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Too Hard-Boiled For Paranoia. Acknowledgement of the
“Independent” Cinema in the Late '80s and '90s

When it comes to American “independent” films, they are understood as films
independent from Hollywood. Or to be more specific, from major Hollywood
production companies that are thought to have only profit in mind and thus
produce blockbusters cast in the same mould. The "independent" are considered
to be no match for them, as the alternative sources of funding allow them to
keep their creative freedom, tackle scandalous topics, daringly debunk
Hollywood clichés and fearlessly experiment with new techniques.

Throughout the 1980s the “independent” were situated in a rather modest
terrain between the pure underground and the mainstream. The end of the
decade, however, saw dramatic changes 1in the situation when the Cannes
Festival showered awards upon those who were previously seen only as the ones
waiting their turn to get to the honeypot. Whether it was just a coincidence
or not, the Cannes awards winners of the late 80's and early 90's actually
had a number of important features that transformed the idea of cinema.
Still, it's not in the film subjects or artistic styles where these features
are hidden to look out for. Their innovations lie in another dimension, and
that is the reason why they cannot be converted neither into the Hollywood
products catered for the audience with the lowest common denominator, nor
into the high-brow auteur films.

“All I've been thinking about all week is garbage.”

At the beginning of Sex, Lies, and Videotape, Ann Mullany is talking to her
therapist about her concern over global issues. However, the "global issues"
are merely a form to embody her anxiety, triggered by the feeling that she is
unable to control her 1life completely. Steven Soderbergh reverses the
perspective, and global problems become a reflection of personal issues. In
1969 Kubrick did something similar with science fiction, when the mysteries
of space gained the ability to spark up conversations about human secrets. Or

as phrased in Solaris, the later remake of which was shot by Soderbergh, "We

don't need other worlds. Man needs man!" John, Ann's husband, expresses it in
his own way, telling her, "Quitting vyour therapy's not gonna feed the
children in Ethiopia." It wasn't the environmental problems, drug trafficking

or illegal immigration that Soderbergh actually cared about when he chose to
film a melodrama (although his later filmography proves that he did care
about them as well), but the activists' motivation, - isn't it an attempt to
solve personal issues disguised as good intentions? When it comes to Ann,
her therapist concludes that the anxiety behind her consideration over
garbage utilization is caused by the visit of her husband's college friend.
She is afraid that he will turn out to be just like a clone of her husband
and that they will get nostalgic about getting drunk together or exchanging
secret handshakes and so on. Why does she feel so upset when she thinks about
their similarities, the bygone era of the student fraternity and shared

attitudes?


http://dictionary.cambridge.org/dictionary/english/mould
https://en.wikipedia.org/wiki/Steven_Soderbergh
http://www.multitran.ru/c/m.exe?t=4561608_1_2&s1=%ED%E0%F0%EA%EE%F2%EE%F0%E3%EE%E2%EB%FF

Even though the film left an impression of a pale imitation of Bergman’s
creations, it was solely because Soderbergh intentionally made it this way.
For example, he asked Cliff Martinez to compose a film score, using Brian Eno
as inspiration. A haze of cool and clear melody, suspended in eternity
without unfolding, would ideally suit a film about arctic ice melting that is

shot in real time,yet in Soderbergh's film it is accompanying sex scenes.

The music imparts an air of solemnity to the intimate moments, like in the
silent scene of seduction in Barry Lyndon, only that in Soderbergh's picture we

see a coldglow of the screen instead of the moon.

It can so happen that behind Soderbergh's modest melodrama there is a sense
of breadth of an epic scale, making a vague reference to the fate of Western
civilization and sentencing 1its representatives 1f not to collapse and
insanity, then, at least, to lies and videotape. The title alludes to the
idea of wide generalizations. Aside from suggesting controversy with the
previous motto about drugs and rock 'n' roll (as Graham says, "Lying is like
alcoholism, you're continually recovering"), it also refers to "liberty,
equality, fraternity." At the end of the day, the film characters' problems
with sex and lies are rooted in the idea of equality and fraternity. As much
as the film wants to present itself as nothing but a low-profile chronicle of
tedious family life, it stands on the same ground as pictures of David Lynch,
originating from Tod Browning's Freaks. Since the two sisters - Ann Mullany
and Cynthia Bishop - are real Siamese twins, although connected by mind, not
body. Ann is aware of it as she says, "I hate it when I have feelings that
she has." Perhaps, 1in her husband is her only hope to release from the
endless circle of unwanted empathy. That's why Ann 1is so scared that her

husband may also have a counterpart.

It's interesting how the therapist outlines Ann's problem in the first
minutes of the film - the object of her obsession is the things which she has
no control over. Why is it that his words don't seem to reach her? Graham
answers this question, as he tells Ann in a moment of their first encounter,
“Have you ever been on television?” His words can easily be overlooked as they
seem to be the most awkward way to strike up a conversation with a girl
(next, he should have complimented her or thought about something they had in

common) .

Instead of making her annoyed, this situation makes her curious, even
though she has got a prejudice against John and appears to be totally
indifferent toward flirting (several times throughout the film when she
receives lame sexual advances from a bar frequenter, she nips them in the

bud, telling him, "Look, I'm married."

- Are you very married?

- Married enough.)



Graham’s words will be clarified later, as he tells Ann that she behaves as
if someone was always looking at her, as if she was acting out a role. So
there’s no wonder why her therapist is ineffective - she’s not ready to
listen to what he has to say; instead, she comes to present herself and to
give an interview. At the same time, interviewing women is Graham’s hobby. A
video camera helps Ann to become aware of her insecurities. When she gets
into the shot, she realizes that she has always been there, at the invisible
film set. That’s what distinguishes “old school” auteur films (despite their
fashionable outfit, made of postmodernist and deconstruction theories) from
“indie”. As Peter Greenaway not just once proclaimed, the cinema died on the
day when remote-control zapper first entered the living rooms of the world,
enabling spectators to control what is happening on the screen. Point of view
of the “independent”, however, is quite different. They believe that since
the audience’s habits have changed, a new type of relationship should be
initiated. If the spectator has developed a taste for pausing and rewinding
the tape, you should make it an available option with your film, for example,
by reshuffling the sequence of events, or making a film with a cinematic
structure similar to that of a music video.

As for the happy ending, even though it feels unnatural, we also almost
unconsciously feel that it was right. In order to explain this feeling to
ourselves we need to dip into exploring the ways in which the inner and outer

worlds of the characters are intertwined.

Wild at Heart constantly resonates with The Wonderful Wizard of Oz. This book
means a lot to the couple. The yellow separating strips remind us about the
yvellow brick road leading the characters of the book to the Wizard of 0Oz that
will make their dreams come true. The lesson we learn from reading it is that
the wizard is not able to create a real miracle. Still, the characters no
longer need a miracle, as they have already got everything they had been
dreaming about. Perhaps, the only thing they were lacking was a point of view
of a trustworthy point of view from the outside. That’s why Lynch wanted
Laura Dern, who had starred as a shy high-school student in Blue Velvet, his
previous film, to play the part of a glamour girl.

He obviously intended to reveal how an average girl can transform into a
goddess if her boyfriend thinks of her as such. Lula doesn’t need a wizard,
as she gets an outside opinion from Sailor. As for Sailor, Lula becomes his
wizard, encouraging his identification with Elvis Presley when he tries to

sing his songs.

If not for her support, we couldn’t fully understand Sailor’s line as he
says, “This is a snakeskin Jjacket! And for me 1it's a symbol of my

individuality, and my belief... in personal freedom.” He sounds absolutely
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serious, but we still capture a paradox in these words. Apparently, similar
remarks about Elvis's outfit could be found in a fanzine, but the King
himself would never proclaim something like that. It doesn't seem to cause
any discomfort or embarrassment to Sailor, however. He and Luna are
hypnotized by each other. And unless the outer world doesn't have a clue what

their secret is all about, they can continue to distance themselves from it.

A serious problem arises when a stranger declares, “But I can tell you, my
dog is always with me," a precise quote from The Wonderful Wizard of Oz. At this
moment the inner and the outer worlds begin to overflow into one another (and
due to this, in Lynch's film the phrase “But I’'m wild at heart” was
attributed to Sailor, while in the novel the words “wild at heart” relate to

everyone around Sailor and Lula, but never to themselves).

A vision Sailor is having while knocked out at the end of the film is quite
understandable. The Good Witch breaks through into his reality, but it no
longer makes him scared to see the interpenetration of the inner and the
outer worlds. He's not scared because he doesn't have to be ashamed of his
obvious passion for a children's fairy tale. In fact, now he can read this

fairy tale to his son!

Professional readers don't need long explanations as to what an "unreliable
narrator” 1is. The special characteristic about the "unreliable narrator” 1is
that this character can appear both in light fiction (for example, the genius
of Sherlock Holmes benefits most when looking through the eyes of Dr. Watson)
and in serious reading (that's where usually The Turn of the Screw comes in; the
measure of the narrator's sanity may vary, depending on the film director's
idea - whether the film will be a Kafkaesque nightmare, an erotic

psychological drama or a didactic poem).

The "unreliable narrators” flourished in profusion in "hard-boiled"
detective stories, later migrating into Noir fiction. While in Conan Doyle's
works 1t was the criminal who set a riddle to solve for Holmes, and Dr.
Watson was Jjust there to slightly confuse the issue together with the
witnesses that seemed somewhat unfocused, noir fiction characters, starting
from the victim and ending with the police, land the audience in deliberate
obscurity. It's a situation when even the private detective is completely
unaware of what he's after, why he's doing it and for whose sake. The
spectator realizes that investigation has long been rounded out because one
of the characters has got a better handle on the situation than others, only

from their scanty speech which is half-joking, half-serious.

This description can refer both to classic noir films of 1940s and 50s, and
to the most of Lynch's and Coen brothers' films. At first glance, Tarantino
and Soderbergh seem to fail to fit into the general scheme. As Pulp Fiction

achieves this kind of confusion due to nonlinear narrative, Sex, Lies and Videotape
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leaves so many things unsaid, that even just one phrase eventually would be

enough to turn this melodrama into a thriller.

There’s only one thing that casts doubt upon the equality indie=noir, that is
the emotional element. You might not fully understand all the intricacies of
classic noir imagery, but you will surely be able to see what the author is
driving at - as much as the characters are trying to be witty or put on a
brave face, the feeling of a frightening world where there's nobody to trust

is always there.

However, the “independent” Palme d'Or winners of the Cannes leave us with
quite an opposite feeling - no matter how much strain these unnatural happy
endings put on our patience, there's something soothing in the image of the
world, full of "le Big-Macs" and good witches in the sky. That feeling was
matched to the general mood of the upcoming changes. The "independent" cinema
helped people keep their 1look on the Dbright side and remain free from

illusions at the same time.

Billy Wilder once expressed his opinion on the relationship with the
audience saying, “An individual member of it may be an imbecile, but a
thousand imbeciles together in the dark - that is critical genius.” Although
we should keep in mind that Wilder came to this conclusion in the context of
his continuous fight against the Hollywood system. This means that with these
words we can reconstruct another unspoken rule that all successful film
producers know (even though none of them would say it out 1loud), that an
individual member of the audience may be a genius, but a cinema hall, Jjam
packed with geniuses, is an imbecile. Solve the difference between this rule
and the clichéd saying "the plebes lap it up," and you will understand what

is happening to you in the movie theatre.

However hillbilly humor of mainstream films may be, it doesn't lower the
dignity of each and every particular spectator because 1t originally was
meant for some kind of nonexistent “unsophisticated viewer”. It's important
to understand here that it's not an average viewer that we're talking about;

it's specifically the nonexistent one.

The paradox comes from the fact that coming across this nonexistent viewer is as
easy as falling off a log; with a ticket to a typical Hollywood film your

encounter with them will be easily organized.

We have no problem seeing through this illusionist trick with a sudden
appearance of a dumb crowd out of nowhere, as soon as we realize that for
them it is us who are blending into the surrounding “crowd of imbeciles.” In
the dark hall of a movie theatre, a genius loner doesn't come into existence.
It is experimentally confirmed that the audience's comments after a test lack

objectivity. Why 1is that? The reason 1is that the voters express their
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opinions not on behalf of themselves, but from the point of view of an
average spectator, in other words, someone exactly like them, only . . . an
imbecile. Everyone wants to be thought of as an expert.

In an instance, it takes us to a higher meta-level of perception, even above
the demiurge, a perfect con artist. In order to take us down from this
position, the filmmaker has to discredit in our eyes the camera and 1its
dispassionate view; to ban the main or primary narrative with its supposedly
divine almightiness.

We find a very interesting example of this technique in Tarantono films. His

high-headedness is not something new, and he doesn't set any limits with it
for himself. On the contrary, he brings it to a level where even the most
rampant spectators no longer wish to identify themselves with such an author.
When in Pulp Fiction Jules survives after a deadly rain of bullets, it's a
little bit difficult not to pay attention to the author's high-headedness.
The character himself slips into a religious ecstasy, divinifying the
author’s viewpoint, but those who don't feel any discomfort with that will
have to believe in Hitler's assassination in Inglourious Basterds as well. If you
feel 1like something 1s wrong there, that's because your meta-spectatorship
position is affected. Other directors don't seem to be acting in that way. Oh
yes, actually, that’s exactly what the filmmakers are doing, although always
under cover.

In mainstream commercial film industry, this is the most common filmmaking
technique of creating suspense. It 1is used to enhance moral disengagement
with the character. The tension that keeps spectators glued to the screen is
considered to be their empathy for the character. Nevertheless, having
empathy for and identifying with the on-screen persona are two different
things. The "independent" (and first of all, Tarantino) have moved this
discrepancy forward to a whole new level of abstraction.

Even in some of the most intense moments we can't identify ourselves with
the character because the classical suspense 1is built upon the fact that
spectators are more aware of what is happening than the character.

When, instead, the character knows no more about the situation than the
spectators do, there's no space left for suspense: 1it's either peace and
quiet (if both the spectators and the character have no idea there's a bomb)

or it turns into a pure action film (if everybody knows about the bomb) .

In order to ratchet up suspense the director can make the spectators
empathize with several characters at the same time. In a moment of great
tension we may not even notice that we are actually "rooting for both teams."
Except that unlike sports, here a number of ethical issues arise.

In Trantino's Reservoir Dogs we are rooting both for Mr. Orange, an undercover
police officer infiltrating a criminal gang (Tim Roth)and Mr. White who is
being deceived by him (Harvey Keitel). However, Mr. White 1is all along

willing to commit a murder 1if necessary, and despite the fact that he has
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saved his 1life, Mr. Orange repays him with betrayal. So when it’s all said
and done, on whose side will we be on - that of a murderer, a betrayer or
both of them?

Uncomfortable questions keep coming up as we are watching the scenes, where
Lipnick gets on his knees and kisses the sole of Barton's shoe; or where
Butch decides to rescue Marcellus Wallace from being raped, or Bobby Peru
appears to be trying to seduce Lula.

Making an attempt to avoid answering these questions, we tend to say that it
was a thought-provoking film and it was really cool. Yet, in essence, 1in the
end it leaves us on tenterhooks, not quite sure which ethical position we are
taking; all we know is that we know nothing. And what is more, it makes us

feel disengaged from ourselves.

It’s not because of the tension that is carried throughout the film. Most
importantly, we don't even realize how, while we're waiting to see what
happens next, it gets us emotionally involved with both the potential victims
("Oh no, it's gonna blow! Run for your 1life!") and the terrorist ("Oh no,
they're so close; now, they're gonna catch him!"). The only concern here is
whether to leave these identification shifts within the movie, or to carry
them to a more general level, making the viewers to ask themselves, “Since I
felt empathy for the terrorist in the movie, does it mean that I would feel

the same way for the one in real life?”

Dostoevsky has given a lot of thought to the question why he wouldn’t
inform the authorities on a terrorist. This question is particularly acute in
an independent film, called River's Edge, directed by Tim Hunter, which we feel
like calling "Twin Peaks, but only without the Black and White Lodges". In
fact, the rise of the "independent" might have happened quite by chance due
to a unique historical moment, when the attitude towards the modernist
theories saw dramatic changes; the eternal ice of snobbery has melted down,
and the irony was lost, so they finally received a warm heart-felt welcome.
Here's a quick reminder on what happened in the mid '80s, and what we, using
Coupland's language, can call an "instantaneous nostalgia” - the sudden death
of Roland Barthes, Andy Warhol and Michel Foucault, together with the decease
of Jacques Lacan, resulted 1in these controversial people Dbecoming widely

recognized and praised sky-high.

The surviving bards of the post-humanism were left with nothing else to do
but to give eulogies. And that's when, to the surprise of many, the creators
of multilayered images showed deep feelings and emotions, as mannequin's eyes
began to shed tears, the manipulators revealed their wounds, and the learned
men segued into the issues of intimacy, friendship and shared common
purposes, leaving the simulacra and deconstruction behind. Needless to say,
the intricate abstractions seemed like the threads of gossamer, a blowing

making them dangle in the air.



Lou Reed and John Cale let go of their long-lasting grudges and Jjoined
forces to create a poignant, understated sound of Songs for Drella. Their glances,
as they 1looked at each other during their 1live performance filmed and
directed by Ed Lachman seem to be 1like a real John Woo’s bullet ballet
(Lachman will later set the tone for the independent hits of Sofia Coppola,
Paul Schrader, Larry Clark, Steven Soderbergh and Todd Haynes).

Deleuze, Baudrillard, Blanchot - they each have written a book about
Foucault; Derrida will write an essay The Deaths of Roland Barthes, Mémoires: For Paul
de Man and will publish a book The Post Card, evoked by Lacan's reinterpretation
of Freud. However, it was Zizek who became Lacan's most ardent follower. His
book The Sublime Object of Ideology appeared in 1989, and the author considered it
to be one of his best works.

There are several hints to throw light on the ingredients that will make
the subject for a future dispute - anyway, someone will have to justify the

existence of Gus Van Sant's Psycho, identifying it as a film that continues

the Hitchcock-style tradition and presents itself as a forerunner to Gerry.

Text taken from Seance magazine N253-54

BamuMm Ararnos

Caunmkom KpyThle 1A nmapanonu. Il puzHanue
«He3aBHMCHUMbIX» Ha pyoe:xe 1980—-1990-X roioB

Korma roesopdaT 06 aMepMKaHCKOM «He3aBUCHMOM» KMHO, IONPAa3yMeBalT, YTO OHO HE3aBMUCUMO
otr l'onmuByna. ECay TouHee, OT TOJIIMBYOCKMUX KUHOKOMIAHUH-MAUDKOPOB, KO TOPLIX KOO
3a00TUT TOJIBKO NPUOBLIIb, M IOTOMY OHM CHUMAKT OJIOKOaCTEepPH! 10 TOTOBEIM JiekaJiaM. To Jin
neno«HesaBMCMMme»(Mnmindqudenﬂ——aanepHaTMBHmeMCTquMKM®MHaHCMpOBaHMH
[IO3BOJIAIT UM COXPaHATh TBOPUECKYI CBOOONY, DpaThbCsa 3a HOBHE CKaHIOAaJIbHBIE TEMH], CMEJIO
JIOMaThb TI'OJUIMBYIOCKME KJIMIIE ¥ He O0OATHCH 3KCIIEPUMEHTOB C HOBOM TEXHUKOM.

Bce 1980-e romn «He3aBUCKUMEIE» 3aHUMAJIM CKPOMHY HMITY MEXIY MOIJIMHHEIM aHIeIpayHIOM
Y MEVHCTPUMOM. BCe MB3MEHMIJIOCH JIMIIb K KOHIY IeCATUIIeTUS, KoTna KaHnHckuil becTmuBab
IPOJIMII DOXOb HaT'pall Ha TeX, B KOM paHblle BUOEJIM JIMIb OUePEeIHUKOB K I'OJIUIMBYICKOM
KOpMylIKe. BEIa TO NPOCTasa CIIydallHOCTh MJIM HET, HO 3TY KaHHCKME NIpU3epH pydexa 1980—
1990-X romoB mecTBUTENIEHO 0BJIalaliM LEJIEIM PSIOM BaXHEX CBOMCTB, KOTOPLE M3MEHUIIN
IpencTaBJlIeHye O KMHO. HO He CTOUT MCKaTh 3T CBOMCTBA B TeMax MJIK B CTUJIE.
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x HOBATOPCTBO JIEXUT B MHOM MSMEPEHUN, UTO 1 OeJlaeT X HEKOHBEPTUPY EMBIMIM
HIM B I‘OJ'IJ'H/IBY,HCKI/HZ mmpnompe@, HU B BEICOKOJIODOE aBTOPCKOE KMHO.

«flyacTo gyMaw O Mycope». «CeKc, JIOXb ¥ BUIEO» HAaUMHAETCS C TOT'0, UTO OHH MajjeHu
OeJINTCSA C ICUX0aHAJIUTUKOM CBOEM TPEeBOT'OM 10 IOBOAY IJIOOAJIbHEIX Npo6JeM. I'itobasib Hele
npobJieMsl — JIMiIb QOopMa: Tak BOIJIOWAETCS €€ TpeBOoTr'a U3-3a HEBO3MOXHOCTY [TIOJIHOCTHIO
KOHTPOJNIMPOBATE CBOK XM3Hb. Conepbepr nepeBOpauMBaEeT IEPCIEKTUBY — IJIoOaJlbHEIE
Npo6JieMbl CTAHOBATCA OTPaXeHUueM NpobJieM JIMUHEX. HeuTo noxoxee KyBpuk nponesal & 1969
Tony C KMHOQaHTACTUKOM: 3aTafky KOCMOCa CTaJIM IOBONOM IOTTOBOPUTE O TallHaxX
JeJioBeueCkUux. 1, kak ckasaHo B «CoJigpuce», KOTOpuM ComepbepT IepeCHUMET rnosxe: «Ham
He HyXeH HUKaKOM KOCMOC. UeJIOBeKYy HYXEeH ueJIoBek». MyxX OHH [XOH BEICKaXET 3Ty MEICIb

Ha CBOM MaHep: «Eciu T OpOCHUIlb Tepanuio, 3TO He HAKOPMUT neTel Spmuonum». Conepdbepr
BepeTcd 3a MeJiogpaMy He [IOTOMY, UTO €T'0 He MHTEPeCyT NIPpoOJieMbl 3KOJIOT UM, HAPKOMaHUM
U He3aKoHHOM Murpaumnu (nocienymomas ero GMuiIbMOTPadusa HJoOKaXeT, YTO BOJIHYT), a IOTOMY,
YTO eMy B [IEPBYI0 OUepenb BaXHa MOTKBAalLMS aKTUBMCTOB: HE PEelaioT JIM OHU, IPUKPEBUNMCH
6J1arMMM HaMepPeHMAMM, CyT'y00 JIMUHEE NpobJieMu? B cilyyae ¢ DHH NCUXOAHANUTUK IIPUXOOUT
K BEIBOIY, UTO 3a €€ PaCCyXIeHMAMM 00 yTuIn3auumy Mycopa KpoeTcsa OeCIIOKONCTBO,
BEIBBAHHOE [IPME3I0OM B I'OCTU OBIBIIET O OOHOKYPCHHMKAa H)KOHa. OHa GOMTCH, YTO I[IpMATETIb
OKaxeTCs TOUHOM KONMEN MyXa: OHM HaUHYT BCIIOMMHAThL, Kak HallMBaJlMCh, OOMEHVBATHCS
TaMHBEIMM PYKOIIOXATUSAMM U T. I1. HO oueMy e HENPpUATHA MBEICJIb O CXOINCTBE, O OBLIJIOM

CTyIeHUeCKOM BpaTCTBe, O COBIANEHUN BKYCOB?

Ecnu ¢unbM NpuHAIM 3a OJleOHY0 KONMI BepIMaHa, TO MCKJIIUUTEJIBHO IOTOMY, UTO ComepbepT
06 »aTOM crielMaJibHO nozaboruscd. K npuMepy, OH Nonpocui koMnozuropa Knubda MaprmHeca
HaIMcaTh CayHITPEK B cTuJie BparaHa MHo. [IpoxJianHas, Ipo3padHasd l1ejleHa 3ByKOB, KoTopas
HMKAK HEe Pa3BMBAETCH M [IOTOMY KaxXeTCs 3aBUCIIEN B BEUHOCTH, MAEAaJIbHO IoJouia Obl
CHSATOMY B PeXMMe peaJibHOT'O BpeMeHM QUIIbMY O TasgHUM JIbIOB. B dusibMe xe Comepbepra

€10 O3BYUYEHEI CeEKCyaJlbHEIE CLIE€HHIL. MbeIKa nprngaeT MHTVIMHEIM MOMEHTAaM TOPXECTBEHHOCTb,
IPUCYIYI0 3BHAMEHUTOM HEMOM ClleHe cOoBJlal3HEeHU B JIYHHOM cBeTe 13 «Bappu JInHnoHa». TOJIbBKO

N Conep@epra BMECTO JIYHBL — XOJIOODHOE CBEUEeHIMe TeJIeSKpaHa.

Tak, MOXeT, M 3a CKPOMHOM MeJjionpamoM Comepbepra KpoeTCsa 3NMYeCKMUM pasMax C HaMeKaMu
Ha CyIbOH 3allagHOM UMBUIM3aLUM, ODpPEeKaK el ee IPenCcTaBUTEJIEN eCIIM He Ha Oe3yMue

U Kpax, TO 10 KpalHel Mepe Ha JIOXb M Buneo? HasBaHue HaMeKaeT Ha IMpokKue 0OoBmeH.
B HEM CJILIMMUTCA He TOJILKO MOJIEMMKa C MPEeXHUM MOTTO PO HAaPKOTUKM U POK-H-poJut (T'pam:
«JIOXBb KaK aJIKOT'OJIM3M — HyXHO BCE BPEeMs OMOXMEJIATLCA»), HO M OTCHIJIKA K «CBOBOIe,
PaBEeHCTBY 1 OpaTCTBy». Belb NpoOJIeMEl 'epOeB C CEKCOM M JIOKBIO KOPEHATCA B PABEHCTBE
n OpaTcTee. Kak O HU XOTeJI QMUIIBM Kas3aThCS CKPOMHOM XPOHMUKOM CEMENHOM TAT'OMOTHHEI,
KOPHM €70 Te Xe, uTo y JImHua, — B «Ypoxnuax» Tona BEpoyHuHTa. Benb cecTpsl 9HH MaJjisieHn
1 CMHTHUA Bullonn — HacToAlWMe CUMaMCKMe OJIMB3HELE], TOJIbKO CPOCIMEeCHa He TeJlaMu,

a CO3HAHUAMM. OHH 3TO IIOHMMaeT: «HeHaBmxy, KOI'Da y MEHA Te Xe 4yBCTBAa, YTO Uy HEEe».
BOBMOXHO, MyX — €IMHCTBEHHAS HaleXOa BEPBATHCS M3 3aMKHYTOT'O KpyTa. [JosToMy 9HH

IyTraeT MBICJIb O TOM, YTO Y My»a TOXe MOXeT OLTb IBOVHUK.



VIHTEepPeCHO, UYTO IICUXOaHAJIMTUK C II€PBHIX X& MUHYT QUIIbMa OOPUCOBEIBAET JHH €€ IpodJeMy:
ee BECIOKOUT TO, YTO OHA HE MOXET KOHTPOJIMPOBATE. [loUueMy Xe OHa HEe CJIBIIUT €T'0 CJIOB?
OTBeT nonckaseBaeT I'P3M B IEPBYI0 Xe MUHYTY 3HAKOMCTBA C JHH! «fl He MOT BMIAETE BacC

[0 TeJIEBU30Py ?» EIN0 CJIOBAa JIETKO NPONYyCTUTE, IIOTOMY UTO OHM KaXyTCsH CAMBIM HEJIOBKUM
crnocofoM BTAHYTEH AeBYylIKy B pa3Toeop (nalee mommxeH Clle10BaThL KOMILIMMEHT ee KPacoTe
WV TIOMCKY TOTO, UTO UX 06benuuaeT). ONHaKO y DHH eT0 3aMedaHye BH3LBAnT He Jocany,

a MHTepecC, XOTS OHa NNpenybexneHa NpoTus IIXOHAa, Ia 1 GQIMPT ee HUCKOJIbKO He MHTepecyeT
(anamoruuHEe MO OPUTMHAJILHOCTHM IPMCTaBaHNA 3aBcernaTas 6apa OHa HECKOJIBKO pas

Ha IPOTAXEHUM OMIIbMA IPEeCEeKAET Ha KOPHI: €5 3aMyXeM». — «A BH OUE€Hb 3aMyXeM?» —
«JocTaTouHO»). CMEICJI CBOMX CJIOB I'P3M MPOACHUT MO3%e, KOTa CKaXeT JHH, UTO OHa BeleT
cebsa Tak, CJIOBHO Ha HeEe IIOCTOSHHO CMOTPAT. OHa OYyATO MI'paeT PoOJib. TaK UTO HUUETO
CTPaHHOTO, UTO aHAJIUTUK B €e cllyuae OEeCIOMOIEH: OHa Xe IPUXOIUT He CJyllaTh eTo,

a NpencTaByiATb cefd, aBaTh MHTEPBBI. A X000u I'poMa — OpaTh MHTEPBLIO y XEHIIUH.
BuneokaMepa noMoraeT JHH BEHIABUTE €€ KOMIIJIEKC. [Ionae B Kaap, OHa IOHMMAaEeT, UYTO BCerna
B HeM OblJla, BCer'a NPUCYyTCTBOBAJA Ha HE3PMMOM CBEEMOUHOM IIJIomalke. BOT B ueM KJIloUeBOe
OTIMUME aBTOPCKOTO KMHO CTAaporo ofpasua (maxe ecay oHO PAAMTCA B MOIHLE
MOCTMOIEPHUCTCKME M IeKOHCTPYKTUBUCTCKME TE€OPUM) OT MHON. [IuTep I'puHy 3t He pas
IIOOYEePKMUBAJ, YTO KMHO yMEPJIO B TOT OEeHb, KOT'OA U300pesM NyJIbT OAMCTAHLUMOHHOTO
YyIIpaBJIeHMS, C IOMOLLI0 KOTOPOT'O 3PUTEJIb KOHTPOIUPYET skpaH. HO y «He3aBUCHUMEIX» COBCEM
MHOM B3TJIAL: Ppas3 IPUBHEUKY 3PUTEJIS USMEHUIINCE, 3HAUNT, HANO YCTAaHaBJIMBATEL HOBBIM TUIL
OTHOWEeHUN. ECJIM 3pUTesIb NPUCTPACTUIICA [IePEMAaTEBATE M OCTAHABIMBATE — BKJIOUUTE 3TY
ONUMIO B CBOM OMJIIEM: HAIIPUMED, [IepeCTaBbTe BNM30OE MeCcTaMu. VIJI IoCTponTe CBOM QUIIbM

10 3aKOHaM KJIMIIa.

CuacTiameasa KOHLIOBKA IIPY BCEM CBOEM UCKYCCTBEHHOCTHM KaXeTCsa Ha KAKOM-TO IJIyOMHHOM
YPOBHE OYEHb NPaBMUJIbHOM. UTOO 5TO UyBCTBO IPaBMJIBHOCTU CcaMOMy cebe OOBACHUTE,
NPUXOIUTCA BHMKATL B TO, KaK [IepPellJjle TeHE BHY TPeHHME U BHEUIHME MUPEL 'epoeB. «Jukne
ceprlueM» IOCTPOEHH Ha IOCTOSAHHEIX IePeKIIMUKax ¢ «BoymeOHMKOM CTpaHe O3». 1514 napsl
KHMT'A HaleJIeHa BaXHBIM CMEICJIOM. Pa3nennTesibHEle NTOJIOCH XeJITOT'O LIBeTa HAallOMMHAT

O DOPOTEe M3 XEeJITOT'O KMPNNYA, 10 KOTOPOM I'epOoM CKa3KM UAYT K BOJIMEOHUKY, YTOOL

OH MCIIOJIHMUJI MX 3aBeTHBIE XeJlaHMA. YPOK KHUI'YM B TOM, YTO BOJILIEOHMK — He CIIOCODOEeH

Ha HacTosdAlmee uyno. O0HAKO eTro 1 He TpebyeTCAa — I'epOoM HaleJIeHEl BCeM, O UeM TakK MedTalll.

EOVMHCTBEHHOE, UETO VM He XBaTaeT, — aBTOPUTETHOT'O B3TJISNa CO CTOPOHHL

Tak 4YTO Ha POJIb CEKCaANUIJIbHOM KpacoTkM JInHY BEIOpaJ JlIopy LepH, CEI'PaBUIyIO
3aKOMIIJIEKCOBAHHYIO CTAapPIEKJIACCHUILY B IpeunyleM eTo duibMe «CuHUM DapxaT». 3aMbelcel
O4ueBMIEH — [IOKaz3aTh, Kak caMas OOEYHad OeByllKa IpeBpalaeTcsa B OOTMHIO, IOTOMY UTO

ee rnapeHb BUOUT €e TakoM. JIyJjie He HyXeH BOJIeOHMK, HeODOXOOMMEINM B3TJIAL CO CTOPOHEL

ey obecrneuuBaeT Camyop. UTo kacaeTcsa Canjiopa, TO POJIb BOoJIIeOHMKA OJI HeT'O urpaeT Jlyia,
IonnepXmBas ero UOeHTUOMKALMIO C IJIBMCOM, KOT'Ia OH IEITAETCSA [I€Th [IECHU U3 €T'0
penepTyapa. Be3 nonnepxku JIyJEl OUeHb TPYIHO [IOHATE pellyinky Calyiopa «IIumxak 13 3MeuHOMN
KOXM CUMBOJIMBUPYET MO MHIMBULOYAJIBHOCTL M CTPeEMJIEHME K CBODOIe». 3TU CJIOBa
IIPOMBHECEHE COBEPLUIEHHO CEPbE3HO, HO MBI HE MOXEM HE 3aMEeTUTH X IapaloKCajlbHOCTH.

OueBMUIHO, UTO HEUTO IONODOHOE O Hapsale JJBMCa MOT Obl Ckal3aTbkakoM-HuOynb QaH3uUH,

10



HO TOJIbKO He caM KopoJib. CaMJIOP Xe He MCIBITEBAET HUKAKOT'O CMYLIEHM A [10 3 TOMY [IOBOLY.

OH m JlyJjla TMIIHOTUBUPYIT OPpYyD Ipyra. ¥ 1o Tex [Iop [I0Ka BHEWHUM MUP He HoT'albBaeTC s

06 X TalHe, OHY MOT'YT COXPaHSATb UyBCTBO OTCTPaHEHHOCTH. CepbesHble NPpoDJIeMbl
HaYMHATCA B TOT MOMEHT, KOT'Ia [IOCTOPOHHMY BEIAaeT BJIOOJIeHHEM dpa3y «Moy nec scerga

CO MHOWM» — TOUHYIO LMTATy U3 «BojmebHMKa cTpaHe O3». B 3TOT MOMEHT BHYTPEHHUM M BHEIHUN
MMPHL HAUMHAOT [IepeTeKaTh OOUH B APy Toit (MMeHHO 3T0 nossoauio JIMHUY NpunmucaTs Caiaopy
bpasy «f — OUKUM CepOlleM»; B pOMaHe XxapaKTepUCcTHKa « AMKKE CepalLeM» OTHOCKUIIACh

K IOCTOPOHHMM — JIOAAM BOKPYT Caiisiopa 1 JIyJiel, — HO TOJIBKO He K HUM CaMyM).

[IOHATHO BHE3AIIHOE NIpo3peHMe noburoro Canyopa B dmuHajse. des NPOpLEIBAETCA B pealibHBIM
MMUP, HO 3TO B3aUMOIPOHMKHOBEHNME BHYTPEHHET'O ¥ BHEIIHETO MUPOB €TI0 OOoJIblle He NIyTraeT.
He nyraeT MMEHHO IIOTOMY, UTO eMy OOJIblle HET HMKAKOM HEOOXOOMMOCTHM CTEIAUTHECHA CBOEN

JII00BU K IE€TCKOM CKaskKe. Benb y HETO €CThb CBIH, KOTOPOMY MOXHO 9Ty CKA3KYy UMTaThb.

[IpobecCcrOHAJIbHEM UMTATEJIAM BPAI JIM HYXXHO OOJITO OOBACHATH, YTO TaKOe «HEeIOCTOBEPHEIN
pacckaszuuk». OCOOEHHOCTb €I'0 B TOM, UTO OH MCIIOJIb3YEeTCHI Kak B pa3BJIeKaTeJIbHOM
muTepaTrype (FeHralsHOCTh XOMMCa CMIBHO BHUTPEIBAET M3-3a TOTO, UYTO MEl CMOTPMM Ha HETO
TJIa3aMu JOKTOpa YOTCOHA), TakK M B Cepbe3HEX Npousseneumax (TyT B ckoOKkax NPUHATO
IIOMMHATH «I[IOBOPOT BMHTA» — CTEIIE€Hb BMEHAEMOCTHM PaCCKa34UMIE B DTOM pOMaHe
BSKPaHU3aTOPH BAPbUPYIT B 3aBUCUMOCTHM OT TOT'O, XOTAT OHM CHATH kKadKMaHCKHUM KOoUMap,

CeKCyasNbHYK ICUXOOPaMy MM BOCIOUTATEIbEHY II0O3MY).

MaxpOBEIM LIBETOM «HENOCTOBEPHEE PACCKASUMKNY» PACLBEJM B KPYTHEX OJeTEeKTUBAX, OTKyOa
epekoudeBasiu B Hyap. Ecniu y KonaH JoMia 3aralkKy 3araleBall IPeCTYIIHUK, XOJIMC MCKaJl
pasrankKy, a JerKyo [IyTaHMLy BHOCUJIM YOTCOH Oa paCCedHHEE CBUETENN, TO B Hyape TEMHAT
BCE — OT XEPTBH IPECTYIJIEHM S OO IOJIMUMM, — & UaCTHBIM CHIMK, KaK IPpaBUJIO, COBCEM

He [TOHMMAaeT, UYTO OH MIeT, OJId KOT'O ¥ 3adeM. O TOM, UTO CJIeNCTBME OaBHO 3aKOHUYEHO, IOTOMY
YTO KTO-TO U3 I'€POEeB UTO-TO I[IOHAJI JIyulle BCeX OCTAaJIbHEX, 3PUTEJID [Ipenjgarajoch
OOTalblBaThCA 10 CKYIEIM PEJIMKaM, OPOLIEHHEM He TO B IWIYTKY, HE TO BCEepbes. 3TO ONMCaHue
B PABHOM CTEINEeHM I'OOUTCH Kak OJId KJIaCCUUeCKMX HyapoB 1940— 1950-xX TOOOB, Tak U OJig
OospuMHCTBA QUIbMOB JIMHua 1 6paTebeB KosH. TapaHTHO 1 ConepOepT BHIIALAT U3 CXEMEI
JIMIIB Ha [IePBLM B3TJISO. B «KpUMMHAJIEHOM UTUBE» [Ty TaHMlla JOCTUTAJIaCh HEJIMHEMHOCTLIO
SIM30I0B, a repou «Cekca, JXM M BUOeO» Tak MHOT'O HeJOT'OBapMBaKwnT, YTO [IPEBPATUTD B3TY

MeJIoOpaMy B TPUJILJIEP MOXHO OBLIO OBl BCET'O OOHOM PEJIMKON.

Anasnorwupo indie=noir cTraBuUT Nog COMHeHMe JIMib ONHO — SMOLMOHAJIbHOE HalloJIHeHMe. BEl MO TN
He pa306paThbCs N0 KOHIIA B XMTPOCIJIETEHUAX KJIIACCUUECKOT'O Hyapa, HO U 6e3 TOTO BbIJIO
[MOHATHO, K UeMy KJIOHAT aBTOPHL: KAaK Obl HY OCTPUIIM M HY XPabpuiiuch NepOou, He 0TIy CKAJIO
ollymeHue, YTO MEL XMBEM B CTPAllHOM MUPE, IIle BEPUTE HEJIb3A HMKOMY. A BOT

OT «HEe3aBUCUMEIX» IPM3epoB KaHH omymeHus oOpaTHEE: KaKMMM OB M3IeBaTellb CKHU
UCKYCCTBEHHEMM HM Ka3aJIMCh X3INNU3HIL, BCe Xe IPUATHO CO3HABATL, YTO MUP IIOJIOH «JIe OUT
MakoOB» 1 deli B Hebecax. 3TO ollylleHe COBNanayo C OOMMM HACTPOSHMEM OT HaABUIAKIMUXC S
nepemeH. «HesapucuMaa» NpoOyKLUMA NO3B0OJIAJa UyBCTBOBATE Ce0d HACTPOSHHEM Ha TO3UTUB,

HO B TO Xe€ BpeMA JIMIIEHHBIM BCAKUX MJIITI3UN.
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O TOM, KaK CTPOSATCS OTHOWEHUS C 3aJIOM, ONHAXIE BEICKasaJica Buinu Yannnep: «Kaxnoent
3pUTEJIb B OTOEJIBHOCTM MOXET OBITE MOAMOTOM, HO TEICAYHEM 3aJl, HAOUTEM MONOTaMM, — I"eHUM».
BaxXHO MMOHATH, YTO BTOT YaMJIODEPOBCKUM KPUTEPUM BEpa®aTEBAJICSa B CyPOBOM
IIPOTUBOCTOSHUY TOJINIMBYOCKOM CUCTEME. A 3HAUNT, 10 5TOM dpas3e JIeTKO BOCCTAaHOBUTD
IpyToe HeTJlaCHOE NpaBuUilo, KOTOPHM PYKOBOACTBOBAIMCE BCe yCIIemHbe NponncepH (xora

HU OOMH U3 HUX He IIPOM3HEC Bbl €TI0 BCJIYX): KaXOul OTIesbHEI 3pUTEe b MOXEeT OLITEL TeHUeM,
HO 3aJl, HaOUTHM I'eHUAMY, — UOMOT. OLLeHUTEe OTJIMUME DTOT'O IPABUJIa OT PaCXOXEM MaKCYMEL

IIPO «IIMIIJI XaBaeT», ¥ B IIOMMETe, UTO C BAMM IIPOUCXOOUT B 3PUTEJILHOM 3aJIe.

KaxmM OBl TyIIBIM HM OB IOMOP MEMHCTPUMOBCKMX OMUIIBEMOB, OH HE YHMXaeT NOCTOMHCTBA KaXIoT'o
OTIEJIbHOT'O 3PUTEJIA, IOTOMY UTO PACCUMTAaH Ha HEKOT'O HECYWECTBYIETO «IIPOCTOTO
3puUTesia». BAXHO IOHATH, YTO 3TO HE YCPEIOHEHHBIM 3pUTEeJlb, KOTOPHM NIPeaCTaBJIgeT cODOM
CTaTUCTUUECKYD ab®CTpaKlMo, & UMEHHO Hecyujecmeyiowutl. llapanokc, O0HAKO, 3aKJI0YaeTCs

B TOM, UTO BCTPETUTLCS C 3TUM HECYIIECTBYIOUMM 3PUTEJIEM IIPOlle NPOCTOT'O — JOCTATOUYHO
KYIOUTb OUJIET Ha CPEOHECTATUCTUUECKUN TOJINIUBYACKHUM OMiibM. POKYC BHE3AIIHOT'O SBJIEHUS
TYIIOM TOJINH U3 HEOBITMSA MEl pa3TalaeM, KakK TOJIbKO [IOMMEM, UTO M CaMM IJIS CoceneM 10 3ally
CIIMBAEMCSs C «TOJIIIOM MOMOTOB». «'€HUM-OOMHOUKA B 3aJIe» He CYIeCTBYeT. 3TO
IIOATBEPXIOAETCHA 3KCIEPUMEHTAJIEHO! Ha BEIXOLE [1OCJIe TECTOBOI'O IPOCMOTPA 3PUTEJIM HaCTO
BLIBAT HeOBBEeKTUBHHL. [Jouemy? [JOTOMY UTO T'OJIOCYT He OT CBOET'O MMEHU, a OT MMEHU
CpelHeCTaTUCTUUECKOT'O 3PUTEJIS — TO eCTh B TOUHOCTM TaKoT'O Xe, Kak g, HO — uamoTa. Bcem
xoueTcsd OBITH SKCIIepTaMM.

MeI MTHOBEHHO BO3HOCHKMCS Ha METAYPOBEHL BOCIIPUATHK, €llle BHlle neMuypra-abepucTa. YTOOb
COUTH HAC C 3TOM IO3ULUN, IPUXOIUTCSI OUCKPEAUTUPOBATEL KaMepy U ee SKOOb HeMTpaJibHEIM
B3IJISO, OTMEHMTHL BOBMOXHOCTE OA30BOI'0 IOBECTBOBATEJIA U €T'0 SKODOH ODOXeCTBEHHOE
BCeMOoTymecTBO. OCOOEHHO JIOOONETHO, Kak 3TO fejiaeT TapaHTuHO. OH He OTpaHudYMBaeT
aBTOPCKUM IPOU3BOJI, &, HAOOOPOT, IOXOOUT B HEM IO TOM CTEIEeHN, UTO Haxe y CaMoIo
OT'OJITEJIOTO 3PUTEJIA OTIIalaeT OX0Ta C TakMM aBTOPOM uIeHTuduumpoBaThbcsa. Korma Ixyic

B «KpMMMHAJILHOM UTUBE» BEDXMBAET [IOCJIE BCAXEHHOM B HET'O OOOMMEL, TPYOHO He oOpallaTh
BHMMAHMSA Ha aBTOPCKOe CcBoeBoJiMe. CaM I'epolt BliaZlaeT B PEJIMIMOBHEIN 3KCTa3, 0OO0XEeCTBJIAA
aBTOPCKYIO [IOBULMUI0, HO TEM, KTO He MCIEITHBAET [IPM 3TOM HEKOTOPOM HEJIOBKOCTH, IPUIETCSI
IIOBEPUTH U B yOUMCTBO I'mTiiepa B «BeccyaBHEIX yOJonkax». ECJIM BEL UyBCTByeTe, UTO

30eChb UYTO-TO He TaK, TO MMEHHO IIOTOMY, UTO 3ageTa Halla MeTallto3mMin4d. Hawm KaxeTCc4d, 4dyTOo
OIPpYyTHME PEXMCCEPE TaK He NTOCTYNAalT. B NeICTBUTEJIbHOCTY — MMEHHO TaK M [IOCTYaklT,
TOJIbKO OeJlaloT 3TO He3aMeTHO. Benb MMEeHHO Ha DTOM IIOCTPOEH CaMblyl XOIOBOY IIpUeM

KOMMEPUYEeCKOI'O KMHO — CacCII€HC.

3TO CaMHM KMHOLHLI IPMEM Pa30TOXIECTRIIEeH . OOHUHO CUuMTaeTCss HaoDOPOT: HAIPSXEeHHUE,
IPYKOBEIBAKIIEE 3PUTEJIS K 5KPAaHY, CBSI3aHO C TEM, UTO OH IEPEXMBAET 3a lIepcoHaxa. OqHaKO
IepexmMBaTh 3a I€PCOHAXA M OTOXIECTBIIATEL ce0d C HUM — HEe OIHO M TO Xe. Pa3sHully,
CylleCTBYIY0 MEeXIy OIHUM M OIPYTUM, «Hes3aBucuMee» (B nepeyn ouepens TapaHTUHO) BEBEIM
Ha HOBHIM ypPOBeHb afCcTpakluum. HUKakoT o OTOXIOECTBIIEHUS C TePOEeM B HallPSXKEHHBIE MUHY THI
OBITH HE MOXET, IOTOMY UTO KJIACCUUECKMI CACIIEHC CTPOUTCS Ha TOM, UTO 3PUTEJIL 3HAET
BoJble, UeM TIEPCOHAX. ECJIM Xe Tepol 3HaeT CTOJILKO Xe, CKOJIbKO 3PUTEJIb, TO CACIIEHCAa HeT:

mmbo Tumb ga raank (oba He 3HALT 0 GoMmBe), mubo skmH (oba 3HaLT).
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UTOOH YyCUJIUTE CACIIEHC, PEXMCCEP MOXET 3aCTaBUTh 3PUTEJSI [I€epeXnBaTh Cpas3y

3a HECKOJIbKUX [IepCOHaxXel. B MOMEHT HANIPSAXEHNM S 3pUTeJIb MOXET Oaxe He 3aMeTUThb, YTO
«BboJieeT 3a o6e KOMaHIE». BOT TOJIBKO, B OTJIMYME OT CIIOPTAa, Ha KOH [TOCTAaBJIEHE 3 TUYECKHME
BOIIPOCHL B «BeneHbIX rtcax» TapaHTMHO MBIl O0JIEEM M 3a BHEAPEHHOT'O B OaHOy MNOJIULENCKOTO
MucTepa OpaHXxeBOI'O (Tum Por), u 3a MmcTepa Besoro (XapBM KeiiTenn), KOTOPOMY TOT MOPOUMUT
roJiory. Ho BeJelt — ybuniia, a OpaHXeBEIM [IJIATUT eMy IpenaTeJIbCTBOM 3a CllaCeHMe XMU3HA.
Tak Ha Ubel X€ Mbl CTOPOHE: yOUILIE, NpelaTesid, uiin o6oux? Hey1oOHbE BOIPOCH CTABAT epes
HaMM DIM300bl, B KOTOPHIX JIMIHUK LejlyeT OOTUHKM BapToHy duHKYy, M Byd criacaeT

OT M3HacuJoBaHMa Madpmosu Mapcesiaca Yoijeca, uiu Booou [lepy cobnazugeT Jlynny. CTpeMach
n3bexaTb OTBETAa, Mbl OOBIUHO 3aABJIgeM, UTO OMUJIbM 3acTaBJgeT 3alyMaTbCs, M IO TOMY

OH KpyTOM. [Io CyTU, MBI OCTAEMCS B [IONBEUIEHHOM COCTOSHMUY, C PA3METOM 3TUUECKOM [103ULIMEN:

3HAaeM, UTO HMUYEeT'O He 3HaeM. Mb pa30TOXIEeCTBUIIMCE C CaMyMM COOOI.

IeJsio He B co3maBaeMOM HaNpPAXeHMM. BaxHO, UTO B IpOoLeCCe OXUIOAHUA 3PUTEJIb CaM

HE 3aMeuaeT, Kak HauMHaeT COePeX1BAaTh U TOTEHIMAJbHEM XepTBaM («ceruac xe pBaHer,
oy normbuyT!»), M TeppopucTy («certuac xe Bcé oBHapyXaT, eT0 PacKpolT»). Bonpoc nuub

B TOM, OCTaBUTh 3TU «IIPHTanMe» UOSHTUOUKALNMYM B PaMKaXx 5NM300a UJIM BEIBECTU X Ha DoJiee
obmMM ypOBEHb, 3aCTaBUB 3PUTENA 3aAyMaTbCa: «ECAM 4 COYyBCTBOBAJI KMHOIIHBIM
TEPPOPMCTAaM, TO CIIOCOBEH JIM Ha COyUacTHe B Xu3Hu?» Ham Bonpocom «IloueMy g He moHeC OB
Ha TeppopucTa?» MyuMTEeJbHO Pa3MELUIAN JOCTOEBCKMIA. OCTPO OH IOCTaBJIEH

" B «HezaBuUCKUMOM» QuiibMe «Ha bepery pexku» TuMa XaHTepa, KOTOPHM OUEeHb XOUeTCsa Has3BaTh

«TBuUH [IlMKCcOM 6€3 BUT'BAMOB».

BOBMOXHO, M B3JIET «HE3aBUCUMBIX» CBSA3aH CO CJIYyU4allHOCThLIO, C YHUKAJIbHEM UCTOPUUECKUM
MOMEHTOM, KOT'Ia OTHOUWIEHKE K IOCTMOOEPHUCTCKHMM TEOPUAM BHE3AIHO U3MEHUIIOCh — LLapPCTBO
BEUHEIX JIbIIOB cHOOMUBMAa U VMPOHNMM BHE3AIIHO OKPAaCMJIOCh UeJIOBEUECKIMM TEIIJIOM. HaHOMHV[M,
UTO B CepellMHe BOCBMMIOECATEIX CJIIYUYMIJIOCh TO, UTO CJIOBaMIM KoynneHna MOXHO Ha3BaATb
MT'HOBEHHOM HOCTAaJIbI'MeN: HeOXMIaHHasa cMepTh PojlaHa BapTa, 9Hnu Yopxoia 1 Mumesns dyko,
a Takxe yxon us xmu3HU Xaka JlakaHa NpuUBeJi K TOMY, YTO CIIOPHEE QUI'YPE HadaJu Ha IJlasax
6pOHBOBeTb. OCcTaBUIMMCS B XUBBIX IIeBlaM II0CTUEeJIOBEUECTBA ITPUIIJIOCE ITPOM3HOCUTH
Ha,HI‘pOGHbIe peun. n TYyT, K YOMBJIEHNMIO OJI4 MHOT'UMX, TBOPLEL MHOT'OCJIOVHEIX I/IMI/I,H)Keﬁ IIPOABUIIN
TIIyOMHY UyBCTB M [IE€PEXMBAHUM — Ha IJlasax MaHeKeHOB IIPOCTYIIMIINM CJle3bl, MaHUITYJISTOPEL
ODHAXMIIN PaHel, YUE€HEIE MYXHM OT CUMMYJIAKPOB M OEKOHCTPYKUMM IIJIAaBHO IIepelJiy K BOIIpocam
VMHTVMAa, IPYXOBL 1 O0WeTro neja, XUTPOCILJIeTeHUA abCTpakUuMy 3aAp0XaJii OT OEXaHUA JIETKOM
nayTUHKOMN. JIy Pun 1 IxoH KelJl, HeCMOTPS Ha MHOT'OJIETHME OOMUILL, OOBEe IMHUIIN Y CUIIU S, YT OOLL
BHITYCTUTEL NPOH3MTENbHEE 10 caepxaHHocTu Songs for Drella. B3Tasmn, KOTOPLMM OHM
OoBOMEeHMBAaJIUCEL BO BpeMA MCIIOJIHEHMA B OOHOVMMEHHOM JOKYMEHTAJIBHOM @MﬂbMe orepaTopa

u pexmuccepa 9na JlaxMaHa, — 2TO HacToauuM ajseT nysb xoHa By (mosxe JlaxMaH 3amacT
CTuJIb UHAU-XUTaM Cobmu Konnoudwl, [IoJia llpenepa, Jlappu Knnapka, CtuBeHa Conepbepra u Tonna
XemHca). Jenes, Bonpuiiap, BinaHmo Hanmcanu no kHure o dyxko, leppuna HanuumeT 3cce «CMepTh
Posana Bapra», MeMyapt! O [IoJsie ne MaHe 1 BHIIYCTUT KHUTY «IlodTOBas OTKPBITKA», HABEAHHYIO
JIaKaHOBCKMM IIepecMHECcIieHMeM dpelina. Ho TyiaBHEM NpollaraHiIucToM JlakaHa okaxeTcsa Xuxex.
B 1989 rogy BEIIAET €T0 «BO3BHEIICHHL OOBEKT UNECOJIOTUMY, KHMT'a, KOTOPYI CaM aBTOP
HA30BET OOHOM M3 CBOMUX JIyulinx paboT. [Io HeM yXe MOXHO yIalaTh BJIEMEHTH Oy oylen
IOJIEMMKM: KTO-TO DOJIXEH OyneT onpaBneleaTh «lIcuxo» 'aca Bau CeHTa, npencTasiygas eTro
OOHOBPEMEHHO NPOOOJIKEHMEM JIMHUY XMUKOKA U [IPeOBEeCTHUKOM «Jxeppnm».

Tekct B3saT U3 )xypHana Ceanc N253-54
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