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KINAS IR MIESTAS:
KINEMATOGRAFAS
TARPUKARIO VILNIUJE /
CINEMA AND THE CITY:
CINEMAS IN INTERWAR
VILNIUS

ANNA MIKONIS-RAILIENE

XIX a. pab. didziyjy miesty kultarinis gyvenimas su-
teiké galimybe jvairiy socialiniy grupiy integracijai.
Industrializacijos, urbanizacijos, masinés kulttros pro-
cesai, amziy sanduroje pasieke ir Vilniy, skatino kino
vystymasi. Tokia situacija kino fenomenui suteiké ne-
tikéta pagreitj. ,Augti Vilniuje - reiské gyventi XX am-
ziuje tiktai del kino", - prisiminé Czestawas Mitoszas.
Statistiniai duomenys teigia, kad tarpukario Vilniuje

u‘|

veikusius 12 kino teatry kasmet aplankydavo daugiau
kaip 2 mln. ziGrovy, o tai reiske, kad statistinis vilnie-
tis per metus kine pabuvodavo 11,7 karto. Kokiuose
kino teatruose laisvalaikj leisdavo miesto gyventojai ir
kokias emocijas jie iSgyvendavo?

Pasibaigus Pirmajam pasauliniam karui, beveik
120 takst. gyventojy turinc¢iame Vilniuje veiké 6 stacio-
narus kino teatrai. Batent jie ir buvo pats tvirciausias
busimo kino gyvenimo raidos mieste pagrindas. Visi
jie lengviau ar sunkiau istvéré karo metus. Vis dar ge-
riausias buvo 1915 m. J. Pogorzelskio jsteigtas priva-
tus 1 500 viety kino teatras ,Helios” (Vilniaus g. 22).
Jo konkurentas - R. Sztremerio ,Kinematografinis te-
atras”, kartais vadinamas ,,§eimyniniu” arba ,Seimos
teatru”, - veiké miesto centre, DidZiojoje gatvéje 74.

1 Mitosz Cz., Zaczynajgc od moich ulic, Paryz, 1985, p. 41.

In the late 19th century, cultural life in the big cities
provided a possibility for the integration of different
social groups. The processes of industrialisation, ur-
banisation and mass culture, which reached Vilnius
at the turn of the 20th century, stimulated the devel-
opment of cinema. This situation gave unexpected
momentum to the phenomenon of the cinema in the
city. ‘Growing up in Vilnius meant living in the 20th
century thanks to cinema alone,"" Czestaw Mitosz re-
called. The statistics show that more than two million
people per year visited the 12 cinemas in interwar
Vilnius, which meant that the average resident went
to the movies 11.7 times a year. In which cinemas did
the people of Vilnius spend their free time, and what
emotions did they experience there?

After the end of the First World War, there were
six permanent cinemas in Vilnius, which had almost
120,000 residents at the time. They were the main
foundation for the further development of cinemas
in the city. All of them had survived the war more or
less successfully. The 1,500-seat Helios cinema (22
Vilniaus St), opened in 1915 by J. Pogorzelski, was
still the best. Its close competitor, R. Sztremer's Cine-

1 Mitosz C., Zaczynajgc od moich ulic, Paris, 1985, p. 41.
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Vykstant karui neuzsidaré ir mazesni kino
teatrai: 1911 m. ruso V. Drobcunovo jsteigtas ,Minia-
tiur” ir ,Lux” (Sv. Jurgio pr. 11, dab. Gedimino pr.) bei
.grand-kino” vadinamas ,Eden” (Didzioji g. 66).

Taciau netrukus miesto zemélapyje ima atsirasti
nauji kino teatrai. 1920 m. duris atvéré ,pagal naujus
kinematografijos ir technikos meno patobulinimus”?
jrengtas pirmos klasés meninis kinematografas ,Po-
lonia” (Mickeviciaus g. 22, dab. Vilniaus mazojo teatro
salé), kurio direktoriai buvo G. Slepianas ir G. Feigen-
bergas. Pasizymintis ,rafinuotai jrengta estrada, nau-
jausia ventiliacija ir erdvia ZiGrovy sale”® bei galimybe
jame susitikti ,visam Vilniui”4, konkuruojantis su ,He-
lios” ir jsiklres vienoje geriausiy miesto viety salia
Stralio cukrainés, kino teatras buvo nuolat atnaujina-
mas ir remontuojamas. Jis s€kmingai gyvavo iki pat
ketvirto desimtmecio vidurio.

1922 m. spalio 22 d. Slepianas ir Feigenbergas
atidaré ,Piccadilly” (Didzioji g. 72). To meto spauda
entuziastingai pranesé: ,Nepagailéjus pasakisky
lésy, padaryta viskas, kas tik jmanoma, kad sekant
geriausiy europietisky kino teatry pavyzdziu (ir me-
niniu, ir technikos pozidriu) baty sukurtas iki Siol ne-
batas dalykas. Ypac¢ daug démesio skirta patogumui,
nuolatinei gryno oro apykaitai ir maloniam apsvieti-
mui a giorno.”

Desimtoji miza Vilniuje reikalavo pasiturinciy
Zmoniy paramos, nes kino mokestis miesto magis-
tratui buvo pakankamai didelis. Taigi galima pasakyti,
kad kino pramoneé Vilniuje priklausé turtingiems zy-
dams ir rusams. Tai buvo broliai Pimanovai, ,vazinéje
automobiliais, visada su frakais sédéje Zaliajame ir
Raudonajame Stralyje”. Jie ketvirtame desimtmetyje
turéjo kino mokykla ir vadovavo keletui kino teatry.

Vilniaus pirkliy zydy Slepiano ir Feigenbergo
duetas treciame desimtmetyje valdeé keturis kino te-
atrus - juose, pasak reklamy, rodé zitrovy poreikius
ir skonj atitinkancius filmus. ,Piccadilly” sialé ,jdomius
inteligenty pomégius atitinkandius vaizdus”, R. Sztre-

Kino ,Polonia” anonsas, Gazeta Krajowa, nr. 76, 1920 12 01, p. 1.
Ibid.
Ibid.

Kino teatro ,Piccadilly” anonsas, Gazeta Krajowa, nr. 238,
19211022, p. 1.

6 A. Mikonis-Railienés pokalbis su Janina Gieczewska, pavasaris,
2010.
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matographic Theatre, occasionally referred to as the
‘Family Theatre’, was located in the city centre at 74
Didzioji St.

Smaller cinemas also remained open through
the war years: the Miniatiur, opened in 1911 by the
Russian V. Drobtsunov, the Lux (11 Sv. Jurgio Ave,
presently Gedimino Ave), and the Eden (66 DidzZioji
St), also called a ‘grand-kino”.

However, new cinemas soon began to spring
up on the map of the city. The year 1920 saw the
opening of the Polonia (22 Mickeviciaus St, now
the Vilnius Small Theatre), a first class art cinema,
equipped ‘according to recent developments in cin-
ematography and the art of technology’,2 managed
by G. Slepian and G. Feigenberg. Boasting an ‘ex-
quisitely decorated stage, the latest ventilation sys-
tem and a spacious auditorium’,® as well as provid-
ing an opportunity for ‘all of Vilnius'* to meet inside,
this competitor of the Helios, located in one of the
city’s best locations near the Stralis confectionery,
was constantly being renovated and upgraded. It re-
mained in operation until the mid-1930s.

On 22 October 1922, Slepian and Feigenberg
opened the Piccadilly (72 Didzioji St). The press pro-
claimed enthusiastically: ‘With no shortage of spec-
tacular investment, everything possible has been
done to create a hitherto unseen venue, comparable
to the best European cinema theatres (both in artistic
and technical respects). Particular attention has been
paid to convenience, the constant circulation of fresh
air, and pleasant a giorno illumination.®

The tenth muse was in need of support from af-
fluent people in Vilnius, because the tax on cinemas
levied by the magistrate was quite high. Hence, one
could say that the cinema industry in Vilnius was owned
by rich Jews and Russians. They included the Pimanov
brothers, who ‘drove automobiles and always sat in the
Green and Red Stralis wearing tailcoats’¢ In the 1930s
they owned a film school, and ran several cinemas.

2 An announcement for the Polonia cinema, Gazeta Krajowa, No. 76,
1 December 1920, p. 1.

3 Ibid.

4 |bid.

5 Anannouncement for the Piccadilly cinema, Gazeta Krajowa, No.
238,22 October 1921, p. 1.

6 From a conversation between A. Mikonis-Railiené and Janina
Gieczewska, in the spring of 2010.
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Cinema Passes Through the City. The Stories of Vilnius Cinemas

merio kinas - ,ypac sensacingus amerikietiskus fil-
mus”, o ,Eden” - naujausias ,meniskas dekoracijas” ir
cirko pasirodymus.

Vertinant Vilniaus kino teatry iSsidéstyma to-
pografiniu pozitriu, matome, kad daugiausia jy buvo
jsiklire centre, palei DidZigja gatve iSsiplétusig pésciy-
jy pasivaiksciojimo erdve. DidZiojoje ir Salutinése jos
gatvelése kino teatrus pradéta steigti dar prie$ Pirmajj
pasaulinj karg, tarpukario laikotarpiu atsirado naujy, o
senieji buvo i§ pagrindy atnaujinti. DidZiojoje gatve-
je tre¢iame desimtmetyje veiké kino teatrai ,Eden”,
JPiccadilly”, ,Sztremerio”, ,lluzja” (DidZioji g. 60) bei
mazesnieji - ,Jutrzenka” (Didzioji g. 94), ,Wanda”
(DidzZioji g. 30). Gana tolokai buvo Gelezinkelio (Ko-
lejowy) kino teatras (GeleZinkelio g. 19), ketvirtame
desimtmetyje vadintas ,Ognisko”. Netrukus prie$
garsinio kino atsiradima, 1929 m. spalio 23 d. Vilniaus
kino teatry zemélapyje pasirodé ,Stonce” (Dabrov-
skio g. 5, dab. Jaksto g.). Dienrastis Kurier Wilenski
rasé: ,Remiantis pirmaisiais jspudziais, galima jj pa-
laikyti pirmardsiu kino teatru, prilygstanciu ,Helios" ir
LHollywood". Jis jrengtas gana solidziai, bet dar ne iki
galo, reikéty daugiau kédziy laukiamajame.”’

1924 m. birzelio 4 d. Vilniaus miesto magis-
tratas nusprendé Ausros Varty g. 5 jsteigti Miesto
kino teatrg (dab. Sioje vietoje - Lietuvos nacionaliné
filharmonija), kurio paskirtis - kultGrinis moksleiviy ir
suaugusiyjy Svietimas. Turéjo bati rodomi istoriniai,
propagandiniai, mokslo populiarinimo filmai. Kadan-
gi king globojo Vilniaus magistratas, jis buvo atleistas
nuo mokesciy, taigi bilietai buvo pigesni nei kituo-
se kino teatruose. Jie kainavo nuo 25 iki 50 grosy.
Apie sio kino teatro populiaruma liudija Ziarovy skai-
¢iai: 1926 m. buvo parduotas 502 261 bilietas, dar
24 432 buvo isdalyti vaikams i$ internaty, 778 atiteko
Vilniaus sveciams ir 8 385 - kareiviams. 1925-1926
mokslo metais kino teatre vyko mokslinés kino pas-
kaitos, i$ kuriy 256 buvo skirtos krikscionisky ir 40 -
zydy mokykloms?.

Reikia pabrézti, kad tarpukariu kino teatruose
vykdavo kabareto pasirodymai, buvo rodyti ne tik fil-
mai, bet ir teatro spektakliai. Kino teatras ,Miniatiur”
siilé Krymo dainininky Valerijaus Almazovo ir Ser-
gejaus Spakovskio ,aktualius kupletus” lenky, rusy,
daznai ir baltarusiy kalbomis. Kino teatre ,Lux” filmy

7 SK, ,Nowe kino ,Storice”, Kurier Wileriski, nr. 253, 1929 11 05, p. 3.
8 Rocznik Statystyczny miasta Wilna, Wilno, 1932, p. 180.

The Jewish merchants Slepian and Feigen-
berg managed four cinemas in the 1920s: accord-
ing to the advertisements, these screened movies
which matched the needs and tastes of viewers. The
Piccadilly offered ‘intriguing images that catered for
intellectuals’. Sztremer’s cinema showed ‘particularly
sensational American films’, and the Eden the latest
‘artistic decorations’ and circus shows.

From a topographical perspective, we can see
that most Vilnius cinemas were located in the centre,
in the pedestrian zone which stretched along DidZio-
ji St. Cinemas had been opening there and in adja-
cent side streets before the First World War; and new
ones sprang up in the interwar period, while the old
ones underwent major renovations. In the 1920s, the
following cinema halls were open on DidZioji St: the
Eden, Piccadilly, Sztremer’s and lluzja (60 DidZioji St),
and the smaller ones the Jutrzenka (94 DidzZioji St)
and Wanda (30 Didzioji St). The Railroad (Kolejowy)
cinema (19 GelezZinkelio St), which was called Ogni-
sko in the 1930s, was quite remote. Just before the
advent of sound in Vilnius cinemas, on 23 October
1929, the Storice (5 Dabrovskio St, now Jaksto St) ap-
peared on the city’s cinematic map.

The Kurier Wileriski newspaper wrote: ‘First im-
pressions allow us to consider it a first-class cinema
equal to the Helios and the Hollywood. It is furnished
absolutely impressively, but not completely, there
should be more seats in the lobby.”

On 4 June 1924, the Vilnius city magistrate
decided to establish the City Cinema Hall at 5
Ausros Varty St (now the home of the Lithuanian
National Philharmonic Society), aimed at the cul-
tural education of high school children and adults.
It was supposed to screen historical, propaganda
and popular science films. As the magistrate was
the patron of the cinema, it was exempt from tax,
hence tickets were cheaper than in the others.
They cost between 25 and 50 groszy (pennies). Its
popularity is reflected by the attendance figures:
in 1926, 502,261 tickets were sold, 24,432 tick-
ets were distributed to orphanage children, 778
were given to visitors to Vilnius, and 8,385 to sol-
diers. In the 1925-1926 school year, scientific film
lectures took place in this cinema, out of which

7 SK, 'Nowe kino "Storice”, Kurier Wilenski, No. 253, 5 November
1929, p. 3.
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Cinema Passes Through the City. The Stories of Vilnius Cinemas

rodyma lydéjo vietiniy ¢igony romansai ir Sokiai. Kino
teatre ,lluzja” ZiGrovai turéjo proga pamatyti Petrapi-
lio (dab. Sankt Peterburgas) teatry artisty bei bale-
to Sokéjy Margo Armandi ir Gretti Clorans, fakyry ir
magy pasirodymus.

Kai kurie kino teatrai prie$ seansg rodydavo
pramoginius spektaklius arba organizuodavo sava-
rankiSkus pasirodymus. Pavyzdziui, ,Eden” direkcija
vasarg savo sceng uzleisdavo Vilniaus teatro artistams.

Pokario metais Vilniaus kino teatrai sulauké mil-
zinisko populiarumo ir susidoméjimo. Kartais norint
pazinti kinematografijos Zavesj reikédavo nemenky
pastangy. Kino teatre pamatytos ,Halkos” jspadziais
dalijosi vienas ziturovas: ,Patekau j balkona. Ten buvo
grastis, nepakeliamai tvanku. Po pusantros valandos
durys atsidaré. Visi puolé prie jy. I5éjau su mélynémis
ant $ony, trys palto sagos buvo i$pléstos ,su mesa”, ka
jau kalbéti apie suplésyta kisene.”’

1925-yjy pradzioje Vilniuje veiké 9 stacionaris
kino teatrai (i$ viso juose buvo 3 050 viety), 1930 m. -
jau 12. Beveik visi jie buvo privadiose rankose, filmai
nuomoti i§ VarSuvos platinimo bendroviy.

Kinas tarpukario Vilniuje buvo svarbus miesto
gyvenimo elementas. Nemazas kino teatry skaicius, jy
gyva ir gausi diskusija bei kritika spaudoje leidzia da-
ryti iSvada, kad Vilnius tapo svarbiu ir dinamisku mies-
tu klestéti kinui ir plétotis jo pramogai.

Kinas Vilniaus miesto barokiniam veidui sutei-
ké modernios kultiros bruozy.

9  Mik., ,O ,porzadkach” w kinie Miejskim”, Sfowo, nr. 46,
193002 25, p. 3.

256 were intended for Christian schools, and 40
for Jewish schools.?

It should be emphasised that in the interwar
period cabaret shows and plays were also shown in
cinemas, in addition to film screenings. The Miniati-
ur cinema offered ‘relevant verses’ by the Crimean
singers Valery Almazov and Sergei Shpakovsky, in
the Polish, Russian and often Belarusian languages. In
the Lux, film screenings were accompanied by local
Roma, singing romances and dancing. In the lluzja,
viewers had a chance to see performances by actors
from theatres in Petrograd (now St Petersburg), the
ballet dancers Margo Armandi and Gretti Clorans, fa-
kirs and magicians.

Some cinemas showed entertaining stage
plays before screenings, or hosted autonomous
stage productions. For instance, the management of
the Eden made its stage available to Vilnius theatre
troupes in the summertime.

In the postwar years, Vilnius cinemas enjoyed
immense success and popularity. At times it took a
considerable effort to experience the charm of cin-
ema. One viewer shared his experience of watching
Halka in a cinema: ‘| got up to the balcony: it was
all crowded and stuffy. After an hour and a half, the
doors opened. Everyone rushed for them. | got out
with bruised sides, and three of my coat buttons were
ripped off, not to mention a torn pocket.”

At the beginning of 1925, there were nine
permanent cinemas in Vilnius (with a total of 3,050
seats), and in 1930 there were 12. Almost all were pri-
vately owned, and the films were rented from War-
saw-based distribution companies.

Cinema was an important part of life in inter-
war Vilnius. The attendance figures and abundant
lively debates and criticism in the press, as well as the
sizeable number of cinemas, suggest that Vilnius as a
city was important and dynamic enough for cinema
to flourish and develop. Cinema complemented the
city's Baroque face with traits of modern culture.

8 Rocznik Statystyczny miasta Wilna, Vilnius, 1932, p. 180.

9 Mik., 'O "porzadkach” w kinie Miejskim’, Sfowo, No. 46,
25 February 1930, p. 3.

Miesto kino teatras, 1933-1936 m. turéjes pavadinima ,Rewja” / The city cinema, which
was called Rewja in 1933-1936. Narodowe Archiwum Cyfrowe, Koncern Ilustrowany
Kurier Codzienny - Archiwum llustracji.
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KINO REPERTUARQ
POLITIKA SOVIETMECIU /
THE POLITICS OF
THE CINEMA REPERTOIRE
IN THE SOVIET ERA

LINA KAMINSKAITE-JANCORIENE

Kino kritikas Saulius Macaitis, paklaustas, kokius fil-
mus rodé jo vaikystéje, atsaké: ,|vairiausius troféji-
nius. Filmai vogti, iSkarpyti, permontuoti, bet vis tiek
tai buvo puiku: ,Tarzanas”, ,Tigras Akbaras”, ,Valka-
ta"." I$ pirmo zvilgsnio atrodyty, kas gi ¢ia stebétino -
Macaicio atmintin jsirézé tie filmai, kurie, nepriklau-
somai nuo laikmedio ir konteksty, galéjo panardinti
j nejtiketinus nuotykius, pralinksminti komiskomis si-
tuacijomis ar sugraudinti dél bendraamziy vargy - ki-
taip tariant, kdriniai, atliepe nutriktgalvio devynme-
¢io lukescius. Vis tik jei atsitrauksime nuo ekranuose
vaizduojamos realybés ir pazvelgsime j kino kritiko
vaikystes laikmetj, suprasime, kad Sis mazai kuo galé-
jo dziuginti - pokaris, gtdus stalinizmo metai (betvar-
ké, represijos, partizaninis karas). Kino filmy repertu-
arg palaipsniui pildo filmai, propaguojantys naujos
valdzios vertybes: skatinantys lojaluma valdziai, de-
maskuojantys vidinius ir iSorinius priesus, liudijantys
apie kare isgyventus Raudonosios armijos vargus.
Kino ekranus ilgiems penkiems desimtmediams uz-
valdé sovietiné kino produkcija.

Ka ir kur rodyti, apspresdavo Vyriausioji kino
filmy nuomojimo kontora (Zinoma, prizidrima ideo-
loginiu grynumu besirtpinusiy SSKP CK skyriy). Jos

1, Fabrikélis be iliuzijy", Literatara ir menas, 1990 07 28.
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When the film critic Saulius Macaitis was asked what
films were screened in the cinemas in his childhood,
he answered: ‘All kinds of trophy films. The films were
stolen, cut, reedited, but it was still wonderful: Tarzan,
The Tiger Akbar, The Tramp." This is not surprising:
Macaitis recalled the films which, regardless of the
period or the context, could immerse the viewer in in-
credible adventures, provide excitement with comic
situations, or melt the heart with the woes of fictional
characters; in other words, films which matched the
expectations of a nine-year-old. Still, if we step back
from the reality depicted on the screen, and look at
the times of the film critic's childhood, we will real-
ise that they were hardly joyful: the gloomy Stalinist
postwar years (chaos, repression, the guerilla war).
The film repertoire was gradually filled with movies
which promoted the new regime's values, and loy-
alty to the authorities. They denounced internal and
external enemies, and demonstrated the hardships
experienced by the Red Army during the war. Sovi-
et cinematic output took over the cinema screens for
five long decades.

Supervised by a department of the Soviet
Union’s Communist Party Central Committee respon-

1 ‘Fabrikélis be iliuzijy/, Literatdra ir menas, 28 July 1990.
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padaliniui - Respublikinei kino filmy nuomojimo kon-
torai, atsakingai uz kino repertuaro politikos vykdy-
ma Lietuvoje, - belikdavo filmus klusniai paskirstyti
po rodymo vietas. Sios (dar vadintos taskais) buvo
penkiy tipy, jy tipologija priklausé nuo filmy rodymo
technikos kokybeés, teikiamy paslaugy, sitlomy pra-
mogy bei salés dydzio. Hierarchijos virstinéje atsida-
ré miesty kino teatrai (kaip patys didziausi ir repre-
zentatyviausi), o zemiausiai - kilnojamasis kinas. Kuo
zemesneés kategorijos rodymo taskas, tuo véliau jame
rodomas naujas karinys. Greiciausiai filmai pasiekda-
vo didziyjy miesty kino teatrus, paskui jie keliauda-
vo | mazesnius miestus, o véliau jau buvo veZiojami
ir demonstruojami apskrityse (rajonuose) bei pavie-
nése kaimo gyvenvietése. Todél mieste bilietai buvo
brangiausi, o periferijoje - pigiausi. Jkainiai priklausé
ir nuo zitrovy eiliy iSsidéstymo (patogiausios vietos -
brangiausios, tolimiausios - pigiausios).

Nors kino ekranuose dominavo sovietiniai fil-
mai, taciau jie nebuvo vieninteliai. Kokius filmus rodys
miesty kino teatruose ar kilnojamu kinu pasiekiamo-
se atokiose vietovése (kaimuose), nulemdavo ne tik
ideologiniai, politiniai, bet ir ekonominiai aspektai. Ki-
nas sovietams buvo svarbus ir dél manipuliaciniy, in-
doktrinaciniy savybiy, ir todél, kad tuo metu tai buvo
vienintelé meno, informaciné raiska, galéjusi atsipirkti
bei duoti pelno. Pastarasis aspektas buvo ypac aktu-
alus pokariu, kuomet SSRS iSgyveno finansinio nepri-
tekliaus laikus, o sovietiné kino industrija - gilig krize
(vadinama ,filmastygj”). Dar ketvirtame deSimtmetyje
nuo uzsienio kino produkcijos ,iskuoptas” sovietinis
kino filmy repertuaras? pokariu tapo kiauras - suma-
Zéjus sovietinés kino gamybos apimtims nebeliko ka
naujo parodyti, todél susidariusias spragas imta kam-
$yti Antrojo pasaulinio karo metu i$ uzimty teritorijy
pavogta produkcija. Jprastai tai buvo Zanriniai filmai
(nuotykiy, melodramos, miuziklai), kuriy rodymu ti-
kétasi padidinti zenkliai sumenkusj kino teatry lanko-
muma (taip pat - ir pajamas). Taciau kinematografiniai
Jroféjai”, kuriuos Macaitis atsiminé, ekranuose suko-
si neilgai (nuo 1947 iki 1949 m.). Uzsienio kino pro-
dukcija j sovietinius kino repertuarus sugrjzta Nikitos
Chrusciovo valdymo metais.

2 Demonstruoti uzsienio kino produkcija SSRS uzdrausta 1937 m.
MakcumerkoB /., ,BeeaeHune”, KpemaeBckuii KnHoteatp.
1928-1953: AokymeHThl, Poccuiickaa noantuyeckas
sHumKAoneams, 2005, p. 41.

sible for ideological purity, the Supreme Film Distri-
bution Bureau decided what to screen, and where.
A subdivision, the Republican Film Distribution Bu-
reau, which was responsible for politics in the cinema
repertoire in Lithuania, could only obediently distrib-
ute the films to locations for screening (also called
‘spots’). There were five types, depending on the
quality of the projection equipment, the services and
entertainment provided, and the size of the hall. Cin-
emas (as the largest and most formal venues) were at
the top of the hierarchy, and mobile cinemas were at
the bottom. The lower the category of screening spot,
the later a new film would reach it. Films reached the
cinemas in the big cities first, then the smaller towns,
and then they appeared in the regions (rayons) and
individual rural settlements. For this reason, tickets
were most expensive in the cities, and cheapest in
the countryside. The price of a seat also depended
on the row (the most expensive tickets were for the
most comfortable seats, and the cheapest were the
furthest from the screen).

Although Soviet films dominated, they were
not the only ones shown. Economic, ideological
and political questions determined which films were
shown in cinemas in cities and in remote countryside
locations. Cinema was important to the Soviets, both
because of its potential for manipulation and indoc-
trination, and because it was the only artistic and in-
formative form of expression that could be profitable
at that time. This aspect was particularly relevant in
the postwar years, when the USSR experienced finan-
cial problems, and the Soviet film industry went into
a deep crisis (the ‘film shortage’). The Soviet cinema
repertoire, which had been purged of foreign films
in the 1930s,2 was full of holes after the war: as pro-
duction dwindled, there was nothing new to show, so
the gaps were filled with films stolen during the Sec-
ond World War from occupied territories. They were
usually genre movies (adventure, melodramas, musi-
cals), which were expected to boost the low cinema
attendance (and income). But the cinematic ‘trophies’
that Macaitis mentions were just shown for a short
time (between 1947 and 1949). Foreign films only re-
turned during the rule of Nikita Khrushchev.

2 The screening of foreign movies was banned in 1937.
Makcumerkos /., ‘BBeaeHune’, Kpemaesckuii kKuHoTeatp.
1928-1953: AokymeHTbl, Poccuiickasa noAnTuyeckan
sHumKAoneams, 2005, p. 41.

Soviety Lietuvoje kino repertuaro laisvéjimas
juntamas gauséjant festivaliy, tiksliau, retrospekty-
vy, skirty socialistinio bloko $alims: rodomi Lenkijos,
Vengrijos, Cekoslovakijos, VDR filmai. Pasirodo ir kity
komunisty partijos jtakos zonoje esanciy 3Saliy - Ita-
lijos, Prancizijos, Piety Amerikos Zzemyno, Indijos ir
t. t. - produkcija, jprastai pasiekdavusi tik Vilniaus di-
dziausius kino teatrus (,Pergalés”, ,Maskvos”, ,Spalio”,
Pionieriaus”), kartkartém - Kauno. Stai 1954 m. Vil-
niuje ,Pergalés” kino teatre rodyti naujausi italy neo-
realizmo kariniai: ,Dviraciy vagis”, ,Roma, 11 val.” ir kt.
Visuomené mateé rezisieriy, kuriy laikysena socializmo
atzvilgiu nelélé abejoniy, sukurtus arba valdandiyjy
skonj atitinkancius filmus?. Tiesa, kino teatruose nero-
dytus filmus visuomenés irinktieji galéjo pamatyti uz-
darose (fondiniy filmy?*) perzitrose, kurias organizavo
SSRS kinematografijos darbuotojy sgjunga.

Nepasitikéjimas vakarietiska kino produkcija
iSaugo po 1963 m., kai SSRS valdandiojo elito gre-
tose buvo vis labiau juntamos antimodernistinés
nuotaikos. Sustipréjes ,burzuaziniy”,  kapitalistiniy”
ir formalistiniy” kdriniy draudimas apmazta sep-
tinto de$imtmecdio antroje puséje - kino teatruose
ima suktis tuo metu svarbiausiy reZisieriy (Ingmaro
Bergmano, Federico Fellini, Andrzejaus Wajdos ir kt.)
darbai. Zinoma, rodyta ne tik autoring, bet ir zanriné
produkcija. Pastarosios gausinimas vélgi buvo susi-
jes su ekonominiais ltkesciais. Nors $jkart sovietinés
kino produkcijos ir netriko, tadiau jos demonstravi-
mas buvo nuostolingas. Astuntame desimtmetyje
naudojimasis uzsienio kino produkcijos teikiama fi-
nansine nauda SSRS pasieké didZiausig mastg ir kino
filmy platinimo sistemoje gavo konkredias apibréztis:
oficialioje apologetikoje - ,kasinio” kino (taip vadinti
daugiausiai zidrovy ir pinigy surinke filmai), neofici-

3 Suslubavus rezisieriy ,vertybinei” orientacijai komunizmo atzvilgiu,
filmai i$ karto buvo pasalinti i§ ekrany. Hoseviwas ucropus
oTeyecTBeHHOro KnHo. 1986-2000. KnHo n koHTekcr, sud. Liubov
Arkus, t. 4, Cankt-MeTepbypr, 2002, p. 77-78.

4 Filmy, demonstruoty tarptautiniame Maksvos festivalyje, pavogtos
kopijos.

The liberalisation of the cinema repertoire was
felt in Soviet Lithuania when the number of festivals
increased, or rather retrospectives dedicated to coun-
tries of the Socialist Bloc, as they featured films from
Poland, Hungary, Czechoslovakia and the GDR. Films
from other countries where communists also had
considerable influence, such as ltaly, France, South
America and India, also reached Lithuania, albeit
usually only in the main cinemas in Vilnius (the Per-
galé, Spalis and Pionierius) and occasionally Kaunas.
For instance, the latest Italian neo-realist films were
screened in the Pergalé cinema in Vilnius in 1954,
including Bicycle Thieves and Rome 11:00. The pu-
blic saw films which reflected the tastes of those who
were in power, or which were made by trusted direc-
tors.? True, the select few could watch films which did
not getinto the cinemas at private views of films from
special collections,* organised by the USSR’s Union of
Cinematographers.

The distrust of Western cinematic output grew
after 1963, when anti-modernist attitudes increased
among the USSR’s ruling elite. The strict prohibition
on 'bourgeois’, ‘capitalist’ and ‘formalist’ works slack-
ened in the second half of the 1960s, as cinemas
began to show films by prominent directors of the
time (Ingmar Bergman, Federico Fellini and Andrzej
Wajda). Naturally, they showed not only auteur mov-
ies but also genre ones. Although Soviet cinemat-
ic production was high enough during this period,
screenings were unprofitable. In the 1970s, the prac-
tice of taking advantage of the financial benefits of
screening foreign-made films reached its peak, and
acquired actual definitions in the film distribution sys-
tem: the films which attracted the largest numbers of
viewers and generated the highest revenues were
referred to as ‘cashbox’ cinema officially, and as the

3 When the directors’ ideological orientation was seen as com-
promised, their films were instantly banned from the screens.
Hoseviwas ncropuma oteqectseHHoro kuHo. 1986-2000. KuHo n
koHTekcT, ed. Liubov Arkus, Vol. 4, St Petersburg, 2002, pp. 77-78.

4 Stolen copies of films screened at the Moscow International Film
Festival.



alioje - Bardot technikos®. Zinoma, uzsienio produk-
cijos pasitla buvo ribota: rodytos indy, meksikieciy,
araby melodramos, prancizy komedijos ir socialisti-
nio bloko $aliy zanrinés ,kalkés”. Kity saliy filmy SSRS
paprasciausiai nepajégé nusipirkti.

Taciau Siy priemoniy nepakako. Soviety Sa-
jungoje kino teatry lankomumas, 1967-1975 m. pa-
siekes savo virStune, astunto de$imtmecio antroje
puséje ima mazéti. Panasi situacija buvo ir Salyse uz
gelezinés uzdangos. Sovietinio lauko ypatybé - ny-
kus repertuaras, kuriame vis didesne dalj uzémeé ne-
jdoms, nuobodds, inertiskai sovietine tikrove falsifi-
kave filmai. Kino teatry lankomuma sparciai mazino
ir televizija. Dél kino repertuaro planavimo spragy
naujausius filmus SSRS Zmonés pamatydavo ne kino,
o televizijos ekranuose.

Devintame desimtmetyje Soviety Sajungos
kino industrijai iSgyvenant dar vieng krize, jg gilino ir
iSauges videotechnikos populiarumas. Rinkoje vaiz-
dajuostés (uzsienio kino ir televizijos produkcijos
jrasai) pradéjo plisti nevaldomu greiciu - klestéjo ne-
legalios grupinés perziaros. Tai buvo lemiamas sma-
gis, pakirtes valdzios kontroliuotg kino rodymo rinka.
Gritinant SSRS palaipsniui tustéjantys kino teatrai jau
nebepajégé atsigauti.

5 Pasak SSRS Kinematografijos komiteto pirmininko pavaduotojo
Boriso Pavlenko, $ioji buvo suvokta taip: ,Norédami suvesti galus,
mes ,kviesdavome Brigitte Bardot”, kaip anuomet sakydavome.
Tai normalus prodiuserinis pozitris. Nesvarbu, i§ kur a§ gaunu pi-
nigy - svarbiausia padengti i$laidas ir sugeneruoti kreditg kitiems
metams. Kartais Valstybinio banko virsininkas paskambindavo ir
sakydavo: ,Klausyk, nupirk kokig ,Yesenia” ar kazka panasaus.
Saskaita tugéia.” Ir mes pirkdavome indy melodramas, tirazuoda-
vome, paleisdavome | kino ekranus ir uzpildydavome biudzeta.”
Cituota i§: Roth-Ey K., Moscow Prime Time. How the Svoiet Union
Built the Media Empire That Lost the Cultural Cold War, London,
2011, p. 46.

‘Bardot’ technique unofficially.® Of course, the supply
of foreign films was limited, and consisted mostly of
Indian, Mexican and Arab melodramas, French come-
dies, and genre ‘copies’ from Socialist Bloc countries.
The USSR was simply not financially able to buy films
made in other countries.

Still, these measures were not enough. Cinema
attendance in the Soviet Union, which had reached
a peak in 1975, began to dwindle in the second half
of the 1970s. The situation in other countries behind
the Iron Curtain was similar. One distinct trait of the
Soviet output was its mediocre repertoire, in which
dull, boring films, which falsified the Soviet reality,
had an increasingly large share. Television also rap-
idly reduced cinema attendance. Due to faults in the
planning of the cinema repertoire, the people of the
USSR watched the latest movies on the television
screen rather than in the cinema.

In the 1980s, the crisis in the Soviet film indus-
try was added to by the growing popularity of video
equipment. Video tapes (recordings of foreign films
and television output) began to proliferate on the
market at an uncontrollable speed, and illegal collec-
tive viewings flourished. This was the ultimate blow to
the state-controlled market for film screenings. With
the collapse of the USSR under way, cinemas failed
to recover.

5 According to Boris Pavlenko, the vice chairman of the USSR State
Committee for Cinematography, it was understood in the follo-
wing way: ‘In order to make ends meet, we “invited Brigitte Bar-
dot”, as we used to say. This is a normal approach for producers.
Itis not important where | get the money, the main thing is to pay
off my debts and obtain credit for the following year. Sometimes,
the head of Gosbank would call Yermash and say: “Listen, buy
some Yesenia or other, my accounts are empty.” So we bought In-
dian melodramas, tossed them in to the cinemas in many copies,
and filled up the budget.’ Cited from: Roth-Ey K., Moscow Prime
Time. How the Soviet Union Built the Media Empire That Lost the
Cultural Cold War, London, 2011, p. 46.
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Kino teatras ,Vaidila” Klaipédoje . Nuotr. autorius ir data neZinomi. IS asmeninio G. Tiskaus archyvo / The Vaidila

cinema in Klaipéda. Photographer and date unknown. From G. Tiskus' private papers
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KINO TEATRO PASTATAS
SOVIETINEJE LIETUVOJE:
ARCHITEKTURA, SKIRTA SUVOKTI
GREITAI / THE CINEMA BUILDING
IN SOVIET LITHUANIA:
ARCHITECTURE DESIGNED
FOR QUICK GRASP

VAIDAS PETRULIS

Teiginys, kad ,kinas - tai masiskiausia priemoné ben-

|

drauti su placiomis gyventojy masémis”’ sovietmeciu
buvo tapes kone aksioma. Apie masinj kino pobudj
bylojo ir statistiniai duomenys. 1987 m. , savotiskai
apibendrinant sovietinés Lietuvos kino raida, leidi-
nyje Taryby Lietuvos kultira rasoma: ,Respublikoje
veikia 1,5 tdkstancio kino jrenginiy (per 45 metus
jy skaicius iSaugo 22 kartus, kaime - apie 46 kartus).
Vien per vienuoliktajj penkmetj viety skaicius kino
salése padidéjo 17 tukst., ir dabar vienu metu filmus
gali ziaréti 240 tukst. Zmoniy. [...] 1985 m. vienas
Zmogus vidutiniskai kino saléje lankési 14 karty (kai-
me - 12 karty).”? Statybos srityje universaliu kokybés
matu tapo naudingojo ploto metrai, augantis Zmo-
niy, gaunandiy vieng ir kitg paslauga, skaicius, kino
teatry, masiniy biblioteky, klubiniy jstaigy bei kity

1 Lietuvos kino mégeéjy draugijos Siauliy skyriaus 1984-1985 m. dar-
bo ataskaita, 1985, http://www.siauliufilmai.lt/siauliufilmai/images/
pdf/84-85metai.pdf.

2 Taryby Lietuvos kultdra: trumpas statistikos rinkinys, sud. |.
Meskauskiené, Vilnius: Mintis, 1987, p. 4.
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The statement that ‘cinema is the most expedient
means of communicating with the wide masses of cit-
izens'! practically became an axiom in Soviet times.
The statistics also testify to the mass nature of cine-
ma. In 1987, the periodical ‘Soviet Lithuanian Culture’
(Taryby Lietuvos kultara) presented a summary of
the development of Soviet Lithuanian cinema: ‘One
and a half thousand film screening equipment sets
are functioning in the Republic (over 45 years, their
number has increased by 22 times, and by about 46
times in the countryside). During the period of the
11th five-year plan alone, the number of seats in cin-
ema halls increased by 17,000, and currently 240,000
people can watch movies simultaneously[...] In 1985
the average citizen visited a cinema 14 times (12
times in the countryside).? In the construction sphere,

1 '1984-1985 Activity Report of the Siauliai Branch of the Lithuanian
Society of Amateur Filmmakers’, 1985, http://www.siauliufilmai.lt/
siauliufilmai/images/pdf/84-85metai.pdf.

2 Taryby Lietuvos kultara: trumpas statistikos rinkinys, ed. . Mes-
kauskieng, Vilnius: Mintis, 1987, p. 4.

sofuio)sI huyea) oun| sneiuji "eisaiw Jad euls seury|



Cinema Passes Through the City. The Stories of Vilnius Cinemas

visuomeninio aptarnavimo formy ,Suolis” lyginant su
burzuazine Lietuva”.

Architektariniu poZitriu kino teatrai turéjo pri-
sitaikyti prie bendryjy kultdriniy tendencijy. Pirmasis
pokario desimtmetis neabejotinai sietinas su puosnia
socialistinio realizmo architekttra. Kino teatras ,Per-
galé” Vilniuje - ryskiausias Sios stilistikos atvejis Lie-
tuvoje. Netgi faktas, kad tai buvo adaptuotas tipinis
projektas, nesumenkino statinio simbolinés reiks-
més. Funkcinio tipo istorijoje minétinas ir pavyzdys,
bylojantis apie stalinistinio laikmecio standartizaci-
ja - kartotinis projektas, Sestame desSimtmetyje iski-
les jvairiose Lietuvos vietovése: ,Aurora” Klaipédoje,
JTaika” Kaune, ,Draugysté” Ukmergéje, ,Draugysté”
Naujojoje Vilnioje bei kiek modifikuota versija - , Tévy-
né” Vilniuje. Laikmeciui badingas ideologinis dekoras
reiskési ne tik architektGrinémis priemonémis, taciau
ir laikinais puosybos elementais. Stai kino teatras
LSpalis” Vilniuje 1949 m. Lietuvos TSR kinematogra-
fijos ministerijos jpareigojamas pasipuosti i$ ,Dailés”
kombinato nupirktais ,39 metrais audeklo ir bronzi-
niu draugo Stalino biustu.

Septinto desSimtmecdio pradzioje susiklostée
salygos esmingam kino teatry architektiros atnau-
jinimui. Tuo metu architektarinés kalbos moderné-
jima veiké ne tik pompastisky socrealizmo formy
atsisakymas, taciau ir nauja technologija - pladiafor-
matis kinas, kuris Soviety Sajungoje pradétas diegti
1959 m.% Visy septinto desimtmecio visuomeniniy
objekty statyba Soviety Sajungoje pakluso tipinio,
kartotinio projektavimo reikalavimams. Tad ir pir-
mieji modernios dvasios, plac¢iam ekranui pritaikyti
kino teatry projektai taip pat ruosti kaip kartotiniai.
Tuomeciame Miesty ir kaimy statybos projektavimo
instituto Kauno filiale 1960 m. buvo parengti 300
(arch. Jokiibas Peras ir I. Sinkanaité) bei 400 viety
(arch. Valerijonas Sepkus)® tipiniai projektai. Didesni
kino teatrai turéjo buti statomi pagal placiaekranio
stereofoninio 800 viety kino teatro projekta, pareng-
ta Maskvoje, ,Mosprojekt” institute®. Tuo pat metu
LTSR Miesty ir statybos projektavimo institute buvo

3 Lietuvos TSR kinematografijos ministerijos jsakymai, 1948-1949,
LCVA, f.R-82,b. 11,1.12.

4 Mikalauskas V., Kinas Siandien ir rytoj, Vilnius: Valstybiné politinés
ir mokslinés literataros leidykla, 1963, p. 52.

5 ,Nauji plagiaekraniniy kino teatry projektai”, Statyba ir architektara,
1960, birzelis, p. 132.

6 Mokslinio tyrimo darbo ,Lietuvos TSR kultdros-$vietimo pastaty
architektara” ataskaita, 1962, KAA, f.R-1709, ap. 1, b. 140, . 253.
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the many metres of useful floor space, the growing
number of people receiving one service or another,
and the 'leap’ of mass libraries, clubs and other pub-
lic facilities, in comparison with ‘bourgeois Lithuania/,
became a universal measure of quality.

From an architectural perspective, cinemas
had to comply with general cultural trends. The first
postwar decade is undoubtedly associated with the
ornate architecture of Socialist Realism. The Pergalé
(Victory) cinema in Vilnius is a prime example of this
style in Lithuania. Even the fact that it was an adapted
standard design does not reduce the building’s sym-
bolic significance. Another case in the history of the
functional type, an illustration of Stalinist standardisa-
tion, is the serial project built in the 1950s in various
locations around Lithuania: the Aurora in Klaipéda,
Taika (Peace) in Kaunas, Draugysté (Friendship) in
Ukmergé, Draugysté in Naujoji Vilnia, and a some-
what modified version, Tévyné (Homeland) in Vilnius.
The ideological décor typical of the era manifested
itself not only through architectural means, but also
through temporary embellishments. For instance, in
1949 the Lithuanian SSR’'s Ministry of Cinematogra-
phy instructed the Spalis (October) cinema in Vilnius
to buy ‘39 metres of fabric and a bronze bust of Com-
rade Stalin’® from the Dailé applied art factory to be
used for decoration.

The early 1960s brought about conditions for
a fundamental renewal of cinema architecture. At the
time, the modernisation of architectural language
was taking place, thanks not only to the rejection of
the pompous forms of Socialist Realism, but also to
a new technology, widescreen cinema, introduced
into the Soviet Union in 1959.4 The construction of
all Soviet public venues in the 1960s complied with
the tenets of standardised serial design. Hence, the
first modern widescreen cinema projects were also
designed as serial ones. The Kaunas Branch of the
Urban and Countryside Construction Design Institute
designed standard projects for a 300-seat (architects
Jokabas Peras and I. Sinkanaité) and a 400-seat (ar-
chitect Valerijonas Sepkus) cinema in 1960. Bigger
cinemas had to be built according to a widescreen
stereophonic 800-seat cinema project designed by

3 Decrees of the Lithuanian SSR Ministry of Cinematography,
1948-1949, LCVA, coll. R-82, file 11, 1. 12.

4 Mikalauskas V., Kinas Siandien ir rytoj, Vilnius: State Political and
Scientific Literature Publishing House, 1963, p. 52.

Kino teatras ,Aurora” Klaipédoje. 1953 m., V. Rupslaukio nuotr. LCVA fotodokumenty skyrius / The Aurora cinema in

Klaipéda. 1953. Photograph by V. Rupslaukis

p.21-22
Kino teatro ,Taika” Kaune interjeras. Apie 1953 m. Nuotr. autorius nezinomas. Kauno miesto savivaldybeés Ur-
banistikos ir architekttros skyriaus archyvas / The interior of the Taika cinema in Kaunas. Ca. 1953. Photographer
unknown. Archive of the Urban Development and Architecture Department of Kaunas City Municipality
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Cinema Passes Through the City. The Stories of Vilnius Cinemas

Kino teatras ,Taika” Kupiskyje, pastatytas pagal tipinj placiaekranio 400 viety kino teatro projekta. Kupiskio
etnografijos muziejaus archyvas / The Taika cinema in Kupiskis, built according to the standard widescreen 400-seat
cinema design. Archive of the Kupiskis Ethnographic Museum

i
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By i

Kino teatras ,Neringa” Kaune, Vilijampoléje. Miesty statybos projektavimo instituto Kauno filialo Ill istorijos
albumas. Sud. S. Lukosius, Kaunas, 1981/ The Neringa cinema in Kaunas, Vilijampolé district.
Third book on the history of the Kaunas branch of the Urban Construction Design Institute. Ed. S. LukoSius,
Kaunas, 1981

22

800 viety kino teatro ,Palydovas” Siauliuose pagrindinis fasadas. KAA, f. R-1709, ap. 1, b. 140, 1. 322 /
The facade of the 800-seat Palydovas (Satellite) cinema in Siauliai. KAA, coll. R-1709, folio 1, file 140, sheet 322

Kino teatras ,Kaunas” Kaune. 1986 m. A. Dumbliausko nuotr. 15 asmeninio A. Dumbliausko archyvo / The Kaunas
cinema in Kaunas. 1986. Photograph by A. Dumbliauskas. From A. Dumbliauskas’ private papers
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paruosti ir sezoninio tipo uzdari kino teatrai vasarai
(400, 500 ir 1 000 viety)'.

Soviety Sajungoje Sio tipo pastaty architektd-
ros modernéjimui nemenka impulsg suteiké placiai to
meto spaudoje nusviesta milzinisko 2 500 viety kino
teatro ,Rosija” statyba Maskvoje (1962 m., arch. J. Se-
verdiajevas ir kt.)?. Apzvelge lietuviskuosius projektus
galime konstatuoti, kad naujieji statiniai pasizyme-
jo gana turtinga architektdrine kompozicija ir buvo
kuriami kaip objektai, tapsiantys svarbiais miesto
struktlros komponentais. Projektuojant sgmoningai
siekta universalumo ,frontaliniam, kampiniam arba
laisvam uZstatymui, todél jie gali bati statomi prie
gatviy, aiksciy, sankryZose arba Zaliuose masyvuose,
atsizvelgiant | miesto arba gyvenvietés iSplanavimo
ir uZstatymo projektg". Taigi kino teatrai turéjo ne tik
formaliai uZpildyti tam tikrg pakopinés aptarnavimo
schemos paragrafa, tadiau ir tapti sovietinio miesto
estetinémis dominantémis. Neatsitiktinai ,Vilnius” bei
LLietuva” Vilniuje ar ,Vaiva" Klaipédoje” taip drasiai
jsiverzeé | istorine aplinka.

Apie isskirtinj démes;j tipinio projekto architek-
tdrinei kokybei byloja pozidris j interjera: ,Teatry vi-
daus jrengimus diktuoja pastato paskirties specifika:
lankytojy judéjimas viena kryptimi per vestibiulj, fojé,
j Zitrovy sale. I$ to seka architekttros jspidzio pajau-
timo trumpalaikiskumas. Todél kino teatro vidaus ar-
chitektdra privalo turéti didelj kompozicinj aiskuma,
lakoniskuma ir paprastuma.”’® Taigi, nepaisant to,
kad projektai buvo kartotiniai, palyginti su standarti-
ne gyvenamuyjy namy, vaiky darzeliy, jvairiausio po-
bldZio kontory bei jstaigy statyba, kino teatrai tapo
iSskirtiniais moderniosios architektiros pavyzdziais,
savotiSkomis mazosiomis modernizmo architektdri-
nés kalbos enciklopedijomis. Ko gero, ryskiausiai Sias
tendencijas iliustruoja architekto Vykio Jursio rengtas
kartotinis projektas'’. Kaip ir kituose kino teatry pas-
tatuose, ¢ia buvo bandyta socialistinio modernizmo
stilistikos objektui suteikti ekspresijos bei architektd-
rinio iSraiskingumo. Pagrindinj kompozicinj vaidmenj
atlieka iSryskintas antrasis aukstas bei stiklinés langy

7 Ibid., 1. 253.

8 THeaoscknit tO., ,Knnoteatp ,Poccna” Ha MyWwKUHCKOM NaoLwaam
B Mockee”, Apxutektypa CCCP, 1962, Ho. 5, c. 15-20.

9 .Nauji placiaekraniniy kino teatry projektai”, op. cit., p. 132.
10 Mokslinio tyrimo darbo ,Lietuvos TSR kultaros-Svietimo pastaty
architektara” ataskaita, 1962, op. cit., |. 238.

11 850 viety kino teatras Druskininkuose, 1965, KAA, f.R-1702, ap. 2,
b. 143.

the Moscow Mosproyekt institute.® At the same time,
the LSSR’'s Urban Construction Design Institute also
designed seasonal closed summertime cinemas (with
400, 500 and 1,000 seats).

A big impulse for the modernisation of such
buildings in the Soviet Union was the construction
of the huge 2,500-seat Rossiya cinema in Moscow
(1962, by a group of architects headed by Yuri Shev-
erdyayev), which was widely covered by the Soviet
press.” An overview of the Lithuanian projects sug-
gests that the new buildings were characterised
by a fairly rich architectural composition, and were
designed to be important parts of the urban struc-
ture. The designs featured deliberate universality
'for frontal, corner or free development, so they can
be built near streets, squares, crossroads or in green
zones, depending on the city or settlement's plan-
ning and development plans.® Thus, cinema halls
not only had to formally fill a certain paragraph of
the multi-level service scheme, but they also had to
become dominant aesthetic features in Soviet cities.
This explains why the Vilnius and Lietuva cinemas in
Vilnius, or the Vaiva in Klaipéda, intruded so boldly
into historical neighbourhoods.

The approach to the design of the interiors of
cinemas reveals a special concern for the architectur-
al quality of a standard serial project: ‘The halls’ in-
terior furnishings reflect the function of the building:
the movement of visitors in one direction through the
lobby to the hall. This produces a transient architec-
tural impression. Therefore, the internal architecture
of a cinema must be marked by extraordinary com-
positional clarity, laconicism and simplicity.” Thus,
despite the fact that the projects were serial, in com-
parison with the standardised buildings of apartment
blocks, kindergartens, offices and institutions, cine-
mas became exclusive examples of modern architec-
ture, and almost concise encyclopedias of modernist
architectural language. The serial project designed

5 'Report of the Research of the Architecture of Lithuanian SSR
Cultural and Educational Buildings’, 1962, KAA, coll. R-1709, folio
1, file 140, sheet 253.

6 Ibid., 1.253.

7 THeposckuit tO., 'Kurnoteatp “Poccuna” Ha MNyLlukMHCKON NAoLwaam B
Mockse', Apxutektypa CCCP, 1962, no. 5, pp. 15-20.

8 'Nauji pla¢iaekraniniy kino teatry projektai’, op. cit., p. 132.

9 'Report of the Research of the Architecture of Lithuanian SSR
Cultural and Educational Buildings’, 1962, op. cit., |. 238.

juostos. Kino teatro projektas septintame desimtme-
tyje panaudotas Druskininkuose (kino teatras ,Ai-
das”), Klaipédoje (,Vaidila”) ir Panevézyje (,Garsas”).

Astuntame-devintame desimtmetyje suma-
Zéjus kiekybiniam kino teatry augimui, vis placdiau
diegiami individualis sprendimai: ,Kaunas” Kaune
(1975, arch. Jonas Navakas), ,Maskva” Vilniuje (1975,
arch. Gediminas Baravykas), ,,Zemaitija” Klaipédoje
(1976, arch. Ramanas Kraniauskas) ir kt. Nepaisant
to, kad daugeliu atvejy ,pagrindu priimami tipiniai
projektai”’?, didesnioji statinio dalis badavo keiciama,
taip suteikiant kino teatrams individualy charakter;.
Veélyvojo modernizmo objektuose démesys kreipia-
mas ne tik | paciy pastaty individualy architektdrinj
sprendima, taciau ir j aplinka. Antai ,,Zemaitija” Klai-
pedos centrinéje dalyje tapo svarbi ir kaip visuome-
niné erdvé su dengtomis galerijoms péstiesiems,
skulptdriniu akcentu bei i$ trijy pusiy supancia deko-
ratyvine raudony plyty sienele, sudarancia kiemel;j's.
Kino teatras ,Lazdynai” Vilniuje (1973, arch. Ceslo-
vas Maziras) taip pat paskatino paruosti ,aplinkinés
teritorijos kapitalinio pertvarkymo projektg” (1980,
arch. Ceslovas Sliazas)™.

SANTRUMPOS:

KAA - Kauno apskrities archyvas
LCVA - Lietuvos centrinis valstybés archyvas
LLMA - Lietuvos literatdros ir meno archyvas

12 600 v. kino teatras Kaune, 1973, KAA, . R-1702, ap. 2, b. 190, I. 1.

13 ,Atidarytas kino teatras ,Zemaitija”, Tarybiné Klaipéda, 1976 sausio
10, p. 1.

14 ,Zodis jauniesiems architektams”, Literatdra ir menas, 1980
gruodzio 26, |. 5.

by Vykis Jursys'® is perhaps the most vivid illustration
of these tendencies. As in other cinema buildings,
this project attempted to endow a modernist Socialist
object with architectural expression. The emphasised
second floor and glass window bands perform the
central compositional role. The project was imple-
mented in the 1960s in Druskininkai (the Aidas cine-
ma), Klaipéda (Vaidila) and Panevézys (Garsas).

As the growth in the number of cinemas
slowed in the 1970s and 1980s, individual designs
became increasingly prevalent: the Kaunas cinema in
Kaunas (1975, architect Jonas Navakas), the Maskva
(Moscow) in Vilnius (1975, architect Gediminas Bar-
avykas), the Zemaitija in Klaipeda (1976, architect
Ramuanas Kraniauskas), and so on. Regardless of the
fact that in most cases ‘standardised projects were
used as the basis,"" a large part of the building would
be modified, which imparted an individual character
to cinemas. Late modernist objects focused not only
on the individual architectural solution of the build-
ings themselves, but also on the environment. For
instance, the Zemaitija cinema in central Klaipéda
became important as a public space, with covered
passages for pedestrians, a sculptural feature and a
decorative red brick wall which surrounded it on three
sides and formed a courtyard.” The construction of
the Lazdynai cinema in Vilnius (1973, architect Ceslo-
vas Maziras) also entailed ‘a major restructuring of the
surrounding area’" (1980, architect Ceslovas Sliazas).

ABBREVIATIONS:

KAA - Kaunas District Archive
LCVA - Lithuanian Central State Archives
LLMA - Lithuanian Archives of Literature and Art

10 850 seat cinema in Druskininkai, 1965, KAA, coll. R-1702, folio 2,
file 143.

11 600 seat cinema in Kaunas, 1973, KAA, coll. R-1702, folio 2, file
190, sheet 1.

12 "Atidarytas kino teatras ,Zemaitija"’, Tarybiné Klaipéda, January
10,1976, p. 1.

13 "Zodis jauniesiems architektams”, Literatira ir menas, December
26,1980, 1. 5.



\

i
[

\ W\ \

\BEIE

\

g

.
i —
Tk
i

e P L

Vienas svarbiausiy filmy apie king, 1929 m. Dzigos
Vertovo ,,Zmogus su kino kamera”, prasideda ne bet
kur, o kino saléje. Pirmuose kadruose matytas kino
operatorius atsinesa ka tik nufilmuotg medziaga j kino
teatra, ir tuscia salé pradeda po truputj pildytis. Ké-
dés pacios atsilenkia ir pasiruosia priimti ziGrovus, pa-
mazu uzimandius visas vietas sename burzuaziniame
kino teatre. Jy - ir masy - ZiGrima filma, kuriame regi-
me moderny porevoliucinj miesta, naujoji medija ku-
ria ne maziau nei jame vaizduojami greitis, technika,
tramvajy ir elektros linijos, masiy judéjimas ar jvairiau-
si mechanizmai. Kinas pats konstruoja miesta ir naujg
pasaulj i$ netikéty rakursy, filmavimo ir montazo triu-
ky, animacijos, verc¢iancios daiktus judéti pacius.

Tokj miestg ir pasaulj iSmoksta matyti ir patir-
ti kiekviena(s) i$ sedinciyjy saléje - filmg uzbaigia jy
stambieji planai pramaisiui su urbanistinio ir industri-
nio gyvenimo fragmentais, kuriuos ZiGrédami zmonés
jauciasi komfortiskai - jy netrikdo nei tempas, nei nej-
prasti daikty ir erdviy pjaviai, nei jy deriniai. Kino salé

One of the seminal films about cinema, Dziga Ver-
tov's 1929 Man with a Movie Camera, begins in no
other place than a cinema hall. The cameraman seen
in the very first frames brings the footage he has just
shot to a cinema, and the empty hall gradually be-
gins to fill with people. The chairs unfold themselves
and are ready for viewers, who slowly occupy all the
seats in an old bourgeois cinema. The film they, and
we, watch, which portrays a modern post-revolution-
ary city, is created as much by the new medium as
it is by the captured speed, machinery, trams and
power lines, the movement of the masses and var-
ious mechanisms. Cinema itself constructs the city
and the new world out of unexpected angles, shoot-
ing and montage tricks, and animation which makes
things move by themselves. Such a city is possible
only on the screen.

Every viewer in the hall learns to see and ex-
perience such a city and such a world: the film ends
with close-up shots of viewers, mixed with fragments



tampa naujos vizualios, technologinés, urbanistinés
patirties mokykla, kurios mokiniy gretas papildo ir
,Zmogaus su kino kamera” ZitGrovai.

Nuo XX a. ketvirto desimtmedio vidurio tai,
kas kino istorijoje zinoma ,tarybinio montazo” var-
du (kad ir kokie skirtingi baty jau minétas Vertovas,
Sergejus Eizensteinas, Vsevolodas Pudovkinas, Alek-
sandras Dovzenka, Grigorijus Kozincevas, Leonidas
Traubergas ir kt.), pamazu uzleido vietg ekranuose
Lsutramdytoms” ty paciy autoriy kino vaizduotés ver-
sijoms arba tiesiog pranyko. Realistinio kino atmai-
nos, krrusios politine utopija ir tuo pat metu kinema-
tografine tiesioginio jos stebéjimo iliuzijg, nebeturéjo
vietos vertoviskai refleksijai - klausimui, kaip mus vei-
kia judantys vaizdai, kokios yra jy jvaldymo kino sa-
léje praktikos, i$ ko jie padaryti. Standartiné sovieti-
nio kino produkcija, kaip, beje, ir holivudiné, gamino
negincijamus, neproblemiskai perimamus tikrovés
vaizdinius. Todél filmy apie kino ziGréjimg, ekrano
patyrimg sovietiniame kine labai mazai. Tokie filmai
neiSvengiamai rodo tai, kg standartinis pasakojama-
sis kinas slepia: distancijg tarp asmens, jo(s) akies,
samonés ir ekrano, kurig realistinis kinas naikina. Net
jei rodomi personazai to atstumo nejaudia, jei vidinis
filmo ekranas juos ,sugeria”, filmo tekstdroje $is atstu-
mas iSlieka, o ZiGrovai priversti dorotis ne tik su per-
sonazy, bet ir su savo atskirumu nuo ekrano bei jame
kuriamo pasaulio. Prisiminkime kad ir Woody Alleno
LPurpurine Kairo roze" (1985): Zzengiantis i$ ekrano
personazas, dievinamas Mia Farrow herojés, bégan-
¢ios | king nuo DidzZiosios depresijos tikroveés, ir taip
prasidedanti meilés istorija pasakoja visai kg kita - kal-
ba apie principine nejmanomybe rasti utopijai vietg
tikrovéje, sulieti jas. Dominuojandcios kino formos $ig
skirtj paprastai trina, o autorinio kino teritorija sovieti-
niame kine buvo itin ribota ir epizodiska.

Netjeijking einama, visuomet kyla klausimas:
o kas ten zidrima? Kino teatro lankymas vienaip ar ki-
taip patvirtina, atgaivina kazkurig oficialaus kino kano-
no dalj - ir tai, ko gero, vienintelé neproblemiska kal-
béjimo apie kino ziréjimo vaizdavima sovietiniame
kine sritis. Kariai paprastai zitri mobilizuojancia kroni-
ka ir Gpa keliancius filmus, o vaikai - nuotykiy istorijas
apie kova uz geérj. 1964 m. komedijoje ,Sveiki atvyke,
arba Pasaliniams jeiti draudziama” (rez. Elem Klimov)
vaikai pionieriy stovykloje stebi kostiuminj nuotykiy
filmg ,Fanfanas Tulpé” (1952, rez. Christian-Jaque).
Jie entuziastingai palaiko pagrindinj herojy, kartu su

of urban and industrial life, which they watch with
an expression of comfort, untroubled by the tempo,
unusual angles on things and spaces or combina-
tions of them. The cinema hall becomes a school
for a new visual, technological, urban experience,
whose students also include the viewers of Man with
a Movie Camera.

From the mid-1930s, the phenomenon known
in the history of cinema as ‘Soviet montage’ (howev-
er different the aforementioned Vertov, Sergei Eisen-
stein, Vsevolod Pudovkin, Alexander Dovzhenko, Leo-
nid Trauberg and others are) gradually took a back
seat to the ‘tamed’ versions of the same authors’ cine-
matic imagination, or simply vanished. Realistic forms
of cinema, which constructed a political utopia and
simultaneously a cinematic illusion of an immediate
observation of the latter, had no place for Vertovian
reflection, a contemplation of the influence moving
images have on us, the practice of mastering them in
a cinema hall, and what they are made of. The stan-
dard Soviet cinematic output, just like its Hollywood
counterpart, manufactured unquestionable images
of reality, which the viewers adopted and identified
with, without any problems.

For this reason, there are very few films about
watching films, or the screen experience in Soviet cin-
ema. Such movies inevitably show what standard nar-
rative cinema hides: the distance between the indi-
vidual, his or her eye and mind, and the screen, which
realistic cinema obfuscates. Even if the characters
portrayed do not feel this distance, if the inner screen
of the film ‘absorbs’ it, the distance still remains in
the texture of the film, while the viewers are forced to
struggle not only with the characters’ separation from
the screen and the world instituted on it, but also
with their own separation from it. Remember Woody
Allen’s The Purple Rose of Cairo (1985), for instance.
The character who steps out from the screen, adored
by Mia Farrow’s protagonist who flees to the cinema
from the reality of the Great Depression, and the love
story that begins between them, actually speak about
something quite different: the ultimate impossibility
of finding a place for Utopia in reality, and merging
the two. Dominant forms of cinema usually erase this
division, and the area of auteur film in Soviet cinema
was particularly restricted and episodic.

Even if people go to the cinema, there is al-
ways the question: what do they watch there? Cine-

juo nugali iSradingus priesus, bet gali zitréti ne viska.
Pionieriy vadovai realiuoju laiku ,moderuoja” filmo
turinj ir uzdengia dalj ekrano kartojantis buciniy sce-
nai, patys jg matydami. Dvigubas ekranas ir skirtingi
dorovés standartai, tampantys pasiepimo objektu,
kuriami tiesiog kino saléje: auditorijos sluoksniuojasi,
o ziarimas filmas, kad ir linksmai, cenziruojamas.

Vienoje i§ filmo ,Stebuklinga meno galia”
(1970, rez. Naum Birman) noveliy antros klasés moks-
leiviai eina ziaréti ,Nesugaunamy kersytojy” (1966,
rez. Edmond Keosajan) - nuotykiy filmo apie pilietinj
karg po Spalio revoliucijos. Si novelé - muzikiné ko-
medija vaikams apie idealius kino ZiGrovus. Jie ne tik
verkia, juokiasi ir piktinasi i$ visos Sirdies - mazyjy ta-
patinimasis su veiksmu ekrane toks stiprus, kad jie nu-
sprendzia padéti ,saviskiams”, i§sitraukdami i$ kiseniy
visus jmanomus Zaislinius ginklus: nuo automaty iki
Zirniy spjaudyklés. Vaikai apgadina ekrang, bet nugali
priesus, aktyviai palaikydami sykiu kinematografine ir
revoliucinés mitologijos tradicijas.

Kiek keblesnis kanono praktikavimas ,savo
tarp svetimy” situacijoje - $nipy filmuose. Sestoje
.17 pavasario akimirky” (1973, rez. Tatjana Lioznova)
serijoje Stirlicas, eidamas Berlyne j susitikima su taip
ir nepasirodziusiu agentu, Sestg kartg ziGri muzikine
komedija ,Mano svajoniy mergina” (1944, rez. Georg
Jacoby). Kino salé, kaip daznai bina kine, atlieka nie-
kieno, maksimaliai anonimiskos ir saugios slapty -
meilés ir $nipinéjimo - pasimatymy zonos vaidmenj.
Tadiau filmas kino saléje visgi rodomas, ir jo pasirinki-
mas ,kanony zaidimuose” reik§mingas: viena vertus,
savo zanru jis kiek jmanoma ideologiskai neutralus
(gryna pramoga), kita vertus, SSRS pokariu jis buvo
vienas populiariausiy troféjiniy filmy, o istraukos ro-
domos televizijos kino koncertuose iki pat SSRS gria-
ties. Sesis kartus pazilrétas, filmas ,Mano svajoniy
mergina” Stirlicg erzina, bet padaro jj itin sumaniu
zvalgu - lojalumo virtuozu, gebandiu dalyvauti dar tik
basimame oficialiame kanone.

I$ atsitiktinio susitikimo kino saléje, kai elge-
ta jsimyli grazuole, iSauga visa filmo ,Sveiki, a$ jusy
tetal” (1975, rez. Viktor Titov) intriga. Cia, kaip ir Stir-
lico - bet ne masy, ziGrovy - atveju, herojams svarbu
ne tai, ka jie zidri (nebyliojo kino misinj), o pats erdveés
pobudis, kurio, kaip pasakyty Michailas Bachtinas,
reikalauja avantidrinis pasakojimas: jam reikia tokiy
erdviy, kur gali susitikti bet kas, nepriklausomai nuo
statuso, pajamy ir gyvenimo bado. Kai Bachtinas rasé

ma attendance confirms and revives, in one way or
another, a certain part of the official cinematic canon,
and this is probably the only unproblematic sphere
in talking about the depiction of watching films in
Soviet cinema. In it, soldiers usually watch mobilis-
ing newsreels or films that boost morale, while chil-
dren watch adventure stories about the struggle for
good. In Elem Klimov's 1964 comedy Welcome, or
No Trespassing, children watch the costume adven-
ture film Fan-Fan the Tulip (1952, directed by Chris-
tian-Jaque) in a Young Pioneer camp. They support
the protagonist enthusiastically, and overcome the
cunning enemies together with him, but they cannot
watch everything. The leaders of the Young Pioneers
‘moderate’ the content of the film in real time, and
block part of the screen as a kissing scene begins,
while they see it themselves. The double screen and
double moral standards, which become an object of
mockery, are constructed directly in the cinema hall:
the audience is stratified, and the screened movie is
censored, albeit jokingly.

In one of the novellas in Naum Birman's 1970
film The Magic Power of Art, second form pupils go
to the cinema to see Edmond Keosayan's The Elusive
Avengers (1966), an adventure movie about the Rus-
sian Civil War after the October Revolution. This is a
musical comedy for children about the ideal cinema
viewers. They not only cry, laugh and become excit-
ed, their identification with the action on the screen is
so strong that they decide to help the protagonists by
taking all imaginable toy weapons from their pock-
ets: from machine guns to pea shooters. The children
damage the screen, but they defeat the enemies, ac-
tively reaffirming at once both the cinematographic
and the revolutionary mythological tradition.

Espionage films present a somewhat more
complicated practice of the canon in an ‘at home
among strangers’ situation. In the sixth episode of
Seventeen Moments of Spring (1973, directed by
Tatyana Lioznova), Stierlitz goes to a failed meeting
with a secret agent, and watches, for the sixth time,
Georg Jacoby's 1944 musical comedy The Woman of
My Dreams. The cinema, as is often the case in films,
performs the function of a no man'’s land, a zone of
maximum anonymity and security that is ideal for se-
cret meetings for love and espionage. Yet the film is
screened nevertheless, and its choice is important in
the ‘game of canons’: on the one hand, its genre is



apie XIX a. romang ir Fiodorg Dostojevskj, tokios er-
dvés pavyzdziu buvo traukinio vagonas, kuriame su-
sipazjsta kitaip negaléje susitikti Idioto personazai.
XX a. tokia tarpine, pertrikio, socialinés pauzés erdve
tampa kinas. Tiesa, socialiniai skirtumai sovietiniame
kine svarbis tik kalbant apie kitas $alis ar ankstesnius
laikotarpius, kurie ,Tetoje” susijungia: veiksmas vyksta
JAV ir nebyliojo kino epochoje.

Kai sovietinis kinas kuria filmus apie savo 3a-
lies istorija, ankstyvojo laikotarpio, kurj uzbaigia ,Zmo-
gus su kino kamera”, kino salés jsivaizduojamos kaip
naujos tvarkos ir tiesos apie ja jsigaléjimo bei suvoki-
mo erdvé. ,Suns girdies” (1988, rez. Vladimir Bortko)
pradzioje jaunuté sekretoré porevoliuciniy permainy
stukuryje eina j king paguodos - ji zidri melodrama.
Lygiai taip pat nuo §jkart rutininés tikrovés j melodra-
ma bégs sastingio laiky herojé i$ filmo ,Karnavalas”
(1981, rez. Tatjana Lioznova). ,Suns Sirdies” pabaigoje
ta pati sekretoré mato kino saléje kronika, kurios per-
sonazu tampa virtes Zmogumi $uo Sarikas, ir tai jtikina
ja Sarikovo galia, pateikia $ios galios dokuments.

Beveik visas ,Meilés vergés” (1976, rez. Nikita
Michalkov), taip pat filmo apie porevoliucinj gyveni-
ma ir pilietinj kara, veiksmas vyksta filmavimo aikste-
léje - Cia kaip tik kuriamos paguodziancios melodra-
mos. Taciau kai rodomas filmy ZiGréjimas, matome jau
visai kitokig sale ir visai kitokj king: slaptoje patalpoje
pogrindzio kovotojams ir nebyliojo kino zvaigzdei ro-
doma Baltosios armijos ziaurumy kronika, nufilmuota
melodramy operatoriaus. Improvizuota kino salé vél
sujungia radikaliai skirtingus Zvilgsnius ir Zmones,
tapdama tikrovés supratimo erdve, kurioje melodra-
mos neturi vietos.

Porevoliucinis metas - pirmas ir, ko gero, pa-
skutinis laikotarpis, kai sovietinés kultiros kontekste
jmanomas kalbéjimas apie klasinius ir kitokius ryskius
socialinius skirtumus, kuriems jveikti kino salé suteikia
kompaktiska erdve ir laika, taip pat - plokstuma (ekra-
na), j kurig projektuojami likesdciai ir naujas Zinojimas.
Todél sovietiné kino ziaréjimo praktiky refleksija pa-
¢iame kine daznai turi retro atspalvj ir ne tiek apmasto
tam tikro desimtmecio dinamika, kiek palaiko steigia-
majj mitg apie naujo pasaulio suklrima arba patvirti-
na kultaros kanono ribas.

as ideologically neutral as possible (pure entertain-
ment), while at the same time in the postwar USSR
it was one of the most popular trophy movies, and
excerpts from it were used in television film concerts
until the very collapse of the Soviet Union. After six
viewings, the film annoys Stierlitz, but it simultane-
ously makes him an extraordinarily farsighted spy, a
virtuoso of loyalty, who is capable of partaking in an
official canon that is yet to come.

The entire conundrum of Hello, I'm Your Aunt
(1975, directed by Viktor Titov) emerges from a
chance meeting in a cinema, when a beggar falls in
love with a beautiful girl. Here, just as in the case of
Stierlitz, but not us the viewers, the protagonists are
concerned not with what they are watching (a med-
ley of silent movies), but instead with the nature of
the space itself that a picaresque narrative requires.
As Mikhail Bakhtin would say: it needs spaces where
anyone can meet, regardless of their status, income
and lifestyle. When Bakhtin wrote about the 19th-cen-
tury novel and Fyodor Dostoyevsky, the train carriage
was an example of such a space, where in The Idiot
characters meet who would not otherwise have en-
countered each other. In the 20th century, it was the
cinema that became such a liminal space, a gap and
a social pause. True, social contrasts in Soviet cinema
are relevant only in connection with other countries
or earlier epochs, which merge in the aunt: the action
takes place in America in the era of silent movies.

When Soviet cinema makes films about its
own country's history, the cinema halls of the early
period, which Man with a Movie Camera concludes,
are imagined as spaces where the new order and its
truth are established and understood. In The Heart of
a Dog (1988, directed by Vladimir Bortko), a young
secretary goes to the cinema in search of solace
amid the post-revolutionary upheaval: she watches a
melodrama. In the same way, the stagnation-era pro-
tagonist of The Carnival (1981, directed by Tatyana
Lioznova) will flee to the movies to watch a melodra-
ma, only this time fleeing from a mundane routine.
In the ending of The Heart of a Dog, the same secre-
tary sees a newsreel in the cinema which features the
dog-turned-man Sharikov as the protagonist, and
this convinces her of Sharikov's power, presenting a
document of the latter.

Almost the entire action of A Slave of Love
(1976, directed by Nikita Mikhalkov), another film

about post-revolutionary life and the Civil War, takes
place on a film set where consoling melodramas
are made. But when the process of watching films
is shown, it is a completely different hall and a com-
pletely different kind of cinema: a chronicle of the
White Russians’ atrocities, shot by a cameraman in-
volved in making melodramas, is screened in a secret
room to underground resistance fighters and a silent
film star. Once again, the improvised cinema hall con-
nects radically different views and people, becoming
a space for comprehending a reality which has no
place for melodrama.

The post-revolutionary period was the first,
and most likely the last period in which it was possi-
ble to speak, in the context of Soviet culture, about
class and other kinds of sharp social divisions, which
cinema attempts to overcome by providing a com-
pact space and time, as well as a surface (the screen)
on to which expectations and new knowledge are
projected. For this reason, the reflection of the Soviet
practice of watching films often has a retro tinge in
cinema itself, and it not so much reflects the dynam-
ics of a particular decade as reinforce the founding
myth of the creation of a new world, or reaffirm the
limits of the cultural canon.



Cinema Passes Through the City. The Stories of Vilnius Cinemas

32

ZIROVO SITUACIJA
SOVIETMECIU: STRUKTURINE
KONTROLE, TYLIOJI REZISTENCIJA
IR DIDEJANTIS REIKLUMAS
TURINIUI / THE SITUATION OF
THE VIEWER IN THE SOVIET
ERA: STRUCTURAL CONTROL,
QUIET RESISTANCE AND GROWING
EXPECTATIONS OF CONTENT

RENATA SUKAITYTE

Kinas, budamas masiy menas ir reikalaujantis dideliy
finansiniy investicijy bei institucinés infrastruktaros,
tampa politiniu menu, nesvarbu, kokioje socialinéje
santvarkoje funkcionuoja ir | kokig auditorijg ape-
liuoja. Filmai, pateke j ekranus, gali tapti modernaus
gyvenimo katalizatoriais, tradiciniy vertybiy propa-
guotojais, politinés ar religinés ideologijos kritikais,
skleidéjais. Apie §j kino politiskumo aspektg nemazai
savo darbuose rasé filosofas Alainas Badiou, dar jau-
nystéje pastebéjes, kad kinas néra tik pramoga - jis
padeda formuoti pasauléZitra, kurti idéjas. Pasak jo,
kino santykis su pasauliu yra savitas, edukuojatis ir
instruktuojantis - toks, kokio neturi joks kitas menas.
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As a mass art requiring significant financial invest-
ment and an institutional infrastructure, cinema is a
political art no matter what social system it functions
in, or what audience it appeals to. Films that reach
the screen can be catalysts for a modern lifestyle, ad-
vocates of traditional values, or critics or promoters
of a political or religious ideology. The philosopher
Alain Badiou discusses this political aspect of cinema
in many of his works, as he noticed in his youth that
cinema was not mere entertainment, and served to
shape a world-view and develop ideas. According to
him, cinema'’s relationship with the world is idiosyn-
cratic, educational and instructional, something that
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Jis padeda greitai ir giliai pazinti jvairiy Saliy kalbas
ir geografijg, jvertinti tokiy tolimy valstybiy kaip Ban-
gladesas ar Kazachstanas socialines situacijas’. Apie
tai rasydamas filosofas turi omenyje ne dokumentika
ar kino kronikas, bet vaidybinius filmus, kurie sujudi-
na giliau slypincius ZiGrovo jausmus ir stipriau veikia
emociskai. Sovietinés Lietuvos zitrovui kinas, ypac
sukurtas uz Soviety Sajungos teritorijos, taip pat tapo
langu | kitas kultras, Vakary ir Centrinéje Europoje
vyraujancias madas ir stilius, nes tiesiogiai kontaktuoti
su prancizy, italy ar net vengry Zmonémis, susipazinti
su jy menu galéjo tik elitas. Pasak sovietinés epochos
kino meno vertintojos Linos Kaminskaités-Jancorie-
nés, nuo septinto desimtmecio j Lietuvos kino teatry
(didziyjy miesty ir provincijos) repertuarus patenka
vis daugiau uzsienio Saliy (Lenkijos, Cekoslovakijos,
Vengrijos, VDR, Italijos, Prancizijos, Lotyny Amerikos
ir Indijos) filmy, kuriems ZiGrovai teikia pirmenybe?.
Kino teatry vadovai tokias zitrovy preferencijas no-
riai tenkino - uzuot rode vangiai lankomus sovietinius
propagandinius filmus, rengdavo papildomus sean-
sus - taigi jgyvendinti metinius planus sidlant ,tei-
singa king" tapo sudétinga. Populiaréjo ir Lietuvoje
pagaminti filmai, kuriy problematika retai buvo redu-
kuojama iki socialistinio zmogaus ugdymo ir revoliu-
cijos idealy, o apimdavo zymiai platesnj, universalesnj
politiniy, socialiniy ar kultdriniy problemy lauka, arti-
ma ir suprantama Lietuvos ziGrovui (pvz. Almanto Gri-
keviciaus ,Ave vita", 1969, ,Faktas” 1980; Raimondo
Vabalo ,Birzelis, vasaros pradzia”, 1969, ,Rungtynés
nuo 9 iki 9“, 1980 ir pan). Nors kino industrija Soviety
Sajungoje veiké kitomis sglygomis nei Vakary pasau-
lyje, André Bretono pastebéjimas apie laipsniska kino
.disciplinavimg” moderniose Vakary visuomenése,
pasitelkiant ekonominés, socialinés tvarkos, elitizmo
ir kultdrinio isskirtinumo kategorijas®, galéty bati tai-
komas ir modernistiniam Lietuvos autoriniam kinui,
kurio karéjai seke Vakary ir Centrinés Europos tra-
dicijomis (tad isskirtinumas ir intelektualumas jiems
neabejotinai buvo svarbiau nei jtikti Maskvos kino
biurokratams ar soviety spaudai). Be to, kaip teisingai
pastebi to laikmedio kino kritikas Saulius Macaitis, Lie-

1 Badiou A., Cinema, Cambridge: Polity Press, 2013, p. 2-3.

2 Kaminskaité-Jancoriené L., Kinas Soviety Lietuvoje: sistemos
raida ir funkcijy kaita (1944-1970 m.): daktaro disertacija, Vilnius:
Vilniaus universitetas, 2014, 114).

3 Cinema, Audiences and Modernity: New Perspectives on Europe-
an Cinema History, sud. D. Biltereyst [ir kt.], Routledge, 2011, p. 1.

no other art form has. Cinema helps us to quickly
and thoroughly learn the languages and geography
of various countries, or get an impression of the so-
cial situation in distant countries such as Bangladesh
or Kazakhstan." In writing about this, the philosopher
refers not to documentary cinema or newsreels, but
to feature films, which trigger the viewer's deeper
feelings and have a stronger emotional impact. To
Soviet Lithuanian viewers, cinema, and particularly
films made outside the Soviet Union, also became a
window to other cultures, and to trends and styles
in fashion that were prevalent in Western and Cen-
tral Europe, because only the elite could engage
in direct contact with the French, Italians and even
Hungarians, and enjoy their art. According to Lina
Kaminskaité-Jancoriené, a researcher into Soviet-era
cinema, since the 1960s increasing numbers of for-
eign-made (Polish, Czechoslovak, Hungarian, East
German, ltalian, French, Latin American and Indian)
films reached Lithuania's cinemas (in the big cities
and in the provinces), which viewers clearly pre-
ferred to Soviet-made ones.? The managers of cine-
mas willingly satisfied these preferences: instead of
screening poorly attended Soviet propaganda films,
they put on additional screenings of foreign ones,
thus, meeting the objectives of annual plans; while
showing ‘ideclogically correct’ cinema became dif-
ficult. Lithuanian-made films, which rarely reduced
their subject matter to educating the Soviet citizen or
to revolutionary ideals, and instead covered a much
wider and more universal field of political, social or
cultural issues that were familiar and relevant to the
Lithuanian viewer (such as Almantas Grikevicius' Ave,
Vita, 1969, and The Fact, 1980, or Raimondas Vaba-
las’ June, the Beginning of Summer, 1969, and The
Game from 9 to 9, 1980), became more popular as
well. Although the film industry in the Soviet Union
functioned under different conditions to those in
the Western world, André Breton'’s insight about the
gradual ‘disciplining’ of cinema in modern Western
societies using categories of economic and social
order, elitism and cultural uniqueness® could also

1 Badiou A., Cinema, Cambridge: Polity Press, 2013, pp. 2-3.

2 Kaminskaité-Jancoriené L., Kinas Soviety Lietuvoje: sistemos raida
ir funkcijy kaita (1944-1970 m.), doctoral dissertation. Vilnius:
Vilnius University, 2014, 114.

3 Cinema, Audiences and Modernity: New Perspectives on Europe-
an Cinema History, ed. D. Biltereyst et al., Routledge, 2011, p. 1.

tuva niekada nebuvo revoliucijy $alis, tad jos kdréjus
[matyt, ir ZiGrovus - R. S.] domino kiti klausimai nei,
pavyzdziui, rusy kino karéjus®.

Struktariné kontrolé, tylioji rezistencija komu-
nistinei ideologijai ir augantis ZiGrovy kinematogra-
finis sgmoningumas bei i$prusimas - tokia Lietuvos
kino kasdienybé sovietmeciu. Galima neabejoti, kad
tuometiniai filmy gamintojai, rodytojai ir ziGrovai su-
voké kino sektoriy administruojanciy institucijy siekj
disciplinuoti Ziarova per filmy rodymo ir ZiGréjimo
praktiky kontrole, todél buvo puikiai prisitaike funk-
cionuoti tokiomis salygomis, kurti ir atsirinkti jiems
tinkama, intelektualy bei meniniu pozilriu vertingg
turinj. Uzsienio filmy ir vietinio intelektualaus turinio
trakumas filmy ZiGréjimo praktikas priartino prie kity
deficitiniy prekiy vartojimo praktiky - j nacionalines
premjeras ir retus vakarietiskus seansus (ypac tuos,
kuriuose vaidino zvaigzdés Sofia Loren, Gina Lollo-
brigida, Jeanas-Paulis Belmondo, Romy Schneider,
Catherine Deneuve, Alainas Delonas, Gérard’as De-
pardieu, Brigitte Bardot, Marcello Mastroianni ir kt.)
pakliati galéjo ne visi norintieji ne tik didmiesciuose,
bet ir provincijose. Taigi éjimo j kino teatra ir filmy ZiG-
réjimo praktika tapo vienu i$ daugelio socialiniy akty,
kai ziGrovai susidomi turiniu, panyra j savitg aplinka ir
funkcionuoja konkrediame kultriniame, istoriniame,
socialiniame kontekste.

Populiarinti uzsienio ir lietuviskg king bei jo
Zvaigzdes, susivokti pasaulinio kino tendencijose,
netgi ugdyti naujg karéjy kartg (Algimantas Puipa,
Sarinas Bartas, Valdas Navasaitis) padéjo kino klu-
by didziuosiuose Lietuvos miestuose veikla bei nuo
astunto desimtmecio leidziamas periodinis leidinys
Kinas, kurio redaktoriai buvo kino kritikai ir sinefi-
lai S. Macaitis, Skirmantas Valiulis, Linas VildziGnas,
Rasa Paukstyté ir kt. Savo sinefiliSkus poreikius ir ki-
nematografine inteligencijg jie ugdé sajunginiuose
ir draugisky sovietiniy respubliky (ypa¢ Lenkijos, Ce-
koslovakijos, VDR) kino fesitvaliuose. |spadinga tai,
kad leidinys nebuvo nisinis ar elitinis - jj uzsakydavo ir
skaitydavo ir provincijoje gyvenantys kino ZiGrovai; tai
atspindi didelis leidinio tirazas (daugiau kaip 40 tdkst.
vnt.). Svarbu pastebéti, kad kino festivaliai iki Siol islie-
ka klasikine sinefilijos kultivavimo vieta (beje, dabar ji

4 Macaitis S., ,The Sixties”, The World of Lithuanian Images.
Litauische Bilderwelten, sud. M. Beger [ir kt.], Vilnius: Contem-
porary Art Information Centre of Lithuanian Art Museum, 2002,
p. 8-9.

be applied to Lithuanian modernist auteur cinema,
whose creators followed the auteur cinema tradi-
tions of Western and Central Europe (and thus saw
uniqueness and intellectualism as undoubtedly
more important than pleasing Moscow cinema func-
tionaries and the Soviet press). In addition, as Sau-
lius Macaitis, a prominent film critic at the time, aptly
noted, Lithuania was never a country of revolutions,
so its artists (and perhaps viewers) were interested in
different issues than, say, Russian filmmakers.*

Structural control, quiet resistance to com-
munist ideology and the viewers' growing cine-
matographic awareness and literacy were the ev-
eryday reality in Lithuanian cinema in the Soviet era.
There is no doubt that filmmakers, screeners and
viewers were perfectly aware at the time of the aim
of administrative institutions to discipline the viewer
by controlling practices in screening and watching
films, and adapted to these conditions, as well as
creating and selecting appropriate intellectually and
artistically valuable content. The shortage of foreign
films and local intellectual content made the prac-
tice of watching films similar to the consumption of
other 'scarce’ goods: not everyone could attend na-
tional premieres, or the rare Western film screenings
(especially those which featured stars like Sofia Lo-
ren, Gina Lollobrigida, Jean-Paul Belmondo, Romy
Schneider, Catherine Deneuve, Alain Delon, Gérard
Depardieu, Brigitte Bardot, Marcello Mastroianni)
not only in the cities, but also in the provinces. Thus,
the practice of going to the cinema and watching
films became one of many social acts which inter-
ested viewers in the content, submerged them in a
distinctive environment, and functioned in an actual
cultural, historical and social context.

The popularisation of foreign and Lithuanian
cinema and its stars, the awareness of global trends
in cinema, and even the emergence of a new gen-
eration of artists (Algimantas Puipa, Saranas Bartas,
Valdas Navasaitis) were facilitated by the activities of
cinema clubs in the major Lithuanian cities, and by
the periodical Kinas (Cinema), published since the
1970s and variously edited by film critics and cine-
philes like Saulius Macaitis, Skirmantas Valiulis, Li-
nas VildzZiGnas and Rasa Paukstyté. They answered

4 Macaitis S., ‘The Sixties', The World of Lithuanian Images. Li-
tauische Bilderwelten, ed. M. Beger et al., Vilnius: Contemporary
Art Information Centre of the Lithuanian Art Museum, 2002, p. 8-9.
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Zzymiai demokratiskesné ir prieinamesné ZiGrovams),
ypac traukiantis arthouse kino teatry tinklui.

Septintame-astuntame desimtmediais iSpopu-
liaréjo TV imtuvai, todél kino teatras jau nebuvo vie-
nintelé kino ,vartotojo” kontakto su filmu vieta - al-
ternatyva jam tapo privati namy erdvé. Taigi jprastus
kino seanso dalyvio pojuacius - slépiningoje aplinko-
je simultaniskai iSgyventi panasius jausmus su kitais
kolektyvinio akto dalyviais - pamazu keicia intymios
aplinkos ir technologijy teikiami malonumai ieskan-
tiems naujy potyriy ir komforto. Si nauja situacija tapo
iss0kiu Lietuvos kino teatrams, tadiau prisidéjo prie
kino fenomeno populiarinimo, o ypa¢ padidino lie-
tuvisko kino ir jo karéjy Zinomuma. Be to, televizija,
investuodama j nacionaliniy filmy gamyba ir sklaida,
tapo puikia kino karéjy partnere.
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cinema lovers' needs and cinematographic intelli-
gence at Union-wide film festivals, and at film festi-
vals held in fellow socialist states (especially Poland,
Czechoslovakia and the GDR). The interesting thing
is that the publication was not a niche or an elite one:
people who lived in the provinces subscribed to it as
well; the publication’s sizeable circulation (more than
40,000 copies) reflects this fact. It is worth noting that
film festivals remain a classic place for cultivating a
love of cinema (albeit much more democratic and
accessible to viewers), especially as the network of
arthouse cinemas is shrinking.

Television sets became popular in the 1960s
and 1970s, so the cinema ceased to be the only
place where the viewer's contact with films could take
place: the private domestic space provided an alter-
native. So the usual sensations of a participant in a
film screening, the simultaneous experience of simi-
lar feelings with other partakers of a collective act in
a mysterious environment, were gradually replaced
by the pleasures offered by the intimate environment
and technology to those in search of new experienc-
es and comfort. This new situation became a chal-
lenge for Lithuanian cinemas, but at the same time it
contributed to the popularisation of the cinema phe-
nomenon, and increased the visibility of Lithuanian
cinema and its creators. Furthermore, by investing in
the production and distribution of national films, tele-
vision became an excellent partner for cinema.

1

ILIUZIJA / ILLUSION
Didzioji g./ St 60 (30) (dab. / now
DidZioji g./ St 10 A)

1907

1920 ILLUZJA

1925 STELLA

1927 WANDA

2

CARY / KERAI / CHARMS
1907

Priesais Lukiskiy aikste / In front of
Lukiskés Square

3

PARADIS

Sv. Jurgio pr. priesais / Ave in front
of Chersonos g./ St (dab. Gedimi-
no pr. ir A. Jaksto g. kampas / now
a corner of Gedimino Ave and

A. Jaksto St)

1907

4

THE BIOPHON

THEATRE

Botanikos g./ St 1 (dab. / now
Barboros Radvilaités g./ St 1)
1907

5

THE PHENOMEN

Lukiskiy aiksté / Lukiskés Square
1908

6

FANTAZIJA / FANTASY

Sv. Jurgio pr./ Ave 7 (dab. / now
Gedimino pr./ Ave 5 A)

1908

1911 MINIATIUR

1923 CORSO

7

EDEN

Didzioji g./ St 45 (25) (dab. / now
Didzioji g./ St 11)

1908

1930 MIMOZA

1932 WIR / SUKURYS / WHIRL

8

R. SZTREMERIO

TEATRAS / R. SZTREMER
THEATRE

Didzioji g./ St 74 (44) (dab. /now
Didzioji g./ St 20)

1909-1920

9 OAZA 1/ OASIS |

Sv. Jurgio pr. / Ave 22 (dab. / now
Gedimino pr./ Ave 22)

1910

1911 OLIMP

1915 ARTISTYCZNY /

VILNIAUS KINO TEATRAI /
VILNIUS CINEMAS
1907-2010

ARTISTIC

1920 POLONJA / POLAND
1929 HOLLYWOOD

1934 ROXY

10

OAZA Il / OASIS |
Traky g./ St 9 (dab. / now
Traky g./ St 12)

1910

11

+~BRONISLOVO” KINO
TEATRAS / ,BRONISLAV
CINEMA"

Sv. Jurgio pr./ Ave 8 (dab. / now
Gedimino pr./ Ave 4)
1911-1919

12

REPOS

Traky g./ St 2 (dab. Traky g./
St17)

1912-1915

13

MECTA / SVAJONE / DREAM
Kalvarijy g./ St 1

1911

14

KOMFORT

Sv. Jurgio pr./ Ave 11 (dab. / now
Gedimino pr./ Ave 9)

1911

1912 MIRAGE

1914-1944 LUX

15

HELIOS

Vilniaus g./ St 38 (dab. / now
Vilniaus g./ St 15)

1915

1941 SOLDATENKINO Il
1942 SOLDATENTHEATER 2
1944 WEHRMACHTKINO 1l
1944 HELIOS |

1944 PERGALE / VICTORY

16

KARINIS KINO TEATRAS
NR. 6 / MILITARY CINEMA
NO. 6

Ausros varty g./ St 5

1919

1924 MIESTO KINO
TEATRAS / CITY CINEMA
1932 REWJA / REVUE
1936 MARS

1939 MILDA

17

EDEN

DidZioji g./ St 66 (36) (dab. / now
Didzioji g./ St 18)

1920

1930 SPORT
1931 STYLOWY / STYLISH
1933 ADRIA
1939 ADRIJA
1950 SPALIS / OCTOBER
1992 ADRIJA

18

PICCADILLY

Didzioji g./ St 72 (42) (dab. / now
Didzioji g. / St 20)

1922

1930 PAN

1940 UDARNIK / DARBO PIR-

MUNAS / STRIKE WORKER
1941 FRONTKINO
1942-1944 SOLDATENKINO

19

JUTRZENKA / AUSRA /
THE DAWN

DidZioji g./ St 94 (dab. / now
Didzioji g./ St 36)

1923

20

KOLEJOWY / GELEZINKE-
LIO / RAILWAY CINEMA
Gelezinkelio g./ St 19 (dab. / now
Sody g. 227?)

1923

1928 OGNISKO / UGNIS /
FIRE

1939 TRIMITAS / TRUMPET
1940 RAUDONOJI
ZVAIGZDE / RED STAR
1941-1944 BAHNHOFSKINO

21

SWIATOWID

Sv. Jurgio pr./ Ave 9 (dab. / now
Gedimino pr./ Ave 7)
1928-1940

22

SLONCE / SAULE / THE SUN
Dambrovskio g./ St 5 (dab. / now
A. Jaksto g./ St 9)

1929

23

CASINO

DidZioji g./ St 47 (dab. / now
Didzioji g./ St 33)

1930

1950-1967 MASKVA /
MOSCOW

24

JUTRZENKA / AUSRA /
THE DAWN

Pilies g./ St 54 (dab. / now
Pylimo g./ St 50)

1935

1939-1995 AUSRA / THE
DAWN

25

MUZA / THE MUSE
Naugarduko g./ St 8 (dab. / now
Naugarduko g./ St 10)

1939

1940-1949 MUZA
1950-1989 PIONIERIUS /
PIONEER

26
SVENTARAGIS
Vivulskio g./ St 2
1940

1940 L.G.P. S.

27

HELIOS

Lenino pr./ Ave 19 (dab. / now
Gedimino pr./ Ave 21)
1944-1957

28

MOKYTOJUY NAMUY KINO TE-
ATRAS / TEACHERS' HOUSE
CINEMA

L. Giros g./ St 35/3 (dab. / now
Vilniaus g./ St 39)

1950-1965

29

ZVAIGZDE / THE STAR
Sakaly g./ St 20/12
1950-1986

30

PERGALE / VICTORY

J. Gagarino g./ St 8/11 (dab. / now
Paménkalnio g./ St 7/8)
1951-2000

31

TEVYNE / THE HOMELAND
F. Dzerzinskio g./ St 83/2 (dab. /
now Kalvarijy g./ St 85)
1954-2000

32

VASARA / SUMMER

Jaunimo sodas (dab. / now Bernar-
diny sodas)

1955-1985

33

DRAUGYSTE / FRIENDSHIP
Pramonés g./ St 13 (dab. / now
Stepono Batoro g./ St 43)

(N. Vilnia)

1959-1997

34

NERIS

Antakalnio g./ St 37 (dab. / now
Antakalnio g./ St 51)
1959-1991




35

KRONIKA / CHRONICLE
Komjaunimo g./ St 18 (dab. / now
Pylimo g./ St 18 (22)
1958-1990

36

PANERIAI

Vaduvos skg./ alley 4 a (dab. / now
Vaduvos g./ St 13/14)
19617-1962?

37

GELEZINKELININKY KULTU-
ROS RUMY KINO TEATRAS /
RAILWAY WORKERS PALACE
OF CULTURE

Kauno g./St5

1961?7-1989?

38

PLANETA

K. Pozélos g./ St 34 (dab. / now
A. Gostauto g./ St 2)

1963

1997 SKALVIJOS KINO
CENTRAS / ,SKALVIJA CINE-
MA CENTRE”

39

VILNIUS

Lenino pr./ Ave 5 (dab. / now
Gedimino pr./ Ave 5)
1963-2001

40

VINGIS

Raudonosios Armijos pr./ Ave 7
(dab. / now Savanoriy pr./ Ave 7)
1964

2003 FORUM CINEMAS
VINGIS

41

TAURAS

Vinco Mykolaiéio-Putino g./ St 5
(dab./ now S. Daukanto g./ St 5)
1964?-1991?

2001-2002 KINO TVANAS /
CINEMA DELUGE

42

LIETUVA / LITHUANIA
Komjaunimo g./ St 17 (dab. Pylimo
g./St17 A)

1965-2005

43

AIDAS / ECHO
Dziky g./St 1
1966-1992

44
LAZDYNAI
Erfurto g./ St 1
1974-1993

45

MASKVA / MOSCOW

M. Gorkio g./ St 57/2 (dab. / now
Didzioji g. / St 28)

1977

1995-2000 HELIOS

46 TAIKA / PEACE
Seskinés g./ St 20
1986-1993

47

FORUM AKROPOLIS
Ozog./St25

2002

48

PASAKA / FAIRYTALE
Sv.Ignoto g./ St 4

2009

49 MULTIKINO
Ozo0g./St18
2010
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