Hu
e — Te came «KuBEe» KiHO, y sike bykBanbHO
3aHYpIOETLCS TNAAaY | MPO sike KONUCh MPIsiB
Mitep TpiHyell Ta uMMano pexucepiB-ekc-
nepuMeHTanictisB? Cam |HbAppiTy BBaxae,
wo KiHo i VR-Bifeo — aBa abconioTHO pisHI
BMAWM MucTeuTBa. BTIM, oCTaHHIMW pokamu
VR-nnatdopmu nonoHATe GectnBani 9k goky-
MEHTaNbHOro, Tak | ifpoBOro KiHo. Pexucepu
BMNPObOBYIOTb MOXJIMBOCTI TEXHOMOFIT BIpTY-
anbHOI peanbHOCT A7 PO3LWMPEHHS MeX Ki-
HemaTorpady, 1oro BMPa3HOCTI Ta B3aEMOLIT 3
LIICHICTIO. .

AmepukaHceknin - dotorpad  Vocun
CviBEHbKMIA, pO3MoBigatoyM Npo LOCBIL 3aHY-
peHHs y Bigeo 360° um y dinbMu BipTyansbHoi
peanbHoCTI, BiA3HaYae, WO BIAYYTTS Npw-
CYTHOCTI Ha Micli Aii, AKe [003BOAAE caMme g
TEXHOAOrIs, LONOMOMIM MoMy B peanizauyi igel
CBOMO MPOeKTy: «Y LoAoMI Afa BipTyanbHOI
peanbHocTi, Kyav b T He NOBEPHYB rofoBy —
NIiBOPYY Y1 NPaBOPYY, BHW3 41 Bropy, LWBUAKO
YW MOBINMBHO, — TV BifYyBaTUMeLl, SK PO3-
ropTaloTbCs MOAIT foBKona Tebe y chepuyHin
naowwmHi Ha 360°. Y BipTyanbHii peanbHOCTI
MOXHa XOLWUTW W HaBiTb B3aEMOLISTU 3 BIp-
TyanbHUMK ob’ektamu. Tomy icTopis, mofaHa
B TexHosorii 360°, cnpuiiMaeTbes rnagaya-
MU IHakLe. Ix eMOUiiHa peakLis 3Ha4YHO Mo-
cuneTbes. Hanpvknag, nig Yac nepernsgy
«Pann 360°» uacTto rnspadi nnavyth. [exto
PO3MOBIAAB MeHI, Lo HaBITb BIABOAVB MOMNSA,
Bifl FO/IOBHUX repoiB cLeHw, 6o 3gaBanocs, Lo
rna4adi NPUCYTHI 3aHaATo 6AN3bKO 1 NopyLLy-
t0Tb Yy>XKMIA MPUBATHUI NPOCTIP».

[lpoTe B AKkoMy came mpocTopi Onu-
HAETbCA rsaaY GiNbMIB BipTyanbHOro KiHO?
CBOEPIAHMM MOCHIZOBHUKOM FpiHyeﬂ 3 noro
HaMaraHHsIMW CTepPTV NePENoHM MixX KiHoekpa-
HOM Ta rnsfadyeM, MOXIMBO, BapTo Ha3BaTu
AniyatnoHra Bipacetakyna. TainaHACbkui
ekcrnepvMeHTaTop Ha UboropiuyHoMy Pot-
TepaaMcbkoMy KiHodecTuBani 3amnpoLlyBaB
rSAayviB MepeHo4vyBaT Yy CBOEMY «KiHO-
roteni» B SKOMy 3a [A0MOMOrolo 0cobnmsol
TEXHIKM MPOEKLLT CTBOPtOBABCS MPOCTIP YM TO
CHy rnsAaya, 4 To GinbMy pexwcepa, Yv To
LIVICHOCTI. Ane siKLLO B PO3MMBAHHI MEX MIX
pi3HUMK cdepaMn  aKTUBHOCTI TEXHOMOrISA
BIpTya/lbHO! peanbHOCTI AocArna Heabuskmx

Pann 360°  Wounds 360°

yCMiXiB, TO MWUTaHHSA BWXOAY YW CBOEPIGHOIO
nepeHeceHHs rnafaya L0 KOHKPETHo! Ailic-
HOCTI 3aJMLaETbCa BIAKPUTUM. Adxe K
y DOKyMeHTanbHOMy KiHo, Tak iy VR-Bigeo He-
MOXJIMBO Mo3byTuca nosuuii pexucepa abo
«TBOPLS». | TOMy, MabyTb, Tak rocTpo mocTae
MUTaHHSA LLOAO TOrO, YN CrpaBLi HOBI TEXHO-
JIOTII MatoTb TOM CaMUi MoTeHLian, Wo | KiHe-
MaTorpad?

«MuHe LWloHalMeHLle Kilbka po-
KiB, MOKM JOAM aJanTyloTb L0 TEXHOJMOTI0
L0 BWKOPWCTaHHSA Y BEJIUKMUX KOMEpLiAHYX
mMaclwTabax. Ane uel yac npwiige, — roBo-
puTb aBTop MpoekTy «PaHu 360°». — Bigeo
360° cTae cBoro pogy naHKol, WO €AHAE
LOKYMEHTaNbHI GiNbMKN Ta BIpTyanbHy peasib-
HiCTb. Ane W TyT He NpawuiloTb TPaAWLIHI
maxogn [0 300paXkeHHs [OKYMEHTasbHUX
nogiv. Agxe T He Moxell Habnnautu rna-
faya po getani, cGokycyBaBLUM MOro yBary,
abo, HaBnaku, 36iNbWKTM MaclTab nofaHHs
mMaTepiany 4u MokasaTu maHopamy. TyT KyT
30py riggada — Le BUKIYHO BMbip camo-
ro rnagada. BnacHe, 300paxeHHs 3anexuTb
BiJ, TOro, KyOu risAay Y rnspayka 3axodyTb
Y LUei MOMEHT MOAMBUTUCH. TOX MOHTax 4u
Bi3yasnbHi 3BYKOBI edekTn — Le 3acobu, wo
B UMX dinbMax CKepoByloTb yBary rasgava
B MOTPIDHOMY HampsiMKy».

3BiCHO, caMi TeXHOMOrIT TPMBKMIPHOO
nepernsgy iCHylTb BXe MpOTAroM KijlbKOX
cToniTe. Y 18-My cToniTTi BXe bynn onykni rs-
naubki niH3n, a 'y 19-my 3'aBunnca okynspu,
AKI IMITYI0Tb TIMBUHY nepernagy. Ane HUHIWHSA
TEXHOJI0rIS BIpTyafbHO! peanbHOCTI Nepepoc-
na caMy cebe. BoHa BXe He MpocTo CUMyoE
MeBHe CepepoBuLLle, ane N CTae AEL0 XKop-
CTKMM | be3anensuinHuM XipypriyHUM iHCTpY-
MEHTOM, SKWIA MPOPI3aE Aipy LO PeanbHOCTI.
[lepernan Takoro BiA€O TpaHCHOPMYETLCA
Mawxe y Gi3nYHy B3aEMOAII0 3 FEPOEM.

Ta monpw Le, KOXeH 3 Hac, HadiBa4u
cnevjanbHi okynspy Yv Hi — bauunTb cBOtO pe-
aNbHICTb.

[MopnBuTHCS CTpiYKM NpoekTy «PaHu
360°» moxHa byne B KpeaTUBHOMY NPOCTO-
pi IZONE Ha 2-my noBepci. Takox nif 4ac
DOCUDAYS UA Binbynetbcs 3ycTpiy i3 pe-
xucepoMm Mocunom CrBeHbKMM Yy pamkax
Hawoi MaicTepHi DOCU/KNAC.

Documentary films interact with re-
ality. Can documentality be virtual, though?
For the first time, DOCUDAYS UA will feature
films that were created with the technology
of virtual reality. While the virtual is usual-
ly associated with the realm of simulation,
the Wounds 360° project is related to the
traumatic reality of our country. These are
three stories of soldiers who fought in east-
ern Ukraine and were heavily wounded. The
project has been created by Hromadske.UA
in cooperation with the documentary maker
Joseph Sywenkyj.

The  French  philosopher Jean
Baudrillard once wrote about the horrible
outcomes of one of the main contemporary
cultural trends — the simulation of reality.
The invalidation of truth, the complications
of interpersonal dialogues, loneliness, and
hybrid wars all have their common virtual
denominator. But what if the virtual can be
turned from the chaotic dispersion of bor-
ders between simulation and reality into a
technology that can help us to comprehend
the reality?

In this respect, one of last year's most
significant events was the special Academy
Awards prize for the VR installation by the
Mexican filmmaker Alejandro G. IAarritu.
This work is a six-minute journey through
the Sonora desert to the dreamed-of Unit-
ed States. For six minutes, the viewers were
walking shoulder to shoulder with the im-
migrants, observing them through special
black VR glasses. Is this a kind of ‘living" cin-
ema, which literally absorbs the viewer and
which Peter Greenaway and many experi-
mental filmmakers have dreamed about?
IRarritu regards cinema and VR video as two
completely different types of art. However,
in recent years, VR platforms have been fill-
ing the festivals of documentary and feature
films alike. The filmmakers are testing the
possibilities of the virtual reality technology
for the sake of expanding the boundaries of
cinema, its expressiveness, and its interac-
tion with reality.

Telling about his experiences with
immersion into 360° video or into virtual
reality films, the American photographer

VIKTORIYA KHOMENKO

Joseph Sywenkyj mentions that the impres-
sion of presence at the location, which is
allowed by this very technology, helped him
to realise the idea of his project: "While
wearing the virtual reality headset, no mat-
ter where you turn your head — to your left or
to your right, up or down, quickly or slowly —
you will feel the events unfolding around you,
in the 360° space. In virtual reality, one can
walk and even interact with the virtual ob-
jects. This is why the viewers perceive the
story differently when it is presented in the
360° technology. Their emotional reaction
increases greatly. For instance, during the
screening of Wounds 360°, the viewers often
cry. Some even told me that they were look-
ing away from the main characters of the
scene, because it seemed that the viewers
were too close to them, violating someone’s
private space.”

However, which space does the viewer
of the virtual cinema end up in? Apichatpong
Weerasethakul may perhaps be named as
one of Greenaway's followers, with his at-
tempts to remove the borders between the
screen and the viewer. At this year’s Rotter-
dam Film Festival, the Thai experimenter
invited the viewers to spend the night in his
‘cinehotel’, where a special projection tech-
nique created the space which was either the
viewer's dream, the director’s film, or reality.
Virtual-reality technology has achieved great
success in blurring the borders between
different spheres of activity; the question of
the viewer's exit or transfer into the specific
reality remains open, though. Both the docu-
mentaries and the VR videos are inseparable
from the filmmaker’'s or the ‘creator’s’ posi-
tion. This is why the issue of whether the new
technologies have the same potential as the
cinema is especially pressing.

“The adaptation of this technology for
broad commercial use will require at least a
couple of years,” says the author of the pro-
ject Wounds 360°. Video 360°" is becoming a
link between documentaries and virtual real-
ity. However, the standard approaches to the
depiction of documentary events do not work
here. One cannot bring the viewer closer to
some detail in order to focus their attention,
or, on the contrary, to zoom in on the material
or show a panorama. The viewer's angle is ex-
clusively his or her choice. Actually, the image
depends on where the viewer wants to look
at this moment. Thus in these films, mon-
tage, visual, or sound effects are means to
direct the viewer's attention in the necessary
direction.”

The technologies of three-di-
men-sional viewing have been known for a
few hundred years now. Convex lenses al-
ready existed in the 18th century, and the
glasses which imitated depth of field were
invented in the 19th century. The contempo-
rary virtual reality technology has excelled
itself. It not only simulates particular sur-
roundings, but is also becoming a rough
and ready surgical instrument which cuts
an opening into reality. Viewing such a video
transforms into an almost physical interac-
tion with the character.

In spite of this, everyone sees one’s
own reality — whether through the glasses
or without them.

The screenings of the films from
the Wounds 360° project will take place on
the 2nd floor of the IZONE Creative Space.
A meeting with the director Joseph Sywen-
kyj will take place during our DOCU/CLASS
workshop.

360°» // WOUNDS 360° PROJECT
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APYHAC MATEJIIC: «PARILLE B KIRO

bYJIA LIEH3YPA, TE

Liboro poky o cknagy Xypi,

LLj0 BU3HaYaTMMe MepemMoxLiB KOHKYPCHMX
nporpam DOCU/KOPOTKO 1a DOCU/YKPAIHA,
YBIVILLIOB 3HaHMV TMTOBCHKUI pexucep
ApyHac Marenic. Moro kopoTkoMeTpaxHi
AOKyMeHTanbHI CTPpIYku bpann y4acTs y
KiHogpecTuBansax y KaHHax, Potrepaami,
ObeprayseHi. [loBHomeTpaxHi poboTu 3506yau
YNCNIeHHI HakBWLLYI Haropoau — 30kpema
nebotHui «lepes noBepHeHHSAM Ha 3eMJi10»
(2005] orpumas npus Big nsaii pexvcepis
Amepuky, cTaBLIv APYruM B ICTOPIT npemil
CXIgHOEBPOMENCbKUM PiIbMOM-T1aypeaTom.
[Tobayntu Ui CTpiuku MOXHa byse B pamkax
cneylanbHoi peTpocnekTMBM pexucepa,

aky nigrotysas DOCUDAYS UA. [lo nobipku
YBIVILLIOB TaKoX HOBUU MOBHUI METP
AOoKyMeHTanicTa «/AuBoBHUXKHI HeBAAXM:
IHWKI cBiT», 10 0TpMaB Haropody JInToBchKoi
criky KiHematorpagictia | byB BU3HaHMI
Havikpalymm antoBcbkumM dinbmom 2017 poky.
KiHokputuknHs Hatans CepebpskoBa
3B'93anacs 3 ApyHacom Matenicom Ta
noroBopuaa Npo KapTuHu, AKi

My 10KaxeMo B Mexax peTpocnekT1BH,

npo vioro bekrpayHa MatemMatmka

Ta My3uKaHTa, a Takox npo Hose

MOKOIIHHS IMTOBCLKUX pexmcepis.

Po3moBy Bena
HaTans CepebpsikoBa

Y Bac MaTeMaTM4Ha OCBiTa, afe BU CTaJIn pexxuce-
poM. fIK BM nepeiLunu Bif 0AHOro Ao iHworo?

Bytv MaTeMaTrkoM Ta ByTn pexmucepoMm — Le Malixe
ofiHe i1 Te caMe. 3HaeTe, TYT He fy>e Benuka pisHuug. Mate-
MaTuKa — Le Tex npekpacHo, Le gpamatypris. Lle He HyaHe
«OJMH MJII0C OAMH LOPIBHIOE ABa». MaTemaTvka — Le rpa Ta
BiAYYTTS pafocTi. BoHa He fmyxe paneka Bif AOKYMeHTalbHO-
ro KiHO, Y AKOMY TaKOX € CTPYKTypa Ta Apamatypris.

[lo Toro )X y Bac € My3u4Ha ocBiTa. Y ponomarae
BOHa BaM B poboTi Hap ¢inbMaMn — Hanpuknag, nig 4ac
3BefleHHs 3BYKy?

A He HaATo My3MYHa NoAMHA — Y MeHe B3arasi HeMae
aHi rosocy, aHi cnyxy. B My3uuHilii akagemii by kypc akTo-
piB Ta pexucepiB — 0Cb f Ha HbOMY BUMBCH. A ByB €4UHUM,
XTO HACTISIbKX MOraHo cnisaBs, Lo BUKIagadi HeramHo nicas
MepLoro 3aHATTA NocTaBuaun 3anik. BoHw, HanesHo, oapa-
3y 3p0O3YMiNK, L0 MEHe BXe HIYOMY HaBYMTU He Buiiade. Ane
KOMW 1 BUMBCS 3 aKTOpamu, TO BCe, L0 MW TaM MpoXoannun
(Hanpuknag, TaHui), HagaNo MeHi BiAYyTTA NPOCTOPY Ta Yacy.
CnoBoM, caMm s CMiBaTh He MOXY, ajle MO€E Ceplie CriBae.

Y Bawomy ¢inbMi «/lonit Hag Jluteoro, abo 510 cekyHa
TULWWI», RO pedi, Ay>ke KpacMBUA MYy3UYHUW CynpoBig, Au-
BOBMKHUM.

Y uboMy GinbMi € My3uka sik Mosi, Tak i Yyxa. A Tpoxu
cam nucaB. TakoxX Mild KOMMO3UTOP Y35B TBOPW, AKi BUKOHY-
t0Tb XKIHKW Yy 3arybneHux cenuuiax. Ock ofHa 3 Takmx miceHb
3 OpWriHanbHUM 3BYKOM Ta rOfI0COM CTana MeBHUM TiNoM diflb-
My. My iyManu, gk 61 po3BMHYTH LiK0 TEMYy — HaM 34aBasocy,
L0 MOXHa 3pobuTu xopan. Ane Le ay>e KOPOTKWIA GinbM.

| py>ke kpacuBui! Yci Wi nensaxi...

Konn Mu 3HiManu, we He byno Higkux LpoHiB. Ane
Byna ofHa ykpaiHCbka KOMMaHis, Wo pobuna peski npunag-
O, 9Ki MoXHa byno npuyenuTy fo renikontepa. Mu 3amornum
X OpeHmyBaTh nLe Ha TUXAEHb. | ay>e AUBHWIA 30ir — came
TOro PoKy BECHa NMpUiALLa HACTINbKM paHo, 9K HiKolu 3a oc-
TaHHE CTOMITTA. TOX MU 3MOTIM 3HATK Tak BaraTto Lboro ya-
PIBHOrO 3e1€HOT0 KOJbOPY.

TaM € ogMH MOMeHT — BU NponiTaeTe Hibn Hap nycTe-
ne. Lle Taki nuToBCbKI NiWwaHi nasxxi?

€ Taki [loHM, 9Ki Ha3MBaTh «XKUBUMMU» — BOHU L
pyxatoTbcs. A € TakoxX, Tak b1 MoBUTU, «MepTBi». Mu npo-
nitann Hag Kyplicbkolo Kocow — Le Hanbinbli «MmepTBi»
OloHn B €Bponi. TaM, Ao peui, 3HIMaloTb yci irpoBi GinbMu
npo Caxapy. HemMoBipHe Micue, ge Tomac MaHH nucas cBol
KHWW. | Le byno yntobneHe Micue HiMelbkoi boremu. Llikaso,
ciM pokiB noTomy g bys y KanidopHil Ta nobauve tam «[lonit
Han KanipopHieto». HacTinbku BioMUM cTaB Haw GinbM no
BCbOMy CBITY, LL|O 10r0 BXE MoYanu HacnigyBaTy.

MeHi 3paeTbes, Wo B ¢inbMi € NeBHa CNiB3BYYHICTb
3 po6otamu Mixaens ['nasorrepa.

Haw ¢inbm by 3pobnenwnin y 2000 poui. MeHi 3pa-
€TbCH, Aelo cxoxe pobus BepHep epuor. CekpeT nonsras
y TOMy, LLL0 3HATK Take 3 niTaka abo renikonTtepa byno gyxe
Baxko. He byno HeobxigHoi anapatypu. A Haw ¢inbM Mir
bakTMyHO KoHKypyBaTu 3 [onniBymom. TuMm nauve, W0 Bce
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Byno 3HATO Ha KiHomniBKy. TyT HeobxigHa ToHka poboTa.
OckinbKkuy 9KLLO TV NETITUMELL HALATO LWBWAKO, He byde Takoro
BIQUYTTS, HEMOB siHroN y Hebi BuTae. Abo AKLo niTaTuMeLl
TPOXM BULLE, Lie BXe TeX MoXe 3incyBaTtv BpaxeHHs. Kpim
Toro, 6eH3Hy B reflikonTepi BUCTa4asao IMLLIe Ha NiBTOPU-LABI
rognHu. Lle ctaBano HaBiTb rPoto: KoM 3aKIHYUTLCS BEH3UH.

A Ha Ky nniBKy BU 3HiManu?

Ha 35-minimetposy. Llndpa He gana 6u Takoro 306pa-
>KeHHs. 35-MiniMeTpoBa — [MBOBWXXHa MAiBka, BOHa Aae
NpOoCTO NarifHe 306paxeHHs.

Y BawoMmy ¢inbMi «Jecsatb xBuauH Ao nonborty Ikapa»
3adinbMoBaHa LiKkaBa cniibHoTa — HEMOB MeLLKaHLii KOMY-
HanbHoro noMmy. [le Bu 3HiMmanu?

PaHiwe e palioH Ha3uBaBcsd 3apiydam, BiH bys
Ly>Xe 3aHenbaHUM. 3apas Le BXe MogHe boremHe Micue. Ane
KONIM §1 3HIMaB, BOHO Byn0 HACTINbKM 3aKMHYTUM, LLLO BBEYEpI
TaM HaBiTb bosiMca xoauTH Ntoamn. AKOCh LiKaBo Tak CKaanocs,
Lo ogpasy nicas Moro GinbMy Lie Miclie CTano NonynsgpHUM,
TYLW MoYanu nepeinkaxkaTh XyLoXKHWUKN, My3UKaHTU.

flk 64 BM nocTaBMINCA A0 TAaKOr0 3aX0MNJINBOro ONM-
cy uboro ¢pinbMy: icTopis po3ropTaeTbcs foBKona 6e33ybo-
ro gipa Miwwu, akui cniBae nicHio «MapTusan»?

Yci kaxyTb, WO repow uiel cTpiykn — abo Miwa, abo
cam Yyac. QinbM HaswBaeTbca «/ecATb XBUAMH BO NONLOTY
Ikapa», | BiH TpuBae 10 xBuanH. Ha kapTuHi bpeiirens 3ma-
N1b0BaHO MOMEHT, Konv [kap najae B Mope i BXe BUAHO AnLLe
noro ctynHi. Ocb 3apa3 BiH MOTOHE, 3HWKHE, | HIXTO LbOro He
noMiTUTe — B0 BCI MepcoHaxi Ha KapTWHI 3alHATI CBOIMYM
cnpasamu. Tox Ler ¢inbM pagwe npo 10 xBUAWH J0 Yoroch
Ly>Ke BaXVBOro.

MoroBopuMo npo Baw Ae60THMIA NOBHOMETpPaXkKHMI
$inbM «llepes noBepHeHHAM Ha 3eMi0». YoMy BU BUpiLLKN-
JIN 3HIMaTH Ha TaKy Ba)kKy TeMy, Ik OHKOXBOPi AiTn?

Hawwa 3 apyxunHoto goHbka xBopina. Lle Haw pocsig,
Le Te, Yepe3 WO MW nponwnun Todi. | uen goceig ctaB Mo-
TMBOM 3p0buTK Lo cTpiuky. [MokasaTu, Wo Le He nunlle cam
Binb NOACBKMIA, ane M MoXHa pagiTv NeBHWM ApPIBHULAM.
KoHuenuia byna Taka, WwWob HamaraTncsa 3HiMaT TVXi pagoLu,
MOMEeHTU LWacTd. Y GinbMi He fyxke barato cni3 — 9K AUTAYNX,
Tak | 4opocanx. 3BICHO, yCi po3yMitoTb, LLO Lie 3a XBopoba, Lo
Lie 3a NikapHsA. Alle B KapTWHI HaBITb € Taka cUTyalis, Konw
FOMI0OBHMI Frepoi — XJI0N4YMK — Kaxe, LU0 BiH XOTiB bu cTaT
flikapeM, afle He 0HKO. TobTo BIH caM cniBYYyBaE NikapsiM, aKi

[1EP — KOMEPLIA»

[lepen noBepHEHHSM Ha 3eMio
Before Flying Back to Earth

voro nikytoTb. Y [aHii uei ¢inbM oTpuMas HanbinbLlwmni peii-
TUHT Ha TenebayeHHi. [lnBHO, afke 3a3BMYalt Mano XTo xoye
OMBUTUCH (iNIbM MPO OHKOMOTIYHY AUTAYY JliKapHIO.

BaM poBoaunocb sKkocb No-oco6nvMBoMy npavioBaTu
3 AiTbMMU, W06 He TpaBMyBaTH iX?

[NpautoBaTn byno gyxe Baxko. A 3anponoHyBaB 3Hi-
ManbHIl rpyni, Wob BNpoJoBX ABOX MICALIB BOHM MPOCTO
NPUXOAMAN CMINKYBAaTUCH 3 LMW AiTbMU, MiKAYyBaATUCA Mpo
HVWX — | 9KLWLO0 BOHW caMi BigyyloTb, Lo iM NOTpibeH Lew
binbM, Tinbkn Toai Mu byaemo 3HimMaTh. [loTiM ByB ogunH Mo-
MEHT: XTOCb 3 YIEHIB rpynu BIAIMLLIOB, @ MOMY A3BOHWUAN, LLOD
cKasaTu, L0 OfMH XJI0N4YuK Xoue 3 HUM norpat. Bes rpyna
Tofi BUpiWWAa, WO Npo Lie BapTo 3HATYW Lo icTopito. [Ins Tux,
XTO 3HIMaB, Lel LoCBIf BYB TEX YHIKaNbHUM.

Bu 3acHyBanu nepuy B JITBi npoatocepcbky KOM-
naHito. Bu npoptocyete BUKNIOYHO JOKYMEHTasNIbHe KiHO?
Opyry! Mokw wo Tak, nniwe [oKyMeHTanbHe.

Yu MoXkeTe BM LLOCb CKasaTu Npo HOBe MOKOJiHHSA
JIMTOBCbKUX AoKyMeHTanictie? Hanpuknap, sk BaM ¢inbm
MaHTtaca Keepapasiuytoca «Mapiynonic»?

Keepnapasiytoc — sckpaBa JtofMHa, BiH MPUIALLOB
y KiHO 3 aHTponosoril. 3akiHuuB, 38aeTbes, [apBapa. XToch
Yy KIHO NpUXOAWTb 3 MaTeMaTuku, a xTocb — 3 [apBapgy. Ane
SKLLO NMOPIBHIOBATY Halle NOKOMIHHA Ta HOBe, TO Halli Ginb-
MU BWrpaBanu BCI rofI0BHI €Bponenchbki npuan. HewwonasHo
y @paHuii nokasysanu fobipky LOKYMEHTaNbHMX KOPOTKOME-
TPaXHMX GINbMIB LIMX «CTapLUNX» pexuncepiB. 3arafbHa Tpu-
BaJiCTb AeMOHCTpaL,l byna rognHa i COpoK XBUAMH — 3 HUX
PO3MOB Ha eKpaHi 3aranom 6yno BiCiM XBUAWH. | HalbinbL
Banakyunm ByB Min «...mosit Ikapa». HawoMy nokoniHH
BAAN0CS CTBOPUTU NEBHUI MaHipecT cBoboamn — i MU Bce Le
MPOAOBXKYEMO. TOMY LLO MU 3HIManW 3aBXAMW TiNbkW Te, Lo
XoTiNWM — nonpu byab-Aki nepewkoan. PaHiwe B KiHo byna
LieH3ypa, a Tenep — KomepLiis.

Bu € uneHoM EBponeicbKoi KiHoakageMii 3 npa-
BOM roJiocyBaHHsl. Mo)xeTe po3noBiCTU NpoO AifNbHICTb
L€l iIHCTUTYLIT?

HalronoBsHiwe, Wwo pobuTb KiHoakafjeMis — po3fae
esponelicbki «Ockapu». i npeaupeHt — Bim Bewnpgepc.
€Bponenicbka KiHoakafeMia — Lie MikjyBaHHA Npo €BPO-
nevcbke KiHO.

Wonderful Losers: A Different World

[IBOBYXHI HEBRAXM: IHWNIA CBIT

This year, the jury which determines the
winners of the competition programmes
DOCU/SHORT and DOCU/UKRAINE will
include the Lithuanian director Arinas
Matelis. His short documentaries have
been presented in film festivals in
Cannes, Rotterdam and Oberhausen.
His feature-lengths works have won
many of the top awards. In particular,
his debut, Before Flying Back to Earth
(2005) received an award from the
Directors” Guild of America, becoming
only the second Eastern European film in
history to win this award. You will have a
chance to see these films in the special
retrospective of this director’s work
prepared by DOCUDAYS UA.

The selection will also include the
documentary filmmaker's new feature
Wonderful Losers: A Different World,
which received an award from the
Lithuanian Filmmakers” Union and was
named the best Lithuanian film of 2017.
The film critic Natalia Serebryakova
contacted Artnas Matelis and talked
with him about the pictures which we
will show in the retrospective, about his
background as a mathematician and a
musician, and about the new generation
of Lithuanian directors.

Arinas Matelis

ApyHac Matenic

Conversation with
Natalia Serebryakova

You have a degree in mathematics, but you be-
came a director. How did you move from the former to
the latter?

Being a mathematician and being a director is al-
most the same thing. You know, the difference is not too big.
Mathematics is also beautiful, it's dramaturgy. It is not the
boring ‘one plus one equals two’. Mathematics is a game
and a feeling of joy. It is not very far from documentary cine-
ma, which also involves structure and dramaturgy.

In addition, you have an education in music. Does it
help you to work on your films — for example, when you
edit the sound?

| am not a very musical person, | have neither a musi-
cal ear nor avoice. In the music academy, there was an acting
and directing course, and that was where | studied. | was the
only one who sang so badly that the teachers gave me a pass-
ing final grade right after the first class. Probably they imme-
diately understood that it's impossible to teach me anything.
But when | studied with actors, everything that we learned
there (such as dancing, for example) gave me the feeling of
space and time. In short, | can’t sing, but my heart sings.

Your film Flight over Lithuania or 510 Seconds of Si-
lence, by the way, has a very beautiful soundtrack, just
wonderful.

This film has both my music and music by other peo-
ple. | wrote some things myself. Also, my composer took
pieces which were sung by women in remote villages. And
one of those songs with the original sound and vocals be-
came a kind of body of the film. We were thinking about
how to develop this theme, we thought that we could maybe
make a chorale. But it's a very short film.

And very beautiful! All those landscapes...

When we were filming, there were no drones yet. But
there was one Ukrainian company which made these de-
vices that could be fastened to a helicopter. We managed to
rent them for just a week. And, a very strange coincidence,
that particular year the spring was earlier than it had ever
been in the past century. So we could film so much of this
magic green colour.

“THERE USE
CENSORSHIP IN C
AND NOW THERE'S COMMERCE"

There’s a moment in it when you fly as if over a de-
sert. Are those Lithuanian sand beaches?

There are these dunes which are called ‘alive’ be-
cause they also move. And there are also, so to speak,
“dead” dunes. We were flying over the Curonian Spit, those
are the ‘deadest’ dunes in Europe. By the way, that is where
they film all the feature films about the Sahara. An incredi-
ble place where Thomas Mann wrote his books. And it was
a favourite place of the German Bohemians. Interestingly,

OUR DAUGHTER WAS ILL. IT 15 OUR EXPERIENCE, WHAT WE WENT
THROUGH AT TRAT TIME. AND THIS EXPERIENCE MOTIVATED ME TO

ARUNAS MATELIS:

10 BE
-MA,

In your film Ten Minutes Before Flight of Icarus, you
filmed an interesting community, they seemed like resi-
dents of a communal house. Where did you film it?

That district was once called Riverside, it was very
neglected. Now it's a trendy Bohemian place. But when
| was filming, it was so abandoned that people were even
afraid to walk there in the evening. Interestingly, this place
became popular right after my film, artists and musicians
started to move there.

What would you think about the following exciting
description of the film: the story revolves around a tooth-
less grandpa called Misha who sings the song Partisan?

Everybody says that the film’s protagonist is either
Misha or time itself. The film is called Ten Minutes Before
Flight of Icarus, and it lasts ten minutes. Brueghel's painting
depicts the moment when Icarus falls into the sea and only
his feet are still visible. He is about to drown, disappear, and
nobody will notice, because everyone in the painting is in-
volved in their own business. So this film is rather about the
ten minutes before something important happens.

Let’s talk about your feature debut Before Flying
Back to Earth. Why did you decide to make a film about
such a heavy topic as children with cancer?

Our daughter was ill. It is our experience, what we
went through at that time. And this experience motivated
me to make this film. To show that it's not all just human
pain, but that you can also be happy about certain small
things. The concept was to try to film quiet joy, moments of
happiness. The film doesn’t have too many tears, either the
children’s or the adults’. Of course, everyone understands
what kind of disease this is, what kind of hospital this is. But
in the film, there’s even a situation when the protagonist, a
little boy, says that he would like to become a doctor, but not
an oncologist. So he even sympathises with the doctors who
treat him. In Denmark, this film received the highest ratings
on TV. It's strange, because usually very few people want to
watch a film about a children’s oncological hospital.

Did you have to find a special approach to working
with children, in order to avoid traumatising them?

It was very hard to work with them. | offered my
film crew just to come and talk with these children for two
months, to take care of them — and if they felt of their own
accord that they needed this film, only then would we make
it. Then there was a moment when one of the crew mem-
bers went out for a second, and there was a call for him
saying that one boy wants to play with him. Then the whole
crew decided that we should
make a story about this. For
those who were filming, the
experience was also unique.

You founded the first

MAKE THIS FILM. TO SHOW THAT IT°S NOT ALL JUST HUMAN PAIN, BUT  production company in Litn-

THAT YOU CAN ALSO BE HAPPY ABOUT CERTAIN SMALL THINGS. THE
CONCEPT WAS TO TRY TO FILM QUIET JOY, MOMENTS OF HAPPINESS.

seven years after that | was in California and saw Flight over
California. Our film became so famous all around the world
that people started to copy it.

| think that the film has some consonance with the
works of Michael Glawogger.

Our film was made in 2000. | think that Werner
Herzog did something similar. The secret was that it was
very difficult to film something like that from a plane or a
helicopter. There was no equipment for that. And our film
was practically competing with Hollywood. Especially giv-
en that everything was filmed on actual film. It requires
delicate work. Because if you fly too fast, there will not
be this feeling as if an angel is soaring in the sky. Or if
you fly a little higher, it can also spoil the impression. In
addition, there was enough fuel in the helicopter only for
an hour and a half or two hours. It even became a game:
when will we run out of fuel?

What kind of film did you use?

35mm. Digital shooting would not give us that im-
age quality. 35mm is wonderful film, it gives a very gentle
image.

uania. Do you produce only
documentaries?

The second! So far,
yes, only documentaries.

Can you say anything about
the new generation of Lithu-
anian documentary filmmakers? For example, what do you
think about the film Mariupolis by Mantas Kvedaravicius?
Kvedaravicius is a bright person, he came to cinema
from anthropology. | think he's a Harvard graduate. Some
people come to cinema from mathematics, and some from
Harvard. But if | must compare our generation and the
new generation, our films have won all the main Europe-
an awards. Recently, in France, they showed a selection of
short films by these ‘older” directors. The total length of the
demonstration was an hour and forty minutes, of which only
8 minutes involved conversations on screen. And the most
talkative film was my Flight of Icarus. Our generation has
managed to create a kind of freedom manifesto, and we are
still doing it. Because we always filmed only what we want-
ed, regardless of any obstacles. There used to be censorship
in cinema, and now there’'s commerce.

You are a member of the European Film Academy
with the right to vote. Can you say anything about the ac-
tivities of this institution?

The main thing that the Film Academy does is handing
out the European ‘Oscars.. Its president is Wim Wenders. The
European Film Academy takes care of European cinema.
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lyusno bapisone << B VU],M ME»

KIHO MAE BUABJIATH
«HEBUIOUME» YEPE3

JlyusiHo BapizoHe — YneH >ypi, Lo BU3HaYaTVMe NepeMoxXLs
MiXXHapOAHOro MOBHOMETPaXkHoro koHKypcy B HoMiHauii DOCU/KNTTA,
dectnBanbHU GyHKLIOHEP 3 Maiixke ABaAUATUNITHIM CTaXeM, Y MUHYIOMY —
KIHOKPUTHK, Y LIBENLapcbkoMy HbMOHI 0CTaHHI CiM poKiB BiH 040/110BaB OAWH
3 HalbiNbLL AABHIX Ta aBTOPUTETHUX AOKYMEHTaNbHMX decTnsanis cBiTy Visions
du Réel. 27 6epesHs 0 15:00 B 3ani «Knacik» kiHoTeaTpy «KoBTeHb»

y pamkax DOCU/KJIAC JlyusiHo npoBege TBopYy 3yCTpiy, o byae npuceayeHa
NOEeTUYHOMY MOTAAaY B IOKYMeHTalbHoMy KiHo (Artistic talk: Poetic gaze
in documentary).

KiHokputnk Onekcanap Tentok 38'a3aBcs 3 JlyusiHo bapisoHe Ta
MOroBOPYMB NP0 CEKPETU MEHEIXKMEHTY Cy4aCHWUX KiHOECTUBaNIB, 3MiHM
B [loOKyMeHTafbHOMy KiHO B XX| cToniTTi Ta HalbinbLly Bpaxatoyi ¢ifbMU 0CTaHHIX
pOKiB.

Po3smosy BiB
OnekcaHnap Teniok

Bu MaeTe BenuuyesHuii AocBip pob6oTu Ha KiHodpecTMBanax. A 4m MoXkeTe BU 3ragatu
Ball NepLUMIA Y XKUTTI Bi3UT HA Nogi6Hy KiHONOAi0, @ TAKO)K MOMEHT, KOJIM BU CaMi BUPiLLMAN
noyaTu npawtoBaTh Ha pecTmBansax?

Hainepwwin kiHodecTuBanb, AKWA A BiABIAAB y CBOEMY XuTTi, byB BeHeujiiceknin 1979
poky. Y Toi yac 9 by MonoamM KiHOKpUTMKOM XypHany Filmcritica. A noci Tpumato B nam'aTi
3ycTpiy 3 GpaHLy3bk1uM akTopoM i pexucepom XKan-QPparcya CTeBeHeHoM, akuii Todi npe-
crasnag oinbM «[ipcokuin nepesan» (1979). 4 mas gosre iHTeps'io 3 HUM | e Byna ogHa 3
nepLUnx onybaikoBaHMX MHOIO CTaTeil.

PilweHHa npautoBaTh Ha ¢ecTuBanax npuiLLno 3a barato pokis. f NoYMHaB y CBOEMY
pifHOMY perioHi Ha KiHodecTuBani ¢inbMiB-Hyap y Kypmarop. [poTe ronoBHo nogieto, sika
[,03BOSIUNIA MeHi [OCAITW ChiBMpaLi 3 rofoBHUMKU GecTMBansaMu cBiTy, byna Mos y4acTb Yy XXypi
«3onaTol kKamepu» B KanHax (1997). Micna uboro @ noyas npausatv 3 KiHobecTnBanaMu 8
JlokapHo Ta BeHeLji, nepw HixX cTBOpUTK BnacHuii kiHogectvsans Alba Infinity B 2001 pou.
[ani exe by avpekTopoM Ha KiHodecTusanax Festival dei Popoli y ®nopeuii (2008-2010) Ta
Visions du Réel y Hbiioi (2011-2017).

flk 32 poku Bawoi po6oTK B LM LLapuHi 3MiHUNAcs iHppacTPyKTypa MDKHapPOAHMUX Ki-
HopecTuBaniB? fAki HoBi LikaBi popMaTn pecTUBaNbHUX NporpaM Ta NoAin BK 3ycTpiyanm
0CTaHHIM Yacom?

[poBefeHHsA MiXHapOAHUX KiHOPeCcTVBaniB 3a OCTaHHI 15 pokiB 3MiHMAKUCS, K | CBIT
HaBKos0. |HTepHET 3pobyB MpoLec TBOPEHHS, MPe3eHTalil Ta NPofaxy NpoekTiB Ta 3aKiHye-
HUX GinbMiB HabaraTo Wwauawnmu. Jo noyatky HoBoro ctopivysa dectusani bynu B oCHOBHOMY
MicugMK, ae noymHanacs ictopis ¢inbMiB. Tenep Ha HUX He WLie AeMOHCTPYIOTh Te, Lo BXe
3HATO, afle i JonomMaralTb HOBWM LiiKaBVM MpPOeKTaM 3HaNTW pecypcu Aas CTBOpeHHs. Tpa-
AMUIHO decTrBani npeseHTyBanu HoBi GinbMu, Wob fo3BonuTH M Byt fobpe 3HaHWMK Ha
MI>KHapOLHOMY PiBHI. Tenep BOHM fonomaratTb iM BUHUKATY.

®ecTrBani TaKoX 3MIHUAWCS Y CBOIX MporpaMax — 3'ABMocs binblue nporpam, po3pa-
XOBaHWX Ha Pi3Hi BUAW ayLUTOPIN, PO3LINEHNX 3@ XPOHOMETPaXeM Ta TeMamu, abo ans pisHux
reHfepiB, KNaciB, KyJbTyp Ta HaLiOHaNbHOCTEN... A He MeBeH, Y1 BCI Li PI3HOMAHITTA MOXYTb
MOKPALLMTK SKICHWI piBeHb GiNbMIiB. ToX 0cOBUCTO MeHI EANHUM LiKaBUM Ta KOPUCHUM HOBO-
BBe[eHHSAM 30a€TbCs caMe PUHKOBA aKTUBHICTb.

®ectuBansb Visions du Réel wopiuyHo oTpUMye NoOHag TPU TUCAYI 3asiBOK Ha y4acTb.
fikumu Gynu Bawi KIOYOBI KpUTepii Bigbopy, Wob pnaBaTn papy Takii KinbkocTi pinbMiB?
| yn 3pocna KinbKicTb AKiICHUX pobiT i3 3aranbHUM 3pocTaHHAM Yyucna pinbMie?

LLlob onepyBaTi Takolo KinbKicTio Hagicnanux ¢inbMiB, BaM cnig fobpe opraHisyBaTt
B Yaci npouec Bifbopy Ta MOKAACTUCA Ha rapHMX NPOrpaMHMUX KOOPAMHATOPIB. Y HalloMy BU-
nagky My noYvHanu NpunMaT 3asiBKU y BEPECHI, Y IMCTONAaAI 0roaoLlyBav Apyry XBUI0 Npu-
MoMy Ana HalcBixXiWwmx pobiT i 3aBepluyBanv Bigbip nepes Bepninane. Kpim Toro, Lo KoxeH
3 Hac okpeMo nepernanas GiNbMU BAEHb Ta BHOYI MPOTArOM LLUECTU MiCALIB, M1 OpraHi3oByBa-
NN ABI KONEKTUBHI Cecii: BeCb Hall Biffin BIADIPHMKIB pa3oM 3i MHOK AecaTb AHIB AMBUANCS 1

«Cmak uemenTy» 3iana Kancyma
Taste of Cement by Ziad Khaltoum

Luciano Barisone

JlyusHo bapisote

obrosoptoBanv GinbMu B peXrMi MOBHOro 3aHypeHHs. [licns nepLuol Takol 3ycTpidi MU po3cu-
Nlanun HU3Ky 3anpoLUeHb [0 yyacTi y ecTvBani; nicna Apyroi — 3aBepLuyBany npouec Bigbopy
Ta 3anpoLuyBanu peluty GinbMiB-y4acHUKIB MporpaMu.

Lo cTocyeTbcs kNOYOBOrO KpUTEPID, AKWUIA MU BUKOPUCTOBYBaNW npu Bigbopi, HUM
byna, besnepeyHo, AKicTb GiNbMIB 9K 06'€KTIB KiHO. 1 Mato Ha yBasi Te, Lo NepekoHyBaB Hac
paglue He iHGopMaLLAHNA acnekT GiNbMIB, @ IXHI Bi3yanbHUA, NOETUYHWA abo Xy[oXHIA Mo-
S Ha CBIT. MUCTeLlbKe Ta NOETUYHE KIHO Ma€ BUSBNIATY «HEBUAMME» Yepe3 «BUAMMEY.

Y LbOMy CeHci 30inblUeHHS 3aranbHol KilbKocTi NogaHux ¢inbMiB CBIAYUTL He Npo Mif-
BULLEHHS SIKOCTI pobiT, @ NvLle Npo penyTauito pecTnBanio sk Micus, ge byno bu BArILHO NoYm-
HaTV Kap'epy ons Ginbmy.

Visions du Réel 3a poku Bawioi po60TH CTaB OAHMM 3 HalBigOMIlLIMX KiHodecTUBaniB,
OpiEHTOBaHMX Ha HOBi ¢popMM KiHO. OAHIEI0 3 TAaKUX € PO3MUBAHHA KOPAOHIB MK irpoBUM Ta
HeirpoBuM KiHo. Y1 Mo)keTe BM 3ragaTtu aesiki npuknaav 3 Bubopy Bawuoro ¢pectuBanto, fiki BU-
paXkaloTb L0 HOBY «ri6puan3aLiio>, Ky BU He MO/ YABUTY LU M ATb-[EeCATb POKiB TOMY?

LLlo cTocyeTbes MOXANBUX MPUKNALIB LibOr0 «pO3MUBAHHS» KOPAOHIB, TO f MOXY 3raja-
TV oCTaHHi poboTn benbriicbkoro pexxuncepa [1'epa-IBa BaHgeBepaa, y skoro Take «po3mMmBaH-
Hs1» € 0CHOBOIO TBOPEHHS GiNIbMIB 3 TOUKM 30pYy 300pakeHHs, 3BYKY Ta MOHTaxY.

AKWo X MU Xo4eMo MOroBOpPUTU MPO «ribpuamM3saLito» B KiHO 3aranom, To bynemo
3MyLEeHi MoYaTK 3 Moro nepLunx pokis, 3 NioHepis, NofibHKUx o Pobepta @naepTi, Ta inb-
MiB Ha KwTanT «Hanyka 3 MigHoui» (1922). 3 MOMEHTY HapooKeHHS KiHO BUHUKA 1 ri6py-
aunsauis. Lle MoXHa noMiTuTv Ha Npuknagi pisaHux Bepciii Bigomoro ¢inbmy Jliom'epis «Bu-
xif pobiTHKKiB 3 dpabpuku» (1895). OpaHuy3bki bpaTu Manu 3BaxaTu Ha AOBXUHY MOTKa
KIHOMAIBKM, | MPX TXHbOMY MEpPLUIOMY 3HIMaHHI He BCi pobiTHUKKM dabpuky BCTUrAW BUIATK
3 BOPIT A0 3aKiHYeHHS naiBkW. ToxX B iHWOMY Aybni BOHW opraHi3oByBanu cutyallito Takum
YMHOM, 9K XOTinn 6aynTn 11y dinbMmi.

Lo cTocyeTbca HaMHOBIWMX Ta HAWBIAOMILLMX NPUKNAAIB «ribpuan3saLii», MoxeMo
sragatv «[o mopsa» (2009) Meapo MNoncaneca Pybio abo «Akt 8busctea» (2012) Oxowya
OnneHramMepa. 3 Moel decTMBaNbHOI ceneklii Npuragyto, sk g by ayxe BpakeHWN «ri-
BpuaHuMu» TBopamm «KHurap Bendacra» Aneccanapw Llenesii (2012), «Ama-Can» Knayair
Bapexay (2016), «Kanabpia» [N'epa-®parcya Caytepa (2016), «BusgoneHHs: iHCTpyKLis
kopucTysada» Anekcanapa KysHeuosa (2016), «Cmak uementy» 3iaga Kancyma (2017).

Mopiy pe XepenbH, cniB3acHOBHMK Mi)kHapogHOro foKyMeHTasbHOro KiHogpectu-
Baso B HbiOHi, CBOro 4yacy nmigTpuMyBaB AOKYMeHTanbHi ¢piNibMu, Ki NparHynyu 3MiHUTH
CycninbcTBO. Y Hali AHI MU )KMBEMO Y CBIiTi nocT-«BpeKkcuTy» Ta peanbHOCTi NnocTNpaBay.
Ik AoKyMeHTanbHi ¢inbMM MOXKYTb AaTU afeKBaTHY BiANOBiAb Ha cuTyauito, konu 3MI Ma-
HinynwowoTb iHpopMaLuieto, a rnapavi He AOBIPAOTb peanbHOCTI?

A uinkom nosaxato poboty Mopiua e XefenbHa Ta oro el Wono oKyMeHTanbHoro
KiHo. Ane a 3rogeH, To bynu Yacu MoxamBol bopoTbbu. CboroaHi X My nepexusaemMo Aoby
nocTnpaBsau, Tox barato GpinbMIB NOKa3yioTb JOACHKY, COLLianbHY, EKOHOMIYHY Ta MOMITUYHY CU-
Tyauito be3 byab-sikol into3ii Ha 3MiHy cBiTy. KiHemaTtorpadicTy yCBigOMIIOOTE Cy4acHUiA CTaH
peyeit, TOX 3MiHIOIOTb CBOO OMTUKY Ha peasbHICTb, MEPEXOAAYN Bif BUKOPUCTAHHS «LLIMPOKO-
KyTHOro» nornagy Ha pedi 4o TOYKu 30py «Teneob ekTmsy». Tak HIbW BOHW, po3vapyBaBLUKCh
y MOX/IMBOCTI 3p0OWTM CBIT KpaLLMM Y MOro 3arasbHUX CTPYKTypax, HaMaraloTbCs MoKpaLLuTL
ocobucTe XUTTA Ntofeit, 30cepeiMBLLN CBOIO YBary Ha OKPeMUX eni3ofax peanbHocTi.

Bu nounHanu npauoBaTh B KiHO IK KIHOKPUTMK, YU MPOJOBIXKYETE BU AiSIbHICTb AK
peueH3eHT? A TaKoXX L0 BM AyMaETe LLOAO0 TaKoi PO3MOBCIOMKEHOI HUHI cepep KPUTUKIB
NPaKTUKK AK GOpMyBaHHSA cNUCKiB PinbMiB?

[HKOAM A NMPOAOBXKYIO NMWCATU ANA AesKUX XypHaniB, afne 3a3Buyai gy>ke 3aiHATUN Y
PI3HMX NpOeKTax 9K KepiBHUK GecTrBanto, XyAoXKHI KOHCYNLTAHT Y acoLinoBaHmiA Npoatocep,
TOX LS AiSAbHICTL cTae Bce biblW pigkicHot. LLlo cTtocyeTbes cnuckis GinbMIB Ym NifCyMKo-
BUWX TOMIB, rafato, X BUKOPUCTOBYIOTb pajlle sk peknaMHUi IHCTPYMEHT, HiXK CMpaBXHil 3acib
pednekcii LWoao KiHo.

OckinbKu Le 6yae Ball nepLuni BisuT B YKpaiHy, CKaXiTb, No ikux ¢pinbMax Bu pop-
MyBaJi Balle YBJIEHHSl NPo Haluy KpaiHy?

Tak, LWinkoM MoXHa BBaxaTu, Lo s BXe BiABiAyBaB Bally KpaiHy 3a A0MOMOroio KiHO.
Hacamnepepn 3asasakv obpasam Takux ManicTpis, gk [Jaura Beptos («EHTyziasm», 1930), Onek-
cangp [JoexeHrko («3emnsa», 1930) abo Cepriit NapagxaHos («YkpaiHcbka pancogig», 1961).
Ane Takox i 3aBagku geakum dinbmam Kipu Mypatosor («Kopotki ayctpivi», 1967) ta Cepris
Jlo3nuui («MaiigaH», 2014).

CINEMA SHOULL
REVEALTHE ‘INVISIBLE
THROUGH THE "VISIBLE’

Luciano Barisone

Ama-San by Claudia Varejao

«Ama-Can» Knaygii Bapexay

Luciano Barisone is a member of the jury which will select the winner of the
international full-length film competition in the DOCU/LIFE category. This former
cinema critic is a festival official with more than twenty years of experience, who
for seven years now has been the chairman of one of the oldest documentary film
festivals in the world, the Visions du Réel in Nyon, Switzerland. On March 27 at 15:00
in Zhovten Cinema (Classic Hall] during the DOCU/CLASS workshop, Luciano will
conduct an artistic talk on the poetic gaze in documentary.

Cinema critic Oleksandr Teliuk contacted Luciano Barisone and they
discussed the secrets of the contemporary film festivals management, the changes
in documentary cinema in the twenty-first century, and the most impressive films of
recent years.

Conversation with
Oleksandr Teliuk

You have enormous experience working at film festivals. Could you recollect
your first visit to such a cinema event, and the moment when you decided to work at
film festivals yourself?

The first film festival | attended was the Venice Film Festival in 1979. At the time,
| ' was a young cinema critic at the Filmcritica magazine. | still remember meeting Jean-
Francois Stévenin, who was then representing the film Passe montagne (1979). | conduct-
ed a long interview with him, and this was one of my first published articles.

The decision to work at film festivals was taking shape for years. | began in my
native region, at the film noir film festival in Courmayeur. However, the main event which
allowed me to cooperate with the world's key film festivals , was my participation in the
Golden Camera jury in Cannes (1997). Subsequently, | started cooperation with festivals
in Locarno and Venice, prior to the creation of my own film festival Alba Infinity. After this,
| was the director of Festival dei Popoli in Florence (2008-2010) and Visions du Réel in
Nyon (2011-2017).

In what ways has the infrastructure of international film festivals changed dur-
ing the years of your work? Which new interesting formats in festival programmes and
events have you seen recently?

The organisation of international film festivals over the last 15 years have changed,
as has the world around them. The Internet has made the process of creating, presenting
and selling projects and films much faster. Before the beginning of the new century, festi-
vals were mainly places where the history of films began. Now they not only demonstrate
what has already been made, but also help new interesting projects to find resources
for production. Traditionally, the festivals have presented new films to make them well-
known internationally. Now, they help them to emerge.

The festival programmes have also changed; there are more programmes designed
for different types of audiences, with different length and themes, for different genders,
classes, cultures and nationalities ... I'm not sure if all these varieties can improve the
quality level of the movies. To me personally, the market activity seems to be the only
interesting and useful innovation.

Every year, Visions du Réel receives more than three thousand applications.
What were your key criteria for selection from such a wide variety of films? Has the
number of high-quality works increased as well?

In order to handle the number of films submitted, the selection process should be
organised timewise and rely on good programme coordinators. In our case, we started
accepting applications in September, announced the second wave of admission for the
newest works in November, and completed the selection before the Berlinale. In addition
to the fact that each of us was watching the films day and night for six months, we organ-
ised two collective sessions: our entire selection committee, together with me, has been
watching and talking during a full immersion regime for ten days. After the first such
meeting, we sent a number of invitations to participate in the festival; after the second
meeting, we finalised the selection process and invited the rest of the participants in the
programme.

«Kurap benacra» Aneccangpu Lenesii — The Bookseller of Belfast by Alessandra Celesia

I \FTER DISAPPOINTMENT IN THE POSSIBILITY OF CHANGING
THE GENERAL STRUCTURE OF THE WORLD FOR BETTER,
THEY SEEM TO STRIVE FOR IMPROVING THE LIVES OF
INDIVIDUAL PERSONS, CONCENTRATING THEIR ATTENTION
ON PARTICULAR EPISODES OF REALITY.

The key indicator that we used for selection was, undoubtedly, the quality of he
films as cinematic objects. | mean that we were convinced by their visual, poetic or ar-
tistic visions of the world, rather than the films’ informational aspect. Artistic and poetic
cinema should reveal the ‘invisible’ through the ‘visible'.

In this sense, the increase in the total number of films submitted indicates not an
increase in the quality of works, but the high reputation of the festival as a place where it
would be beneficial to start a film’s career.

During the years of your work, Visions du Réel has become one of the most well-
known festivals, oriented towards new cinematic forms. One of these forms is the blur-
ring of borders between feature and non-feature films. Can you recall some examples
from your festival selection which illustrate this ‘hybridisation’, which was unimagina-
ble five or ten years ago?

As for possible illustrations of this ‘blurring” of borders, | should mention the latest
works by the Belgian filmmaker Pierre-Yves Vandeweerd. In his works, this ‘blurring” is
the basis of filmmaking with regard to their image, sound, and montage.

Speaking about hybridisation” in cinema in general, we should start from the pio-
neering years, like Robert Flaherty and his films like Nanook from the North (1922). Hy-
bridisation was born with the cinema. This can be seen from the various versions of Lu-
miére's La Sortie de ['Usine & Lyon (1895). The French brothers had to consider the length
of the film reel, and during their first shooting, not all the factory workers managed to exit
the factory gate until the end of the film. In the second take, they organised the situation
the way they wanted to see it in the movie.

Concerning the newest and most famous examples of ‘hybridization’, we should
mention Alamar by Pedro Gonzalez Rubio (2009) or The Act of Killing by Joshua Oppen-
heimer (2012). In my own festival selection, | was impressed by such hybrid works as The
Bookseller of Belfast by Alessandra Celesia (2012), Ama-San by Claudia Varejo (2016), Cal-
abria by Pierre-Francois Sauter (2016), Liberation: a User’s Guide by Alexander Kuznetsov
(2016), and Taste of Cement by Ziad Khaltoum (2017).

Moritz de Hadeln, the co-founder of the Nyon International Documentary Film
Festival, used to support the documentaries aimed on social changes. Nowadays, we
live in the reality of post-Brexit and post-truth. How can documentaries give an ade-
quate response to the situation, while the media are manipulating information, and the
viewers do not trust reality?

| appreciate Moritz Hadeln's work and his ideas on documentary films. But | agree
that those were the times when the struggle was still possible. Today, we are experiencing
the era of post-truth, and many films are showing the human, social, economic, and polit-
ical situation without any illusions of transforming the world. The filmmakers are aware of
the current situation, so they change their optics on reality, shifting from the ‘wide-angle’
to the ‘telescopic lens’ point of view. After disappointment in the possibility of changing the
general structure of the world for better, they seem to strive for improving the lives of indi-
vidual persons, concentrating their attention on particular episodes of reality.

You started your career as a cinema critic. Do you still write reviews? What do
you think about the formation of movie lists, which has become a widespread practice
among the critics?

Sometimes | write for some magazines, but most of the time | am too busy as a
festival director, art consultant, or associate producer, so this activity is less and less fre-
quent. As for the lists or top charts of movies, | regard them as an advertising tool rather
than a real way of reflecting upon cinema.

Since you will be visiting Ukraine for the first time, please name the films that
formed your impression about our country.

Yes, | might say that I've already visited your country through its cinema. For this,
| am grateful to such masters as Dziga Vertov (Enthusiast, 1930), Oleksandr Dovzhenko
(The Earth, 1930) and Sergey Paradzhanov (Ukrainian Rhapsody, 1961). | also appreciate
the films by Kira Muratova (Brief Encounters, 1967) and Sergei Loznitsa (Maidan, 2014).
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3HATH 1 300BYTIA/3ABYT:

TI0KYMEHTAJIbHE KIHO AK PYLLIA 3MIH

{Onia Kysewosa

IHaycTpianbHy nnatdopmy DOCU/MPO chopmysanm
NPOEKTU, HaLiNeHI Ha PO3BUTOK YKPaTHCBKOT
[IOKYMEHTasICTUKM 3MiH. 3aX0au, L0 BXOAATb 10
cknafy i nporpam, NpUCBSYeHi AK CTBOPEHHIO
YCMILLHOro [OKYMEHTaIbHOrO KiHO, CMPAMOBAaHOro
Ha CYCMiNbHI 3MiHW, TaK i i0ro epekTMBHOMY
PO3MOBCIOLXKEHHIO. Afle AK BU3HAUYWTM YCMILLHICTb
LOKyMeHTanbHMX GinbMIB Npo npasa NoanHN?

[lo Takoro kiHO MOTpiiHa BMMoOra: KpiM KiHOMpeMii
Ta OXOMJeHHs ayauTopil, 000B'A3KOBUMYK MatoTb ByTV 3MiHM
B CYCMiNbCTBI, CnpuyvHeHi HUM. OCTaHHIN GakTop ycnixy oui-
HIOETbCS HamrBaxude. [1poTsarom wectun pokis, fo 2016, Bnau-
BOBICTb [OKYMEHTaNlbHOrO KiHO BWUMIploBanu opraHi3aTopw
Bputarcbkoi npemii Doc Impact Award. NepemoxuiB B13Ha-
vanu 3a baratbMa napameTpamMu. 3BUHYHUMU ANA KiHOIHOY-
CTpil, TakuMK sik: pecTuBanbHa icTopid, AncTpubyLis Yepes
Pi3Hi KaHanu, npeca Ta iH. A TakoX HE3BUYHUMMU, AK-0T NOKa3w
INS LiNIbOBYX CMISIHOT, B3AaEMOZISA 3 IOTUYHUMM 1O TEMWU IPO-
MaACbKvMU opraHisauismu, nybnikauii, npucssydeHi He Ginb-
My, @ MOPYLUEHWM Y HbOMY Npobfemam — ax [10 3aX0AiB 3 boky
ypsaay, fKi b 3a4inanu Ui nuTaHHs.

OpuH i3 naypeatis Doc Impact Award, npwurono-
MLNWBWIA GinbM «AKT BGBMBCTBa», NpUCBRYEHWI penpeciam
B IHpoHe3iTy 1965-66 pp. — eTanoH ycnixy KiHo, cnpsMoBa-
HOro Ha cycninbHi 3MiHW. [ToHag Trcsava nybniyHKx nokasis
Ta 3HaYyHi pe3ynbTaTV Mo peTi nepeniyeHnx NoKasHUKIB

3MyCUNW CBIT Ai3HaTWCS, a
IHOOHEe3INUIB 30KpeMa —
3pobutn Kpoku Ao nepe-
OCMWCEHHS BeCATUAITTAMM
3aMoBuYyBaHoi Tparedii. | ue
He NuWle 3acniyra YapiBHol
CUAN MUCTeUTBa — Ha rpo-
MaACbKy KaMnaHit CTpiYKu
Byno BuTpaueHo b6inbWw Ak
53 Tncay espo.

Ta He KOXHOMY [LOKy-
MeHTanbHoMy ®ifbMOBI Mo-
TpibeH OLXET Ha NPOMOLLID
abo niaTpvMka MepiiHUX riraHTie, Wob cnpaBnsTVu BRAMB.
[Noka3oBa icTopist cTBOpeHHs cTpiyku «Okpyr FapnaH, CLLUA»
(1976), HWHI kKnacykm aaBOKaLIMHOMO KiHO. 3HIMaloYW LaxTap-
cbkunin cTparik y KeHTykki, Bapbapa Konnn cama ctana aktue-
HO yuyacHuUeto npoTecTy. Pexxncepka bam3bko poky xuna 8
TUX CaMMX YMOBaX, LLLO 1 CTpariKkapi, MMIOYMCh 3 BILPa, HOUYHO-
ym y npmnbynosax. Matepianu 3 ¢inbMy bynu BUKopucTaHi ans
KamnaHii Ha NiATPUMKY poanH cTpaiikapis. CTBopeHHs «Okpy-
ry lapnaH» BBaXarTb 3HAYHVM BHECKOM Yy MEPEMOTry CTpaiika-
piB, LLLO BMMarann cnpaBefansol NNaTHi, colianbHKX rapaHTiii
Ta NoKpaLLleHHs YMOB npadi.

OKpiM cniBnpali 3 akTuBicTaMu, € 1 IHWKI cnocib Bnam-
By — BWNnekatu aktueicTa. B ipaHcbkoMy dinbMi «CoHitax
(2015) nokasaHa KinbkapiyHa eBomoLiA apraHcbKol AiBYMH-
Kn-nignitka 3 6e3npaBHol DiXKeHKM A0 BNEBHEHOro ry4yHoro

ros0cy NPOTKU Takol MicLeBOT TpaauLil, K MpUMyCoBI LLON.
EBontouisa ua Tpanunacs He be3 BTpyYaHHS pexucepkn Ginb-
My Poxcape Maem Marrami. CrioyaTky BoHa 3HiMae KiHO Mpo
AiBYMHY De3 AOoKYMEeHTIB | MpaB Ha HaBYaHHS, fKka Hamara-
ETbCHA MOAONATM YUCAEHHI 0OMEXEHHS ANA XIHOK | YyuTaTh
pen npo cBol TypboTtn. OfHak 3'ABASETLCA riplwa 3arposa:
Hy>XAeHHa pofnHa CoHITK xo4e BuAaTh il 3aMix, oTpuMaB-
LM TakUM YMHOM BecinbHMI BUKyN. LLLob BigTepMiHyBaTH L0
nofilo, pexwvcepka 3aniatuina poauyaM [LiBYUHM 4aCTUHY
ouiKyBaHOi HUMK cymu. Burpaslu yac, Faem Marrami 3Ha-
na CoHiTi Bifeoknin Ha 1i MicHIO Npo HapeyeHUx Ha NMpPoAax
i BUKknana oro B Mepexi. 3aBasiki Bifeo criBayky po3ily-
Kana MiXHapofHa mpaBo3axucHa rpyna, fka fornomorna i
HaBYaTWCS | pO3MOBILaTY CBITOBI MPO NpobaeMy MpUMyCOBMX
wntobis B ApraHicTtaHi.

IHAYCTPIAJIbHA NJIAT®GOPMA DOCUDAYS UA: BIJ] IEI 10 3MIH

LokymeHTansHe KiHO MOXe He Tisibku GikcyBaTy
BaXJIMBI 3pyLLIEHHS B CYCMINLCTBI, a@ /i came cTaBatu
KaTasi3aTopoM CoLianbHMX 3MIH. SIK CTBOPUTY QibM,
L0 MaTuMe Takuui moTeHwuian? Sk npoknacTy oMy LUasx
o rngaadis? Ha DOCUDAYS UA ¢yHKuioHyBaTMe
IHAYCTplasbHa NAaTgopmMa, 3aX04M SKOI IpUcBIYeH|

He TiIbkv TeOPpeTUYHOMY MOLLYKY BIAMOBIAEN Ha Ui
MUTaHHS, @ i PakTUYHOMy PO3BUTKY JOKYMEHTaNICTKM,
gka b epekTMBHO cripusna NO3UTUBHUM 3MIHaM B
YKpaIHCbKOMY CyCrinbCTBI Ta aneko 3a Moro Mexamu.

{Onia Koanexko

DOCU/MNPO cknafaetbCs 3 HU3KM 3aX0AiB, AKI MOXYTb
3aL,iKaBUTU He TiNbky NpodecioHaniB CBITY KIHO, a 1 3B1Yaii-
HMX MOLIHOBYBaYiB LOKyMeHTaNnbHUX GinbMiB. Big nekuin Ta
TBOPYMX 3YCTpiYeln 3 BIAOMWMMU pexucepamu Ta fisyamn y
cdhepi KIHO [0 NPOAICEPCHKMX MANCTep-KNaciB Ta NiTYNHTIB
KIHOMPOEKTIB — Mporpama iHaycTpianbHol nnathopmum 0b'ea-
HyBaTMMe YKpalHCbKMX MWTLIB, FPOMafCbKWX akTUBICTIB Ta
IHO3eMHUX rocTeit GecTnBanio.

OBHMUM i3 BaX/IMBUX KPOKIB Y LLbOMY HamMpsMKy CTaHe
npoekT «B2B Doc: lNpopglocepn 3ycTpivatoTb NPOLIOCEPIB».
[HaycTpianbHa NoLis, opraHizoBaHay cniBnpaui 06’ efHaHHAM
Baltic to Black Sea Documentary Network 1a DOCUDAYS
UA, MaTMe Ha MeTi CNpUSHHSA NoLwyKy Ko-npoaykuii. [Mpoek-
THU MeHepxep B2B Doc Anekc LUnpses po3nosigae:

«CaMnmM MicueM HapogxeHHs Baltic to Black Sea
Documentary Network moxHa BBaxaTtn DOCUDAYS UA,
OCKiNbkM caMe Ha uboMy decTmBani y 2014 poui Mu orono-
CUAM NPO 3anoyaTkyBaHHA Takoro npoekTy. B2B Doc — ue
Ko-npogykUiiHa nnatdopma ana nokymenTtanictis i3 10 kpa-
TH: Binopyci, Bipmenii, [py3ii, EcToril, J1aTsii, JIuten, Mongo-
BuW, Ykpainu, Oinnauaii, Weeuwii. Hawa meta — ponomortu
LOKYMeHTasicTaMm i3 NoCTpafsHChKMX KpaiH BUIWTW Ha €EBPO-
NencbkUin pUHOK GiHaHCYBaHHS WASXOM MOLLYKY KO-MPOoayK-
LT 3 JocBIigYeHMM Npoftocepamu 3 kpalH banTil, CkaHanHa-
BiT, KOHTMHeHTanbHOT EBpony.

3p0o3yMino, Wo NITYNHT — Lie OCHOBHUIA IHCTPYMEHT Ha
KIHOPWUHKY A9 Toro, wob mo3HanoMuTn TUX, Y KOro € iges,
3 TVIMW, XTO FOTOBUIA KynyBaTW ifei. Ane HaMm 3[a€TbCH, WO
Takuii GpopmaT BXe MoCTynoBO BUYEPMYETLCH. TOMY, Ha HaLl
nornsag, BaxuBille CTBOPIOBATK caMe 3yCTpidi Ans npo-
ntocepis. ns yyacti y «B2B Doc: lNpogtocepwn 3ycTpivatoTb
npoatocepis» Mu Bigibpanu 14 npoekTis i3 binopyci, Bipme-
HiT, [py3ii, MongoBu Ta YkpaiHu. | 3anpocunu focBifYeHNX
NpoAlocepiB, AKi NpaLolTh i3 KOHTeHTOM 31 CxigHol EBponu
Ta SKMM LiKaBi ICTOpIl 3 NOCTPaASHCbKMX KpaiH. Ane pasom
3 TUM MW TaKoX 3anpocuan Aeci>kH-MmelkepiB — To6To Ha
decTnBanb NpWigyTb NpPefCTaBHUKM KIHOQOHLAIB, Teneka-
Hanis, kiHodecTuBanis, ANCTpMO'IOTOPIB, Celn3-areHTis, 3
SKMMU, Y pasi 3apOAXKEHHS FKOroChb CMiNIbHOTO KiHOMPOEKTY,
MOXHa byae oroBopuTV GiHaHCOBI NUTaHHSA».

25 6epesHsa 0 10:00 y 3ani «BeHeuia» rotento «Pycb»
(Byn. ocniTansHa, 4] npogiocepu npepcrasnaTMMyTb CBOT
npoekTu. lNpe3eHTaLil byayTb BIAKPUTUMM, TOX KOXHMUIA 0X0-
YW MaTUMe 3MOry Ai3HaTUCS Npo AOoKyMeHTanbHI GinbMu,
AKI LLLe TIIbKW CTBOPIOIOTHCS.

e ogHWM MaifaHuynkoMm Aag MAILHOMO PO3BUTKY
TBOPYMX CMiBMNpaLb cTaHe KOHKypcHM npoekT «CIVIL PITCH:

binbMKM rpoMafCcbKol aKTMBHOCTI». Y pamKkax Liel nnatdopmm
yKpalHCbKi AOKYMEHTaNICTW Ta aKTUBICTV FPOMaAChKOro CeK-
TOopy MaTuMyTb 3Mory ob’efHaTvt 3ycunna Ona CTBOPeHHH
binbMIB, WO MaTUMYTb MOTeHLIan CNPUATU NO3UTUBHUM CO-
LianbHuM 3MiHaM. OpgHieto 3 Baxnmeux Uinen CIVIL PITCH e
NiATPUMKA PO3BUTKY LOKYMEHTaNbHOrO KiHO, MPUCBAYEHOr0
TUM TemaM, Wo NoMpW CBOK HarafibHy BaXIMBICTb AOCI 3a-
NNWATLCS B TIHI B yKpalHCbkoMy nybnivHomMy npocTopi. [Ing
yyacTi B uboMy koHkypci DOCUDAYS UA oTpumaB 6an3bko
90 3asBOK BIf rPOMafACbKMX aKTUBICTIB Ta pexucepis 3 yci-
€1 YkpaiHu. 3 Hux byno obpaHo 16 yyacHukiB-diHanicTis, AKi
npofosxyBatnmMyTs yyactb y CIVIL PITCH y pekinbka etanis.
Y bepe3ni DOCUDAYS UA npuroTyBaB A5 HUX ABa TPEHIHM
BiL BU3HaHWX pexuncepiB, NPoLOCepiB Ta MeHeLxXepiB dec-
TUBANbHOI AIANBHOCTI, NPUCBAYEHI NPaKTUYHUM HaBMYKaM
npoAlocyBaHHa GinbMiB, po3pobkn edekTUBHMX KamnaHin
3319 coujanbHMX 3pylleHb Ta YCMilWHOI Npe3eHTaLil cBOTX
pobiT. MMobyTV oflHWUM i3 MeHTOpIB Ha 060X Takux TpeHiHrax
dectnBanb 3anpocus pexucepa 3 bepniHa [aHiena Abwmy.
Topik rnagayi DOCUDAYS UA mManw Harofy NoAMBUTUCS MOr0O
KapTuHY «[aBaHa-TpaH3UT», sika B39aa y4acTb Yy Binbll HiIX
NiBCOTHI KIHOPECTVBaNIB MO BCbOMY CBITY.

«5 sigsigysas DOCUDAYS UA kinbka pasis Ta bayvs
XOpOoLUI ykpaiHchki poboTtn, — po3nosigae dariens. — Lboro
pasy MeHi BMNana Haroda BAacHe 3ycTpiT1CA Ta nonpauoBa-
T 3 yKpalHCbKMMU pexuncepamu. Halwa MeTa — HagMxXHYTK X
Ha CTBOPEHHS HOBWMX CUIbHUX LOKYMEHTanbHUX QINbMIB Ha
BaxnwmBi ana Ykpaitu Temu. potarom CIVIL PITCH pexuce-
pvi Ta rPOMaAChKi akTVBICTK MatoTb 06 egHaTUCS, 0BMIHATMCA
AyMKamu Ta igesMu LWoAo TeM, CTBOPUTU KOMaHAM Ta po3-
no4aTu CnifibHy poboTy Haf MiaHyBaHHAM TXHbOrO ManbyT-
Hboro ¢inbmy. Lle fnobpe, konm € xToch, XTO Mae LOCBIA ANd
BU3HaYeHHA BaXJIMBOI CYCMiNbHOT TeMaTUKK, | € XTOCb, XTO
Ma€ [OCBIf 415 BTIIEHHSA MeBHOI icTopil B KiHO. Pa3oM BOHM
MOXYTb CTBOPWTYM WOChb fyxe noTyxHe. Lle Hibu Bucagutn
HaCiHHSA Ha no4yaTKy BOPKLUOMIB, | BOHO BXe 3a Kifibka AHIB
MyCTWTb 3e1eHNIN NapOCTOK Haf 3eMeto».

HacTynHum eTanoM cTaHe ¢iHanbHUI NiTYmHr: 28
6epe3Hs 3 10:00 8 3ani «Knacik» kiHoTeaTpy «KoBTeHb»
(Byn. KocTaHTuHiBebKa, 26) y4acHunkn — ob'eaHaHi y poboui
KOMaHAM pexucepu Ta rpoMafChbki akTUBICTM — MpeAcTaB-
NATUMYTb CBOT npoekTn. XKypi, A0 ckiagy sKoro yBingyTb
npodecioHann €BpPONENCbKOl KIHOIHAYCTPIT, BU3HAYUTL ne-
PEMOXL,iB, O OTPMMAalOTh FPOLLUOBI HAaropoan Ha BUPOBHM-
utso ¢inbmis. HactynHoro poky Ha DOCUDAYS UA — 2019
BiAby#eTbCA Nokas BXe roToBMX CTPIYOK.

0O6MIHATNCA [JOCBIOOM Ta HanarogMTW HOBI 3B A3KU
MOXHa byae i B paMKax Lie ofgHiel nnatopmu iHaycTpiansHol
cekuii DOCUDAYS UA — DOCU/KJIAC. Ii nporpama o6'en-
Hasa HW3Ky nekui, TBOpYMX 3yCTpiden, MalicTep-knacis Ta
OVCKYCIN, Wo BiAbYBaTUMYTbCS LLOLHA BMPOLOBX decTu-
Basflo, NMounHatoun 3 24 bepesHs, y 3ani «Knacik» KiHoTea-
Tpy «XKosTeHb» 3 12:00 po 17:00. Bxig Ha BCI Wi NoAIT Takox
BINbHWIA, TOX KOXHWI, XTO LiKaBUTbCSA AOKYMEHTaNbHMM KiHO,
MOXe OAy4nTUCS [0 NPpodecinHMX 3aX04iB.

3okpema, 26 6GepesHa o 15:00 y mexax DOCU/
KJTAC 3annaHoBaHuin mMaWcTep-knac Big Pebekkn EwpnayH
«MucTeutso “iMnakTy”: cTBOpeHHS edeKTUBHOT cTpaTeril Au-
CTpMbyuii LokyMeHTanbHoro ¢inbMy». Lis 3ycTpiy npofosxmnts
CUMBONIYHNI ecTBaNbHUI NOLYK CTpaTeriyi CTBOPEHHS Ta

PO3MOBCIOLAXKEHHS KIHO, CIPAMOBAHOI0 Ha CyCrifbHI 3MIHW.
Pebekka Mae 4yvManuin focBif y Ui cnpaBi — BapTo Nule
3a3HayMTK, WO BOHa 0Y4osioBana KaMmnaHilo 3 po3MoBCio-
IKEHHS KapTHU «Hi» 3HaHoro yunincbkoro pexwucepa fa-
6no Jlappaina y cnisnpaui 3 Amnesty International. lMoHag
LecaTb pokiB bpuTaHcbKa npogtocepka MAiLHO B3aEMOZIE 3
Bputarcbkmnm kiHoiHcTUTyTOM, BBC Media Action Ta MixHa-
POLHUM KiHodecTMBaneM y TopoHTo, Wob npoknacTn Wsx
dinbMam fo akomora binbLIol ayguTopii.

[o nutaHHs edekTVBHOro po3MNOBCIOAKEHHS AOKY-
MEHTaNIbHOrO KIHO 3 METOI CYCMiSIbHMX 3pYLUEHb 3BEPHYTHCS
Takox rocti DOCU/KJTAC nig yac kpyrioro crony, npucssde-
Horo posi TenebayeHHs B LLbOMYy NPOLEC, WO 3anjaHoBaHWN
24 6epesHa o 715:00. Apxxe SKLLO rOBOPUTY MPO AOKYMEHTa-
NICTUKY 3MIH, TO LLiNbOBa ayanTOpPIS Takoro KiHO BUXOAWTb Aa-
NeKo 3a Mexi kiHodecTuBanis, TeaTpaibHOI ANCTPMbYLIT Yn
cneuiansHmx nokasis. DOCUDAYS UA 3anpocus npeactaBs-
HWKIB YKpaiHCbKMX TeflekaHaniB Ta iXHiX Kofer 3 Mofiof4oro
megia-npoekTty Current Time, 3anoyvatkoBaHoro «Pagio Cso-
bona» (RFE/RL) 3a nigrpumkn «[onocy AMepuki», o6 oro-
BOPUTM MOXMBOCTI TenebayeHHs y NIATPUMLUI Ta CMPUSHHI
PO3BUTKY AOKYMEHTaNIbHOMO KIHO 9K PYLUiSt 3MIH Y CYCMiNbCTBI.
KpiM Toro, BapTo 3a3HauuTy, WO He3anexHa MiXkHaponHa
cnyxba HosmH Current Time Lboropiy Bpy4YnTh CnelianbHui
Np13 0JHOMY 3 KOHKYpCHWMX ¢inbMiB dectnsanto. OkpiM rpo-
wosoi Bia3Haku y 5 000 gonapis CLLA TBOpPYIM rpyni KapTUHK
3anponoHytTb NokasaTu ¢inbM Ha Current Time TV.

Y MeBHOMY CeHCi CMMBOJIIYHO 3aMuKalo4yn BeCb Npo-
LLleC AOHECEHHS KiHO [0 rnagada — Bif No4YaTKoBUX eTaniB
MOLIYKYy KOMaHAW OAHOAYMLUIB Ta 6Ge3nocepefHboOro CTBO-
PEHHS KapTWHW [0 MPOLIOCYBaHHS Ta PO3MOBCIOLAXKEHHS, —
y pamkax DOCU/KJIAC 26 6epe3sHs o 13:00 BinbypeTbcs Ta-
KOX KPYFAWIA CTiA i3 KIHOKpUTMKaMU. AK rOBOPUTM NPO OKY-
MeHTasibHe KiHO? TuM bBinbliue — 9K rOBOPUTM NMPO AOKYMEH-
TanicTuky 3MiH? 3a KuM 3bepiraeTbCcs «mpaBo Ha ICTOpito»,
fKa po3ropTaeTbcs B TakoMy kiHo? DOCUDAYS UA 3anpocus
NOAMCKYTYBaTW AO0BKOMA LMX MUTaHb KIHOKPUTKKIB 3 Ykpa-
THW, Hanii, Icnanii Ta Cnonyyerumx LUTaTie. Cepen Hux —
KIHOKPUTUKWHS,  BIAMOBIAaNbHA  peaakTopka  >KypHanis
Filmmaker ta Documentary Jlopen BiccoT. Bignosigatoun
Ha 3anuTaHHs, YOMY CbOrOLHI Ba>MBO NMPOBOANUTY BIAKPHTI
KIHOKPUTUYHI fuckycii, JlopeH 3a3Hauunna:

«[1pnHaiMHi B AMepuLi 0BroBOpeHHS TUX YW IHLWIKX
“delikoBMX HOBMH Byn0 Y BCIX Ha BycTax BiaToAi, 9k JoHanbs,
Tpamn 3axonus ycio yeary Megja (i Hikonu He Bignyckas), ane
Mano xTo npobneMaTu3yBaB AOKYMeHTaNbHy mpasmy’, Ky
My baunmo Ha ekpaHi. He Tpeba byTu reHiem, Wwob posrnenitu
ynbTpanpasuii Haxun y gisnsHocTi CTisa BeHHoHa (ronosHwWi
MeHekep Bubopuyoi kamnaHil [JoHaneaa Tpamna, KiHompo-
Jtocep Ta pexucep-gokyMeHTanict. — Pea.), ane noro Haii-
YacTile BUTOHYeEHIWe no3anapTiiHe Ta No3anoiTuyHe KiHo
3'ABNAETLCA Ha CBIT NPOCTO He3barHeHHUM YnHoM. Ock YoMy
POJb KIHOKPUTKKK y chepi LOKYMEHTaNICTUKN CbOrofHI CTae
Ba>k/IMBILWOI0, HIX Byab-KONW».

YuyacHukM Ta yqacHuui kpyrnoro ctony: Konig KoBaneH-
ko (Ykpainal, Tye Ctin Mionnep (Hanis), Xapya ®epHanaec-
Menecec (lcnania), Jlopen Bicco (Cnonyyeni Ltatn). Moge-
patopka: Hapia bagbiiop (Ykpainal.

Okpyr fapnan, CLUIA Harlan County, USA

Daniel Abma

[laniens Abma

T0 FILM AND TO GET/TO FORGET:

documentary films as the driving force of changes
Yuliya Kuznietzova

The industrial platform DOCU/PRO comprises
projects aimed at developing of Ukrainian
documentaries for change. The events included in
its programmes are dedicated to the creation and
efficient distribution of successful documentary
films aimed at bringing about social changes.
How can we define success in terms of human
rights documentaries?

The demands of this type of films are triple: apart
from the awards and the audience coverage, they should
cause changes in society. The latter indicator of success
is the most difficult to evaluate. For six years, until 2016,
the impact of documentary films had been measured by
the organisers of the British Doc Impact Award competi-
tion. The winners were defined in accordance with many
parameters. Some of them were usual for the film indus-
try, for instance the films’ festival history, their distribu-
tion through various channels, press coverage, etc. Oth-
ers were more unusual, such as screenings for the target
communities, interaction with NGOs linked to the issue,
publications dedicated to the issues depicted in the film
instead of the film itself — up to and including the actions
of governments in relation to these issues.

One of the Doc Impact Award laureates, the incred-
ible Act of Killing, dedicated to the repressions in Indo-
nesia in 1965-1966, is the model of success for the mov-
ie aimed at social change. More than a thousand public

screenings and the impressive results in the rest of the
criteria listed above have forced the world (and the Indo-
nesians in particular) to learn and to rethink the tragedy,
which had been silenced for decades. And the credit for
this goes not only to the magic power of art — the public
campaign for the movie cost more than €53,000.

Not every documentary requires a promotion
budget or support from the media giants to make an im-
pact. The creation of the movie Harlan County, USA (1976),
which is now a classic of advocacy cinema, is illustrative
in this respect. While filming a miners’ strike in Kentucky,
Barbara Kopple became an active participant in the pro-
test. For about a year, the director lived with the strikers,
washing from a bucket and sleeping in the outbuildings.
Material from the film was used in the campaign for the
strikers” families. The creation of Harlan County made a
huge contribution to the victory of the strikers, who were
demanding fair salaries, social guarantees, and improve-
ments to their working conditions.

Besides cooperation with the activists, there is an-
other way of making an impact — growing up an activist.
The Iranian film Sonita [2015) shows the years of a teen-
age Afghan girl's evolution from a deprived refugee to a
confident and outspoken voice against the local tradition
of forced marriages. The director of the film, Rokhsareh
Ghaem Maghami, also contributed to this evolution. At
first, she was making a documentary about a girl with-
out documentation or a right to an education, trying to
overcome numerous obstacles, and who started rapping
about her worries. However, another danger is looming:
Sonita’s impoverished family wants to marry her in order
to receive the wedding money. The director pays a part
of the amount to the girl's relatives, hoping to postpone
this event. Having bought some time, Ghaem Maghami
makes a music video for Sonita’s song about the brides
and uploads it to the Internet. Thanks to this video, an
international human rights group discovered the girl and
helped her to study, and to tell the world about the issue
of forced marriages in Afghanistan.

DOCUDAYS UA INDUSTRY PLATFORM: FROM [DEAS TO CHANGES

Documentary cinema is capable not only of recording
important shifts in the society, but also of catalising
change itself. How do you create a film with such
potential? How do you make it get through to the
audience? The DOCUDAYS UA programme will include an
industry platform whose events will be dedicated not just
to a theoretical search for answers to these questions,
but also to the practical development of documentary
filmmaking which would effectively promote positive
change in Ukrainian society and beyond.

Yulia Kovalenko

DOCU/PRO includes a number of events which may
be interesting not only for cinema professionals, but also for
regular lovers of documentary film. From lectures and creative
meetings with famous directors and cinema figures, to mas-
terclasses for producers and pitches for film projects — the
industry platform programme will bring together Ukrainian
filmmakers, activists and the festival's international guests.

An important step in this direction will be the B2B Doc:
Producers Meet Producers project. The industry event, organ-
ised in cooperation between the Baltic to Black Sea Documen-
tary Network and DOCUDAYS UA, will aim to create conditions
for co-production. Alex Shiriaieff, the project manager of B2B
Doc says:

“We can call DOCUDAYS UA the birthplace of the Baltic
to Black Sea Documentary Network, because it was at this fes-
tival that we announced the launch of this project in 2014. B2B
Doc is a co-production platform for documentary filmmakers
from ten countries: Belarus, Armenia, Georgia, Estonia, Latvia,

Lithuania, Moldova, Ukraine, Finland and Sweden. Our goal is
to help documentary filmmakers from post-Soviet countries to
reach the European funding market by looking for co-produc-
tion opportunities with experienced producers from Baltic and
Nordic countries, as well as from continental Europe.

Clearly, pitching is the main instrument in the film
market to introduce those who have an idea to those who are
ready to buy ideas. But we think that this format is gradually
becoming outdated. So, in our opinion, it is more important
to organise meetings for producers. We have selected 14 pro-
jects from Belarus, Armenia, Georgia, Moldova and Ukraine
to participate in the B2B Doc: Producers Meet Producers. And
we have invited experienced producers who work with content
from Eastern Europe and who are interested in stories from
post-Soviet countries. At the same time, we have also invited
decision-makers — that is, the festival will be attended by rep-
resentatives of film funds, TV channels, film festivals, distrib-
utors and sales agents, who will be there to discuss financial
matters in case a joint film project is born.”

At 10 a.m. on 25 March, in the Venezia Hall of the Rus
Hotel (4 Hospitalna str.), the producers will present their pro-
jects. The presentations will be open, so everyone will have a
chance to learn about documentaries which are being created
right now.

Another platform for the productive development of
creative collaborations will be the CIVIL PITCH: Civil Activism
Films competition project. Within this platform, Ukrainian
documentary filmmakers and civil-sector activists will have
the opportunity to join forces and create films which will have
the potential to promote positive social change. One of the im-
portant goals of CIVIL PITCH is to support the development

of documentary cinema about topics which, despite being
urgent and important, still remain in the shadow in Ukrain-
ian public space. DOCUDAYS UA has received around 90
applications for this competition from activists and directors
from all over Ukraine, from which we have selected 16 fi-
nalist participants to continue their participation in CIVIL
PITCH through several stages. In March, DOCUDAYS UA has
prepared two workshops for them tutored by well-known di-
rectors, producers and festival managers, dedicated to the
practical skills of film production, designing effective cam-
paigns for social change and the successful presentation of
their work. The festival has invited the Berlin-based director
Daniel Abma to tutor at both of these workshops. Last year,
DOCUDAYS UA viewers had a chance to watch his film Tran-
sit Havana, which was shown at more than 50 festivals all
over the world.

“Ivisited DOCUDAYS UA several times and | saw good
Ukrainian work,” says Daniel. “This time | have the chance to
actually meet Ukrainian directors and work with them. Our
goal is to inspire them to create new, powerful documen-
taries on topics which are relevant for Ukraine. During the
CIVIL PITCH, directors and activists should join their efforts,
share their thoughts and ideas about topics, create teams
and start working together on planning their future films. It's
good when there is someone who has experience to define
important social topics, and there is someone who has expe-
rience to embody a certain story in a film. Together they can
create something very powerful. It is like planting seeds at
the beginning of the workshops, and in a couple of days there
are already green shoots above the ground.”

The next stage will be the final pitch: on 28 March,
from 10 a.m. in the Classic Hall of the Zhovten Cinema (26
Kostiantynivska str), the participants — working teams of
directors and activists — will present their projects. The jury,
composed of European industry professionals, will deter-
mine the winners, who will receive cash prizes to produce
their films. Next year, at DOCUDAYS UA 2019, we will screen
the finished films.

Participants will also have a chance to exchange ex-
periences and establish new connections at another plat-
form of the DOCUDAYS UA industry section, the DOCU/
CLASS. Its programme includes a whole range of lectures,
creative meetings, masterclasses and discussions which
will take place every day during the whole festival, starting
on 24 March in the Classic Hall of the Zhovten Cinema, be-
tween 12 and 5 p.m. Entry to all these events is also free,
so everyone who is interested in documentary cinema can
participate in professional events.

In particular, at 3 p.m. on 26 March as a part of DOCU/
CLASS there will be a masterclass by Rebecca Ashdown on
Impact producing: Creating an effective distribution strategy
for a documentary. This meeting will continue the festival's
symbolic search for strategies of creating and distributing
films aimed at social change. Rebecca has a lot of experi-
ence in this field — it is enough to mention that she was the
campaign manager for the distribution of the film No by the
famous Chilean director Pablo Larrain in cooperation with
Amnesty International. For more than ten years, this Brit-
ish producer has productively collaborated with the British
Film Institute, BBC Media Action and the Toronto Interna-
tional Film Festival to help films reach as wide an audience
as possible.

The issue of finding effective distribution for doc-
umentary cinema will also be addressed by the guests of
DOCU/CLASS at a roundtable about the role of television in
this process, which is scheduled for 24 March at 3 p.m. In
the case of documentaries for change, the target audience
for such films reaches far beyond film festivals, box office or
special screenings. DOCUDAYS UA has invited representa-
tives of Ukrainian TV channels and their colleagues from the
young media project Current Time, launched by RFE/RL with
support from the Voice of America, to discuss the potential of
television to support and promote the development of doc-
umentary cinema as a driver for change in society. It is also
worth noting that this year the independent international
news service Current Time will award a special prize to one
of the films in the festival competition programme. In addi-
tion to the cash prize of $5000, the film's creative team will
receive an offer to broadcast their film on Current Time TV.

As a kind of symbolic closure to the whole process of
reaching the audience with a film — from the initial stages
of looking for a team of like-minded people and actually cre-
ating the film, to production and distribution — the DOCU/
CLASS programme on 26 March at 1 p.m. includes a round-
table with film critics. How should we talk about documentary
films? In particular, how should we talk about documenta-
ries for change? Who keeps the ‘right to the story” which un-
wraps in such films? DOCUDAYS UA has invited film critics
from Ukraine, Denmark, Spain and the US to discuss these
questions. One of the critics is Lauren Wissot, the executive
editor of the Filmmaker and Documentary journals. In her
answer to the question about why it is important today to
have open discussions about film criticism, Lauren noted:

“In America at least, fake news' think pieces have
been all the rage since Donald Trump took hold of the me-
dia spotlight (and never let go), yet far less has been writ-
ten about questioning the documentary ‘truths we see on-
screen. While it doesn’t take a genius to spot the alt-right
bias in Steve Bannon’'s oeuvre [chief executive of Donald
Trump’s presidential campaign, producer and director on
documentaries — ed.], too often subtler — nonpartisan and
nonpolitical — filmmaking is simply given an inexplicable
pass. This is why the role of documentary film criticism may
now be more important than ever.”

Participants of the roundtable with film critics: Yulia
Kovalenko (Ukraine), Tue Steen Miller (Denmark]), Jara
Fernandez-Meneses (Spain), Lauren Wissot (USAJ. Moder-
ator: Daria Badyor (Ukraine).
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OOTOBUCTABKA «Y MOLLYKAX JIEHIHA»
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®OTOBUCTABKA «Y MOLLYKAX JIEHIHA» HITCA AKEPMAHHA TA CEBACTBEHA T'OBEPA

17.03 — 01.04.2018

Mupocnasa XapTMoHa

«Y noluykax JleHiHa» — pe30HaHCHWUIA NPOEKT LUBeN-
Lapcbkoro GpoToxypHanicta Hinbca AkepmaHHa i paHuy3b-
koro xypHanicta CebacTbeHa [obepa, WO CTaB OCHOBOK
OAHOMMEHHOI KHUrW, aky BuaaHo B 2017 poui y Benukii
BpuTtanil Ta LLBenuapii. MupocnaBa XapTMoHL, 0gHa 3 aB-
Topok «Y noluykax JleHiHa» | oupekTopka ranepei Triptych:
Global Arts Workshop, po3mipkoBye npo BaxuBiCTb Kpu-
TUYHOro nepeobniky NoBaneHux JIeHIHIB Y KOHTEKCTI LbOro-
piYHOI TeMy piBHOCTI. [TpoeKT peanisyeTbcs 3a NIATPUMKM
MoconbeTra LUBenuapii B YkpaiHi Ta TuxHa PpaHkodoHiT
B YkpaiHi 2018.

LLgeuapcbknin  doToxkypHanict Hinbc AxkepMaHH i
dpaHLy3bkuil xypanict CebacTber [obep barato nomoposxky-
Bann YkpaiHoto ogpasy nicns PeBontouii rigHOCTI B moLuyKax
yNaMKiB paffHCbKOro MUHYA0ro, sike pO3CUManocs Ha o4ax.
Ha TxHio gymKy, pi3Hi foni noBaneHux B YKpaiHi nam aTHUKIB
JleHiHy pomnomaralTb HaM OCMUCAWUTK FAnboKi TpaHchopma-
LT B yKpalHCbKIl NoAITULI, CYyCNiNbCTBI Ta HALIOHANbHIN iAeH-
TUYHOCTI, SIKi BiAOYBaKOTLCS CHOrOAHI.

«Y nowykax JleHiHa» Hinbca AkepmaHHa i CebacTtbe-

Ha [obepa — Le cepia doTorpadii, ski 306paxkatTb KpaiHy
nif Yac Kpu3u, nokasyTb BiliHY YKpaiHW 31 CBOIM MUHYANM,
3i cBoeto cycigkoto Pocieto | 3i CBOEK iAEeHTUYHICTIO. Mn 3
HinbcoM nosHaloMmuancst, KoM MeHe MoMpocuMaM MpoBecTH
3 HUM IHTEPB'I0 AN YKPaiHCbKOro AepXKaBHOro Tene-
BayeHHs Npo Voro nonepeaHin nNpoekT «binuin AH-
ron». [1ig Yac Haworo cninkyBaHHA NOMIX 3MOMKaMu
3'scyBanocs, Wo Mu 060€e JoCnifxXyeMo neHiHonag!
A ponyymnacs Lo CTBOPEHHS KHWUXKW, BKIOYMAA Lo
cepito poTorpadiiy BUCTaBKy Npo KynbT ocobu J1eHiHa
B YHiBepcuteTi Eccekca (Benwvka BputaHis), a 3apas
i3 33[,0BOJIEHHAM HafAalo ManAaH4yuK LS BUCTaBKY
«Y noluykax JleHiHa» y ranepel Triptych: Global Arts
Workshop y Kuesi.

Lli doTtorpadii nokasyioTb HeOAHaKOBI AOAI

CTaTyM y pi3HUX KyToukax KpaiHu. [Nam atHukun JleHi-
Hy — puca, Wo ob’eaHyBana pisHOMaHITHI rpoMaAChKi
Micus no BcboMy CxigHomy bnoky. BoHu ctanu noctii-
HWM TPOMOM YSIBHOTO MOCTPaAAHCHKOro NaHawadTy,
MiLUHO BOymoBaHUM y konekTueHy ysaBy. Konu y 1991
poui CPCP mpvnunHMB CBOE iCHYBaHHS, MOro cknapg-

Ha CMMBOJIIYHA CMCTEMA PO3BafMIacs pa3oM 3 HUM.

Photography Exhibition
‘Looking for Lenin’

by Niels Ackermann &
Sebastien Gobert

17.03 — 01.04.2018

Myroslava Hartmond

‘Looking for Lenin" is the critically acclaimed series
of photographs published in 2017 in the book of the same
name. Swiss photojournalist Niels Ackermann and French
journalist Sébastien Gobert travelled extensively across
Ukraine in the wake of the Revolution of Dignity in search
of fragments of the crumbling Soviet past. Myroslava Hart-
mond, managing director of the Triptych: Global Arts Work-
shop gallery in Kyiv and a contributor to their joint book of
the same name, which was published in 2017, reflects on
the importance of taking stock of fallen Lenins in the con-
text of this year’s theme of equality. The project is supported
by the Swiss Embassy in Ukraine and the Journées franco-
phonie 2018 programme.

Niels Ackermann and Sébastien Gobert's ‘Looking
for Lenin’ is a snapshot of a country in crisis that captures
Ukraine at war with its past, its Russian neighbour, and its
identity. Niels and | met when | was invited to interview him
about his previous project, ‘The White Angel, for Ukrainian
state television; in between filming, we whispered about our
respective research projects — they were both about ‘Len-
infall'! | contributed to the book, coordinated the series in
an exhibition on Lenin’s cult of personality at the University
of Essex, UK, and | am now delighted to host ‘Looking for
Lenin at the Triptych gallery in Kyiv.

‘Looking for Lenin’ is a series of photographs which
reveals the different fates of statues across the breadth of
the country. The Lenin statue, a unifying feature of the East-
ern bloc’s public spaces, has proven to be an enduring trope
of the imagined post-Soviet landscape, firmly embedded in
the collective imagination. When in 1991 the USSR ceased to

[MpoTe peniksii, Ha Akux bynu 306paxkeHi CUMBONK, 3aNULLIN-
nucs. 3000yBLIM He3aNeXxHICTb, YKpalHa ycnaakyBana noHag
5500 camux nuwe cratyn JleHiHa, aki TyT Bynu po3cTaBneHi
3HaYHO WinbHiwe, Hixx 7000 Takux cTaTyin Ha BClO TEPUTOPID
Pocil. PerioHanbHi agMiHicTpaLily 3axigHux perioHax YkpaiHum
Haka3anu nosHiMaTty ctaTyl JleHiHa we B KiHUi 1980-x pokiB.
Barato nam'aTHukiB JleHiHy npubpanu 3 ByAUUb CTONMLI Ha
noyatky 1990-x pokiB, MokM He 3anULIMBCS NWLIE OLUH —
3HaMeHuTa ckynbnTypy pobotn Cepria MepkypoBa Ha bynbBa-
pi Tapaca LLlesuerka. OgHak y feskux yactuHax Ykpainu (Ha-
BiTb y TAKOMY MPOrpPECUBHOMY MICTi, AK Xapkis) MicLiesi xuTeni
cnpuimanu JleHiHa 3 ipoHiYHo N0DO0B'10, HABITb 3 HOCTasb-
rieto. [MigHXOKS cTaTyi Byno MicueM HapogHWX CBSATKYBaHb,
IHTYITUBHOIO LIEHTPAsIbHOK TOYKOI MiCTa, HAPIKHUM KaMeHeM
apxiTekTypHoro aHcambnto [lepxnpomy.

YKpalHcbKi cTaTyi JleHiHa bynu 3aHOBO MoniTM30BaHI
nig yac €spomannary y 2013 poui, Konn BOHW 3HOBY noyva-
N cuMBONI3yBaTy pyky Kpemns i noro npubiyHukis. 8 rpynHs
2013 poky po3noyeHnin HaToBM MOBaNMB CKYAbATYpy pobotn
MepKkypoBa 3 pOXKeBOro KBapLMTy, @ B HACTYMHI TUXKHI | MicsiLi
aKTUBICTW CKMHYNW COTHI JeHiHIB no Bcil kpaiHi. o nita 2015
POKY HOBWIA YKPaIHCbKMIA YPSAA YXBaNuB HU3KY LEKOMYyHi3a-
LIMHMX 3aKOHIB, AKi OrOM0CKMAN KOMYHICTUYHI CUMBOAWN Ta
il€0SIOTiI0 M03a 3aKOHOM, 3aKAMKAKUM A0 YCYHEHHS iHLUMX
nam ATHUKIB | NepeiMeHyBaHHS MiClib.

HwHI Ha NiAKOHTPONBLHIN YkpaiHi TepUTOpIl He 3anuLun-
N0CS KoAHOI cTaTyi J1eHiHa, a MOpPOXHIN N'efecTan CTae apeHoto
KOHKYpytounx bayeHb HallioHanbHOI penpe3eHTalii. Y aeskux
MiCTaX KOMYHICTUYHI MaM ATHWKW 3aMiHIOIOTb Ha MaM aTHUKM
eposm HebecHoT CoTHi abo 3arnbnnm Ha BifiHI; B IHLLIMX MiCcTax
penirivHi cTaTyi 3aiMaloTb Miclle NoniTMYHKX; a barato n'egec-
Tanig fgoci cnycroweHi. Came Ui MOPOXHI NOCTAMEHTH, PO3KM-
[aHi Mo MicTeykax | cenax cyyacHoi YkpaiHu, Haye nHi 3pyba-
HVX OepeB, CTaBNATb NMUTaHHA: LWo fani? LekoMyHi3oBaHMi

Y nowykax lesiva  Looking For Lenin  © Niels Ackermann / Lundi3, Kyiv. 5 February 2016

exist, its complex symbolic system imploded with it, but the
relics onto which the symbols had been grafted remained.
Newly independent Ukraine inherited over 5500 Lenin stat-
ues alone, installed at much greater density than the 7000
remaining on Russian territory. Regional administrations in
the Western parts of Ukraine ordered the removal of Lenin
statues in the late 1980s. Many Lenin monuments were re-
moved from the streets of the capital in the early 1990s, un-
til the only one left standing was Sergey Merkurov's famous
statue on Taras Shevchenko Boulevard. However, in some
parts of Ukraine (even in such a progressive city as Kharkiv),
the locals regarded Lenin with an affectionate irony, even
nostalgia. Here he was the locus for collective celebration,
the intuitive centre point of the city, the cornerstone of the
Derzhprom architectural ensemble.

Ukraine’s Lenin statues became re-politicized during
the Euromaidan protests of 2013, when it once again came to
symbolise the hand of the Kremlin and its cronies. On 8 De-
cember 2013, an angry mob toppled Merkurov's rose quartzite
statue, and in the weeks and months that followed activists
tore down hundreds of Lenins all across the country. By the
summer of 2015, the new Ukrainian government passed a se-
ries of ‘decommunisation laws’ that decreed the outlawing of
Communist symbols and ideology, and called for the removal
of other monuments and the renaming of place names.

Today, not a single Lenin statue remains standing on
its pedestal in Ukraine. No longer ‘coloniaed’ by Lenin, the
vacant pedestal becomes an arena for contending visions of
national representation. In some towns, Communist memo-
rials are transformed into monuments to the Heroes of the
Heavenly Hundred or the war dead; in other towns, religious
statuary takes the place of the political; still others are emp-
ty. It is these empty plinths that litter the towns and villages
of Ukraine today, much like the stumps of felled trees, that
ask the question: what next? The ‘decommunised’ land-
scape has been purged of Lenin, and yet it lacks any signs of
development. Scrawled with slogans, damaged beyond re-
pair, surrounded by rubble: the empty plinths highlight the
drabness of their surroundings.

Indeed, the methods of decommunisation have at
times been less than democratic. Ukraine, a contemporary
European state that has many layers of history beneath its
surface, has the potential to become a country that celebrates

naHawadT ounweHnin Big JleHiHa, ane no3basneHuin TakoX i
ByAb-SIKMX 03HAK PO3BUTKY.

CnpaBgai, METOAM AEKOMYHI3aLLil YacoM € He 30BCIM Ae-
MOKpaTU4YHUMU. YKpalHa — cy4acHa eBporneicbka gepxasa 3
BEMYE3HMM NOTEHLIANOM AN LeMOHCTpaLii baratorpaHHoCTi
CBOrO ICTOPUYHOrO Ta KyfAbTYpHOrO [OCBifY B €CTETULI MICT i
cin. Tox «Y nolwykax JleHiHa» 3a4dinae He Aulle pagsHCbke
MUHYNe | PeBOOLLIAHY CyYacHICTb YkpaiHu, ane 1 il MaibyTHe,
[le Pi3Hi ICTOpPWMYHI Ta NONITUYHI HAPaTUBKM MOXYTb CMIBICHY-
BaTK B 06’eAHaHOMy cycninbCTBi Be3 cTpaxy bytn ctepTuMu.
Konw Ha Halwwx BynuLsx binblue He 3anuwmnocs J1eHiHiB, My
3anpoLLyeMo Bac MOMSHYTU Ha AeKOMYHI30BaHi NaM ATHUKY,
HafinHo obropogxeHi pamkamu dotorpadii, i NoMipkyBaTu
npo Te, Lo Mae NpUMTK 1M Ha 3MiHYy.

Y BiBTOpOK, 27 Bepe3sHs 2018, o 18:30 Mu 3anpoLuye-
MO Bac MpueLHaTVCA Lo nmaHenbHol auckycii «JleHiHonag i
TpaHcpopMaLisi ypbaHiCTUYHOI CBIAOMOCTi», [le YOTUPY TBOPUI
IHTENeKTyann obMIHATECS AYMKaMU NPo ManbyTHeE AeKoMy-
Hi30BaHMX MIcCT YKpalHu | Npo ponb, AKy Bigirpae nybniuyHni
NPOCTIp Yy PO3BUTKY MPOMaAAHCLKOI CBIAOMOCTI | TpaHchopMa-
LT iAeHTUYHOCTI.

CebacTbeH 'obep, cnisasTop «Y nolykax JleHiHa» —
bpaHLy3bKMIA He3anexHUI >XypHanicT, MaHAPIBHUK | MUCb-
MEHHUK, KW CMocTepiraB 3a 3MiHaMK MNOCTKOMYHICTUYHOrO
naHawadTy nig Yac cBOET LIMPOKOT poboTH B LibOMY PETiOHi.

OnekcaHpp Muxep — NMCbMEHHMK | KypaTop MUCTELLb-
KMX MpOeKTiB, 30KkpeMa Hanpamky «Midonorema» npoexTy
«MeTamicTo: Cxin». ABTOp LecTn KHuxKoK. DparMeHTn TBOPIB
Ta ecel nepeknageHi 10 mosamu.

CeitTnaHa LLUMMKo — HesanexHa KiHopexwucepka, Lo

Ma€E MIXXHapOAHWUIA MariCTepCbKUI CTYMiHb 3 PEXWUCYPU BOKY-
MeHTanbHoro kiHo Big DocNomads. Y cBoix JokymeH-
TanbHUX poboTax BOHa 30CEPEAKYETLCS Ha MOAITUY-
HUX, coUianbHUX | GEMIHICTUYHMX MUTaHHAX. 3Hsana
dinbm «JleHinonag» (2017), nokazaHwii Ha TOPILLIHBOMY
dectnsani DOCUDAYS UA.

MupocnaBa XapTMOHA — KypaTopka, MMCbMEH-
HULA | BOCTIAHVLS YKPATHCbKOr0 NOXoXKeHHs. Jupek-
Topka ranepei Triptych: Global Arts Workshop y Kuesi.
It ece «JleHin nicna napiHHs» Bigkpusae 36ipky «Y no-
wykax JIeHiHa».

Bigkputrs BuctaBkm Bigbynetscs 17 bepesHs o
17:00 B ranepei Triptych: Global Arts Workshop (Ax-
ApliBcbkni y3Bi3, 34). Bingigatu BucTaBky MoxHa byme
0o 1 kBiTHa WwonHs o6 11:00 — 19:00.

Bxip, BinbHUMA.

those pages in its public places. ‘Looking for Lenin’, then,
is as much about Ukraine’s Soviet past and revolutionary
present as it is about its future, where different historical
and political narratives can coexist in a united society with-
out the fear of erasure. With no more Lenins standing in
our streets, you are invited to look at the decommissioned
ones in the safety of the picture frame and to reflect on what
should replace them.

On Tuesday, 27 March 2018 at 6.30 p.m., we invite
you to join our panel discussion on ‘Leninfall and the Trans-
formation of Urbanist Consciousness’, where four creative
thinkers swap notes on the future of Ukraine’s decommu-
nised cities and the role that the public space plays in build-
ing civil consciousness and transforming identity.

Sébastien Gobert, co-author of ‘Looking for Lenin’,
is a French independent journalist, traveller, and writer, who
has seen the post-Communist landscape change during his
extensive work in the region.

Oleksandr Mykhed is a writer and art-curator, in
particular of the collection ‘Mythologeme’ in the METACI-
TY: EAST project. He has authored é books. Extracts from
his works and essays have been translated into 10 different
languages.

Svitlana Shymko is an independent film director who
holds an DocNomads international masters’ degree in doc-
umentary film directing. Her documentary work she focus-
es on political, social, and feminist issues, and includes ‘The
Fall of Lenin’ (2017), presented at last year's DOCUDAYS UA.

Myroslava Hartmond is a British-Ukrainian curator,
writer, and researcher. She is the managing director of the
Triptych: Global Arts Workshop gallery in Kyiv. Her essay
‘Lenin After the Fall' opens the "Looking for Lenin book.

Join us for the exhibition opening at 5 p.m. on Satur-
day 17 March 2018.

Triptych: Global Arts Workshop (34 Andriivskyi Uzviz)

Daily 11.00 a.m. — 7 p.m. Free entry.

XAPAKTEP 1K 10151 TA TPOXW CAMOIPOHII

Hapis 3asaposa

Yce Hallle XuUTTS 3iTkaHe 3 HepisHocTi. YacoMm mu bo-
PEMoCs 3 Heto, YaCcoM NMPUCTOCOBYEMOCH A0 CUTYaLLil, BU3HA-
ouM B rAMBUWHI Jywi, Wo HaMm He Nig cuiy 34onaTv ynepe-
I>KEHHS, L0 BikaMW pO3KBITanM B rosoBax i cepusx nogemn
noskona. Mporpama ¢ectmusanio DOCUDAYS UA TMOBAXHA
PIBHICTb, HemoB ¢irypucT — oniMNiACbKNIA YEMMIOH, KaTae
CBOIO [OBifIbHY KOMMO3WLiI0 Ha 04ax 34VMBOBaHWX rNa4adis,
CMININBO CTyNaloyn no KPUXKOMy Nbofdy npobnemu, 3 sikoio B
YkpaiHi akocb He npuitHaTo bopoTmcsa. Enpxmnsm? duckpu-
MiHauis 3a BikoBMM npuHumnoM? Hil He cTukanuca — Tak
3aBejeHo bpexatn camum cobi.

Xoya, moknaBWuW pyky Ha cepue, Chif BU3HATW: 3a
LyXe piAKUMKU BUHATKAMUW B YKpaiHi He NMoBaxatoTb KOAHMM
BiK. JIITHI NtoaM 3a3BMUYall He MatoTb XOLHOI MOXIMBOCTI aHi
NS CaMOBUMPaKeHHS, aHi An8 XWUTTS 3 MiHIManbHUM CoLi-
aNbHUM Ta eKOHOMIYHMM 3axMCTOM. Hac Hibu nepekoHyoTh:
Y HUX HEMAE Hi MpIiiA, Hi NparHeHb, Hi TaNaHTIB, Hi rpolen —
BOHW 3MYLLEHI LOXMBATU CBIN BIK Y 3NUAHAX Ta HENPUNHATTI
TOro, Wo Aylia TXHs Taka X CMoBHEHa mouyTTiB Ta baxaHH:
Mob0BI 1 PO3YMIHHS, 1K 32 MONOAMX POKIB.

Jlloan Tak 3BaHoOro cepefHbLOro BiKy TeX MoBcskyac
CTUKaIOTbCSA 3i CTaB/IeHHAM, HIBWM BOHW BUWLWAKN Ha QiHIW
xntTeroro 3abiry. Cnpobyite 3HanTK poboTy, aklio BaM b4
POKW, BU CMOBHEHI CUM Ta MaeTe BenMYesHU Jocsig. Y ge-
CATW BMNAAKax 3 AecaTh Bac YEMHO BUCIyXatoTb Ha cnisbe-
Cifll Ta HIKOMM He Nepea3BOoHATS.

A monogi ntoan? CKinbKy pasiB Ha HUX MatoTb NOANBH-
TMCA 3 Malike NPE3MPNBOI MOCMILLIKOI Ta CKa3aTu WoCh Ha
kwTanT: «LLlo B1 B3arani MmoxeTe npo ue 3HaT? Y Bac 30BCIM
Hema focsigy. [NonpaujoiiTe nokn He3KoLWTOBHO.

A nitn? [lo HMX B3arani y Hac He 3aBefeHO CTaBUTHCS
AK 0 Nlogen. FKick ranacnumei CTBOPiIHHA 6e3 BAaCHOI TOYKM
30py Ta CBITOCMPUAHATTA: He CNAATb, KpUYaTb, BUMaramTb
yBaru. | 3pifka BaTbkK CTaBAATLCH A0 BNACHWUX LiTel i3 no-

PERSONALITY AS FATE

Barow Ta po3yMiHHAM TOrO, WO nepes HaMu — 0COBUCTICTb, |
TINbKK Bif, HAC, LOPOCANX, 3aN1€XMTb, LLLO BOHA YUTaTUME, FKY
My3MKy ciyxaTvMe, ski ¢inbMu obupaTtrMe, Ta SKUMU 041UMa
Oyze AMBUTUCS Ha PO3MAITTS HABKOMMLLHBLOTO CBITY.

Came Tomy MMOBAXHA PIBHICTb — ogHa 3 Haii-
BaX/IMBILIMX  MO3aKOHKYPCHUX  MpoOrpaM  LbOropiyHoro
DOCUDAYS UA. li Tpy dinbMuK po3kaxkyTb rasgadam, Wwo ei-
IKM3M Y Cy4acHOMY CBITi MOXHa MepeMorTy, Ha Xasb, TibKK
Malke CTaneBUM XxapakTepoM KOHKpPeTHOI 0cobuCToCTi.

Kaptuna «I'Bengonin» pexwcepku Pyt Kasepep ono-
Bia€ ICTOPItO XIHKW, 9Ka 3HaxoAWTb Yy cobi cuam Ta nouyTTs
ryMopy NepexuTi BCe, LU0 NPOMoHYe T4 Y WICTAECATUPIYHOMY
BILLI JONS. |3 HATXHEHHAM Ta KPUXTOI Takoi BaXXIMBOI caMo-
IPOHIT FBEHOONMIH He TiINbKU HaMaraeTbCsl, He3Baxalun Ha
BaXKKy XBOPOOY, XWTW MOBHOLIHHUM XUTTSM, afe i1 3aB37T0
3alMaETbCS BaXKOI0 aTNeTUKOLO.

[pucTpacTb Jo cnopTy AonoMarae repoiHi 3anuwatm-
cs1 coboto. Y perynapHux TpeHyBaHHAX [BeHA0MIH 3HaX0ANTL
He TiNbKWU WNSX A0 LOCATHEHHS YEeMMIOHCbKOT MeTu, ane W
Taky HeobxifHy Touky onopu. Baxka atneTvika ans Hei — e
30BCIM He x000i, Le cnocib AMBUTUCA Ha HABKOMMLHIN CBIT,
He BIABOALAYM OYel, KON Y TBOEMY XWTTI TParIaeTbCs, Ha
nepwwin nornsg, HesfonaHHa npobnema. | BnacHUM npukna-
foM TBeHAONIH A0BOANTL: CNPaBXHA Xara A0 XWUTTA Npo-
SBNSIETHCA Y BIPHOCTI HALLMM MpISM, @ CUIW 3HAXOAATHCS B
TOr0, XTO HIKOSIN HEe OMYCKAE PyKW.

Crpiuka «Maiixe Hebeca» asTopkun Kepon ConTep 3a-
HYpIOE FNafayday 4OCUTL KOPCTKMIA CBIT KOHKYPEHLLIT Ha PUHKY
poboywx Micub y Kutai. FOHa IH JliH 3MyLweHa noixaTtv faneko
Bi AOMY Ta npaujoBaTv y B1opo NoxopoHHMx nocnyr. [iB4rHa
BaunTb yClo KpUXKICTb CBITY Ta BIAYYBa€ WBUAKOMAMHHICTD
XNTTSA. nd CIMHafUATUPIYHOMO 3ITKHEHHS 31 CMEepPTIO —3aBX-
I Benuke BpaxeHHs. BoHo fapye MoOXnuBICTb BIgKpUTY B
cobi noBary [0 4Yacy Ta BMIHHA CIPUMHATK Yac sK NpocTip,
aKuin Tpeba 3an0BHAUTY.

[H JliH BUMTBCA A6aTK Npo MOKIHKX Ta BCiMa BiAKpYU-
TMMu gns cebe obpsigamum poboTn 3 TINOM HaMaraeTbCs Npu-
MUPUTU MOAMHY 3 BIYHICTIO. A We Y AIBYMHW, 9Ka Ha BAacHI

AND A BIT OF SELF-IRONY

Nadiya Zavarova

Our entire life consists of inequality. Sometimes
we fight it, sometimes we get used to the situation,
knowing in our hearts that we are unable to
overcome the prejudice which has been blossoming
in the minds and souls of people around us.

The SENIOR EQUALITY programme of DOCUDAYS
UA, like an Olympic ice skater, presents her free
skating composition to the amazed public,

walking fearlessly on the thin ice of an issue

which is not openly discussed in Ukraine. Ageism?
Discrimination on the ground of age? No!

We have not encountered it — this is how

we deceive ourselves.

We should honestly admit that, with very few excep-
tions, no age group is respected in Ukraine. The elderly
usually have no opportunity either for self-expression or for
life with minimal social and economic protection. We are
convinced that these people have no dreams, no talents,
and no money — they are forced to exist in poverty and in
disregard of the fact that their souls are full of feelings,
thriving for love and understanding same as in their youth.

So-called middle-aged people are also perceived as if
they've reached the end of their life's race. Try finding a job
when you are 54, full of strength, and have huge experience.
Nine times out of ten, the job interviewer will listen to you
politely and never call back.

What about young people? How many times are they
looked on with an almost contemptuous smile, hearing
something like: "What can you know about this? You have
absolutely no experience. Work for us for free, and then
we'll see”.

And the kids? In our country, they are not treated as
human beings at all. They are just noisy creatures with-
out their own viewpoint and attitudes, who are constantly
awake, yelling, and demanding attention. Very rarely do par-
ents treat their own children with respect and appreciation
of the fact that they are persons, and that only we adults are
responsible for what they will read and listen to, which films
they choose, and how they will look at the diversity of the
world around them.

This is why SENIOR EQUALITY is one of the most im-
portant non-competition programmes in this year's DOCU-
DAYS UA lts three films will tell the viewers that, unfortu-
nately, the ageism in the contemporary world can only be
overcome with by steel personality of each individual.

Gwendolyn not only tries to live a full-fledged life in spite of
her illness, but also goes in for competitive weightlifting.

Her passion for sports helps the character to remain
herself. In her regular training, Gwendolyn finds not only
a path towards her championship goal, but also a crucial
point of support. For her, weightlifting is not a hobby, but
rather a way to look right into the eyes of the world around
her, when she faces a seemingly insoluble problem for the
first time in her life. With her personal example, Gwendolyn
proves that true passion for life manifests itself through
staying true to our dreams, and that if you never give up you
will find all the strength you need.

Almost Heaven by Carol Salter immerses the view-
er in the harsh world of competition for jobs on the Chi-
nese market. The young Ying Ling has to leave her home
behind and work at a funeral house. The girl witnesses the
fragility of the world and feels the transiency of life. Facing
death always makes an immense impression on a seven-
teen-year-old. It results in an appreciation of time and in
the ability to perceive time as a space which has to be filled.

Ying Ling learns to take care of the deceased and,
through the rituals of working with corpses, tries to rec-
oncile human beings with eternity. The girl who has seen
death with her own eyes finds the irresistible desire to fight
for her own life and the lives of others.

Almost Heaven is not a story about the everyday routine
of a funeral house — it is a story of a young soul finding her

oy4i nobaunna cMepTb, 3'9BNSETLCA HenepebopHe baxaHHS
DopoTUCS 3a XKWTTH — CBOE Ta IHLWWX NOAEN.

«Maiixxe Hebeca» — Lie He icTopis Npo DyAHI MOXOPOH-
Horo Bropo, Lie onoBiAb NPO tOHY AyLly, gka BigHaMLWNa cuny
Ta HaTXHeHHs y Aornomo3i nogam. Hacnpagi, cMepTs — Le
HaWKOPOTWWI WASX [O XUTTS, [0 HenepeDOpHOro XafaHHs:
KUTW Ta AMBUTUCS Ha CBIT i3 MOCMILLIKOK Ta BAAYHICTIO 33
4ac, KM MU MOXEMO MPOCTO BTPATUTH, @ MOXEMO BUKOPH-
CTaT 3 PaficTio Ta 3aB3ATTAM.

AxHa EbBopH 3Hsna ceoto «Jligy» 3 BenvKolo noBaroio
[0 HeJoNIKIB Ta HeJOCKOHaNOoCTI MoAChKOl HaTypu. [nagadi
binbMy bayaTb, AK TpariyHi CTopiHky icTopii XX cTopivys cTa-
l0Tb INI0CTPALIIMM [0 XXUTTS KOXHOro 3 nepcoHaxis. Konvcb
B YKpaiHi byno BeACbKe MOCENEHHS: Tenep Ha Moro Micui
3aNNWKWBCA AiM AA9 NITHIX tofen. Y KOXXKHOro 3 HUx — Baxkka
[ONA Ta Le BaxX4uii xapaktep. YCi BOHM, ik rOf0BHa repoi-
Ha Jliga, bynu Konuch MONOLMMU, MparHyau, 3aKoxyBanmncs,
pobVAV MOMWAKYM Ta CMOLIBANNCS, LLO IXHA CYHWYHA ransBu-
Ha 3aBXAaW AapyBaTvMe M paficTb. Ane 3 yacom cnoragu
npuUHoCcATL BCe binblie bonto Ta po3vapysaHb, 6o TM Npoxus
KUTTS | 3aNULWMBCHA OJWH: aHI POAMHW, aHi BAN3bKUX — Tinb-
K1 cepaedHe nopuBaHHa Lo NtoboBi Ta TypboTH Npo iHWoro.

«3apaan Tebe 9 Moxy i He icTu», — roBopuTh Jliga
CBOEMY npusaTento. Aknm by cknagHuM He byB Hall xapak-
Tep, sk 6K He rapTyBano Hac XUTTH, sk 6K eroicTMYHo MK
He YWMHUAK, Y TAMDOUHI SywWwi MU 3aBXAM X04eMO pO34innTh 3
KMMOCb paficTb Bif TEMJ0Oro apoMaty CyHWLI Ha Halii ra-
NABUHI.

Jliga, cnieiTYM3HMua |Hrmapa beprmana, roso-
PUTbL CTapoLUBEACHKOIO Ta flerko Morna 6 cTaTu repoiHeto
Byab-sikoro 3 oro ¢inbmis, 60 B 11 XMTTI Byno focTaTHbO Nto-
6osi, bonto Ta camotn. Ane Jlina — ronoBHa repoiHs AoKy-
MeHTaIbHOT CTPpIYKK. | Big TOro i CyMHIBK, cCnoragu, cTpuma-
HICTb, 3AATHICTb NOXapTyBaTW — HaWLUIHHILWIA JoKa3 Toro,
L0 XapaKTep MOXe 3anuWnTW JI0LUHY CaMOTHBOIO, ane BiH
Ke LOMoMOoXe TV MPOXMUTU 3 TIAHICTIO Oyab-AKi CTpaX4aHH:A
Ta pajicTb.

Maiixe Hebeca Almost Heaven

strength and inspiration in helping others. Death is actually the
shortest path towards life, towards a fierce desire to live, and to
look at the world with a smile and with gratitude for the time,
which can be either lost or used with joy and fervour.

Anna Eborn made her film Lida with a lot of respect
for the shortcomings and imperfection of human nature. In
front of the viewers’ eyes, the tragic pages of the twentieth
century history turn into illustrations of each character’s
life. Once upon a time in Ukraine, there was a Swedish set-
tlement; now, there is a nursing home for the elderly in its
place. Every resident has had a harsh life, and has an even
harsher temper. All of them, like the main character, Lida,
were once young, aspiring for something, falling in love,
and hoping that their strawberry field would always bring
them joy. As time flows, however, the memories bring more
and more pain and disappointment. You've lived your life,
and now you are alone: no family, no loved ones — just the
heart thriving for love and care for the others.

“For your sake, | can stay hungry,” Lida says to her
friend. Regardless of how difficult our temper might be, how
cruel life has been towards us, how selfishly we've been act-
ing, in the depth of our heart, we still want to share with
someone the joy from the warm aroma of strawberries in
our field.

Lida, a compatriot of Ingmar Bergman, speaks Old
Swedish and could have easily become a character in one
of his movies, because she’s experienced enough love, pain,
and loneliness. But Lida is the main character of a docu-
mentary. This is why her doubts, memories, moderation,
and ability to joke are the most valuable proof that temper
can make a person lonely, but it can also help one to live
through both suffering and joy with dignity.
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[cTopii, Wo X po3noBifatoTb AiTHW, He-
PIAKO BINbLW WKMPI | BIA LbOro Ay>xe TeHAITHI.
BoHu HibK 3iTKaHi 3 TOHKOT MaTepii nornagis,
pyxiB Ta MOCMILWOK. Take BIAYYTTS BUHUKAE
yepes Te, WO XUTTA OUTUHM — Lie 3aBXAM
0cobnmBuin BUMIp icHyBaHHs. CBIT Bigkpu-
BAETbCA AMTUHI Be3KpaliHiM, | TOMy 1oro ni-
3HaHHA CTae TPENeTHMM, a IHOAI TpariYHUM.
LiTv yacTo 3aHafTo BIABEPTI Y CBOTX ICTOPISX.
3paeTbes, WO AOPOCAi 3 YacoM BTpavaloTb
Taky ocobnuBicTb nepekasy, i ciyxaloyu Au-
TAYI OMOBIAI, MU HEOLMIHHO MepeXMBaEMO
CBOE [AWTWMHCTBO HaHoBO. [lepexuBaemo
LOCBIf NPUMHATTA NEPLUMX BAACHUX pilleHsb,
OLIHIOEMO CBOT BYMHKM B MUHYIOMY Ta Hama-
raemMocsi 3p03yMiTH, Yv BLAANOCh HaM «mpa-
BUNbHO» 3HANTU cebe, BU3HAUYNTUCh Y XKUTTI.
[cTopii, Wo X po3noBifatoTb AiTW, NOKM NO3-
BaBneHi ynepenxeHb, no3basneHi LWINbHMX
MepexuB «asne», Wo HeCKIHYEeHHO MIeTyTbCs
y AOPOCSIOMY XWTTI. | TOMy [IMBOBMXHa npo-
CTOTa UWX PO3MoBifAel 34aTHa BUBECTM Ha
MOBEPXHIO A0BOJI HEAWUTAYI MUTAHHSA LWOAO
TOro, K BAalUTOBaHe XUTTS | 9K CMiBiCcHyBa-
™M 3 [HWwuM. [lpsaMoto intoCcTpaLielo Lboro €
uboropiuHa nporpama DOCU/OHICTb.

["epoi noBHoMeTpaxkHoro ¢inbMy EHHI
Hiobepr «CieBa» — renbCiHCBbKI MIAMITKM
Ha Mopo3i AOPOCOro XUTTd. Yepe3 HoBWM
CTWAb BYNIMYHOMO TaHLIO BOHWM HamarawTb-
ca nobyoyBaTy KOMYHIKaLito 3 HAaBKONMLWHIM
CBITOM, N03baBMTMUCS CTPaxiB, 3HANTW CNiNb-
Hy MOBY 3 ofHonITKaMu. [Ans umx Monoamx
Nlofe TaHelub cTaB paple bescnoBecHolo
npakTUKol MofonaHHsa bap'epiB MixX HUMY,
MpakTUKOI CTBOPEHHS BRACHOI CMibHOTY,
Ile KOXeH rouyBaB 6u cebe BinbHO. 3a cBo-
€10 MPVPOLOI0 MUTaHHS, Wo TypbyloTe repois
dinbMy Hiobepr, 3pewToto Ti cami, WO Mo-
CTaloTb Nepef Cy4acHUMU 4BafUATUPIYHUMM
yKpaTHuaMU. Afpke LOpociilWaHHa — Ue B
MeBHOMY CEHCi CNpoby «NpuUTepTUCH» A0 Ha-
BKOJIMLWHBOMO CBITY | BU3HAYNTW Ty popMy ca-
MOBUPaXEHHS, fKa [LONOMOXe BIAHAWTW Bifj-
MOBIAI HA MUTAHHSA «KUM € 97%» | «KUM € T ?».

lUle opHa noBHOMeTpaxHa KapTu-
Ha «[litn TepukoHiB» QPpepepika BpioHH-
Kens, HaneBHO, AAacTb 3Mory baraTbom 3
yKpalHCbKOT ayanTopil nepeHecTUCb y CBOI
nignitkoBi pokun. Xutra 15-pivyHOro ronos-
HOro repos y HeBeMKOMY iHAyCTpiaibHO-
My GpaHLy3bKOMy MICTEYKY MEBHOK MIpoto
Haraflye HeBM3HaYeHICTb Ta 3arybneHictb
ykpaTHcbkux 90-x. 3anenbani bymisni, 3a-
BOAM, MOKWHYTI AOMIBKM, po3buTi BikHa Ta
Kynu CMiTTa — Lie peani’ BUCHaXeHoro npo-
MWCIIOBICTIO MPOCTOPY, B AKOMY LM AiTAM
LOBOAWUTBLCH 3pOCTaTV Ta MpiaTU. TyT nerko
cTaTh binoto BOpoHOl — BapTo Mle HaBa-
KUTUCA 3a9BUTH, WO TV xodew byTu coboto,
a He YeproBMM TBMHTWMKOM B iHAYyCTpiasb-
HIVt MaWWHI, ika NPOAOBXYE BMCMOKTYBaTW
XUTTA 3 Manvx MicTe4oK. TakuM YyxnHueM
cTaB repon ¢inbmy. Moro BifUy>XeHHS BIif
HABKOMMLLIHBOTO 3aHenanoro Ta 3amylin-
BOTO CBITY BUJIMBAETLCS Y MPOTUCTOAHHS Ta
HEMOX/IMBICTb ICHYBaTK y 3aaHuX pamkax
0CBITHbOT cucTemu. LLinax nignitka y gopoc-
7€ XUTTHA NOYMHAETLCHA 3BIACK — 3 MEPLIOro
LOCBIAY NPUAHATTS BNACHOrO pilleHHs. Pi-
LEeHHS WwykaTu cebe nosa HaB' A3aHUMKN Me-
amu, no3a iHepTHOI CMCTEMOID, fKa paHo
YK Mi3HO nepeTBOpUTL bynb-fike Mpomuc-
JI0BE MICTO B 3aKWHYTI TepukoHU. Makcu-
ManiCTCbKW KPOK, LLO NPUPIKAE Ha BaxKy
BopoTbby? Lo x, ronosHa 36pos Ans Lboro
y X0MUs BXe € — e NiATpUMKa CiM T,

[1po poavHHE KONO 9K OAWMH 3 Hal-
Ba>XJIMBILINX NPOCTOPIB 418 AUTAYMX MOLLY-
KiB MOLONAHHS BIAYY>KEHOCTI MAETbCA TakoX
B KOpPOTKOMeTpaxHoMmy inbMi mporpamu
DOCU/IOHICTb — «Mos wacnusa Henpocta
poauHa». B Uil KapTuHI pexwucepka Tecca
Jlyiza [lon rpainvBo TOpKaeTbcsA LenikaT-
HOrO MWTaHHA — >XWUTTS B PO3/yYeHUX Ta
«HEMpPOCTUX» poaMHax. BigHOCMHM MIX go-
pPOCAMMM B CIM'AX repoiB B MeBHUI MOMEHT
CTanM HacTiNbKWM PO3rany>keHnMU, Wo Mnig-
niTkaM byBae ckiafHO NMOACHUTA CBOIM 3Ha-
MNOMWM, XTO KOMY SiIKUM pogmnyvom €. Hepigko
B 04ax OLHOMITKIB TXHI PIAHI BUMNALa0ThL
«HE TakMMW», | HaAABHICTb BeMKOl Killbko-
CTi nobnaumnx nofen He ckacoBye MIANITKO-
By po3rybneHicTb B eMoLlifx Ta CTOCYHKax 3
oToyytounmu. [poTe BIABEPTI | LUMpPI NposiBY
NOYyTTIB | NiKNyBaHHA TBOPATL AMBa. | 9KLLO
HaBITb Y LACAMBMUX CIM'AX MIANITKN CTpax-
[atloTb Bif BIAYYXXEHOCTI, TO POAMHHE Temnno
MO>e J,oMoMorTu i nogonaTu. 3pewTolo, Aka
pi3HMLSA, HACKiNbKW Benvka 4v 3aniyTaHa
CiM'f, AKLL0 BCEPeAMHI Hel € FOI0BHE — J1t0-
bos Ta TypboTa.

bBe3ymoBHO, HalcyMmHiwa icTopia 3
nporpamu DOCU/IOHICTb, «Kosnmn s u4yio
cniB ntaxie» TpiHe Bannesik [obiopr, npu-
CBAYEHA TUM, XTO BXe no3baBneHuii poauH-
Horo Tenna. [litn 3 Tabopy bixkeHLUIiB npocToto

Onekcanapa Auppeesa

MOBOI PO3MoBigaoTb Npo nepebyTi HUMMK
CTpallHi peyi — npo BTpaTy AOMIBKK, BOUB-
cTBa, BTeyy. Yn e Tparefnis, nobayeHa Ta
nepexuta AWTWUHOW, MOABIMHOW Tparegi-
ew0? HanesHo, Tak. Li gitm BXxe Biguynu
Ha cobi yci xaxu BiliHWM — BOHW Bpi3anucs
B IXHI0 CBIAOMICTb | 3aMLWATLCA 3 HUMK Ha
Bce xuTTa. Koan cniBaTMMyTh NTaxu, B IXHin
nam'aTi cnavBaTUMe MUHYNe, WO CTano oc-
TaTOYHO HE3BOPOTHMM, — MUHYJE, B SKOMY
BOHMW rynsaun 3i cBOiMM pigHnmMu abo rpanu
y dyTbon 3 Apy3amu. Ak i BCi A4iTU, BOHWU Npo-
LOBXYI0Tb MPIsiTW NPO WacavBe Ta CnokiiHe
KUTTS, Npo ycniwHe MainbyTHe. Ane Yoro im
BapTyBaTMMe ioro nobynysaTu, nam’sTaun
Npo 3a3HaHi xkaxmn?

CBoepiilHMM  nolykoM  BiAgNoBIAl
Ha ue nuTaHHeA ctaB ¢inbm Kima Bpanpga.
Y 15-xgunurHomy «llpuBit — Cansam» ctu-
KaloTbCs [iBa CBITW: «yCTaleHWii eBpomneii-
CbKUI» Ta «HecTabiNbHUI CBIT BiXKEeHLiB».
[lBoe HigepnaHACbKUX LWKOASPIB MPUIKA-
atTb Ha rpelbke y3bepexoks y HameToBe
MicTeuko BixxeHLIB. Ha kaHikynax BOHW BU-
pilLMAM AOMOMOITM JIIOAAM, WO BTPaTUAM
CBIV LiM Ta pigHy 3emnto. Ane npocTi, Bif-

KpuTi Ta be3nocepefHi AWTaYi po3MoBY, Ail

Ta irpu, Wo nokasaHi y QinbMi, nopyLwyoTb
cKnafHi 4opoci NUTaHHA B3aEMOLOMOMOIH,
NOPO3YMIHHA Ta MOLONMAHHS BIAYYXEHOCTI.
Afxe Ha OAHIN Yalli Tepe3iB OMNUHAETHCA
Be3kopucnunse baxkaHHA 3apafUTu TUM, XTO
OMUHMBCA B DI, HA IHWIN — HEMOXIMBICTb
LLOKOPIHHO LLOCb 3MIHUTW B Cy4YacHin ginc-
HOCTI, 0COBNNBO KOAW TU We auTuHa. Ong
0AHUX repoiB GinbMy Taka noizgka y 10 po-
KiB Byna npurofoto, Mi3HaHHAM IHLLIOMO «CBi-
Ty», AN9 AiTeN, Lo XNBYTb Y HAMETOBOMY Mi-
CTeuky, Us 3ycTpiy cTana AOTMKOM [0 TOro,
WO BOHW BXe BTpaTuiu, Ao 6e3typboTHOro
OUTUHCTBA.

Bupaetbes, Wo Le ayxe npocTa icTo-
pif AUTAYOT YyMHOCTI Ta 34aTHOCTI 3HAX04M-
TN CMifbHY MOBY HaBITb TOAI, KOAM IHO3EMHE
«npuBIT» abo «canam» Bce Lie BaxKko npa-
BUJIbHO BUMOBUTU. Afle B NEBHUI MOMEHT L
LiTW, CTaBASYM OJUH OLHOMY HECKNafHi Nu-
TaHHA, NopyLUYOTL NpobaemMu, sk Lie XXoaHa
fopocna foguHa He 3Moria po3B’A3aTu:
«4y Nbuw TV CBIM AIM?», «4n € B Tebe apy-
317», «4n xo4yell TV NOBEPHYTUCS LOLOMY?».

KUTTEBUN  WAAX  KOXHOI  JIIOAUHM
LeHb 3a [HeM CKNafjaeTbCs B YHIKaNbHY
icTopito. Ane XWTTS AWTUHW — Lie BCEeCBIT,
AKUIA TiNbkK 3apomxyetbcs. | uent Bcec-
BIT moku o no3baBneHwinl ynepenxeHb,
BiH BIAKPUTWIA LO MWPHOTO CMiBICHYBaHHS
3 |HWWM, [0 MNOLWyKy WAAXIB B3aEMOpPO3Y-
MIHHS Ta gonoMoru. Y Mofnofoi MoAVHN Lwe
nonepefy baraTo BaxXIMBUX CaMOCTIMHMX
KpokiB — M Nue A0BeAeTbCH PO3KPUTH
cebe, NpoNTK Yepes 30BHILWHI Ta BHYTPILLHI
BUNpobyBaHHS Ta 3HaWTW CBOIO TOYKY OMo-
pu. MoxnunBo, LOpOCAillaHHS CKNagaeTbes
3 MPUNHATTA YNCTEHHWX HEBEIUYKMX CaMo-
CTIMHWX pilleHb, 3 AOCBIAIB NOAONAHHA Bif-
YY>KEHOCTI, 3 MOLWYKY CRiNbHMUX MOB. |, 9K He
LOVUBHO, IHKONW y AiTel Le BUXOAWTb Kpalle
33 AOPOC/UX.

Oleksandra Andrieieva

The stories children tellare often
more sincere and, consequently, more frag-
ile. They seem to be made of a delicate sub-
stance of looks, movements, and smiles.
This feeling appears because a child's life
is always a special dimension of existence.
The world looks infinite to a child, and
its thought processes become unsteady,
shaky, and sometimes even tragic. Children
are often far too sincere in their narrations.
The adults, in their turn, lose this storytell-
ing peculiarity with time, and as we listen
to the children’s stories, we inevitably live
through our childhood anew. We relive the
experience of making our first decisions,
evaluate our past actions, and try to under-
stand whether we have succeeded in finding
our place in life. The stories told by children
are free of any prejudice and deprived of the
dense net of ‘buts”'that are infinitely woven
in adulthood. And the incredible simplicity
of these narrations can bring to the surface
quite adult issues concerning the organi-
sation of life and the coexistence with the
Other. This year's DOCU/YOUNG is a direct
illustration of this fact.

The characters of Jenni Nyberg’s full-
length movie Siéva are Helsinki teenagers
on the threshold of the adult life. Through a
new street dancing style, they thrive to build
communication with the world around them,
to get rid of their fears, and to find common
ground with their peers. For these young
people, dancing becomes a silent way to
overcome the barriers between them, and
the practice of creating a new community
where everyone would feel free. The nature
of the issues that worry the characters in Ny-
berg’s film is essentially the same that face
contemporary Ukrainians in their twenties.
The process of growing up, after all, consists
of attempts to ‘tune in” to the surrounding
world and to define the forms of self-expres-
sion that will help to answer the questions of
‘Who am 17" and 'Who are you?’

Frédéric Brunnquells full-length
movie Coal Heap Kids will probably bring
many Ukrainian viewers back to their teens.
The life of the 15-year-old protagonist in a
small industrial French town is, to some
extent, reminiscent of the uncertainty and
loss during the 1990s in Ukraine. Decrepit
buildings and factories, abandoned houses,
broken windows and heaps of garbage are
the realities of the space exhausted with in-
dustry in which these children have to grow
up and dream. Here, one easily becomes a
black sheep: just dare to say that you want
to be yourself instead of another cog in the
industrial machine which continues to sap
the life out of small towns. The main char-
acter of the film turns into one of these al-
iens. His disaffection from the decaying and
stifling world around him results in con-
frontation and makes it impossible for him
to exist within the established framework
of the educational system. The teenager’s
path into adult life begins from the first ex-
perience of making his own decision. That

Ciesa Siéva

decision is to search for himself outside the
imposed boundaries, beyond the inert sys-
tem which sooner or later transforms every
industrial city into abandoned coal heaps.
Is this an all-or-nothing step, which dooms
the character to a hard struggle? Well, the
boy already has the main weapon — the
support of his family.

My Happy Complicated Family, a short
film from the DOCU/YOUNG program, also
portrays the family circle as one of the most
important spaces for the child's quest to
overcome alienation. In this film, the direc-
tor Tessa Louise Pope playfully touches upon
the delicate question of life in divorced and
‘complicated’ families. At a certain point, the
relations between the adults in the charac-
ters’ families become so intertwined that the
teens can hardly explain to their friends who
is related to whom and in what way. In the
eyes of their peers, their relatives often look
‘weird’, and the large number of caring and
loving people cannot compensate for ado-
lescent confusion in the emotions and re-
lationships with others. However, frank and
sincere manifestations of feelings and care
can work miracles. Even if teens from happy
families are suffering from alienation, the
family's warmth can help to overcome it. In
the end, it doesn’t matter how big or compli-
cated the family is if it has the main things —
love and care.

The saddest story of DOCU/YOUNG
program is undoubtedly When I Hear the
Birds Sing by Trine Vallevik Habjgrg, dedi-
cated to those deprived of family warmth.
The children from the refugee camp speak
in simple words about the terrible things
they have survived — loss of homes, mur-
ders, escape. Is a tragedy doubled when
witnessed and experienced by a child?
Probably yes. These children have already
experienced all the horrors of war — they
are inscribed in their memory and will re-
main with them forever. When the birds
sing, the irreversible events of the past will
surface in their memories — the past in
which they used to walk with their relatives
or play football with friends. Like all chil-
dren, they continue dreaming about happy
and peaceful lives, about a successful fu-
ture. But what will such a life cost them, in
view of the past horrors?

Kim Brand’'s movie is looking for an
answer. The 15-minute long Hello Salaam
features a collision between two worlds:
the 'stable European world” and the ‘un-
stable world” of refugees. Two schoolchil-
dren from the Netherlands come to the
Greek seaside, to the refugees’ tent camp.
During the vacations, they've decided to
help the people who have lost their home
and native land. The simple, open-heart-
ed, and sincere children’s games, actions,
and conversations featured in the film raise
complicated adult issues of mutual help,
understanding, and overcoming alienation.
On the one hand stands an unselfish desire
to assist the people in trouble, and on the
other the impossibility of seriously chang-
ing anything in the surrounding reality, es-
pecially while you are still a child. For some
of the characters, at the age of 10 a journey
like this was an adventure, a way to get to
know a ‘different world’, while for the chil-
dren from the tent camp, this meeting was
a reminder of the world and the carefree
childhood they've lost.

It is a seemingly simple story about
the childlike sensitivity and the ability to
find a common ground, even while the pro-
nunciation of the foreign "hello” or 'salaam’
still poses difficulties. At some point these
children, through asking each other simple
questions, touch upon matters that no adult
person was ever able to resolve: ‘Do you
love your home?’, ‘Do you have friends?,
‘Do you want to return home?".

Day by day, the path of every person’s
life forms a unique story. The life of a child
Is a universe at its inception. And this uni-
verse is still devoid of prejudice, open to
peaceful coexistence with the Other, to the
search for ways of mutual understanding
and assistance. The young person still has
yet to face many important independent
decisions; he or she will have to find one-
self, to go through external and internal
trials, and find his or her own sources of
support. Perhaps the process of growing
up consists of making numerous small in-
dependent decisions, of the experience of
overcoming alienation, and of finding com-
mon grounds. Oddly enough, sometimes
children have more success in achieving
this than adults.

DOCUDAYS UA LIKABUTBCA Y BATHKIB...

AK BU MOACRIOETE AITAM, [0 TAKE PISHICTD TA B3AEMOTTOBATA?

IPUHA LJTUK
[TncbmMeHHMLS, KiHOpexncepka

Ak Mama s npolilina cBOro yacy Yepes ycBifOMAEH-
He: 4iTW cnepwy — tabula rasa, BoHW HApPOAXKYIOTLCH YNCTU-
MW, BIAKPUTUMUK 10 BCbOrO CBITY | CMPUIAMAIOTb MOr0 TakmM,
AkuM bauaTb. IM cnepuly HifK He BNacTWBI pacusM, CekcuaMm,
romoobis TOLo, NOKW COLyM He po3kaxe M, wo i aK. OT,
CKaxiMo, SiKoCb CUH nobayme y Moin dpeHacTpiuli dpoTorpa-
bito — Becinng Moel npuaTenbKy, Lo B3ana Wwhniob i3 gisun-
Hoto (B8 Hopseril). «[gi HapeueHi. Tak bysae?», — cnuTas BiH
MUMOXigb. Moro ue He BPasuno, He 3[MBYBano, NpPoCcToO BiH
He BayvB TAaKoro paHille y CBOEMY OTOYEHHI | TOMY YTOUHMB.
«Tak byBae», — nosicHUNa MoMy s | po3MnoBina, Wo [k TiNbku
He byBae. [(010BHUM, Ha MO AYMKY, TYT € MPUHLUM «HEe Halll-
Koflb». Y CNiNKyBaHHI 3 CMHOM i HAMAratcs HiKoNW He YHUKaTH
Bynb-AKMX MOr0 MUTaHb, 3aBXAM 3HaX04UTW AOPeYHi s oro
BiKY BIAMOBIAI, 3HANOMAAYN 3 TWM, LLLO Y CBITI DyBae Tak, a e
Tak, | We sKocb no-iHwoMy. CBIiT baratorpaHHumii, M1 yci pisHi,
ane M1 MaeMo byTu piBHI Yy CBOIX NpaBax i MoXanBocTax. Hixto
HEe 3aCnyroBye Ha OCYL UM HECTpaBefIMBe CTaB/EHHs e
TOMY, WO BIAPI3HAETLCS Bif, IHLUMX KOJBOPOM LUKIpW, CTaTTHO,
CeKcyasnbHOI0 OpieEHTaLliED, NOrAAAAMM | TOLLO.

HATANS1 CEPEBPSIKOBA
KiHoKpuTuKnHS, roCTiiiHa aBTopka XypHanie «CeaHc»,
Korydor, Cineticle

7 He MOXY BMOKPEMUTY AKICh LiiIeCnpsiMOBaHi po3MOBH
Npo PIBHICTb, Lie pafllie CUCTEMaTUYHI CUTYaTUBHI 0broBopeH-
HA. Ane Hapasi CMH | caM HamaraeTbes 3anobiratv byab-aKUM
nposiBaM HEeToNepaHTHOCTI. AKWOo BiH baunTb Akice NposiBu
AVICKPWMIHaLLT, HanpyKNag, 3a pacoBoto 03HaKo — K CEpes,
OAHONITKIB, TaK | cepefll AOPOCAMX — 3aBXAW Aokopse. Ane iH-
KON, KON BIH Fpae y KOMMN KTepHI irpw, y 3anani Moxe BTpava-
TV TePMIHHS A0 IHWWX rpaBLiB — TOLI 1 BTPYyYatloCs | MOSCHIO0
oMy, Lo B3aeMonoBara BaxJ/MBilwa 3a byab-sKi irpu.

EBrEHIA MOJIAP
MucTeTBO3HABMLIS, CTIB3aCHOBHMLIS MUCTELbKOT
iHiyiatuen «[E HE [1E»

CneujanbHO HIYOro He MOSICHIOM0, ane cTapatoch 3ayBa-
KyBaTW Ha PI3HUX CUTyauiax, siki TpannsaoTees B XuTTi. Ha-
npuKknag, Konv My baumnmo, sk 6aTekn KprUYaTh Ha AiTel, To A
MOSICHIOKO CBOIM [iTAM, LLO MEHI HEMPUEMHO CrocTepiraTy Take
i YoMy Tak He MOXHa pobuTu. | 3aBXan NponoHyto cnpobysaTt
BiLUYTM Te, LU0 BifYYyBaE iHLLIA OAMHA.

DOCUDAYS UA ASKS PARENTS...HOW DO YOU EXPLAIN EQUALITY AND MUTUAL RESPECT TO YOUR CHILDREN?

IRYNA TSILYK
Writer, filmmaker

As a mother | have been through the realisation that
at first, children are tabula rasa, they are born clean, open
to the whole world, and they perceive it as they see it. At
first, children don’t have any racism, sexism, homophobia
and so on, until their society tells them about all of it. For
example, once my son saw a photo on my Facebook feed of
the wedding of a female friend of mine, who married a girl
(in Norway). “Two brides? Is it possible?,” he asked brief-
ly. He wasn't shocked or surprised, he had just never seen
that in his environment, so he clarified. "It is possible,” | ex-
plained, and told him how many things are actually possible.
The most important principle here is ‘Don’t cause harm'’.
In my conversations with my son, | try never to evade any
questions, to always find answers appropriate for his age,
introducing him to all the many things that exist in the world.
The world is multifaceted, we are all different, but we should
be equalin our rights and opportunities. Nobody deserves to
be judged or treated unfairly just because they are different
from others in their skin colour, gender, sexual orientation,
views and so on.

{0nist Koaneko

XUTTH HAIEXWTb HAM: «Ex Libris: Hoto-Mopkcbka
nybniuxa bibnioteka» @penepua Baitamena

NATALIA SEREBRYAKOVA
Film critic, regular contributor to the journals Seance,
Korydor, Cineticle

| cannot pick out any intentional conversations about
equality, it is more about occasional but regular discussions.
But now, my son tries to prevent any intolerance on his own.
If he sees discrimination, for example, on the basis of race —
both among his peers and among adults — he always admon-
ishes the perpetrator. But sometimes when he plays computer
games, he can become too enthusiastic and irritate the other
players — then | intervene and explain to him that mutual
respect is more important than any games.

YEVHENIYA MOLYAR

Art critic, co-founder of the DE NE DE art initiative

I don't try to explain anything on purpose, but | try to
comment on various situations which happen in life. For ex-
ample, when we see parents yelling at children, | explain to
my children that it's unpleasant for me to see that and why
people shouldn't do that. And | always suggest that they try to
feel what the other person is feeling.

Bibniotekn BXe HiYoro He roBopsaTb KepyBaTu poboTamu, a JOPOCAI Pi3HOrO BIKY So, libraries don't

BIPA BAJIAUHIOK
[onoBHa penakTopka XypHany npo
cyyacHy kynetypy Korydor

LLlogeHHe XMUTTa Manux WKoNSapiB — Le cknagHiic-
Topil pocTy Hag coboto. HacMilKku, KOMEHTYBaHHS 30BHIL-
HOCTI UM 3MaraHHs B KpyTOCTi — Lie WOoAeHHI cutyauil no-
pociilaHHs ManeHbkux fogei. [NpuiAHATTS HWoro, em-
naTig, cMinuBicTb NybniyHo 3axucTntn cnabworo — peui,
AKi He 4aTbCa Npu HapoaxeHHi. [TporoBoptoBaHHa Noaib-
HWUX CUTyaLil i3 AUTUHOW GOPMYE iT «NACUBHUIA CIOBHUK,
ane HaWBaXnMBILWI peuyi BifkNafaloTbCA B Cepli 3aBAAKM
3yCTPiyi 3i CMPaBXHbOI eMOLIE: Y MOMEHT OTOTOXHEHHS
cebe 3 repoeM KHUXKM 4n GinbMy, Y pO3MOBIALI MaMmu
npo cBOI NigNiTKoBI KkatacTpodu. HewonaBHO AOHbKA
CKazana MeHi: «3Haew, TBOI iCTOPIT NpO AMTUHCTBO — Le
Halikpalle, Wo s yyna». Y TUX iCTOPIAX — MOI €BPenChbKi
noApyru, ki CKOpoUyBanu Yn NPUXoBYBaNn CBOT CNpaBx-
Hi iMeHa, Wob He BMaaBaTUCA OMBHUMKU. Tam AiBYMHKA 3
penirinHoi poanHn 3 12 AiTeMK, 3 KO0 BCI rMAyBanun cnin-
KyBaTUCs Yepes «BOLWI». Y TUX po3noBsigsx byna aisynHa, 3
fKOT ry3yBaB BecCb Bip — 3BW4YaliHa cobi cycigka, npocTo
IHKONW 3rpalika fiTeit obupae BunNankosy xepTsy be3 ove-
BUAHOI «iHakLWoCTi». YacoM Mol cnoragun v Mih ocobucTunia
Xanb, Wo npomMoBYana 4u 3pobuna HagTo Mano ANs -
LVHK, CTae ay>Xe ONU3bKKUM A9 MOET AOHbKW. | BOHa «BNi-
3Hae» Ui icTopil BXe y CBOIX cUTyaLisfx, aKUX Yy CeMmnpivok
fyBae LOCTATHbO.

VIRA BALDYNIUK
Editor-in-chief of the contemporary culture journal Korydor

The daily life of little schoolchildren consists of com-
plex stories about rising above yourself. Mockery, comments
about children’s appearance or contests of coolness — these
are day-to-day situations young people encounter as they grow
up. Acceptance of others, empathy, courage to publicly protect
the weak are things which are not given to children at birth.
When you articulate these situations to a child, they develop
a 'passive vocabulary’, but the most important things are es-
tablished in their hearts through encountering real emations,
at moments when the child identifies with a protagonist of a
book or a film, or with their mother’s story about her teen-
age disasters. Recently my daughter told me, “You know, your
stories about childhood are the best thing I've ever heard.” In
these stories, my Jewish girlfriends shortened or hid their real
names so that they didn't sound weird. In these stories, there
was a girl from a religious family with 12 children whom no-
body wanted to hang out with, because they were disgusted by
‘lice’. In those stories, there was a girl whom the whole block
made fun of — just an ordinary neighbour, but sometimes a
band of children picks a random victim without any apparent
reason. Sometimes my memories and my personal regret that
| didn’t speak up or did too little for someone become very re-
latable for my daughter. And she ‘recognises’ these stories in
her own situations, which seven-year-olds have plenty of.

Yulia Kovalenko

LIFE BELONGS TO US: Ex Libris:
The New York Public Library by Frederick Wiseman

say anything public library, goes out from time to time,

npo cyyacHui nybniuHmin npoctip? JlereHaa
LoKyMeHTansHoro kiHo @®pepepuk Baiiamen
te cnpoctoBye. Moro HoBa 6inblu Hix Tpuro-
LOMHHA KapTUHa — Le NporynsHKa no ofHin i3
Hanbinblwmnx y cBiTi bibnioTek, sKo Moxe no-
X13yBaTncs Hbro—|7|op|<. Y i ynTtanbHux 3anax,
MIX 1T KHUXKKOBUMU MOANUAMU, HaBITb Ha BYy-
Ui Mix T binianamm nyabcye xuTTa. i edip-
Hi BITPMHW 3MYLLYIOTb 3yMUHUTICS NEPEXOXKUX,
wob po3rnenitv ctapi adili Ta BUAAHHS, BXif,
[0 Hel yBIlWaHWI OroNoWeHHaMY, a nig 4ac
YPOUMCTUX 3aXOAIB MPOCTO Heba BMUCTaBAAOTh
cTinbui, Wwob oxayi Mornu cdoTorpadysaTmcs
Ha TNi YapiBHOro cBiTNa be3nivi CBIYOK, AKUMM
npukpalleHi cxogwm y bibnioteky. Ak i bygb-ake
ManeHbKe 4n Benuke MicTo, bibnioteka — e
HEe KHWXKW Ta CTIHW, a Nogn, Lo 1T HanoBHIO-
I0Tb XXUTTAM.

Kamepa ¢pnaHye Mix be3nivyio 3axonis
y Micbkux dinianax nybniunoi bibniotekn, yac
BiJ Yacy BMDOMpaeTbCA Ha BynMLo, HIbU Ha-
Maralumnch XafibHo cxonuTn BENMKUM KOBT-
KOM >XWTTS, WO BUPYE AOBKOMA PO3KMAAHMX
no Tpbox paioHax Benukoro Abnyka Bigainis
ByanHKy KHUMM. Mix UMMM 3aManboBKaMu He-
Ma€ >OPCTKOr0 XPOHOMOTIYHOMO MOPSAAKY, 1X
He MOEAHYIOTb aHi CMiNbHI FONOBHI repol, aHi
pexmcepcbke HaB A3yBaHHSA XKOPCTKOro Hapa-
TUBY, aHi 3akagpoBuii ronoc. B ob’exkTnBi Baii-
3MeHa bibnioTeka cTae AVHMM XUBUM opra-
HI3MOM — HAOYHOK MOLEN CyCMiNbCTBa.
A oTxe, Le XunBe CTBOPIHHS caMo Kpallle po3-
noBicTb Npo cebe, aHix byab-ski TEKCTH, Npo-
MOBW Yi iHTepB'lo. TyT 3bupatoTbes YmTaLbKi
Knybu, NpoBoOAATLCHA 3YCTPidi 3 My3MKaHTaMu,
OnarofiviHi Be4opu, 3aHATTS 3 BUBYEHHS CUC-
Temu bpaiing Ta MmoBw xecTiB. it TyT BUaThCs

HaBiTb TaHUIOWTb. PasoMm 3 TMM TenepiwHin
yac i3 yciMa bnaramu TeXHIYHUX [LOCATHEHb
JIOACTBA TYT 3aBXAM NepennitaeTbes 3 barat-
CTBOM [0CBIZly MUHYNMX emnox | MOKOJiHb, WO
36epiraloTb KHIKKOBI NoanLy. Helo-Mopkcbka
Bibnioteka y ¢inbMi BaliameHa cBigumnTh, LLO
KWTTH HECKIHYEHHO pi3HOMaHiTHe, AK | icTo-
pii B 11 BenmyesHoMy cxoBuLLi 3 binbw Hix 20
MiNbiAiOHaMM APYKOBAHUX KHUT Ta PYKOMUCIB.

Ekcnibpvc — ue naTuHcbka Ha3Bga
HEBEINYKOr0o 3HaKy, SKWMIA BKa3ye, KOMY Ha-
NexXuTb KHMra. Moxnneo, byab-aki coujians-
Hi IHCTUTYLT — Hanpuknag, bibniotekn — e
CBOEPIAHNIA ekcnibpuc y nybaivHomy npocTo-
pi. BiH Moxe ByTv HeBUragnunsmm, moxe byTu
BPaxalo4nMM BUTBOPOM MUCTELTBA, MOXe byTu
CKPOMHUM abo po3kiWHWUM. Ane Kyam Baxnu-

Bile, W06 BiH cnpaBai CBIAYMB: Ui IHCTUTYLT

BIAKPUTI nepep, CycnisbCTBOM, Came XUTTs
HaNEeXMNTb HaM.

about the contemporary public space any
more? Frederick Wiseman, the legend of
documentary cinema, disproves that. His
new film, which lasts for more than three
hours, is a walk round one of the largest
libraries in the world, which is an object
of pride for New York. Life pulsates in its
reading halls, between its bookshelves,
even in the street between its buildings.
Its evening showcase windows make pas-
sers-by stop to examine the old posters
and editions; its entrance is covered with
announcements, and during celebrations
chairs are set up outside, to allow the citi-
zens to take pictures in the charming light
of the many candles which decorate the li-
brary stairs. Just like any small or big city,
the library is not the books and the walls,
it is the people who fill it with life.

The camera saunters among the
many events in the city branches of the

as if to take a deep breath of the life which
swirls around the three departments of the
book house, scattered around three dis-
tricts of the Big Apple. There is no strict
chronology to these sketches; they are not
united by the same protagonists, or a di-
rector’s imposition of a rigid narrative, or
by a voiceover. Through Wiseman's lens,
the library turns into a single living organ-
ism, a visual model of society. So this living
creature can tell its own story better than
any texts, speeches or interviews. It is a
venue for book clubs, meetings with mu-
sicians, charity events, classes for learn-
ing the Braille system and sign language.
Children here learn how to operate robots,
and adults of various ages even dance
here. At the same time, the present, with
all its benefits of humanity’s technological
achievements, is always intertwined here
with the richness of experience of the past
eras and generations stored on the book-
shelves. The New York Library in Wise-
man’s film testifies to the endless diversity
of life, just like the stories in its enormous
storage of more than 20 million printed
books and manuscripts.

Ex Libris is the Latin term for a small
mark that indicates who the book belongs
to. Maybe all social institutions — such as
libraries — are a kind of ex libris in the pub-
lic space. They can be unassuming, but they
can also be an impressive work of art; they
can be modest or luxurious. But it is much
more important that they actually indicate
that these institutes are open to the society,
that life itself belongs to us.

Ekenibpue — Ex Libris
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