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“When the Horn Thawed,
the Tune Poured out”:
Pavel Lungin on the Making of Taxi Blues”

Abstract. Russian film director Pavel Lungin explores the topic of independ-
ent cinema during perestroika, using the example of his debut film Taxi Blues,
which received one of the first international awards in post-Soviet Russia—the
Best Director Prize and the Special Mention of the Ecumenical Jury at the 1990
Cannes Film Festival. In the interview, the interlocutors discuss the directorial
and dramaturgical tools: how symbolism is interpreted in a historical context,
how the audiovisual image is constructed, what are the signs of a chronotope—
and explore the image of a man at the crash of an era. For instance, in Taxi
Blues, Pavel Lungin intentionally contraposes the two male characters—that
of Pyort Mamonov (the image of the 90s), and of Pyotr Zaichenko (the image
of a Soviet man)—clashing them against each other not only plotwise (through
a dramatic conflict), but also aesthetically (through fundamentally different
physiognomy and acting plastics). The director analyzes the specifics of au-
teur and genre filmmaking, dividing his artistic biography into a “script-writing”
period, when his films were highly successful in Soviet distribution, and a “di-
recting” period, when he, being in the new historical conditions, began to make
independent auteur films. Another question raised is why a full-fledged “New
Wave" has not emerged in Russia, similar to those that had formed in French
and English cinema. Lungin recalls and evaluates the forgotten figure of Marin
Karmitz, who not only produced the New Wave directors, but also had an au-
teur cinema distribution network—an interesting experience of distribution in
Europe, which can be actualized in scientific research to answer a very timely
question: can auteur films be successful at the box office? Thus, the interview
covers not only the early period of Pavel Lungin’s work (given that at the time
of Taxi Blues there was no Internet yet,and many reviews and analytical articles
about the film are still not digitized). Most importantly, the film Taxi Blues fits
into the historical context; and this fact creates a cultural field both for mod-
ern interpretations and for understanding the art of perestroika—information
about which is still insufficient, resulting in the absence of full-fledged analyti-
cal comprehension. In the interview, we also trace parallels with the processes
that were taking place in world cinema—the New Wave in French cinema,
the British “angry young men”, and the “Youth Rebellion” in Hollywood.
Keywords: Perestroika cinema, auteur cinema, distribution of auteur cinema,
directing, dramaturgy, independent cinema, new waves

" Translated by Anna P. Evstropova.
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«Korpa poxok oTTasan,

NONUANCDH 3BYKM MY3bIKU...»:
[MaBen JIyHrMH o cospaHmmn dmnbma
«Takcn-6nt03»

AnHoTauma. Poccunckunin pexxnccep [Masen JlyHrMH packpbiBaeT Temy «Hesa-
BMCKMMOTO KMHO» B MEpUOL NepecTporKM Ha MpuMepe NpPOM3BOLCTBA CBOEro AebioT-
Horo dunbMa «Takcu-6/103», NONYUMBLIETO OAHY M3 MEPBbIX MEXAYHAPOLHbIX Harpas,
B MOCTCOBETCKOM Poccun — nNpus 3a Nyydlylo pexmnccepckyto paboTy v creumansHoe
yrnoMuHaHue skymeHunueckoro xiopu Ha KanHckom dectusane 1990 ropa. AHanman-
pylOTCS pexuccepckne U ApaMaTypruyeckme MHCTPYMeHTapuu KapTuHbI: TPakToBKa
CUCTEMbI CMMBOJIOB B MCTOPUYECKOM KOHTEKCTE, MOCTPOeHWe 3BYKO3PUTENBHOTO 06-
pa3sa, NpuMeThbl xpoHoTona. ViccnepyeTcs obpas yenoBeka Ha CloMe 3MoX: B Gwb-
me «Takcu-6nt03» [laBen JIyHrMH npegHaMepeHHO MPOTUBOMOCTABUA [Ba MYXKCKMUX
obpaza: B wcnonHeHun [etpa MamoHosa (06pas 90-x) v MeTpa 3aiuerko (06pa3s
COBETCKOrO Y€e/I0BeKa), CTOKHYB MX He Tobko (abynbHo (MOCPEeACTBOM ApaMaTyp-
MMYECKOTO KOHMMMKTA), HO U 3CTETUYECKM (MPUHLMMMATBHO PasaiviHas GU3NOrHOMU-
Ka W aKTepckas naacTuka). Pesxkuccep Taike aHanMampyeT crieumduky aBTopcKOro u
)@HPOBOro KuHemaTorpada, pasfenss CBoOW TBopueckylo Guorpaduio Ha «cueHap-
HbIV» Nepwog, Koraa ero GuabMbl GbiIv OYEHb YCrewHbl B COBETCKOM MPOKaTe, U «pe-
MCCEPCKMIA®, KOTAA OH Hayan CHMMAaTb HE3aBMCMMOE aBTOPCKOE KMHO YXe B HOBbIX
ncTopmueckmx ycnosusx. NogHumaetcs 1 Bonpoc o ToM, nodeMmy B Poccun He Bo3-
HWUKNa MOMHOLEHHas «HOBasi BOMHa», MOAOBHO TeM, YTo chHOPMMPOBaNNCL BO dpaH-
LY3CKOM ¥ aHmunckoM kuHo. Maeen JIyHrMH BCMOMWMHAET W OaeT OLeHKy 3abbiTown
durype npoptocepa MapuHa KapMuua, He ToNbKO MPOAKOCHMPOBABLIErO PEXMCCEPOB
«HOBOW BOJIHbI», HO U MMEBLUErO CETb KMHOMPOKaTa aBTOPCKOro KHeMaTorpada — 1H-
TepecHbIN OMbIT €BPONENCKON ANCTPUBYLIMM, KOTOPBIA MOXHO aKTyasM3nMpoBaTh B Ha-
YUHbIX WMCCNEA0BAHUAX, YTOBbI OTBETUTb Ha O4YEHb CBOEBPEMEHHbIN BOMPOC: MOXET
7Y aBTOPCKOE KMHO BbiTb yCrewHbIM B npokate? TakiM 06pa3oM, B UHTEPBbIO UCCe-
LlyETCs He TOMbKO paHHMIA nepuog Teopuectsa [lasna JlyHrvHa (C y4eToMm Toro, 4To BO
BpemeHa «Takcu-6nt03» ewe He 6610 VIHTEpHETa, 1 MHOMMe peueH3un 1 aHanuTuye-
ckue cTaTbn 0 duibMe [0 cUx nop He oumdposaHbl). CaMoe riasHoe — dunbM «Takcum-
6/1103» BMWCHIBAETCA B WCTOPWUYECKMIA KOHTEKCT, YTO CO3LAET Ky/bTYpONornyeckoe
none Kak Ans COBpeMeHHbIX TPAaKTOBOK, TaK W A/1st MOHMMaHMUs MCKYCCTBa NepecTpomnKu,
MHGOPMALMM O KOTOPOM IO CUX MOP HEeAOCTaTOYHO, BCAEACTBME Yero OTCYTCTBYET U
NONHOLIEHHOE aHaNMTUYECKOE OCMBICIEHME. TaldKe B MHTEPBbIO MPOBOASATCS Pa3nnyHble
aHanorMm ¢ MPOLECCaMm, MPOUCXOAMBLLMMU B MMPOBOM KUHO: AAlOTCS XapakTepUCTUKN
«HOBOW BOHE» GPAHLLY3CKOrO KMHO, KMOKOEHMIO paccepyeHHbIX» B BennkobputaHum,
«MOKONeHWo MonoaexHoro byHTa» B fonnmeyae.

KnioueBble cnoBa: KMHO MEPeCcTPOMKM, aBTOPCKOE KMHO, MPOKAT aBTOPCKOrO
KMHO, PEKICCYpa, ApaMaTyprus, He3aBUCUMOE KUHO, HOBbIE BOJIHbI
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INTRODUCTION

The cinematography of the perestroika period is still poorly studied.
The directorial and dramaturgical strategies proposed at that time by the new
generation (Pavel Lungin, Sergei Ovcharov, and, later, Pyotr Lutsik and Alexei
Samoryadov) are not evaluated in the context of the development of modern
cinema—which is especially important, since the Russian film industry of
the 21st century is the result of all those “destruction” and “renewal”
processes that took place at that turning point. On the one hand, the hopes
for a new film language and international success for new Russian cinema
were largely false: in the Soviet period, despite the Iron Curtain, Russian
cinema had a far greater resonance at international film festivals than it does
today. However, there was a short period of hopes, not only social, but also
cultural. It was during that time that Lungin made his first film, Taxi Blues'—
a promise of a New Wave in Russian cinema. Elizaveta Trusevich and Pyotr
Klemeshev talk about that period and about Taxi Blues with its director.

Fig. 1. Pavel Lungin?

"The film is set in the first years after perestroika. A chance encounter between taxi driver
Shlykov and saxophonist Lyosha develops into a bizarre friendship. Each of the heroes has
his own philosophy of life. Shlykov is a Soviet-style, strong-willed man. Lyosha is a talented,
but unsettled alcoholic musician. Shlykov despises Western culture, considers intellectuals
and artists the source of all Russia’s troubles and tries to change Lyosha. Lyosha, on the other
hand, reproaches Shlykov for being withdrawn into the monotonous world of a Soviet man.
He constantly ponders the meaning of life and his destiny, suffers from depression, but even
his attempts to commit suicide end in failure. Shlykov's entire value system collapses when
Lyosha, having met an American saxophonist, makes a career abroad and returns to Russia
rich, famous, and makes new friends. Shlykov yearns for his old friend, starts drinking and,

HAYKA TEJIEBUAEHUA 17 (3), 2021 122 THE ART AND SCIENCE OF TELEVISION



PAVEL LUNGIN & TAXI BLUES

Elizaveta Trusevich (henceforth E.T.): Pavel Semyonovich, why, having
graduated from the Philological Faculty of Lomonosov Moscow State
University and then the scriptwriting department of the High Courses for
Scriptwriters and Film Directors, did you suddenly decide to become a
director?

Pavel Lungin (henceforth P.L.): | took my script of Taxi Blues to
Mosfilm, to Vladimir Menshov? association. After reading the script, they
cancelled the contract with me. They said they did not need a musical
comedy. They simply did not grasp the idea. Then | took it to Lenfilm.
At Lenfilm, they liked the script, but | was told that they could not start
the film because | had no directing experience. So, they decided to give
me a co-director. My relationship with him was very complicated. | felt that
we were not on the same wavelength. It was a very difficult period: there
seemed to be an opportunity for me to make a film, but there was no clarity
about how exactly—it was impossible to make this picture in Leningrad,
because the story was purely Moscow. And in this period of hard solutions,
the unexpected happened. Moscow inthe early ‘90s was filled with foreigners:
some came to buy paintings from informal artists, some—for souve-
nirs. The symbols of perestroika were very important then, because the
division into two camps ended, the confrontation ended. The whole world
was in complete euphoria. Russia suddenly opened its borders. [t became easy
to come here. You could walk up to someone on a street and start a
conversation just like that. And there was a sense of brotherhood and
internationalism, a kind of shared joy. It is kind of amazing that we lost this
feeling so easily.

So, there was that man, Pierre Rival*, who, on the one hand, was
a collector—he bought paintings from different artists, and on the other
hand, he was the editor of a French cinematographic magazine. He came to
m his prejudice, comes to Lyosha's concert, where the music touches him to tears.
The friendship will not return, but the heroes have already played their parts in the lives of each
other. From now on, each will go his own way.prejudice, comes to Lyosha’s concert, where the
music touches him to tears. The friendship will not return, but the heroes have already played
their parts in the lives of each other. From now on, each will go his own way.
2See the image source: https://www.scoopnest.com/ru/user/EchoMskRu/1128203952179302403-
(15.09.2021).

3 Director Vladimir Menshov, the creator of Moscow Does Not Believe in Tears, Love and Pi-

geons and others.
4 Subsequently, Pierre Rival made a cameo appearance in Taxi Blues.
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our house by chance, when he came for a visit with some company. And my
mother® spent all her childhood in France, she spoke French like Russian, it
was her second language. And all my childhood she tortured me with French,
which | then successfully forgot, because there was no occasion to use
the language. And all of a sudden French comes in handy when | start talking
to Rival. Somehow, we liked each other. And | gave him the script. Still printed
on paper, in Russian. And | completely forgot about it. Three or four months
passed. My Lenfilm story continues. And suddenly | get a call. Someone
speaks to me in French. The man introduces himself as a producer from
France. | take it for a joke and hang up. The man rings me up again, saying,
“I'm sorry, it seems we got disconnected.” It was producer Marin Karmitz®:
“Your script was translated into French, | read it and [ liked it a lot. And | want
to invite you to France to negotiate.”

And | do not even have a visa or a passport. | reply, “Okay, | will definitely
come.” At that moment | felt horror and joy at the same time. | went to the
Union of Cinematographers to get a visa. At first, they turned me down. Then
| went to the foreign commission, which was in charge of travelling within the
Soviet Union—and started to inebriate them. | went there as if to a nine-to-
five. Every time we got upstairs to the restaurant of the House of Cinema...
And, finally, they begged, “What do you want, tell us!” | said, “Guys, | need to
go to France.” So, they helped me.

My fate was hanging on such a thin web: if | had not been given a visa,
if I had not been at home when the producer called me. If something is to
happen—stars will align. | went to France.

Marin Karmitz turned out to be a prominent producer, and famous,
too. He had his own network of cinemas MK2’, and he specialized in auteur
cinema. At the same time with producing my film, Karmitz produced the films
of Krzysztof Kieslowski and Claude Chabrol®. He was the first in France to
take the risk of making money from auteur cinema. And he took a successful
risk. Very smart, talented, greedy. We had a conversation—he said, “I'm only
interested in this Alm if you make it.” But why? | even offered to take the
director Lenfilm had appointed to me as a co-writer. And he said, “No, that is
out of the question. | have been dealing with auteur cinema all my life. This

¢ Lilianna Lungina, a Soviet translator, most known for her translations of books by Astrid Lingren
(Karlsson-on-the-Roof Carlson, Pippi Longstocking).

7 An international film company engaged in the production and distribution of predominantly
auteur films.

8 The film Madame Bovary (directed by C. Chabrol, produced by M. Karmitz) was released in 1991.
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is the author’s view of the world. If somebody else does it, you'll get just
another average movie. So only you have to make it. If you make it, you make
it. If it does not work, it does not work. | am ready to risk this little money.”
| returned to Moscow, inspired. | shot Taxi Blues, and in six months | was at
the Cannes Film Festival’.

Fig. 2. Taxi Blues poster”

It was my first film, my debut. Before that, | had not even made a
single short film. | had never looked through the camera’s peephole, | did
not understand many technical things. | still do not know much about
lenses, because | never studied directing. Every director has a first film. You
have to put into it what you have inside—to take it and present it to the

? At the 1990 Cannes Film Festival, Taxi Blues was nominated for the Palme d'Or, and Lungin
received the Best Director award.
1 See the image source: https://www.kinopoisk.ru/picture/2228916/ (17.09.2021).
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world. Do you have something that sets you apart from the rest, makes you
a director? Because calling yourself a director does not make you one. There
are those who are only capable of telling a story anonymously; and there
are those who create whole worlds. These worlds seem to be similar
to reality. But, nevertheless, it is a different reality. There is always some
optical, sensual, philosophical angle. Something about that author’s world is
a little off. Even though it looks like a real one.

| always think of a story of Baron Munchausen, when he rode through
the snow in the midst of winter and blew his horn, but it was so cold that
no sound came out. Then he came to an inn, hung the horn by the fireplace,
and when the horn thawed, the tune poured out. Just in the same way, music
suddenly poured out of me. And it was a huge relief. | suddenly realized that
it was easy for me to make films. Many people say that making movies is
hard. In fact, if you are a director, it is very easy. If you are not, it is very
difficult. If you are not a director, you have to draw pictures, discuss them,
prove something; and if you are a director, it is as natural as breathing. You
see a scene—two people in front of you, a third person enters, and some kind
of web of relationships emerges between them. And this picture starts to
live in front of you. When you feel like it is true, you just shoot it, and that'’s
it. And it became very easy for me. Because | hate writing. | was a miserable
writer. Because | did not like that moment of solitude in front of a piece
of paper at a typewriter and, later, in front of a computer monitor. | still don’t
like that moment, because | have to put myself in some artificial state.

Apparently, my screenplays' did not make good films because | wrote
them for myself. There has always been a certain vision which is not universal.
A good script is a script that any director can make a film from. Chekhov has
good plays. They are staged in Africa and in Japan—and it is all Chekhov.
And |, apparently, had some fragility... some bias in my view. The script and
then the film Taxi Blues was a pure blob of energy. There was not much skill
there, but there was a lot of fun, freedom, the energy of a man who creates
not through professionalism, but through feeling. Now | shoot differently,
unfortunately | became a professional. And sometimes it is amateurism that
gives the right effect.

E.T.. Why did the film become a discovery of the new Russian
cinematography for Western audiences?

" The Invictible (directed by Yu. Boretsky, 1983) based on Lungin’s script had a box office
attendance of 29 million people.
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P.L.: Taxi Blues turned out to be the first film of perestroika—there
emerged a new vibe. A film that shows how the world of the Soviet Union
splits into two types of people: those who accept perestroika and those who
do not. The story keeps bringing up the question of freedom and unfreedom.
Is freedom good? Or is it not? This is the story of an encounter of two
personalities, each with their own truth. One is the truth of a chauffeur,
a man resentful of the world, who believes only in himself, who has

the feeling that everyone betrays him: the state, and his fellowmen—
everyone wants to deceive him. A purely materialistic man, focused on some
petty matters, petty money. And then he meets someone who seemed scum
to him—a despicable, pathetic little musician, a drunkard, who destroys
himself, who lies—and who suddenly rises to some inaccessible heights,
becomes well-known and famous by virtue of his talent. This was a conflict
of ideas. In this, there was a foreboding of a failed civil war. These two
truths—they collided and beat each other, and hated, and at the same time
loved each other, like two parts of one world, one state.

Pyotr Klemeshev (henceforth P.K.): Shlykov and Lyosha—are they
people, characters, or are they more of symbolic signs?

P.L.: In terms of psychoanalysis, the Soviet man suppressed that free
man and forced him to work, to speak, and to do things that were unnatural to
him. And the latter, in an eternal search for joy, freedom, inspiration, and vodka,
kept trying to break free... In the end, he did break free and win. And the other
one, the Soviet man, suddenly realized that it was as if his soul had gone out
of him, that it was impossible without this other half, that he loved it. That he
could not do without it. Mamonov's character is the secret soul of Shlykov.

P.K.: But Shlykov is still a very attractive character...

P.L.. Filmmaking is a very controversial thing. You shoot about
Lyosha—about a jazzman, a drunkard, witty, funny, unreliable... And for some
reason you come to love the other one—Shlykov. Because he suffers—
the second, the voiceless one suffers. Homo sovieticus. He has nothing to
say. Mamonov's character will come to an agreement with God anyway. He
will play, get drunk, then sleep it off, and come up with something... But
Shlykov always bears his anguish of voicelessness.

E.T.: When you were writing the script, did you put a symbol system in
your dramaturgy?

P.L.: The world was full of symbols then. Maybe it is the time that was
so symbolic. For example, at that time | was not afraid of using a symbolic
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space in which the butchers cut up the carcasses. Now, perhaps, | would have
decided that meat is too strong an image. But then | was not familiar with
the works of Francis Bacon” who painted carcasses all the time. Just as
American directors were making movies against Hollywood, so | was making
this film as if against the Mosfilm style. Like in American independent films of
the 70s—from the ugliness of a big city sprouts something new, something
pure. But then Hollywood naturally absorbed those rebels. It is impossible
to beat that. All those protesting boys later became famous directors®. These
are the moments when you are in sync with your people and your country,
and unwittingly you are broadcasting those vibes. | am always trying to tell
a compelling story. Life has a symbolic meaning. The poetry of cinema for
me is in the photos of Bresson™, in the New Wave films, in the American
movies of the 70s like Midnight Cowboy, Scarecrow. When there is precision
in the gaze, in the face, then life itself becomes symbolic. And truth becomes
symbolic. But to do this, life has to be dissected.

P.K.: What is the most important thing in the flm? Theme, idea, or
visual appeal?

P.L.: I think that a film should not carry any ideological charge. What is
your film about? How do | know what it is about! If you tell a story well—just
a story, describe a character, a life situation—then the film absorbs meanings
like a sponge. If you want to illustrate some ideological idea, you cut off
the rest of the meanings. And if there is an empty sponge, it sucks up all
the water. All the meanings. Everyone sees something different in what is
created. | can be simply telling a story. | do not take sides. As a human being,
| do, of course! But when you are just telling a story, it is much stronger than
personal biases. Now cinema has turned to comics. Plus this is a two-pronged
process: both in mass cinema, where a human being can be a symbol of good
or evil,and in the so-called festival cinema, where there are comics, too, but
just of some other type. For example, there is an identifying figure of the
oppressed African, or some Arab woman... But | have always been interested
only in living life. And | still try to fill the character with the psychology of
living people. Maybe it is outdated. But | cannot do it any other way. | always
try to construct some kind of human situation. The films | make are always

"2 Francis Bacon—in this case, the Irish-born British expressionist painter, master of figurative
painting.

3 This refers to F.F. Coppola, P. Bogdanovich, J. Schlesinger, A. Penn and others.

" Henri-Cartier Bresson—French photographer, founder of the street photography genre.
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made from within. Imagine there is a picture hanging on the wall, and you
will never get inside it. That is exactly how Soviet cinema was made. You can
only look at it, that is, you are an outside observer. And | have always been
interested, starting from Taxi Blues, in shooting from within that picture. So
that one could get there, inside, in the middle. To shoot around, along the
perimeter, rather than enjoy the beauty of the image from the outside. There
are no divine landscapes in my films! But there is always a view from within.
| poured all the accumulated energy into my first film. And it was a double
charge: on the one hand, personal energy—the energy of a man, dried up,
candied in this decaying world of socialism... On the other hand, the energy
of a changing state. These two energies—the personal and the social—
streamed into this film. That is why Taxi Blues had such a success, such a
sound. Because it said something about what was going on in that closed
country. | mean, nobody understood how we were living. And there was such
a phenomenon as the Soviet duality, the Soviet ability to live in truth and
untruth at the same time. And to say one thing in one place, another thing in
another— and to exist perfectly well in all this.

E.T.: Why do you think New Wave did not emerge during the perestroika
period, like it happened in France' and the UK'®?

P.L.: In the Soviet Union, cinema has always been built on censorship.
There were always bans, and there was Aesopian language that helped get
around those bans. That is how Panfilov, Klimov, Ryazanov, and all our big
artists filmed. Then the censorship suddenly disappeared, leaving a void.
There was nothing to stand against any more. One just had to tell stories.
[t turned out that the brick wall of censorship was some kind of support—
artists beat against it and created their masterpieces. Why have none of our
great directors made a single movie about themselves? Is it because we do
not have a tradition to confess, to show ourselves in an unattractive, even
pitiful way? Indeed, this is not a Russian tradition. Only Andrei Tarkovsky
knew how to do this".

> The French New Wave—a trend in French cinema of the late 1950s and 1960s, which formed
such outstanding directors as J.L. Godard, F. Truffaut, C. Chabol.

6 Also known as the “angry young men”—a literary and cinematic trend that emerged in Britain
in the ‘50s, which is characterized by social orientation and rebellious moods of the main
characters. The most famous film samples are The Loneliness of the Long Distance Runner by
Tony Richardson and Room at the Top by Jack Clayton.

7 Andrei Tarkovsky's Mirroris replete with autobiographical references, has a lyrical kind of plot;
and at the center of the story, there is a lyrical hero—the director’s own alter ego.
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| do not know why there was no New Wave. | guess, in a sense, one
had to be a newcomer to enter it. Precisely because | had never made a film
before, | did not have those “dos and don’ts” in me. And other filmmakers
kept shooting “the right way”. It was not for nothing that the phenomenon
of Kazakh cinema emerged back then—those directors did not know “the
right way” either. And they did not know how to shoot. They made films
on energy. But then it was over very quickly. And then in a very short time
people started longing for success. The specter of money floated around.
During perestroika, there was a great magnetic storm of discovering money.
People unexpectedly found out that there was money. That it was very
important. That money was wanted. It is like radiation. It is invisible, but it
destroys you. And there was no industry. The Ministry of Culture, Goskino—
everything fell apart. Big studios could no longer provide for themselves. The
old industrial way no longer worked. It was then that the big factories were
shutting down. Film studios were also shutting down. Because a film studio
is something like a factory, too. The money had to be sought from some
scoundrels, half-bandits. So they became the ones who censored movies.
That was when the tastes of the crowd all of a sudden became apparent, too.
They started making low-brow comedies which could be shot quickly and
get the money right away. Because | lived in France for a few years, although
continued to shoot films here, | was kind of outside of these processes.
| took some small money for my movies from the French. At the time we
were shooting for very little money.

And vyet, living in France, | was out of this radiation. | even had this
joke. I live in France: | am a regular human being; | travel by metro. But when
| come to Moscow, | dreadfully want a black Jeep. Why? When | leave, | don't
want a Jeep. When | come to Moscow, | want it again! Why? | don't need it.
Because | fell into that magnetic field. Restaurants, stores, everything is open
24 hours a day. An enormous explosion of sexual freedom... Art exhibitions
were organized, where foreigners bought paintings, bought them for a lot of
money. Paintings by artists who, until recently, could not make a living, who
crawled out of basements.Such a change of orientation,a landslide movement...
The fact that | lived in France helped me to endure. To stay the way | am.

E.T.: What innovative techniques did you use in “Taxi Blues”?

P.L.: | realized that if | went to a studio to shoot in pavilions, there
would be no live movie. | acted like a Neanderthal. We found a big apartment
in a huge house,which had been left for total renovation. The house had been
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evicted. We found a huge apartment in that house and divided it in halves.
Half of the apartment was our office; the other half was our decoration—
Shlykov's apartment. In other words, there was a real crapper, a real kitchen,
a real room. There was wallpaper left over from the communal apartment.
All of that was real. Now everyone is shooting like that. But then it was
the first time. I, by the way, was the first one to buy lunches for the crew.
| remember directors even came to me to see if it was really possible
to shoot without a studio. Alexander Mitta came by. The spirit of freedom,
the separateness of that apartment, of the universe—all of it became part
of the film. We showed Moscow as no one had ever shown it before.
We showed the casual Moscow, the Moscow of red brick buildings,
the Moscow of high-rises, the Moscow of communal apartments. In all this
there was something new and fresh. The Western world reacted to that
sincerity... To sincerity that is barbaric in a good sense.

P.K.: Were Soviet films shot in pavilions?

P.L.: Yes, Soviet films were shot only in pavilions. They built up apart-
ments and decorations. That was the only way.

E.T.: In the Alm, you often use a semi-subjective camera, get close to
faces. It was also not typical for Russian cinema then, was it?

P.L.: | was lucky a lot of times. A team gathered. As | said before, if
something is to happen, stars will align. | found the cameraman Denis
Evstegneev. He was about 25 years old. He became my ally, my friend, and we
discussed everything together. | found a good co-director. Vladimir Repnikov
was the producer of the film. It was a team. Denis taught me a lot. | did feel
how it should be. But | did not know how to make it. What is interesting is
that the French provided me with a sound engineer. It was the first film that
was shot with online sound recording. That is, the sound was recorded on
the set. The equipment was poor. “You cannot shoot,” the sound engineer
would say with that European meticulousness®. And we would stop the
plants, the factories—because the equipment picks up the slightest hum!
That soundtrack was also important for understanding life. The film was not
dubbed, it was all filmed on location. And the composer was my great luck as
well. He was the best saxophonist at the time, the brilliant Vladimir Chekasin.
| went to his semi-underground concerts in clubs on the outskirts. Mamonoy,
you know, can't play the saxophone. The music was overdubbed. So the film

'8 The sound engineers on set were the Frenchmen Jacques Ballay and Pierre Lorrain.

HAYKA TEJIEBUAEHUA 17 (3), 2021 131 THE ART AND SCIENCE OF TELEVISION



was innovative from all sides: the sound and the image. Everything was in our
own way. Because | didn’t know “how it should be”.

P.K.: One of the most significant characters in the film is the car. What
kind of car was it and what cinematic fate awaited it?

P.L.: The French sent us an old, battered Mercedes. And then the guys,
the stuntmen, ask me, “What are we going to do with the car? Shall we sell it?
Or will you take it for yourself?” What do you mean? | was so out of the loop
at the time. | reply, “We will burn it.” That explosion, the fire—it was not in
the script from the beginning. It arose solely out of a sense of contradiction.
The guys ask, “Can we at least get the wheels off?”. They took off the wheels.
This is how that image emerged of a car on fire on an empty highway in front
of a high-rise building. This happened solely because of my nastiness. | don’t
even know what | would do with it now. But then it was so obvious—this is art.
No one should get anything. Everything should be burned, gone, get merged
with the film.

E.T.: Tell us, please, about your approach to casting. After all, you
have discovered a new type of face. More importantly, you emphasized that
the change of a system, the change of worldview is also reflected in
the change of the types of faces. In your film, you have a recognizable Soviet-
type face (actor Pyotr Zaichenko) and, in contrast to it, Mamonov’s face (the
type that will in future be in demand in the new Russian cinema). How did
you manage to grasp this change, not only in worldview, but even in human
physics?

P.L.: l usedtypestoo.We filmed onthe Arbat,inareal police station. A girl,
a prostitute with a black eye—we found her on the Arbat, she is not an actress.
In the scene in the basement of the Eliseevsky store, only types were filmed:
the laughing woman with the iron tooth, the butchers, the choppers—they are
all real people. Real butchers, a real axe, a real scaffold. | did not want to take
famous actors. It had to be new faces. This is how Mamonov turned up. He was a
musician,the leader of the band Zvuki Mu. The second character, the taxi driver
Shlykov,was a little-known actor from Volgograd, Petya Zaichenko. This was the
first role of Natasha Kolyakanova, an actress of Anatoly Vasiliev's theater, who
had never been filmed before. The most difficult moment is moving from the
paper world of the script to the multidimensional truth of real life. For example,
the script says, “Anna entered the room.” Everything is not clear in this
remark. What room? How did she get in? Did she slam the door or crawl
in like a snake? Who is this Anna? What color is her hair? And everything
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begins to get clothed in the truth of the vision. Casting is critical. For me,
the film is created during auditions. Ever since | started shooting auditions,
this particular period for me is very intimate and very important. The script
flies like a duck, and the actor is a bullet, and they have to meet each other.
That actor has to become that person; no matter how you write the script,
it is still abstract, conventional. Because the script doesn’t sweat, doesn’t
cough, doesn’t sneeze. The script is an abstraction. In the process of filming,
you betray your script, change it, destroy it. It's like a seed (I am already
switching to the language of evangelical parables). If the seed does not rot in
your soil, it will never grow into a new plant substance. This life—it is exactly
these actors. You breathe life into it with actors, you fill it with actors. With
actors’ faces, voices, with their nonideality. Their weaknesses. Their ugliness.
And their beauty, of course, too. The choice of actors was an important point.
And the angels were carrying me. Because | chose Mamonov, and it turned
out that meeting him was a very significant moment in my life. He played
in films, which are very important for me. For all that, we are very different
from each other, we live different lives: our lifestyle, our perception of
the world—everything is different. But it is this difference that gives me some
kind of spark.

RESULTS

In terms of significance for the history of cinema, Pavel Lungin’s
Taxi Blues can be compared to Jean-Luc Godard's cult film Breathless,
which marked the beginning of a new film aesthetic. But Taxi Blues, being
the first ilm of the Russian New Wave, was also the last film of that failed
phenomenon. All the conditions for its development seemed to be in place:
a new social context, the protest against “Daddy’s Cinema” expressed
at the scandalous 10th Congress of the Soviet Cinematographers, the
eclectic post-modernist tendencies which the time itself gave rise to—and
yet it did not happen. Pavel Lungin is still the first and the last “New Waver”
of the national cinema. However, today the role of his debut film seems
to be more significant than, say, in the 2000s. Lungin started forming
a powerful cultural base for “independent cinema”.

HAYKA TEJIEBUAEHUA 17 (3), 2021 133 THE ART AND SCIENCE OF TELEVISION



In the 1990s, all non-industrial attempts to make films were doomed
for technical reasons. The advent of affordable equipment sets the stage
for the emergence of the much-anticipated New Wave. In Europe, inde-
pendent filmmakers mostly used their own money to shoot films. For instance,
Claude Chabrol used his wife’s inheritance for the budget of his debut film
Handsome Serge, and Luchino Visconti shot his Obsession with money
from his aristocratic family and the Italian Communist Party. Today, a small
budget is enough to make a film. But young Russian directors have not yet
realized this opportunity in practice. Perhaps the reason lies in the lack of an
intellectual basis (the inspirer of the French New Wave was the outstanding
film expert and critic André Bazin), as well as in the absence of a “pedigree”—
after all, it is no coincidence that the French, denying the “Daddy’s Cinema”
of Marcel Carné and Max Ophlls, spent so much time in the Cinématheque
in search of forgotten examples of national cinematography that could be
used in a new cultural context. This is how Jean Vigo's Zero for Conduct
was found and proclaimed a masterpiece, which became the starting point
for the creation of the new aesthetics. Drawing parallels, Taxi Blues seems
to us the starting point from which the “pedigree”, necessary for the birth
of the Russian New Wave, begins.
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BBEOEHWE

KuHeMaTorpad nepuopa nepecTporki OO CUX MOP Mafo M3YyYeH.
PexxmccepckmnM 1 apamMaTypryeckm CTpaTernam, NpeanoxeHHbsIM B TO Bpe-
M HoBbIM nokoneHweMm (M. JlyHrun, C. Osuapos, yyTb noaxe — [1. Jlyumk
n A. CamMopafioB), He [aHa OLEeHKa B KOHTEKCTE pa3BWUTUS COBPEMEHHOTO
KMHO, YTO OCOBEHHO BaXXHO, T.K. POCCUMMCKasa KuHouHaycTpma XX| Beka sB-
NeTCa pe3y/bTaToOM BCeX Tex MPOLEeCCOB «PaspyLlieHns» 1 «obHOBNEHN»,
KOTOPble MPOUCXOAMN B NepenoMHbii nepmod. C 0fHOM CTOPOHbI, HaAeK-
Obl Ha HOBbLIM KMHOSA3bIK M MEXAYHAPOAHbBIN YCMex HOBOro POCCUINCKOrO
KMHO OKa3anncCb BO MHOTOM JIOXHbIMW — B COBETCKMI MNePUOL, HECMOTPS Ha
beHoMeH «kenesHoro 3aHaBeca», OTeYecTBEHHOE KUHO MMeno Kyaa 6osb-
WA pe30HAHC Ha MeXAyHapOoaHbIX KnHodecTnaansx, yem ceroas. OgHako
6biN HELONTUI NepUOoL HAAEX, HE TOMBKO COLMAsbHbIX, HO U KYNbTYPHbBIX —
1 UMEHHO B 3TOT nepuof pesxuccep [Masen JIyHrH co3aaeT nepeyto KapTuUHy
«Takcn-6n103»', KoTopas obellaeT «HOBYIO BOHY» pycckoro kuHo. O6 ToM
BpeMeHu 1 o dunbme «Takcm-6nt03» ¢ ero cospatenem asnom JIyHrHbIM
becenytoT Enmzaseta Tpycesuy 1 [MNetp Knemeuwes.

Puc. 1. Masen NyHrun?

' [lencTtere dbunbMa pa3sopaumsaeTcs B nepsble rofpl nocne nepectponkun. CnyyanHoe 3Ha-
KoMcTeo TakcucTa Meara LUnbikosa u cakcodonucTa Anekces CenveepcToBa nepepacTaeT
B CTpaHHyto ApYxX6y. Y KaX4oro 13 repoes — CBOS KM3HeHHas dunocodus. LLnbikos — uenosex
COBETCKOW 3aKasKku, CUbHbIK, Boneson. CenveepcTos — TanaHTAMBbIN, HO HEYCTPOEHHbIN B XK13-
HW My3bikaHT-anKkoronmk. LUnbikos npesvpaer 3anagHytlo KynbTypy, CYMTAET MHTENNEKTYanos
N XYLOXHWUKOB MCTOYHMKOM Bcex ben Poccum u nbitaetcs namennts Cenvsepcrosa. Cenvieep-
cToB xe ynpekaeT LLinbikosa B TOM, YTO OH 3aMKHYT B MOHOTOHHOM MUPKE COBETCKOIO Ye/I0BeKa.
OH NOCTOSHHO Pa3MbILLNAET O CMbICE KU3HW U CBOEM MpeLHa3HauYeHUn, My4YaeTcs Aenpeccuen,
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MNABEN MYHIMH N «TAKCU-BTHO3»

Enuzasera Tpyceenu (nanee E.T.): [1asen CemeHoBud, noyemy Bbi, 3a-
koHumB pungpax MIY um. M. B. JlomoHocosa, a 3aTem cLeHapHoe oTaesieHue
Bbiciumx kypcoB cLieHapycToB 1 pexunccepos, BAPYT PELnv CTaTb PEXMC-
cepom?

Masen Jlynrun (nanee MN.J1.): 4 oTHec cBon cleHapui «TakcK-6103»
Ha «Mochunbm», B obbeamHerre Bnagumupa Membliosa®. Korga Tam npoun-
Tanu cueHapuii, To Co MHOW pacTopriu aoroeop. Ckasanu, YTo My3bikasbHas
KOMeams He HyXHa. DTOT CUEeHapuii NPOCTO He NOHAAW. Toraa s OTHeC ero Ha
«JTeHdnnbm». TaM OH MOHPaBMACS, HO MHE CKa3anu, YTO He MOTYT 3amnyCTWTb
KapTUHY, MOTOMY UYTO Yy MEHS HET PEeXMccepckoro onbita. Pewnnu aate MHe co-
pexuccepa. C HUM y MeHs Bbiiv OUeHb CNIOXHbIE OTHOLWeHMS. S YyBCTBOBAN,
UTO Mbl APYr ApYyra He NMOHMMaeM. ITO bl OUeHb TPYAHbIM MEePUOL: Ka3anoch
Obl, Y MEHS €CTb BO3MOXHOCTb CHATb QUMbM, HO MPU 3TOM HET ACHOCTH, Kak
MMEHHO — HEBO3MOXHO CHWMMaTb 3Ty KapTuHy B JleHuHrpade, seap mctopus
NCKIOYUTENBHO MOCKOBCKaS. V1 B 3TOT nepuog TaKenbix 06bSCHEHN NPOn30-
wno HeoxuaaHHoe. Mockea 8 Havane 90-x 6bina HanosHeHa MHOCTPAHLIAMM!
KTO-TO Mpuesan nokyrnaTb KapTuHbl Y HEDOPMAabHbIX XYLOKHUKOB, KTO-TO
3a cyseHupamMu. CMMBOMbI NEPECTPOMKM BbiIN TOTAA OYEeHb BaXKHbI, MOTOMY
UTO 3aKOHYMNOCH pasfeneHe Ha [1Ba fareps, 3aKOHYMI0Ch NMPOTUBOCTOAHME.
Becb mMup npebbisan B8 nonHon andopun. Poccra Bapyr oTKpbina rpaHmupl.
Crano nerko npunexatb. MoxHO 6b1710 3aNpPOCTO 06LWATLCA C IOAbMI Ha yanLe.
M 6b1510 NoNHOE YyBCTBO 6PATCTBA M MHTEPHALMOHAbHOCTU, KAKOW-TO 0bLLen
panoctut. Kak yamBUTENbHO, YTO Mbl TaK ErKO NOTEPS/IN 3TO YyBCTBO.

1 npuexan oouH yenosek, [bep Pusanb’, koTopbit, ¢ 0AHON CTOPOHDI,
6bIN1 KONNEKLMOHEPOM — MOKYMan KapTUHbI Y Pas3HbIX XYOAOKHWKOB, @ C ApY-

HO [aXe ero MombITKM MOKOHYMTL C COBON OKaHYMBalOTCS Heydadamu. Besa crucTema LieHHocTen
LWnbikoBa pywmTcs, koraa CenveepcTos, NO3HAKOMMBLLMCE C aMEPUMKAHCKUM CakKCODOHUCTOM,
flenaeT Kapbepy 3a pybexxoM u Bo3BpaliaeTcs B Poccuio GoraTbiM, 3HaMEHUTbIM, 063aBOANT-
cs HOBbIMUM Apy3bsMu. LLInbikoB TockyeT no cTapoMy Apyry, HauMHaeT NTb W, MPeoAoNeB CBOe
npeny6exaeHve, npuxoamnt Ha kKoHuepT CenveepcTosa. Myabika TporaeT ero fo cnes. [pyx6a
He BepHeTCs, HO CBOIO posib B cyabbax Apyr Apyra repou yxe coirpanut. [Jansle kaxapivi nonaet
CBOWM MyTeM.

2 McTouHmk 1n306paxeHns cM.: URL: https://www.scoopnest.com/ru/user/
EchoMskRu/1128203952179302403- (nata obpawerus: 15.09.2021).

3 Pesxuccep Bnagmmmp MeHblios, CHABLIMIA Takme U3BeCTHble GpubMbl, kak «Mockea cnesam He
BepuT», «J110608Bb 1 ronydu» 1 Ap.

“ Bnocnenctsuu MNbep PriBans MCNONHUT 3nM30aMYecKyto ponb B Gunbme « Takcn-61103».
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https://www.scoopnest.com/ru/user/EchoMskRu/1128203952179302403-
https://www.scoopnest.com/ru/user/EchoMskRu/1128203952179302403-

ron — 6blN pefakTopoM PaHLLYy3CKOro KMHeMaTorpaduueckoro xypHana.
OH nonan K HaMm B IOM C/IY4alHO, MPUEXAB B FOCTM C KAaKOM-TO KOMMaHWEN.
A Mos Mama® Bce cBoe AeTcTBo nposena Bo PpaHumu, rosopuna mo-
bpaHLy3CKM Kak No-pyccku, 3To Bbin ee BTOpon a3bik. I/ Bce Moe AeTcTBO oHa
MeHs Myumna GppaHLy3CKMM, KOTOPbIM S MOTOM YCewWwHo 3abbi, MOTOMY YTO
MCMNONb30BaTh A3bIK HE BbINo cnydas. M apyr GpaHLLy3CKMi A3bIK CTAHOBUTCA
HY>XEH, KOTAa 9 HauMHato roBopuTb ¢ Preanem. Kak-To Mbl opyr apyry noHpasu-
nnce. V1 a emy nan cueHapun. Ewe HanevaTanHbIM Ha byMare, Ha pyCCKOM s3bIKe.
N cosepuieHHo 3abbi 06 3ToM. [powno Mecsaua Tpu-vetbipe. Y MeHs npo-
nomkaeTcs neHdpunobmosckas nctopus. V1 sapyr 3soHok. Co MHOM KTO-TO ro-
BOpUT no-¢dpaHLy3ckn. [peactasnsetcs npoatocepoM 13z Pparumn. 8 pe-
WKW/, YTO 3TO PO3bITPbIW 1 NoBecun Tpybky. MHe nepeseaHMBaIOT, AeCKaTb,
U3BMHUTE, TYT PasbeanHUNOCh. 3BOHMT mpoatocep Mapun Kapmuu®: «Baw
cleHapuii nepesenu Ha GpaHLY3CKMiA, 8 ero NpoYes, MHe OH OYeHb NoHpa-
Buncs. M g xouy npurnacuts Bac 8o @paHumio 419 NeperoBoposy.

A'y MeHs HeT HM BM3bI, HW NacnopTa. 1 oTBevato: «Xopouwo, 1 0bg3a-
TeNbHO Mpueay». Toraa s UCMbiTan YyBCTBa yxaca M PagoCTh OAHOBPEMEH-
Ho. S noy B Coto3 knHemaTorpadmcToB — Hago nonyyaTb Busy. CHayana MHe
oTkazanu. Torga 8 nowen B MHOKOMMUCCUIO, KOTOPas 3aHMManach Bble3namu
sHyTpr Coto3a, M Havan Mx crameath. 4 xoamn Tyda kak Ha paboty. Kaxabin
pas Mbl nogHMManuch B pectopaH oma kuHo... V1, HakoHeL, oHu B3MoNn-
nvck: «Yto Tebe Hapo, ckaxu?!». 9 orsetnn: «Pebgta, MHe Hago BblexaTb
Bo @paHumio». M MHe noMornu.

Mos cyabba Brcena Ha Takom TOHKOW NayTUHKe — ecn Hbl MHe He Aanmn
BU3Y, ecnivt Hbl MeHs He Hbi10 LOMa, Koraa MHe no3soHun npoatocep. Koraa
UTO-TO AO/KHO NPOM30UTU — 3Be3bl cxoaaTcs. A noexan so OpaHuuio.

MapuH KapMuL, okasancs ouyeHb KpyrHbIM MPOAIOCEPOM, K TOMY e
elle 1 3HaMeHuTbIM. Y Hero 6bina cBosa ceTb kKnHoTeaTpos MK27, 1 oH cne-
UManM3nMpoBanca no aBToOpckoMy kuHo. KapMuL, ofHOBpeMEHHO CO MHOW
npoatocuposan dunsMbl Kunwtoda Kecnésckoro v Knopa Llabpons®.
OH 6bin nepebiM Bo PpaHLMK, KTO PUCKHYN AenaTb AeHbMM Ha aBTOPCKOM

° NnnunanHa JlyHruHa — coseTckas nepesofymnua, U3BeCcTHa nepesonamMu KHur Actpua JIvHrpen
(«Manbiw 1 Kapncon, «[Mennun JnnHHbIRUYNOKY).

© DpaHLLy3CKMi MPOLAIOCEp, CLEHAPUCT, PEXKMCCEP. 3aHMMANCA MPOAIOCUPOBAHMEM TaKMX pexmcce-
pos kak Kpuctod bnarik, Knog LLabpons, lac Ban Cenr, Kwnwtod Kecnésckmi, Xon Can-cy.

’ MexayHapoaHas KUHOKOMMaHUs, 3aHMMaloLLascs NMPOV3BOACTBOM U PacMpOCTpaHeHueM npe-
MMYLLECTBEHHO aBTOPCKOTO KMHO.

8B 1991 roay ebiwen dpunsm «Magam bosapu» (pex. K. LLlabpons, npoatocep M. KapmuLy).
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KnHo. M ycnewHo puckHyn. OueHb YMHbIN, TaNaHTIMBbIN, XaaHbIn. Y Hac co-
CTOSNCA Pas3roBop — OH ckasan: «MeHs 3TOT GuUAbM UHTEpeCyeT, TONbKO
ecnu ero bygete nenate Boi». Ho nouemy? § gaxe npeanoxmn B3aTb TOro
pexuccepa, KOTOPOro MHe Aanu B KauecTse coaBTopa Ha «JleHbunomes.
A oH rosoput: «HeT, 3To ncktoueHo. S BClo XM3Hb 3aHMMAlOCh aBTOPCKMM
KNHO. DTO aBTOPCKMI B3rNa4 Ha MUp. Ecnv 3To KTo-To ByaeT fAenathb, To Nony-
YNTCA MPOCTO ellle OAMH CcpeaHun dunbM. VTak, CHUMaTb LOMKHbI TONbKO Bbl.
Monyuntcs — nonyumtca. He nonyuntca — He nonyumntcs. Sl roToB puCKHYTh
3TUMU HebonblumMMK AeHbramMmn». B Mocksy g BepHynca okpbineHHbin. CHan
«Taken-6n103» 1 yxke yepes nonroga 6bin Ha KaHHckom dectusane’.

Puc. 1. Moctep dunbma «Takcm-61103»"°

370 6bIN MOW MepBbi GubM, 0ebioT. [Jo 3Toro a He CHAN Jaxe HU of-
HOW KOPOTKOMETpaXKu. Hukoraa He cMoTpen B r1asok Kamepsl, He MoHUMan

* Ha KaHrckom knHodectusane 1990 ropa «Takcu-6/1103» CTan HOMUHAHTOM Ha 3010TYIO Majb-
MOBY!IO BETBb, @ JIYHIMH NONYyYMA Harpagy B HOMUHaLWK «JTyuwni pexcceps.

"% Uctourmk nzobpaxenms cm.: URL: https://www.kinopoisk.ru/picture/2228916/ (aata obpalue-
Hus: 17.09.2021).
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MHOMUX TexHUYeckux Bewen. [lo cMx nop naoxo 3Ha o6bekTMBbI, MOTOMY
UTO HUKOFAA He y4yuacs pexmccype. Y Kaxaoro pexmuccepa ecTb nepsbil
dunbm. B Hero Hafo BNAOXMWTL TO, YTO Y TeBS eCTb BHYTPW — B3ATb U Npefb-
aBUTb MUpY. ECTb N1 y TeBA UTO-TO, UTO OTIMYAET OT OCTaNbHbIX, AenaeT Tebq
pexuccepoM? Pexuccep — 3TO YenoBek, KOTOPbI He MPOCTO paccKasblBa-
€T UCTOPMIO, a KOTOPbIM co3faeT ceon Mup. EcTb noctaHoBWmMKY, a ecTb pe-
Jknccepbl. [10CTaHOBLWMKIM aHOHMMHO PAaCcCKasblBalOT MCTOPUIO, @ PEXMCCeps!
co3matoT cBoM MUp. KaxkeTcsa, 4To OH MOXOX Ha peasnbHOCTb. Ho TeM He MeHee
3TO Apyras peanbHoCTs. Bcerna ecTb KakoM-TO OMTUYECKMIA, YYBCTBEHHDIN,
durnocodckmnn pakypc. YTo-To B 3TOM aBTOPCKOM MUPE HEMHOTO He TaK. XoTs
BbITISAMT, Ka3a70Ch Bbl, KaK HACTOSALLMIA.

f1 Bceraa BCNoMMHalo pacckas npo bapoHa MioHxray3eHa, kak TOT exan
31MOM MO CHery 1 TpyOU B pOXKOK, HO HbISI0 Tak XONOAHO, YTO He BbIo 3BYKa.
[MoToM OH Mpuexan B xapyeBHto, MOBECUT POXOK Y KaMMHa 1 KOT4a POXOK
OTTasn, NOUINCH 3BYKN My3blkM. TOUHO TaK ke 3Ta My3blka BAPYr MOAMIACH
13 MeHs. V1 310 66110 orpoMHoe obnerueHne. S BAPYr NMOHAN, YTO MHE Nerko
fenatb KMHo. MHorMe roBopsaT, YTO CHMMaTb KMHO Tsxeno. Ha camoMm pene,
€C/IN Tbl PEXMCCEeP — TO 3TO OYeHb Nerko. Ecnm Tol He pexxuccep — 370 04eHb
cnoxHo. Ecnv Tbl He pexuccep, Tbl AOMKEH PUCOBATL KAaPTUHKK, 0BCYKAATb
3T0, YTO-TO AOKA3bIBATb, a €C/IN Thbl PEXMCCEP, TO 3TO TaK XKEe eCTECTBEHHO, Kak
AbiwaTh. BoT Tbl BMAMLLL cLieHy — nepef TOOOWM [Ba YeNOBEKa, BXOAUT TPETUN,
MEXK/Y HUMW BO3HUKAET KaKasa-Ta CeTb OTHOWEHNI. M 3Ta KapTuHKa HaumHaeT
nepepn Tob6om xuTb. Korga Tbl YyBCTBYELLb, UTO 3TO MOXOXE Ha Npasay — Tbl
NpOCTO CHWMMaelb 1 Bce. W MHe cTano odeHb nerko. Beab a HeHaBudky nu-
caTb. 51 Bbl1 HECYACTHbBIM cLeHapucToM. [ToToMy YTO He No6BU 3TOT MOMEHT
ofAMHOYeCTBa nepes MCTOM ByMari B NULLYLLEN MalUHKe, @ MOTOM U nepeq
MOHWUTOPOM KOMMbtoTepa. S 1 cenyac He Mob 3TOT MOMEHT, MOTOMY YTO
NpUXOANTCA BBOAMUTL Ceba B KaKoe-TO UCKYCCTBEHHOE COCTOSHME.

13 Moux cueHapures! xopotlne GUnbMbl, BUAUMO, HEe MONYYanmnch no-
TOMY, YTO 4 Nucan ux ans cebs. Becerna 66110 HEKOTOpoe BUAEHME, KOTOpoe
He ABNANOCh yHMBEpCanbHbiM. Xopowmi cueHapuii — 3To cLueHapuii, KoTo-
PpbIii MOXXeT MocTaBuTb toboi pexknccep. Xopolume rnvecsl y Yexosa. Crasar
n B Abpuke, n B AnoHnn — 1 310 BCe Yexos. A y MeHs, BUAMMO, Bbina Kakas-
TO XPYMKOCTb... Kakas-To HeobbekTUBHOCTb B3rnsaa. CueHapuit, a NOTOM
n duneM «Takch-6103» — 3TO YNCTBIN CrYCTOK 3HEeprin. TaM He 6bi1o 60nb-

T Ounbm «Henobeammbiny (pesx. FO. bopeukuin, 1983) no cuerapuio M. JlyHriHa cobpan 8 npo-
KaTe 29 MUANMOHOB 3pUTENeN.
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WOro MacTepCTBa, HO BbINI0 MHOTO BeCe/bs, CBOOOAbI, SHEPTMM YeoBeKa, KO-
TOpbIV TBOPUT He Yepes NpobeccnoHanmnsaMm, a Yepes yyBCTBOBaHMe. Tenepb
9 CHVMMalo MO-APYroMy, CTaf, K coxaneHuo, npodpeccroHanoM. A nHoraa
MMEHHO NoBUTENBCTBO AAET HYXKHbIM 3bbEKT.

E.T.: [Mouemy ans 3anagHoro 3putend uMeHHo ¢uibm « Takcu-61103»
CTa/l OTKPbITUEM HOBOIO PYCCKOro KMHemaTorpaga?

M.J1.: ©unbm «Taken-6nt03» okasancs nepsbiM GUNbMOM NepecTponKim
— nowa Kakas-To Hoeas Bubpauma. Gunsm, B KOTOPOM MOKAa3aHO, Kak MUp
Cosetckoro Coto3a pacrafaeTcs Ha [Ba TWMa /o4en: Tex, KTO MpUHMMaeT
NepecTpoviky, 1 KTO He NpuHMMaeT. B cioxeTe Bce Bpema NogHMMaeTcs Bo-
npoc csobogabl 1 HecBoboapl. Xopoua nn ceobona? Vinu Het? 310 nctopus
BCTPEUM ABYX [IMUHOCTEN, Y KaXAoW M3 KOTOpbIX cBos npasaa. OaHa — 370
npasaa wodepa, 0BUMKEHHOTO Ha MUP YeN0BEKa, KOTOPbIN BEPUT TONbBKO cebe,
Yy KOro 6bIf10 YYBCTBO, YTO €ro NPeaatoT BCe: W roCcydapcTao, U bAnkH1e — Bce
XOTAT ero 0bMaHyTb. Yenoseka cyrybo MaTepuanucTUYeckoro, HarmpasneH-
HOTO Ha KakMe-TO Menkue aena, Menkme aeHbru. Y BoT nponcxoaumT BCTpeya
C TeM, KTO Ka3acsa eMy AHULLEM — MPE3PeHHbIN My3blKaHTULIKA, ankall, KOTO-
pbili cebs pa3pyLuaeT, BPeT, U KOTOPbIV BAPYT BO3HOCUTCS Ha KakuMe-To Hepo-
CTYMHble BEPLWMHBI, MOMYYaET N3BECTHOCTb, CTAHOBUTCSH 3HAMEHUTHIM B CUTY
CBOErO TanaHTa. 9To KOHGAMKT naen. B a3ToM 6bi10 npeayyscTene HecocTo-
ABLIENCA TPaXKAAHCKOM BOMHbBL. DTW ABE NPaBbl — OHW CTANKUBAANCh U UK
LpYr [pyra, U HeHaBuaenu, v 8 TO e BpeMa mobunm, Kak ABe 4acTu OAHOro
MM1pa, OAHOIO roCyAapCTBa.

lMetp Knemewes (nanee MN.K.): LLinsikos v repovi MamoHoBa - 310 ntoam,
XapaKkTepbl Wn BCe-Tak CUMBOINYECKME 3HAKMN?

M.J1.: C To4kM 3peHns ncruxoaHanmsa, COBETCKMI YeIOBEK MOLABA
TOro, cBOH6OAHOO YenoBeKa v 3aCTaBna paboTaTb, lOBOPUTL 1 AeNaTb TO,UTO
€My HECBOWCTBEHHO. A TOT, HAXOAACb B BEYHOM MOUCKE NMpasaHnka, ceobos!,
BLLOXHOBEHWSA, BOAKM, BCE BPEMA MbITaNCs BbIpBaThCA... B MTOre oH BbipBancs
1 nobenmn. A BTOpoW, COBETCKUI, BAPYT MOHSAM, YTO U3 Hero kKak 6yato Obl
ylwna aywa, 4to 6e3 3Ton BTOPOM MOMOBMHbBI HEBO3MOXHO, YTO OH €ro fito-
6unT. Y10 eMy 6e3 Hero He obonTumc. lepot MaMoHOBa — 3TO TanHasa Aywa
LU nbikoBa.

M.K: Ho LLinbikos BCce-Taku o4eHb MpuBAEKaTe/IbHbIV MePCOHaX. ..

M. Coemka dunbMa — 3TO O4YeHb MPOTMBOPEYMBAs Bellb. bl BOT
CHMMaelwb Npo repos MaMoHOBa — MPO AXKa3MeHa, MbsHMLY, OCTPOYMHOTO,
3a6aBHOrO, HEHAAEXKHOrO... A NOOUTL Tbl HAUMHAELWb NMoYeMy-TO APYroro —
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L nbikosa. [ToToMy UTO TOT MyyaeTcs — MyyaeTcsl BTOPOM, 6e3rnacHbin. XomMo-
coseTukyc. EMy Heuero ckazatb. [epot MamoHosa ¢ borom pnorosoputca. On
CbIrPaET, HaMbeTCsa, MOTOM MPOCNUTCH, YTo-To npuaymaet... A LLnbikos ceoto
MyKy 6e3ronocoCcTU HeceT Bceraa.

E.T.: Korga Bbi nicanm cueHapwvi, Bbi 3aknanbisanv B apamatypriao cu-
cTemMy CMMBOIOB?

M.J1.: Mup 6bin Torna nonoH cumeonos. MoxeT BbiTb, Bpems 6bi10 Takoe
cumBonmyeckoe. Hanpumep, Toraa 8 He nobosncs UCNonb30BaTh CUMBOM-
yeckoe NMPOCTPaHCTBO, B KOTOPOM MSACHMKK pasgenbisaioT Tywn. Celtvac, Mo-
ET, pewnn 6bl, YTO MACO — 3TO CAULWKOM CUAbHBIN 06pa3. Ho Toraa He 6bin
3HaKoM ¢ kapTuHaMm PpaHcnca bakoHa', KoTopbI Bce BpeMs pucoBan TyLIM.
TouHo TaK e, Kak aMepuKaHCKue pexmnccepsl aenani KnHo npotue lonnneyaa,
Tak U 9 CHWMMan 3ToT GKUbM Kak Hbl MPoTMB «MocdunbMoBCKoro» cTuns. Kak
B aMepUKaHCKMX He3aBMCKUMbIX GuibMax 7/0-x — 13 ypoacTsa 60/bLIoro ropoaa
npopacTaeT HoBoe, unctoe. Ho notom lonnmeya aTmx GyHTapel ecTecTBEHHO
Bo6pan B cebd. [lobeanTb 3T0 HeBO3MOXHO. Bce 3T MpoTecTytolie Manbymkm
MOTOM CTanM 3HaMEHUTBIMU pexuccepamMn®. ITo Takme MrHOBEHMS, Koraa Tb
CMHXPOHEH CO CBOMM HApOLOM M CTPAHOW, 1 CaM TOrO He Xenas, TPaHCIMpy-
elb 3TW BUMOpaLmMn. Sl BCeraa MbiTaloCh PacCKkasaTb 3aXBaTbIBAOLLYIO NCTOPUIO.
KunzHb nMeeT cumBonnyeckoe 3Haderme. [1o33usg KnMHo ang MeHs — Ha GoTo-
rpadusx bpeccoHal B GuUMbMax «HOBOW BOMHbI», B aMepPUKaHCKMX GuUabMax
70-x «[MonyHouHbi KoBGOMY, «[lyrano». Koroa Bo3HMKaeT TOYHOCTb B3rNaaa,
NnLA, TOTA@ CaMa XKM3Hb CTaHOBMTCA cMMBONUMYHON. I npaBaa fenaeTcs cMMBO-
NnMYHOW. Ho Ang 3Toro »usHb Hafao BCKPbIBATD.

M.K.: Y1o camoe rnasHoe B punbme? Tema, maes v 3penmiHoCTb?

M.J1.: MHe kaxetcsa, dunbM He OO/KEH HECTU KakoM-TO MAeOoNornye-
ckon Harpysku. BoT o yem Baw ¢unbm? OTkyaa s 3Hao — o vem! Ecam xo-
POLWO pacckasan UCTOPUIO — MPOCTO UCTOPUIO, OMUCAN XapakTep, SKM3HEH-
Hble CUTyaumm, — GUIbM NMOTOM Kak rybka BbupaeT B cebs cMbicbl. Ecnn
Tbl XOuYelb chenaTb WAMOCTPALMIO KakoOM-TO WAEONOTMYEeCcKOn uaeu, To
OCTasIbHble CMbIC/IbI 0bpe3aelb. A ecnv NexuT nycTtas rybka, To OHa BCachbi-
BaeT B cebs BCto Body. Bce eMmbicbl. Kaxapii BUAWT B CO30aHHOM YTO-TO CBOE.
1 Mory MpocTo pacckasbiBaTb UCTOPUIO. He ayMato — NpoTWB KOro-To Man 3a.

12 OpsHcurc bakoH — B 4aHHOM Cyyae UMeeTCs B BUAY aHMMNCKIM XYAOKHUK-3KCMPECCUOHICT,
MacTep burypaT1BHOMN XUBOMUCH.

3 3peck npet peusb o O.O. Konnone, M. boraaHosnye, [. LLnesnHrepe, A. lNenHe v apyrux.

* Anpu-KapTbe bpeccon — dpaHuysckuin doTorpad, ocHoBaTeNb XaHpa «yInyHon GoTorpa-
b,
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Kak yenosexk s, koHe4YHo, 3a koro-To! Ho koraa npocTo pacckasbiBaellb UCTO-
pWI0, — 3TO HAMHOTO CU/IbHEE NIUUHBIX MPUCTPACTU. A ceMyac KMHO NepeLno
K KoMuKcaM. [prueM ¢ ABYX CTOPOH: M CO CTOPOHbI MACCOBOTO KMHO, KOraa
uenoBeK ABNAETCS CUMBOIOM 3/1a UK A06Pa, M CO CTOPOHbI Tak Ha3blBAEMOro
becTMBanbHOrO KMHO — TaM TOXe AenatoTcs CBOM KOMMKChI. HanpuMmep, Bos-
HUKaeT ONo3HaBaTe/bHas GUrypa yrHeTEHHOo appuKaHLa UK Kakas-HNMOYOb
apabckas XeHWwmHa... MeHa e Bcerga MHTepecoBana TOMbKO XMBas KM3Hb.
' 0o cvx nop MbiTaloch HaMOMHUTL MEePCOHaX MCUXOMOTUEN XUBbIX OLEN.
MoskeT, 3T0 HecoBpeMeHHo. Ho a He yMeto no-apyromy. Becerga mbitatocs no-
CTPOUTb HEKYIO YEeNOBEYECKY CUTyaLmio. @PuabMbl, KOTopble 5 Aenaio, OHU
Bcerga cHATbl u3HYTpu. BoT ecTb KapTuHa, KOTOpas BUCUT Ha CTeHe, U Tbl
HUKOrO@ He BOMAelb B Heé. Tak CHMMANoCh COBETCKOe KMHO. Tbl Byaewb Ha
Hee CMOTPETb, TO eCTb Tbl — CTOPOHHWUI Habmodatens. A MHe Bcerga Obino
NHTEPEeCHO, HauMHas ¢ « Takcu-6/103», — CHUMATb BHYTPU 3TOW KapTuHbI. YTo-
Obl YenoBek Haxoomnca Tam, BHyTpu, nocepeake. CHUMaTb BOKpYr cebd, no
nepuMeTpy. A He HacnaXaaTbCa KpacoTow M3obpaxeHus nssHe. HeT y meHs
boxecTBeHHbIX Nensaxen! A Bcerna ecTb B3rnaa U3HYTpW. S BbINAECHYN BCO
HaKOMMBLUYIOCA SHEPTUIO B CBOW NMepBbi unbM. W aTo 6bina ABOMHAS sHep-
TMS. C OAHOM CTOPOHDI, IMUHAA SHEPTUS — DHEPrusa YeoBeKa, 3aCyLLEeHHOTO,
3acaxapeHHOro B 3TOM pacnagatolemcs Mmpe coumanmama... C apyron cro-
POHbI, SHEPTUA M3MEHSIOWLErocs rocyaapcTsa. BoT 311 age aHeprnm — nuuHas
1 ObLLECTBEHHAS — BAUAKCH B 3TOT GunbM. [oaToMy « Takcu-651103» 1MMen Ta-
KO ycnex, Takoe 3BydaHue. [10TOMy UTO OH YTO-TO CKasan O TOM, YTO Mpo-
NCXOOMT B 3TOM 3aKPbITOM CTpaHe. HMKTO Bedb He MOHMMan, Kak Mbl XMUBEM.
A 6bin Takon GeHOMeH, Kak COBeTCKas pa3lBOEHHOCTb, COBETCKOE yMeHUue
XWTb B NpaBae 1 Henpasae ogHoBpeMeHHo. Il roBopuTb B 04HOM MecTe OaHo,
B APYroM MecTe Apyroe — 1 NPpeKkpacHoO CyLeCcTBOBaTh B 3TOM.

E.T.: Kak Bbi fymaeTe, moyemy B Nepuoa nepecTporiki He CIOXUAACh
«HOBas BOJIHA», MOAOGHO TOMY, Kak 3To npowm3ouwno 8o OpaHiwmn®, Beavko-
6puTaHn'e?

1> MpaHuy3ckas «HOBas BOMHa» — HarnpasneHvie B kuHeMatorpade PpaHumn koHua 1950-x 1
1960-x ronos, B paMkax KOTOPOW chOpMMPOBANNCh Takue Bolgatowmecs pexuccepsl, kak XK /1. lo-
nap, @. Tpiotoddo, K. Labonb.

16 OHm e «PaccepeHHble Monoaple NoAN» — IMTepPaTypHOE U KMHeMaTorpaduieckoe Hanpas-
neHue, cnoxuslueecs B bputanumn 8 50-e rogbl. XapakTepHO coumanbHOM HanpaBneHHOCTbIO 1
GYHTapCKUMU HaCTPOEHMAMU MaBHbIx repoes. CaMble 3HaMeHWTble kKuHooGpasupl — «OanHo-
4ecTBO 6eryHa Ha AVHHYIO AMCTaHLMIO» ToHn PuyapacoHa, «[yTb Hasepx» Oxeka KneiToHa.
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M. Mpu CCCP kunHo BCerga BbICTPanBanoCh OTHOCUTENBHO LIEH3Y-
pbl. Bcerga Gbinm 3anpetsl, 1 6bif 330M0B A3bIK, KOTOPbIN MOMoran 0bonTn
3Tu 3anpeTbl. Tak cHuManm u [Nandunos, n Knmumos, n PaszaHos, n Bce Hawm
6onblire xynoxHukn. Korga LeHsypa sapyr ncuesna, 0bpasosanacb nycrora.
He Hapo natw npoTus vero-To. Hago npocto pacckasbisatsh nctopuio. Oka-
3bIBAETCH, KMPrMYHAs CTeHa LieH3ypbl OblNa KakoM-TO ONopor — B Hee Bunmch
XYLONKHUKM 1 Monyyanuch wenespbl. [oveMy Hawm 6onblume pexumccepsl He
CHANM HW ogHoro durnbMa Npo cebs — HeYXKEeNM y Hac HeT UCMOBEAAIbHON
TPaaMLUMK, KOraa Tbl CaMoro cebs nMokasbiBaellb B HEMPUMALHOM, AaXKe xarl-
KOM Buae. ITO AEUCTBUTENBHO He pycckas Tpaamuma. Tonbko Angpent Tap-
KOBCKWI yMen 3To fenatb'.

He 3Hato, noueMy He 6bI10 «KHOBOM BO/HbI». HaBepHoe, Hano 6b110 ObITh
B KaKOM-TO CMbIC/IE HOBUUYKOM, YTODBbI B Heé BOUTU. /IMEHHO MOTOMY, YTO
A HMKOrLa O 3TOrO HE CHWMa, BO MHe He Bblo TOro «kak Hago». A apyrue
peXmMccepbl MPOAOC/KANM CHMMATb «Kak Hado». He 3ps Beap Toraa e Bo3-
HUK GEHOMEH Ka3axCKOro KMHO — 3TW PEXMCCEPbI TOXE HE 3HAMM «KaK HALO0».
W He ymenn cHuMaTs. OHu fenanu dunsMel Ha aHeprun. [Npaeaa, noTom 310
ObICTPO 3aKOHYMNOCH. V1 MOTOM ftoaun oueHb BbICTPO 3axoTenu ycrnexa. Butan
npuspak aeHer. B nepectpoliky obpasosanack BeMKas MarHuTHas Oyps oT-
KpbITna geHer. Jlioan BApyr y3Hanu, YTO AeHbIM eCTb. YTo 3TO oueHb BaXKHO.
Y710 peHer xoueTca. 370 Kak paguaums. OHa HeBMAMMAR, HO OHa pa3pyluaeT.
A nHaycTpum He 6bino. MUHUCTEPCTBO KynbTypbl, «[OCKMHO» — BCe pa3Ba-
nunoch. bonbwne cryammn 6onblie He Mornn cebs npokopmuTs. CTapbiit UH-
LyCTpuanbHbi cnocob yxe He paboTan. Toroa ocTaHaBnMBanuch 6onblwmne
3asoapl. OcTaHaBNMBaNNCh U KUHOCTYAMW. [TOTOMY, UTO KMHOCTYAMS — 3TO
TOXe YTO-TO Bpofe 3aBoaa. JeHbrv Hago 6bi10 MCKaTb Y KaKUX-TO MPOXOANM-
ues, nonybaHanTos. BoT oHu 1 ueH3sypuposanu knHo. W Toraa xe sapyr npo-
ABUANCD BKYCbI ToMbl. CTanu CHUMaTbCA HUM3KOMNPOBHbIE KOMEAMM, KOTOPbIE
MOXHO BbIfIO CHATb BLICTPO M Cpasy NONYUUTL AeHbr. OTTOro, UTO f XKW He-
cKkonbko neT 8o ®paHumm, XOTs NPOAOIKAN CHUMATb 3M€Ch, 8 6bI Kak 6bl BHE
3TuX npoueccos. bpan y dpaHLy30B Kakme-To Hebonbline AeHbIM Ha KMHO.
Mol BeAb TOrAa CHMMANM Ha OYeHb ManeHbK1e AeHbrU.

W Bce-Taku, kmnes 8o PpaHumn, 8 6bi1 BHE 3TOW pagmaumn. Y MeHs gaxe
6bina Takas wyTka. 4 8o ®paHuUMU XKMBY — HOPMasibHbIN YenoBek, Ha MeTpo

7 ®unbM «3epkano» AHapes TapkoBCKOTO 1306MnyeT aBToBMOrpadUYeckuM OTCbINKaMK, UC-
Mob3YeTCs IMPUYECKMNIA BUA, CIONKETA, @ B LIEHTPE UCTOPUKM — IMPUYECKnii repoi, alter ego camo-
ro pexwuccepa.
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e3xy. A npueaxaio B MockBy — 1 MHe CTpalLHO XoueTcs YepHbivt Lkun. [No-
uemy? Yesxaro — He xouy mkumn. [1presxato 8 Mockey — onaTb xouy! 3ayem?
OH MHe He HyxeH. [1oToMy uTo g nonafan B 310 MarHuTHoe none. Pecto-
paHbl, MarasuHbl, Bce paboTaeT 24 yaca B cyTku. CTpallHbii B3PbIB CEKCYallb-
Hov cso6oapl... OpraHM30BbIBaNIUCh XYA0KECTBEHHbIE BbICTABKM, H3 KOTOPbIX
MHOCTPaHLbl NOKYManu KapTuHbl, Nokynanu aoporo. KapTuHbl XyAoXKHWKOB,
KOTOpble paHblie He 3HanM, Kak 3apaboTaTb Ha Kycok x/ieba, KoTopble Bbl-
NON31U M3 NOABaNOB. Takasi CMeHa OpUEHTMPOB, 0OBanbHOe ABuxeHwue... To,
uTO 9 1N Bo OpaHumm, MHe NoMorno BbicToATs. OCTaTbCa TakmMM, KaKoM eCTb.

E.T.: Kakune HoBaTopckume ripyemsbi Boi ncrionbsosanm B « Takcm-61103» 7

M.J1.: 4 noHsan, yTo ecnm Noay Ha CTyAMIO, YTOObI CHUMATL B MaBUIbO-
Hax, »1Boro ¢unbMa He nonyuntcs. Ben ceba kak HeanaepTaneu. Mbl Hawnm
OoNbLIYIO KBAapTMPY B OrpoMHOM AoMe Ha CongaHke, KOTopbI bl OCTaBneH
Mo KanuTanbHbI PEMOHT. DTOT AOM ObIn BbiceneHHbI. Hawnu B aTom gome
OFPOMHYIO KBapTWpYy, pasaenunu ee nononam. B nonosuHe keaptmpbl 6bin
Haw odwuc, BTopas nonosuHa Gbina Hawa Aekopaums — keapTupa LLnbiko-
Ba. To ecTb TaM BbiN peasnbHbI COPTUP, PeanbHas KyxHS, peasbHas KOMHaTa.
Bbinm obow, ocTaBlmMecs OT KOMMyHanbHOM kBapTupbl. Bce 310 Bbino npas-
non. Celuac Tak cHMMatoT Bce. Ho Toraa sTo 661710 B NepBbin pas. §, ketatu,
Obin1 MepBbIv, KTO CTan nokynaTb obedsl Ans rpynnsl. [ToMHIo, KO MHe aaxe
NPUXOAUIN PEXMCCEPbI, YTOObI MOCMOTPETD, KAaK MOXHO CHUMATb 6e3 CTyaunm.
[MoMHio, 3axoann AnekcaHap MutTa. [yx cBobombl, OTAENbHOCTM 3TOM KBap-
Tpsl, BcenenHon — Bce 370 cTano YacTbio Guabma. Mbi nokasbisanu Mocksy
Tak, Kak ee HUKTO He noka3bisan. Mbl nokasbisanu Mocksy HenapagHyto, Mo-
CKBY KPaCHbIX KMPMnYHbIX AO0MOB, MockBy BbICOTOK, MOCKBY KOMMYHasIbHbIX
kBapTmp. Bo Bcem aToM 6bino HOBOE 1 cBEXee. 3anafHbii MMp OTpearnposan
Ha 3Ty MCKPEHHOCTb... B xopoleM cMbicne BapBapCKyto UCKPEHHOCTb.

MN.K.: A coseTckoe KMHO CHUMANOCh B aBUIbOHAX?

M.JN.: [a, coBeTckoe KMHO CHUMANOCh TOMbKO B MaBuAboHax. BeicTpam-
Ba/IMCb KBAPTMPbI, AEKOPaLMU. TOMbKO Tak.

E.T.: B ¢punsme Bbi yacto ucrnonbsyere nonycybbekTuBHYO Kamepy,
npubaeTecs K anuam. 310 Beab Toxe Toraa 6bi/10 He XapakTepHO A/ OT-
e4eCcTBeHHOro KMHO?

M.J1.: MHe nosesno mMHoro pas. [Mossunacs komaHaa. Kak g yxe roso-
PWA, KOTAa YTO-TO AO/HKHO NMPOU3ONTU, CXOAATCA 38€3/pl. Sl Hawen onepaTopa
Hernca Escrerneesa. EMy 6bino net 25. OH cTan MOUM COKO3HUKOM, OPYrOM,
Mbl C HMM BCe 0b6CyKaanu BMecTe. S Halen XopoLero BTOporo pexmccepa.
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Bnagnmnp PennHnkos 6bin amvpektopom dunbMa. 1o 6bina komaHaa. dermc
OYeHb MHOTOMY HayuMI MeHA. 3 4yBCTBOBAN, KaK IOMKHO 6biTb. Ho Kak peannso-
BaTb — He 3Has. YTo MHTepecHO — dpaHLLy3bl MPUCNANM MHE 3BYKOMHXXEHepa.
70 BbIN NepBbI GUbM, KOTOPbIN CHUMANCH C YNCTOBbLIM 3BYKOM. To ecTb 3a-
MUCb 3BYKa OCYLLECTBANACh Ha Mowaake. Annapatypa 6bina cnabdas. «Henb-
351 CHMMaTb», — C E€BPOMENCKOM LOTOWHOCTbIO FOBOPU 3BYKOUHXEHEP'®.
I Mbl ocTaHaBnmnBanu 3aBofpl, abpuku — Bedb annapaTypa ynasavMBaeT Ma-
nenwmn ryn! 3Ta 38yKOBas 4OPOXKKA TOXe OblNa BaxkHa A8 MOHNUMAHNS KN3HN.
DunbM He 6bin 03BYUEH, OH BECb bl CHAT Ha nowaake. /1 ¢ KoMno3nTopom
MHe nosesno. OH Torga 6bin AyyWMi CakCODOHUCT, reHmnanbHbin Bragmmmp
YekacuH. fl xoamn Ha ero NonynoanosbHbie KOHUEPTb! B Ky6ax Ha OKpamHax.
MaMoHOB Beab He yMeeT urpaTtb Ha cakcodoHe. My3biky MOTOM Hak/adblea-
nn. Tak 4yTo GUNbM HOBATOPCKMIA CO BCEX CTOPOH: U 3BYK, U M300paxeHue.
Bce Tam 6bino no-ceoemy. [1oToMy UTO g He 3Han, «Kak Hafo».

M.K.: OauH m3 3HaumMbix repoes ¢uabma — asToMobuab. Yto 310
3a MalurHa, Kakas y Hee KuHemaTorpaguyeckas cyapba?

M.J1.: ®paHuysbl npucnanu cTapbiid, MOOUTLIN XuU3Hblo «Mepceaecy.
M noToM MHe pebsiTa, kackafepbl roBopsT: «HTo byaem fenaTb ¢ MaWMHON?
Mpomaoum? Vinn cebe BosbmeTe?» To eCTb Kak 3T0? 4 HacToMbKo Torna 6bis
He B Teme. OTeeuvato: «Coxokem». B cueHapum n3HauanbHo He 6bino 3To-
ro B3pbiea, noxapa. OH BO3HWK UCKIHOUUTENBHO 13 YyBCTBa MPOTUBOPEUMS.
«Koneca-To X0Tb MOXHO CHATB?» — cnpalusatoT pebata. CHanm koneca. Tak
BO3HWK 3TOT 06pas, koraa Ha GOoHe BbICOTHOMO 3AaHUS TOPUT MalLUMHA Ha My-
CTOM Wocce. ITO NPON3OLO UCKKUATENBHO MO NPUYMHE MOEW MPOTUBHO-
cTn. Celuac g gaxe He 3Hato, Kak 6bl MocTynma. Ho Toraa Bce 66110 HaCTONbKO
OUYEBUAHO — 3TO UCKYCCTBO. HMKOMY He fOMKHO H1Yero gocTtaeaTtecs. Hano,
uTOBbI BCE CrOPENO, YLWIO, BOWO B GUBbM.

E.T.: PacckaxuTe, nosxanyvicta, o npuHumnie nogbopa aktepos. Beab Bbi
OTKPbINW HOBbIY TrM nvua. bonee Toro, caenany akUeHT Ha TOM, YTO CMeHa
CTPOS, MUPOBO33PEHMS OTPAXKaeTca 1 Ha cMeHe Tuna vl B Bawem ¢unbme
ecTb Kak 6yaTo y3HaBaemoe coBeTckoe Lo (aktep [letp 3ariyeHko) 1 B KOH-
TpacT aToMy 06pasy — Lo MaMoHOBa (BMOCAEACTBIN MMEHHO TaKOUW TUNaxX
byaeT BocTpeboBaH B HOBOM POCCUICKOM KHO). Kak Bbi moYyyscTBOBa/M 3Ty
CMEHY He TOIbKO MUPOBO33PEHUM, HO Aaxe Ppusmkin yenoBexka?

M.J1.: Vicnone3osan B ToM yncne m Tunaxu. Mel cHumanu Ha Apbate —
B HacToOsLeM oTaeneHun Muanunm. [leBoyky, NpocTuTyTKy € NogbmuTsIM ra-

18 3gyKouHskeHepamMu Ha nnowaake pabotanm dppanuysbl XKak bannait u Meep loppeH.

HAYKA TEJIEBUAEHUA 17 (3), 2021 145 THE ART AND SCIENCE OF TELEVISION



30M Hawm Ha ApbaTe, oHa He akTpuca. B cuere B nomsane Enuceesckoro
MarasuvHa CHWMManuCh TOMbKO TUMaXU: TETKA C KenesHbiM 3y6oM, KoTopas
XOXOUET, MACHUKW, PyBLUMKLA — 3TO BCE XUBble Mtoan. PeanbHble MACHMKM,
peanbHbI TOMOP, peanbHas nnaxa. 9 He xoten GpaTb U3BECTHbIX aKTEPOB.
DTO [oMmKHbI ObINn BbITh HOBbIe uLa. Tak noseuncas MamoHos. OH 6bin My-
3bIKAHTOM, IMAEPOM rpynbl «3Bykm My». BTopon repoli, ucnonHurens ponu
TakcucTa L nbikoBa —ManowmssecTHbIV akTep 13 Bonrorpaaa, MNeTs 3anyerko.
370 6bIna Nepsas ponb Hatawn KongkaHosow, akTpucsl TeaTpa Bacunbesa,
KOTOpast 1O 3TOrO HMKOrAa He CHMManach. CaMbi CIOXKHbBIV MOMEHT — Mnepe-
WTI OT BYyMaXKHOrO MUPa CLieHapUs K MHOTOMEPHOW NMpaBae peanbHOM SKM3HU.
Hanpumep, B clieHapui HanmcaHo: «AHHa Bolia B KOMHaTy». B aTol pe-
Mapke Bce HenoHsTHO. B kakyto koMHaTy? Kak oHa sowna? OHa xnonHyna
[Bepblo UK Bnonsna kak 3mesa? Kro Takas 3ta AHHa? Kakoro upeTa y Hee
gonocbl? V1 Bce HaumHaeT obnekaTbca npaBoon suaeHus. [lopbop akTe-
pOB — BaXkHeNwunn MoMeHT. [ng MeHs dunbM cosgaetcs BO Bpems npob.
C Tex nop, Kak g Ha4an CHUMaTb NPOBbI, UMEHHO 3TOT NEPUOL A8 MEHS ABNA-
€TCA OUYeHb MHTUMHbBIM 1 0YeHb BaXKHbIM. CLieHapuii NeTUT Kak yTKa, a akTep —
3TO M1y/1s, U OHWU AO/MKHbI BCTPETUTHCA APYT CAPYroM. DTOT aKTEP AOMKEH CTaTb
TEM YENOBEKOM, KaK Obl Tbl HE HAaMWCaN CLEeHapWiA, 3TO BCe paBHO abCTpaKkTHO,
ycnosHo. [oToMy UTO cueHapuii He noTeerT, He KawnseT, He Yuxaet. CueHa-
put — abcTpakums. B npouecce cbeMok Tbl nMpefaellb CBOM CLUEHaPUN, 13-
MeHaellb, paspyLiaellb. Kak 3epHO (8 y)Ke Nepexosy Ha A3blk eBaHrenmueckmx
npuTy). Ecnv 3epHO He crumno y Tebs B 3eM/1e, TO M3 HEro HUKOTAA He BbIpac-
TeT HOBas CybCTaHLMA pacTeHns. BoT 3Ta KM3Hb — 3TO 1 eCTb akTepsbl. Tbl BAbI-
Xaellb B HErO >KM3Hb akTepaMu, HanoHAeWb akTepamu. AKTEPCKUMI MLAMU,
ros10CaMu, Kakom-To 1Mx HenpasuabHOCTbIO. X cnaboctamu. Mx ypoactsoMm.
W nx kpacoTol, ecTecTBeHHO, Toxe. Boibop akTepoB Obi BaXkHbIM MOMEHTOM.
W aHrensl MeHs Hecnu. [MoToMy uTo g BbiBpan MaMOHOBa, 1 0Ka3anoch, YTo
BCTPeYa C HAM — O4YEHb 3HaUYMMbIN MOMEHT B Moen XM3HWU. OH Cbirpan B OueHb
BaXKHbIX 4019 MeHs GunbMax. XOTs Mbl OUEHb HEMOXOXKM APYT Ha APYra, Mbl XK=
BEM MO-Pa3HOMY: PasHbIl CTUMb XKM3HUW, BOCTIPUATME MUPa — BCE pasHoe.
Ho “MeHHO 3Ta pa3HOCTb BbICEKAET KaKyH-TO UCKPY.
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3AKJTKOYEHWNE

Mo 3HayuMocT ana uctopum knHo, dunsm [Masna JlyHrmHa «Taken-
6/1103» MOXET 6biTb CpaBHUM C KynbToBOW KapTuHown XKaHa [lioka logapa
«Ha nocnenHem apixaH1M», NONOXMBLIEN HaYano HOBOW kuHoacTeTuke. Oa-
Hako «Takcmn-6nto3», cTaB nepebiM GUNbMOM Pycckolt «HOBOWM BOMHbI», OKa-
3anca 1 nocnefHWM GUABMOM 3TOrO Tak M He cocTossllerocs dbeHoMeHa.
Kazanocb 6bl, BCe MPeAnochiNkM A9 ero pa3suTia Gbiin B HaUUUW: HOBbIN
COLIMaNbHbBIA KOHTEKCT, MPOTECT MPOTUB KMANOUYKMHOTO KMHOY, BbIDaXXEHHbIN
Ha ckanganbHoMm X cbesae knHematorpadpuctos CCCP, sknektuueckmne noct-
MOLEPHUCTCKME TEHAEHLIMW, KOTOPble POXAAN0 CaMoO BpeMs, — W BCe-Taku
He cnyuunocs. Masen JlyHrMH ocTancs NepebiM 1 NOCNEAHUM KHOBOBOJHOB-
LeM» oTevecTBEHHOTO kKnHeMaTtorpada. OaHako cerofiHg posb ero AebTHOro
dunbMa kaxeTcs bonee 3HaumMon, yeM, ckakeM, B 2000-x. JTyHrH Hauan dop-
MWPOBaTh MOLLHYIO KyNbTYPHYIO 633y A1s HE3aBUCMMOTO KnMHemMaTorpaday.

B 90-e rr. BHemmyCTpWasbHbie MOMbITKM CHUMATb KMHO Obiin obpede-
Hbl MO TexHMYeckmuM npuumHam. C nossneHneM AoCTynHOW annapaTypsl Nno-
ABNAIOTCA NPEANOCHIIKUA ANF CO3[aHWA CTO/b OXMAAEMON KHOBOW BOJHbIY.
B EBpone HezaBuMcKMble pexmMccepbl CHUMAW, Yalle BCEro, Ha CBOU AeHbI.
Tak, Knop LWabonb B kauecTse 6romkeTa aebroTHoro dunbma «KpacaBumk
Cepx» Mcrnonb3oBan HacneaCTBO CBOen seHbl, JTykiHo BuckoHTn cHuman
«OpepXkMMoCTb» Ha [eHbIM CBOEW apUCTOKPATUYECKOW CEMbU U UTasbiH-
ckont komnapTtuun. CeroHa ans cbeMok GbunbMa AOCTaTOUHO HEeBOMbLOro
6ropykeTa. Ho Monomble oTedecTBeHHble pexmMccepsl Noka He PeanunsyioT 3Ty
BO3MOXHOCTb Ha MpakTuke. Bo3aMoxHO, MpuumHa KpoeTcs B OTCYTCTBUM UH-
TENNeKTYyanbHOW OCHOBbI (BAOXHOBUTENEM «HOBOW BOJIHbI» GpPaHLLy3CKOro
KMHO 6blIN1 BbILAIOLLMIACS KMHOBEL, U KUHOKPUTUK AHape baseH), a Takxe B OT-
CYTCTBMM «POAOCOBHOMY» — BEApb HE CyYalHO GpaHLLy3bl, OTpULIAS «Mamnou-
KnHo kmnHo» Mapcens Kapre n Makca Odronbca, npoBoaMIN MHOTO BpEMEHN
B8 CrHeMaTeke B Nomckax 3abbiTbix 06Pa3L0B HALMOHANBHOMO KMHEeMaTorpa-
ba, Ha kOTOpble MOXHO 6bifI0 Bbl ONEPETHCA B HOBOM KYJ/IbTYPHOM KOHTEK-
cTe. Tak 6bIn HaMaeH v NpoBo3rnaleH wenespomM dunbm XaHa Buro «Hormb
3a NoBefeHVe», CTaBLUMIM OTMPaBHOM TOUKOW A1S CO34aHWUs HOBOWV 3CTETUKM.
Mposoas napannenu, bunsm « Takcn-61103» NPeACTaBNFETCA HaM TOM TOUKOM
oTCYeTa, C KOTOPOW HaYMHAETCS «POAOCIOBHAA», HeObXOAMMas ANd poxae-
HWS HOBOW BOJHbI» POCCUMICKOrO KMHO.
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