Borys Grinchenko Kyiv Metropolitan University
Faculty of Romance and Germanic Philology
Linguistics and Translation Department

Translation project: Rendering Intertextuality and Expressiveness of the Text
in Translation of Horror Novel Children of Paradise by Camilla Grudova

Ilepekiaganbkuii NPO€KT: BiITBOpeHHA iIHTEPTEKCTYAJbHOCTI TA BUPA3HOCTI
TEKCTY B nepekJaai pomany xkaxiB Kaminu I'pynosoi “Children of Paradise”

Qualification Master Paper
Sofiia Shaiasiuk
PERm-1-24-1.4d

Z’”m AUgnecol jgm 5920040 2t

Mf‘?’*’/ﬁg/“’*"?@f’?/ﬂjwfzga 2

Lgenimicnic el prpciesds” < Research supervisor:
S. Merkulova, Ph.D.

L 1L, Aot

Kyiv 2025



Abstract

This translation project focuses on rendering fragments of Camilla Grudova’s horror novel
Children of Paradise. The text is distinctive for its dense intertextuality, expressive imagery, and
extensive cultural referencing. The work consists of two major parts. The first part presents the
Ukrainian translation of selected sections of the novel, performed with careful attention to the
author’s stylistic features, including grotesque elements, cinematic imagery, and multilayered
allusions.

The second part provides a linguistic analysis of intertextuality and expressive means in
the source text, aiming to identify the most effective translation techniques for their accurate and
stylistically appropriate rendering in Ukrainian. The study classifies various types of intertextual
references (such as films, directors, characters, and cultural phenomena), analyzes their functions,
and highlights the challenges they present in translation. Special attention is paid to expressive
means that shape the atmosphere of the novel and the approaches used to reproduce them in
translation.

Keywords: intertextuality, expressiveness, expressive means, translation techniques,
allusions, cultural references, cinema.

AHoOTAaLIA

VY nmepekinananbkoMy TpPOEKTI 3AiliCHEHO Tmepekian ¢(parmeHntiB pomany Kamimiu
I'pynoBoi Children of Paradise, 10 BHUPI3HSAETbCS 3HAYHOIO KINBKICTIO 1HTEPTEKCTyaJIbHUX
€JIEMEHTIB y pOMaHi, a TAKOX BUCOKHM CTYIIEHEM €KCIIpeCHBHOCTI. PoboTa ckiafaeTbes 3 1BOX
YacTHH. Y TIEpIIid YacTHHI OMmyOJiKOBaHUHN TepeKIia] OOpaHUX PO3MLTIIB POMaHy YKpPaiHCHKOIO
MOBOIO 3 IOTPUMAHHSAM XapaKTEPHUX PUC 1HAMBITYAIBHOTO CTHIIIO aBTOPKH, 30KpeMa M0€THaHHS
IPOTECKY Ta allfo3iif, a TAKOXK MOCHIIaHb Ha KiHOMaTorpad.

Jlpyra uyacTMHa mNpUCBSIYEHA aHaizy (EHOMEHY IHTePTEKCTyalbHOCTI Ta 3aco0iB
BUPA3HOCTI B OpHTiHANI, a TaKOX BHU3HAYCHHIO HAWOUTBII MiAXOMSIIUX TEPEKIIaTabKIX
OpuioOMIB ISl  THepeKiIagy YKpaiHCbKOIO MOBOK. Y  poOoTi Kiacu(]iKoBaHO  THUIH
IHTEPTEKCTyalbHUX IOCUJIaHb (30KpeMa Ha KIHO(QIIbMH, PEXHCEpIB, EPCOHAXIB, aKTOPIB, 1
KyJIbTYpHI (PEHOMEHH), MpoaHali30BaHO crneuu@iky iX BXKHUBaHHS, a TAKOX CKJIAQJHOILI, II0
BUHUKAIOTH M1J Yac IXHbOro nepekiany. Okpemy yBary npHIiJIEHO eKCIIPECUBHUM 3aco0am, SKi
bopmyroTh aTMOC(]EpY TBOPY, Ta METOAM iX Mepeadi y nepexiaii.

KittouoBi ciioBa: 1HTEPTEKCTYaNbHICTh, BUPA3HICTh, XYAO0XKHIN Mepekiaa, nepekiaganbKi
TEXHIKH, alto311, KyJbTYpHI OCUJIaHHSI, KIHO.
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Introduction

English fantasy and horror fiction have arisen in popularity as a means of expressing
cultural and psychological phenomena. Such a tendency is inherent among Ukrainian readers as
well. As translation is a way of intercultural communication, the proper rendering of such texts
influences the cultural and literary exchange between the author and the audience. Camilla
Grudova’s works are known for their wit, grotesque imagery and intertextuality, being challenging
for a translator, with the number of cultural references and high expressiveness. The translation of
Children of Paradise into the Ukrainian language is going to broaden the horizons of modern
fantasy and horror readers across the borders, offering valuable apprehension of the intertextual
elements described in the novel.

Children of Paradise is a novel about the community, formed by workers of the old cinema,
who had been united by the common interest in cinematography, where things suddenly go awry,
and the part-time job influences their world perception. The novel is rich in references to real films,
actors, directors, characters, etc, which a translator must render extremely precisely and skillfully.

The problem of translating intertextuality and expressive means has been studied by both
Ukrainian and foreign scholars, including Baron, G. Allan, K. Wales, B. Thompson, S. Barron, H.
Udovichenko, O. Dzera, and others. The further research will have a more thorough analysis of
the abovementioned notions.

The goal of our project is to determine the most effective translation techniques for
conveying intertextuality and expressive features in the Ukrainian translation of the novel Children
of Paradise.

To achieve this aim, the following tasks have been set:

° to characterize intertextuality as a literary phenomenon and a translation
challenge;

° to identify and classify intertextual references and expressive means in the
source text;

° to analyze and clarify translation techniques applied.

The translation project material consists of fragments from Children of Paradise (2022) by
Camilla Grudova, with a total number of 60, 769 characters. The translated material comprises our
own Ukrainian translation of these fragments, which equals 59, 554 characters.

The translation project is verified in Ukrainian Scientific and Practical Conference 2025
“New Trends in Translation Studies, Philology and Linguodidactics in the Context
of Globalisation Processes” (Appendix A).



Chapter 1. Translation of the book Children of Paradise by Camilla Grudova

SL
Midnight Cowboy
Directed by John Schlesinger
1969

The Paradise cinema had a gaudy interior and a pervasive
smell of sweet popcorn and mildew. It was built on the ground floor
of a block of flats around the time of the outbreak of the First World
War, its entrance like the building’s gaping mouth, a sparkling
marquee teeth grin with the word PARADISE written in pale yellow
neon. They tore down some of the flats to put the cinema in. I
imagined someone with a giant cake knife cutting out whole living
rooms and bedrooms with people in them, and throwing them away,
replacing regular, mundane lives with glamorous Hollywood ones. I
would’ve passed the Paradise without looking if it weren’t for the
handwritten ‘We’re Hiring’ sign on its big dusty glass doors. I had
just arrived in the city, and in the country, by train, and needed a job.
I’1l call myself Holly, like the girl from Badlands. The current head
manager of the Paradise was named Sally. She looked like she was
in her late thirties, but later someone told me she was almost fifty.

She wore rockabilly clothes: a vintage dress and a white fur
coat with a Betty Boop badge on it. She told me that she had put
herself through college by winning beauty contests. She had freckles
all over her face, barely discernible under a layer of makeup. She
wore a fifties style turban — the only part of her hair that I could see
was her red bangs, but I could still tell underneath that she had a face
like Judy Garland’s. She was a foreigner too, she had a midwestern
American accent, she said she was from the same state Wizard of Oz
was set in. Why she moved here didn’t make sense to me. It only
seemed natural that someone like her would’ve made her way to

TL

«OmniBHIYHUNA KOBOOID»

Pexucep xon Lllnesinrep

1969

Kinorearp «llapanmaii3» MaB Kpuduymuii iHTEp €p 1 HACKPIi3b
TIPOCAKIIMIA 3aITaX COIOIKOTO TONMKOPHY Ta IBii. Floro 3senu Ha mepromy
noBepci OaraTokBapTUPHOTro OynWHKY NpUOAM3HO Ha modvatky lleproi
CBITOBOI BiiiHU. BXin OyB cX0XMM Ha po33sBIEHY mamly OyaiBii, B AKii
BUOMMCKYBaU 3yOu-adimi, e OJiJ0-)KOBTUM HEOHOBHM KOJHOPOM
ceituBcs Hamuc «ITAPAJIA3». JloBenocs 3HECTH KibKa KBapTHp, abu
BMICTHTH TYT UUIHIA KiHOTEaTp. S ysBIIsIa, sIK XTOCH 13 TITAHTCHKUM HOKEM
JUISL TOPTIB BUPI3a€ 1111 BITAJIBHI Ta CHANBHI 3 IX MEIIKAHIISIMK 1 BUKHJIAE iX,
3aMIHIOIOYM 3BUYaiiHe Oy/eHHE JKUTTA Ha TJaMypHE TOoJuTiBynachke. S O
npoiinuia nos3 «Ilapangaii3y, skOU He MOMITHIIA PYKOIMCHE OTrOJIOMIEHHS
«IIlyxaeMo mpaifiBHUKIB» Ha HOT0 BEIMKUX 3aMWJICHUX CKISTHUX JABEpsX. S
TITBKU-HO TpHiXajla CIOAM TOTATOM 1 MeHiI MmoTpiOHa Oyma pobora.
[Ipencrasmrocss ['ommi, sik repoins 3 «be3mmiaHux 3emenby. KepiBHUIIO
«ITapanaitzy» 3Banu Camii. Bona Burnsaana tak, HiOu i Oyno mix copok,
ajie Mmi3HIIIe XTOCh CKa3aB MEHI, IO 1M MaiKe II'STASCAT.

Bona Oyna onsrHeHa B CTHUJII POKaOULIi: BiHTa)KHA CYKHs Ta Oiie
XyTpsiHe manbTo 3 emonemoro berri Byn. Camni posnosimana MeHi, 10
3aKiHYMJIa KOJIEJK, BUTPABIIN KOHKYypcu Kpacu. Ilo Bceomy ii 00nmuuro
BHJTHLJIOCS JIEJIBE TTIOMITHE JIJACTOBUHHS, 3aMAaCKOBAHE IT1/1 TOMITHUM IIapOM
Makisoky. [ 0J0By MOBHICTIO OyJ10 BKpUTO TIOpOaHoM y cTuii 50-X, 1 TUTBKH
pyauit yyOUMK 37Ierka BU3MpaB 3-IiJ HHOTO, MpoTe s1 6€3 CyMHIBY MOIJIa
BrisHatH B il oOimuui pucu Jkyai Tapnenna. Bowa Takox Oyna
Yy’)KO3€MKOI0, 3 MNpuMaraHHuM CepelHboMy 3axoly aMEpUKAHCHKHM
akIeHToM. 3a ii cjioBaMu, BOHA Oyja poJIoM 31 IITATy, A€ BiIOYBAETHCS IS
«YapiBauka Kpainu O3», 1 51 HisSIK He MorJia 30arHyTH, 4OMY BOHa TyT. MeHi
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Hollywood with a suitcase full of vintage dresses and the last of her
beauty queen money rather than a country like this one that seemed
to have more graveyards than anything else. Perhaps she wondered
why I moved here too. During my interview with Sally, when she
asked my favourite film genre, I said the first thing that popped into
my head, as she was sat in front of me in her pale blue fifties taffeta
dress.

‘Clowns, anything with clowns,” I said. ‘And Charlie
Chaplin.” We were sitting at the one table in the tiny bar, attached to
the cinema lobby, her coat thrown over the one empty chair. The
white fur had yellowish tinges in it, the way popcorn does. The bar
was where customers could get drinks to take into films or drink at
the one table or two rickety bar stools by the zinc countertop.

Whenever I touched the table or moved my feet the entire bar
seemed to rattle, the shelves of oddly shaped glasses for obscure
cocktails, the dim-coloured liquors, the jar of pickled eggs, olives
with tiny red tongues, cornichons and jalapefios floating in foggy
water like dead slugs, Luxardo maraschino cherries and dusty
peanuts.

There was an Oscar statue standing guard between the jars. [
wonder who he had belonged to. There were photographs of famous
directors and actors, in gold frames covering the walls — Greta Garbo,
Joan Crawford, Kim Novak, Errol Flynn, Uma Thurman, Anna May
Wong, Clark Gable — and posters of films like Pink Flamingos,The
Breakfast Club, Reservoir Dogs and Heathers. The bartender, a tall
blond man with closely cropped hair, was playing Talking Heads,
which he turned down when he saw that Sally was giving an
interview. It was obvious that he was trying to listen. The Paradise
barely got any sun, but the bartender was very tanned and well built
like a soldier in a Technicolor film. Sally told me that the bar had

Oyno O 3po3yMisio, IKOM Taka »iHKa, K BOHA, MpOKJIajga coll HUIIX 110
lonniByay, 3 Badi3kow, 3a0UTOI0 BIHTAKHUMHU CYKHSIMH, 1 3aJTUIIKAMHU
BUTpAIlB 3 KOHKYPCIB KpacH, a He JI0 Takoi 3a0WUTO1 MICIIMHH, 5K IIs, 1€
[BUHTApPIB OUIbIIE, HIK yCbOTO 1HIIOTO. MOXIIHMBO, ii TeX I[IKaBUJIO, IO
pobmto TyT . Ilig vac criBbecimu Camti 3anuTana, sKUd Miid yJro0IeHui
JKaHp KiHO, 1 S BIAMOBLNA TEpIle, M0 CHal0 HA JyMKY, AWBJISYUCH HA 11
0J1110-0JTaKUTHY CYKHIO 3 Tad)TH B CTUJI I’ AITACCITHX.

— Krnoynm, Oyne-mo 3 kinoyHamu, — ckazana si. — A6o 3 Yapmi
Yamminom. Mu cuIimM 3a €IUHUM CTOJIMKOM B KpHUXITHOMY Oapi,
npubynoBanomy 10 (oe kiHoTearpy, a ii mampTo Hendano Jiexaao Ha
€IMHOMY BUIbHOMY CTUIbLI. bine XyTpo OyIo neinze 3abpyiHeHe >KOBTUMU
IUIIMaMH BiJl MONKOPHY. bapoMm TyT Ha3zumBaiocs Micie, e BiJIBigyBadi
MOTJIM B3ATH HAmoi Ajs mneperyisany (uibMiB a00 BHUIHWTH, CHASYU 32
XUTKUMU CTUTBLISIMA OIS OIIMHKOBAHOT OApHOT CTIWKH.

[Mopa3y, komu s TOpKajgacs CTONY 4YM 3adilaja I[[0Ch HOTOIO,
3aBAJIOCS, 110 BECh 0ap OCb-OCh IOCHILIETHCS: MOJHUI 3 XMUMEPHUMHU
CKJITHKaMHU JIJISl He3pO3yMIINX KOKTEWIB, IUISIIKAMH 3 ThMSHUM JIIKEPOM,
0aHKa MapHHOBAHHX S€Ib, OJMBKH 3 KPUXITHUMHU YEPBOHHMH S3MUKAMHU,
KOPHIIIOHU Ta Mepli XaJlaleHbo, 10 IJIaBaJid B TyMaHHIN BOJi, 330BHI
CXO0I1 Ha MEPTBUX CIIMMaKiB, BUIIHI MapacKiHO B MapTiHi «JIrokcapao» Ta
IPUMIOPOLICHUH TTHIIOM apaxic.

Mix Oankamu Maiopina cratyerka «Ockap». LlikaBo, xTo OyB il
BiacHuKkoM. CTiHM BKpHMBajIu oOpamiieHi 30j0ToM (oTorpadii BigomMux
pexxucepiB Ta aktopiB: I'perm [Map6o, Ixoan Kpoydopa, Kim Honak,
Eppona ®ninna, Ymu Typman, Aunu Meii Bonr, Kinapka IeiiOna, a Takox
nocrepu Takux QuibMmiB, sk «Poxesi ¢uaminro», «Kmy0 «CHizaHOK»»,
«Cxaxeni ncum» Ta «CMmeprenbHuil noTsIr». bapmen, BUucokuii 0JI0OHIUH 13
KOPOTKOIO CTPUKKOIO, ITPAIfOBaB Mija My3uKky rypty Talking Heads, sxy BiH
BiJJpa3y BUMKHYB, fK mo6auuB, mo Camt mpoBoauTh criBOecigy. byino
3po3yMiJio, MmO BiH XOTiB Hac minciayxatu. Jlo «[lapamaitsy» nense
poOuBaIKCsa COHSIYHI MPOMEHI, ajie OapMeH OyB Jyxe 3acMariuil 1 MiliHo1
CTaTypu, HEMOB COJIJIAT y KOJIbopoBoMy (pistbmi. Casuti po3roBijia MeHi, 0
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been put in in the late forties and hadn’t been done up since, except
for the addition of more posters, headshots and movie stills, which
cluttered the walls. Looking at them all crowded there, they seemed
ready to suddenly spring into action, hundreds of voices and
movements.

‘What do you know about the Paradise?’ was one of her
questions. ‘It’s really old,” I said, which I haphazardly and rightly
guessed by quickly looking around me before drinking from the large
glass of tepid Pepsi Sally had given me. She had one herself too, with
a green and white straw, sipping carefully so as not to mess up her
red lipstick.

“That’s right,” she replied. ‘The oldest running cinema here.
The film festival was founded by one of our former owners. All the
movies were shown here. We aren’t currently one of the cinemas
used by the city film festival, but I hope that will change soon. You
can see he is a little worn.” It took me a moment to realize the ‘he’
was the Paradise.

The apartment building I had grown up in had old, half-
rotting numbered cinema seats in the yard that had been found in a
dump. Children liked to play on them, pretending they were at the
movies. I told Sally this, trying to impress her, but she just smiled
sadly. She got up and told me to leave my drink at the table, saying
that Otto — I assumed he was the bartender — would clean it up. ‘The
Paradise shows the latest films, the money makers, but also classic
Hollywood ones like It’s a Wonderful Life, The Wild Bunch, The
Great Escape, African Queen or Wizard of Oz,” Sally said.

The kind of films in my mind you’d see snippets of as a kid
when visiting your grandparents, the wood panelled television set
tuned all day to a golden oldies rerun channel, the kind of films
synonymous with shag carpets, porcelain figurines, stale indoor
cigarette smoke and lukewarm cups of soda pop. I noticed that when

Oap BIAKPWIM HAIIPHUKIHIII COPOKOBHUX 1 3 TOTO Yacy MOT0 HE PEMOHTYBAJIH,
a JIMOIe KPIMWIM HOBI IJIaKaTH, MOPTPETH Ta Kaapu 3 (iAbMIB, fKi
3axapaiyBaiay cTiHd. CKi1aanocsi BpaKeHHs], 110 3apa3 BOHU BCl 0)KUBYTh
Ta MOYHYTh I'PATH CBOI POJIi, 1 HAC OXOIUISATH COTHI TOJIOCIB Ta PYXIiB.

— o Bu 3Haete npo «Ilapanaiiz»? — Oyno ogHUM 3 ii 3aNUTaHb.

— e Mmicrie myxe cTape, — Ha IUBO MPABUIHLHO OOBKHYIIA 51, IIBUIKO
O3MPHYBILUCH HABKOJIO, MEpe] THUM SIK 3pOOMTH KOBTOK TEIUIOi Merci 3
BEJIMKOT CKIISIHKH, sIKy MeHi nana Camrm. Bona 1 cama Tex cbopOHya,
00epekHO TOTATYIOUM Hamiid dYepe3 3elneHo-0ury TpyOouky, mo0 He
pPO3Ma3aTu CBOIO YEPBOHY MTOMATY.

— Tak, Bu mpaBi, — BignoBijga BoHa. — «llapanaisy — HalicTapimmii
nitounii KiHoTeaTp. 3aCHOBHMKOM KiHO(ECTHBAIIO CTaB OAWH OAMH i3
HAIllMX KOJMIIHIX BIACHUKIB. Yl HallKpamll GpiIbMHU MOKa3yBaJld came TYT.
3apa3 MH HE BXOJUMO 0 YHCIIa KIHOTE€AaTPiB MICBKOTO (pecTHUBAIIIO, ale 5
CIOJIBAKOCH, 110 1€ CKOPO 3MIHUTHCSA. bauuii, TyT Bce TpOXH MOIIAPIAHO.

Mewni 3Ha/100MI1aCST MUTB, IIO0 3pO3YMITH, IO IiJ] «TYT» Majocs Ha
yBasi y «Ilapanaitzi».

Ha moaBip’i OararokBapTupHOro OyAMHKY, JI€ s BUPOCIHA,CTOSUIN
CTapi, HaMiB3THWII MPOHYMEpPOBaHI TeaTpaibHi Kpicia, 3HaleH] Jech Ha
CMITHUKY. [{iTH M00MIM rpaTucs Ha HUX, B/IalOYH, 1110 BOHU 3HAXOAThCS B
KiHO. Sl moninmmiacs nuMu crorajgamu i3 Canii, HaMaralo4uch CIIPaBUTH Ha
Hel MO3UTHBHE BPKEHHSI, aJie Ta JIMIIEe CyMHO ITOCMixHyJacs. Bona Bcrana
1 CKa3aja MEHi 3aJUIINTH CBOIO MEMCi 3a CTOJOM, cKaszaBiluu, mo OTTO,
Jiymaro, o To 6apmMen, mpuoepe.

—V «lIlapanaiizi» noka3yrooTh 1 HalfHOBIII (QUTBMU, 1 KACOBI YCHIXH,
1 TaKOXX KJIACUYHI TOJUTIBYJCHKI KIHOCTpIUKH, Takl sk «lle nuBoBukHE
KUTT», «/luka Ganna», «Benuka BTeuay, «AdpHUKaHChKAa KOPOJEBa» YU
«YapiBauk kpainu O3», — ckazana Camii. Bona roeopuna npo ¢igbmuy,
YPUBKHU 3 SIKUX s Oaumia y AWTHUHCTBI, HaBiAyloun Oabycro Ta Jimycs, Je
[UTAI JICHb 110 CTapOMy TEJIEBi30pY 3 IepeB’THUMH ITaHEISIMU TTOKa3yBaJIH
Ha MOBTOPI 30JI0TI XITH KIHO, L0 aCOIIOIOTHCS 3 BOPCUCTUMH KHIIMMAaMHU,
MOPUEITHOBUMHU (PIrypKamMH, 3aCTOSHUM CUTapETHUM JIMMOM Y IPUMIILIEHH1
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Sally had mentioned The African Queen, her eyes lit up. She added
that it was her favourite film.

‘When the Paradise first opened, it showed silent films with
Buster Keaton and Lon Chaney.” She went on to tell me about the
elderly ladies who didn’t know how to read, and how they would
bring bags of sweets and feed them to children they asked to sit
beside them, whispering the titles into their ears. She gave me a tour
of the whole building, which I guessed meant that I had the job. I
don’t know why she hired me, but I later learned that Sally had
mysterious ways of doing things.

The Paradise was a Frankenstein’s monster of a place. Over
the years, rooms were added and rearranged but with all the same old
rotting pieces, the same red, white and gold paint retouched, another
layer put on. There was a chandelier in the lobby, red carpeted floors,
gold trim on the white walls, wide and narrow mirrors which gave it
the feeling of a funhouse though they distracted from the oppression
of the flats above — layer upon layer of furniture, crockery and lives.

There was a ticket kiosk — a cavern built into the wall which
also sold popcorn, sweets, and Pepsi on draught. The kiosk housed
the big old-fashioned popcorn maker, like a glass cage, which staff
had to heat up and fill with kernels every morning. It was very
important it was done before the first film of the day, said Sally,
because the sound of the kernels popping was like many miniature
explosions.

There were grand, dusty parlour palms in golden pots, living
off the weak light of the chandelier, copper racks holding Paradise
programmes which were made with a black and white photocopier.
The cash tills were so old they looked like Victorian churches
perched on the countertops, and the tickets were small ‘admit one’
types, pale pink with black lettering like tiny, tattooed fingers,

Ta TEIUIOI ra3oBaHOK BonOw0. S| momitmia, mo konu Camii 3ragyBana
«AdpukaHCcbKy KOpoJIeBY», ii oui Oaumany. 3rogoM BOHA 3a3HAYMIIA, IO
1e ii ynrooseHnit Gpinpm.

— Komu «Ilapanaii3» TiNbKH-HO BIAKPUBCS, TaM IMOKa3yBaJld HiMe
kiHo 3 bactepom Kitonom ta Jlonom YeiiHi, — po3moBijia BOHa.

A nami g ciayxana icTopii Mpo CTapeHbKUX JKIHOK, SKi HE BMLUIN
YUTATH, 1 IK BOHU MPUHOCHIIH 11111 TAKETH 3 COJIOIOIIAMHM JJIS TITeH, STKUX
BOHM CaJIMJIM TIOPYY Ta MPOCHIIU MIETIOTITH IM Ha BYXO Ha3BU ¢inbMiB. BoHa
IpoBeJia MEHI eKCKYPCito Mo Beiit Oyaisimi. [ s Bxke 310raanach - MEHE Taku
O0epyTh Ha poboTy. He 3Har0, YoMy BOHA HaMHsIIA caMe MEHE, ajie TMi3HiIIe s
3po3yMina, mo B Casii OyB CBiMf Ta€EMHUYMI CTHIIb, SIK BUPIIIYBaTH Pi3H1
UTAHHS.

«[lapanaii3» Oy HIOM OyauHOK DpaHKeHIUTEHHA. 3 pokamMH TYT
no0yIoByBaIM 1 MepeOyaOBYyBaIM KIMHATH, allé BUKOPHCTOBYBAIH Ti K
cami HaIliB3THWJII Martepiaiu, nemo mijadapooByrodn 0063 yepBoHi, 01l
1 30J710Ti CTIHM JJOJATKOBUM IapoM ¢apou. Y ¢oe BHcina J0CcTpa, muiory
BKpUBAJlM YEPBOHI KWJIMMH, a Ha OUTUX CTiHaX BHOJMCKYBAJIO 30J0TE
o3no6nenHsa.lloBcroqn — mmMpoki ¥ BY3bKI JA3epkania, 1 CKJIagaocs
BpPa)KEHHsI, 110 TO HiOM KiMHaTa cMiXy. Ta IXHE MepexXTiHHS CTBOPIOBAJIO
KOHTpACT 3 THITIOYMMH KBapTUpaMH HAropi, Jie HaIapoByBaJuCs MeOIi,
HarpoMa/I)KyBaBcs IIOCY/l, a B IOBITP1 BUTAJIO YHECH MPOKHUTE KUTT.

Kaca HaramyBama BOyZOBaHy B CTIHYy Hedepy: TyT HpojAaBaju
KBHUTKH, TTOIKOPH, COJIOJONII i mernci Ha po3iuB. BennyesHa, crapomo/iHa
MalyHa JiIsl IOTKOPHY Majla BUTJISIT CTapol KIIITKH: IOJHS MEPCOHAT MaB
posirpiBatu ii Ta 3acunaTH KyKypya3sHi 3epHa. Caun Hamossrana, 1moo
MOTKOPH FOTYBAJIH JI0 MEPILIOro CEaHCy, aJikKe MOoro TpIiCK HarayBaB 0e3iiy
KPHUXITHUX BHOYXIB.

VY 30510THUX ropuIMKax MailopulM cTape3Hi, IPUIIOPOIIEH] MalbMH,
KUBJITYMCh TBMSHUM CBITJIOM JIOCTpH. Ha MigHMX MOJMYKax JeKalu
BiJICKaHOBaH1 4yopHO-O111 nporpamu «llapanaiiza». Kacosi amapatu Oynu
HACTUIBKHM JaBHi, 10 HarajJyBalW KPUXITHI BIKTOPiaHCHKI IEPKBHU, HIOU
MOCaKeH1 Ha MPUJIaBKU. A KBUTKH TYT — i€ KPUXITHI pOXkeB1 mamipii 6e3
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without the name of the movie on them. The usher had to rip them
when a customer went in so that they couldn’t be used again for a
different movie. Sally showed me how, ripping one almost in half
before throwing it into a nearby bin.

‘Never rip it into tiny pieces,’ she told me. ‘Customers often
like to keep them, as a memento.’

I noticed a framed newspaper article on the wall about Orson
Welles attending a film festival at the Paradise which read: ‘Orson
Welles limped into Festival cinema yesterday and said, “The film
industry is dying-dyingdying.”’

A set of doors past the ticket kiosk led to the auditorium, an
electric sign which said ‘CINEMA THIS WAY’ above the doors.
Sally took me into the screen as it was between shows. Sally
continued her monologue.

‘You’ve seen that famous French animation about the
Paradise?’

I nodded, hoping she wouldn’t pick up on my ignorance. It
didn’t matter, she told me the story anyway.

‘In it, a man comically runs into the cinema then out again
when a Jacques Tati film is playing. Fans of the animation will
sometimes come in and try to do the same. Though I don’t think we
ever showed a Jacques Tati film during my time here. Perhaps I ought
to.” She paused. ‘Unlike chain cinemas, we only have the one screen.
Imagine having several screens, it would be like having several
brains,’ she said with distaste.

The auditorium had Grecian columns with plaster torsos of
beautiful nymph-like men with curly hair holding them up, their arms
lifted. A young man with dark hair, dressed in black who looked
exactly like the nymphs, was hurriedly sweeping the auditorium. He
looked so tiny against the vast, temporarily empty room. His skin

Ha3Bu QinbMy 3 HanucoMm «OaWH Bi3UT», A€ YOPHI JIITEPU CKUAAIHUCS Ha
MaJIeHbKI TaTyloBaHi maibli. bimerep MaB po3puBaTH iX, KOJIH TJsAa4
3aX0AMB, a0u iX He MOKHA OyJI0 BUKOpPHUCTATH I1ie pa3. Cayuii mokas3asia MeHi,
K 1€ pOOUTHCA: po3ipBaia mamipenps Maiike HaBIUI 1 BAKMHYJIA B CMITHUK
opyY.

— Hikonu He pBU Ha KJIANTHKHU, — 3acTeperyia BoHa. — YacTo moau
MO0 Th 30epiraTi KBUTKH Ha 1am’sITh.

Ha crini g momiTwia y pamimi Ta3eTHy CTarTio TpPO TOCTS
kiHodectuBano y «[lapanmaiizi»y Opcona Bemica. B wHiit  inwtocs:
«Yuopa Opcon Bemic, mkyrtwisraroun, npuOyB Ha Ham (ecTuBaib i
ckazaB: «KiHOIHAYCTpisi HOMUPAE-TIOMUPAE-TIOMUPAEN.

3a KBUTKOBOIO KAaCOIO 3HAXOJWJIHMCS JIBEpi O 3aily, a HaJ HUMH
cBituiacs enekrpuyHa BuBicka: «KIHO TVYTw». Camm 3aBena MmeHe
BCEpeAMHY, sKpa3 Oyna mepepBa MiK ceancamu. BoHa He mepecTaBaia
TOBOPUTH 1 3aIUTajA:

—Twu Gaumna Ty 3HaMeHHTY (PpaHIly3bKy aHiMaIito mpo Paii?

S1 kuBHyJIa, CIIO/IIBAIOYHCH, 1110 BOHA HE IOMITUTh MOro HeyuTsa. Le
HE MaJlo BEJIMKOTO 3HAYSHHSI, BOHA BCE OJIHO IepeKa3alia CIOKeT.

— Tam donoBik kymenHo BOirae J0 KiHOTeaTpy il oapasy BHOirae
Hazaj mig dac nokaszy ¢inpMmy JKaka Tari. IlpuxunbHukyu MynbTuUIBMY
1HO/II HaMararThCs 3pOOUTH Tak camo. Xoda, 3[a€ThCsA, Y Mii 4ac MU
JKOJTHOTO pasy He nokasyBaiu Tati. MaOyTs, Tpeba Oyiio.

Bona 3amucnunace i gogana:

— Ha BinMiHy BiJ MepekeBUX KIHOTE€aTpiB, MU MA€EMO JIUIIE OJUH
eKpaH. YsBH, sKOU y Hac OyJo JeKijabka KiHO3aJiB, 11€ X SIK MaTH JIeKiIbKa
roJiiB, — CKa3ajia BOHA 3 Bipa3oro.

B akToBiit 3aii BUCOYIMM TPEIbKi KOJIOHH, SKI MIAMUPATHA TIilCOBI
TOPCU TPEKPACHUX, HIMPOMOAIOHUX IOHAKIB 13 Ky4depsBHM BOJOCCAM Ta
BUCOKO MiJHATUMHU pyKaMu. MiX psilaMH IOCIIIXOM MUB ITiJUIOTY YOPHSBUN
XJIOTIelh Y TEMHOMY BOpaHHi, Jy’)Ke CXOXXKHMi Ha Ti cTtaTyi. BiH 37aBaBcs
30BCIM KPHUXITHHUM Ha (OHI LBOTO BEIMYE3HOTO, TUMYACOBO OE€3JHOHOTO



was whitish grey like he had just walked out of a silent film. Sally
didn’t say anything about him.

A mustard yellow curtain hid the screen until show time. The
ceiling was curved and covered in cracks: water stains and plaster
mouldings of couples kissing, perhaps not quite human, with long
pointed ears and horns, along the edges. There must have been a dead
crawl space, to fit the hump of the ceiling’s curve, between it and the
flat above. Part of the ceiling, near the front row seats, was patched
up with what looked like tape and plastic bags.

“That will be fixed very soon, don’t worry about it falling,’
said Sally, noticing me gawking at it.

‘Now look at this, stay here,” she said, disappearing. A
moment later, all the lights were turned off. She came back in and
said, ‘Look at the ceiling.’

It was covered in faint twinkling stars — tiny lights, in
astrologicallooking positions but not ones I recognized. It took me a
moment to realize it was because half the lights were broken.

‘Hardly anybody looks up at the ceiling during a movie, but
when they do, there is a surprise.’

Sally’s teeth and eyes glowed white in the dark. When she
turned the lights back on the young man who had been sweeping had
gone.

Hidden under the carpet of the screen were a few trap doors
leading directly to a sewer tunnel. Sally lifted one up, showing a dark,
fast flowing and smelly river. There was a metal ladder leading down
into it.

‘Never let customers see this,” she warned.

The smell wafted upwards, and the dirty water looked like it
was about to seep through. Sally sprayed some fluorescent pink air
freshener from a bottle she produced from the pocket of her dress and
the smell of it made me choke. It was about as effective as applying

npocropy. Moro mkipa mana cipyBarto-Ginuil BinTiHOK, Haue B akTOpa
HimMoro KiHo. Camti irHopyBaja HOro MpUCYTHICTb.

[NpunyHO->K0OBTa 3aBica XOBaja 3a cOOOK €KpaH Mepe] MOYaTKOM
ceancy. Ctens Oyna BUTHYTa i BKpUTA TPIIIMHAMM, BOASHUMH IUIIMaMH i
JIITHAM OPHAMEHTOM Y BUIJISIII Tap, IO IUIYIOThCA. To Oyim HE 30BCIM
JIFOM: BOHM MaJIM JIOBT1 TOCTPI ByXa Ta piXKH. MiX 3aJI0M 1 KBapTUPOIO
3BEPXY, HAIIEBHO, OyB SIKUIUCH MPOCTIP, 110 MaB OM BMICTUTH 11€1 BUITYKIIUN
BUruH. YactuHy crtemi, OIS mNepmuX psAiB, 3alaTalid CKOTYEM 1
MJIACTUKOBUMH MAaKETaMHU.

— He Oilics, BOHa He BIaje, Ta W CKOPO 1€ TOJIaroasTh, — CKasaja
Cayi, TOMITHBIIH, SIK ST BUTPIIINJIACK.

— A Tenep NOTIISHB CIOAM, HIKY/IW HE WM, — CKa3ayia BOHA 1 3HUKJIA.
3a MuTh y 3aii 3racio cBiTiI0. Casuli HOBEpHYIacs 1 ckas3ana:

— [lornsue Bropy.

Ha cteni mepexTinu kpuxiTHi 3ipku. To Oynu HiOU c1abki BOTHUKH,
110 330BHI HaraJlyBaJld acTPOJIOTIYHI Cy3ip’s, ajie s He BIi3HAJIA KOTHOTO.
3rojom s 30aruyiia, 110 MOJOBHHA JAMIIOYOK MPOCTO Meperopiia.

— Maiixe HIXTO HE JUBUTHLCS CIOJIU 1] Yac KIHOCEAHCY, alie SKIIO
panToM Tak TPamMThCs, TO HA LUX IVI1/1a4iB YEKae CIOPIPHU3, — IPOMOBUIIA
BOHA.

VY TempsBi cBiTmiMca OutuM ii 3yOm i oui. Komum BoHa 3HOBY
BBIMKHYJIa CBITJIO, XJIOIIIA, IO MPUOUpPaAB, yKe HE OyII0.

[Tin xunuMoM Oilsl eKpaHa XOBaJIOCS NEKUTbKa JIFOKIB, IO BEJU
npsiMO 0 KaHami3amiiHoro TyHemnto. Cai miaHsUIa OJUH: BHU3Y OypiuB
TEMHMH, OypXIMBHHA Ta cMeprounii moTik. Tyan MokHa OyJlo CIyCTHTHCS
10 MeTaseBiil 1paOuHi.

— Hizamo He 103BONb BiABiAyBauaM Ii€ TOOAYHUTH, — CYBOPO
MoTIepe iiia BOHA.

CmMopia BiguyBaBcsl BXKE Bropi, i 37aBajiocs, 1110 OpyaHa BoJa OCbh-
OCh TPOpPBEThCA Kpidh mutuHU. Caymri jgictajga 3 KHIIEeHI CBOET CYKHI
(ayopeclieHTHUI POXKEBHM OCBIXKYBad MOBITPs 1 po3mMuUiImiIa Horo. 3amax
0/1pa3y BIApHUB MEHI B TOPJIO 1 5 3aKanuisack. Bin normomir HaMm npuOIn3HO

10



more lead paint to the face of Queen Elizabeth 1. I could still smell
something decayed and musty under the air freshener but I didn’t
mind it. The screen sat six hundred people, each seat with a metal
plaque with a number on it, each row named after a letter of the
alphabet, twenty-six rows in total. I followed Sally back out into the
lobby. There were customers standing everywhere, between the
parlour palms and mirrors, waiting for the next show, eating popcorn
and sipping drinks, blinking, dumb as fish bubbling on the surface of
a pond, before returning to the dark depths where only a little amount
of light trickled in. There were a lot of secret doors in the Paradise
hidden behind poster frames in the foyer that led to projection,
storage, marketing and the office. The projectionist, a man with long
grey hair, grumbled as we went into the projection room, which was
up a narrow staircase covered in metal film reel cases.

‘Normally front of house staff are not allowed in here,” said
Sally. The ancient film projector looked like a cross between a train
and Mickey Mouse. There were other giant, puzzling machines that
hummed, like Cold War computers or fridges, and emitted whispers
of people speaking: the audio for the film currently playing. The
room was extraordinarily hot. Besides all the projection reels and
suitcases full of more, there was a poster of Disney’s Pinocchio
dancing while his father, Geppetto, played accordion, and one of
Groucho Marx that said, ‘I’ve had a wonderful evening. This wasn’t
it.” The projectionist, Pete, wore jeans and a faded grey sweatshirt
with Donald Duck on it. There were lots of empty CocaCola cans,
though Pepsi was the soda served on draught at the Paradise. Pete
had his own kettle, snacks, and a stool by a desk covered in tools for
fixing reels. Or so he told me when he saw me staring at the
collection of misshapen pliers, and metal clips. There was a tiny glass
window looking out onto the auditorium. Sally took me to the boiler
and storage rooms underneath the foyer, which gave me a bad feeling

TaKk camo, SK 1 JOJAaTKOBHH IIap CBUHIEBOI (apOu Ha o0ymudYi craryi
KoposieBu €nu3asetu 1. He3Bakaroun Ha apomMaTusarop, y MoBiTpi Bce OAHO
BHUTAJIO IIOCh 3aTXJIC i THUJIE, aJIe MEHE I1e BXKe He OeHTexuino. Y 3aii Oyio
IIICTCOT MiCIlb: Ha KOKHOMY CHJIIHHI BUOJIMCKyBajla METajeBa TabIMuIKa 3
HOMEPOM, a psiau Oyl Ha3BaHI JliTepaMu aldaBiTy — BChOTO JBAIIIATH
nricte. S minuta 3a Casuti Hazaz 10 BecTuOromsa. CKpi3b CTOSIIN BiIBiTyBadi:
MDK MajgbMaMH Ta J3epKajaMH, YeKaloud HACTYIMHOTO MOoKa3zy, MOilaloyu
MIOTIKOPH Ta MONHMBAIOYH Haroi. BoHW Kiinaiu, sk MyCTOTroJOBI puodH, 110
Oy/nbKalTh HA TIOBEPXHI BOJU, MEPE] TUM SIK MOPUHYTH YIIIUO — y MICI
Kyad Maiike He mnpoOmBaeThesi cBiTIO. Y «llapanmaiizi» Oymno Oesmiu
MOTAaEMHUX JIBepel, CXOBaHUX 3a paMmkamu adim y (oe: BOHH BEIH IO
OIIepaToOPCHKOI, CKIIAIB, BiIIUTY pekiamu i odicy. KinoonepaTop, 4omoBik
13 IOBTUM CHUBUM BOJIOCCSAM, HE3a/I0BOJIEHO OypuaB, KO MU MiIHIMAIUCS
JI0 OINEepaTOpChKOi BY3bKMMH CXOJIaMH, 3aBaJCHUMH METAJIEBUMHU
KOTYIIIKAMU 3 TTIBKAMHU.

— 3a3BWuail MpaliBHUKIB 3a]1y CIOJM HE MyCKAalOTh, — 3a3HAYMIIA
Camni. Crapuii IpOEKTOP BUIJISIIAB TaK, Hade CXPECTHIU MOi3a 3 MIKKi-
Maycom. Tam Oynu ¥ iHII BEJIETEHCHKI Ta 3araJiIkoBl MalluHU, IO TYJIH,
MOB XOJOAWJIBHUKH YU KOMII'IOTepu dYaciB XonoaHoi BilHU. YyBcs
B1JIJTaJICHUH IIETIT JIFOJICBKUX TOJIOCIB: TO OyJIHM YPUBKH (PUIBMY 3 KIHO3aTY.
VY kiMHaTi crosula HecTepnHa JyxoTa. Ckpi3b Oyau KOTYIIKH 13 CTapUMH
IUTIBKAMH 1 Badi3W 3 HOBHMMH, a Ha CTiHI BMCIB IIJIaKaT i3 HICHETBCHKUM
«[TiHOKKIO», A€ BiH TaHIIOBaB, MOKH Horo Oarbko J[kemeTTo rpaB Ha
axkopueoni. [Topyu Oy inmmi, i3 Ipaydo Mapkcom, i Hanmcom: «51 rapHo
npoBiB yac. Ane He cborojHi». Kinoomepartop, sxoro 3sanu Ilit, OyB
OJISITHEHHH Y JOKUHCH 1 O110-cipuit cBiTmIOT 3 JloHanbaom [Jakom. Ycronu
Oynu po3KHJaHI MOpOXHI OaHKHU 3-MijJ KOKa-Koiu, xoua B «llapanaitzi»
nojaBay came po3nuBHY nenci. Y Ilita OyB ocoOuCTHi YailHUK, CHEKHU Ta
TalypeT O1Is1 CTOITy, Ha SIKOMY JIeKaIH IHCTPYMEHTH JJIsl PEMOHTY KOTYIIIOK.
[IpunaiiMHI Tak BiH TOSCHHUB, TOMITHBIIW, IO S PO3JIUBISIOCS HOTO
JMUBAKyBaTl KIIIII Ta MeTaneBi 3aTuckadi. Kpi3b KpuXiTHE CKJISTHE BIKOHIIE
MO>kHa Oys10 mobaunTH akToBy 3aiy. [lani Camii moBema MeHe 10 KOTeIbHI
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— there were a lot of mirrors down there too, but they were too grimy
to see in, and crusty cleaning supplies that looked like they would
make whatever they touched dirtier, but it was where I would have
to go to get soap for the bathrooms, and the mop, said Sally. In the
storeroom, there was a box crusher and Sally taught me to use it right
then and there. The box crusher was an ugly box made from dull
metal and covered in pictures of horror film stars roughly cut from
magazines: Jack Nicholson in The Shining, Pennywise, Freddy
Kruger and Nosferatu. [ wondered if anyone had crushed a finger or
a whole hand inside. The rest of the storeroom was full of soda cans
and beer, sweeties shaped like tiny fried eggs and crocodiles, the
popcorn kernels like jars of yellow teeth.

‘We don’t make any money from movie tickets — that goes to
the studios; we only make money from sweets and things,” said Sally.
We went back upstairs. Sally’s tiny office was covered in posters,
pictures of Patrick Swayze (one had the phrase ‘Be nice until it’s time
not to be nice’ written over him) and film schedules criss-crossed
with red pen. In the office, there was a girl wearing a beret over short
brown hair, eating pot noodles and reading Godard on Godard. She
didn’t look up from her book. Her nails were long and red, carefully
done, and she had a mole on her jawline with enough dark blonde
hairs sticking out of it to make it look like a paintbrush. Her hands
were speckled with a bad fake tan and tobacco stains. She had large
plastic glasses with greasy popcorn fingerprints on them, and behind
them, eyes heavily lined with kohl. She wore a dirty black jumper
and a short houndstooth pencil skirt. Her tights were full of runs.

‘That’s Patricia,” said Sally. Patricia didn’t reply, just kept
reading her book, clearing her throat as she turned a page, and putting
more noodles into her mouth with a fork.

i xoMipuuH mig ¢oe, 1 MEHI CTajo He Mo co0i: TaM TEeX BHUCLIO Oaratro
J3epKaj, HACTUIBKM OpyJHHX, IO HEMOXINWBO OyJI0 PO3TIEAITH
BitoOpakeHHs. [Topyd cTosiu 3acoxiii MUIOYI 3acO0H, sIKi, 3/1aBaJIOCs, IIIe
OB 3a0pyIHIOBAIM yCe, 10 YOro Topkanucs. Ta came crou, MosiCHUIa
Casti, MEH1 JOBENEThCS] XOIWUTH TI0 MUIOUE JUIS TyaseTiB 1 mBabpy. Y
KOMOpPI cTOsUIa IpodapKa s KapTOHHUX KopoOok, Casuri TaM ke 1 HaB4miia
MEHE KOpHCTyBaTHCs Hew. To Oyia MmoTBOpHa 3alli3Ha piy, 0OJyIUieHa U
oOKkJieeHa HeOATMMU BHPI3KaMHU 3 JKypHAJIB 13 3ipkamMu (iIbMIB KaxiB:
xekom Hikonconom 13 «CsiiBa», IlenniBaitzom, ®penni Kprorepom i
kanpamu 3 «Hocdepary». S momymku ragana, 9 HIXTO YaCOM HE 3aTHCHYB
TaM Manblli a0o *k 1Ty pyKy. Pemra komopu Oyna 3actaBieHa OisiaHKaMu
3 Ta30BaHOIO BOJIOO Ta MMUBOM, IIyKepKaMH y (GopMi s€9HI Y KPOKOAWITIB, a
TaKO0XK KYKYpYyI3sTHUMH 3€pHAMU, CXOKUMHU Ha OaHKH 3 )KOBTUMH 3y0amu.

— Mu He 3apobisieM0 Ha MpoAakaX KBUTKIB, yce HAe CTyAisiM, —
nosicanna Cammi. [TpubyTok HaIXOIUTh 3 MPOJAXKIB COJTOJKOTO Ta BCSIKOT
BCAYMHM. Mu TOBepHYJIHCA HAaropy. li HeBemukuii odic OyB yBimaHuii
noctepami, potorpadisimu [latpika Cseiisi (Ha oqHOMY 3 HHX OyB MOBEPXY
Hamuc: «byob 00Opum, Ooku He nopa Oymu 31um») 1 TEPEKpecIeHi
YEepBOHOIO pyuKoro rpadiku mokasis. Tam cunina aiBuvHa B Oeperi, 3-Mix
SKOTO BHJIHUIOCS KAIlITAHOBE BOJOCCSM, SIKa 11a 3amapeHy JIOKIIMHY WU
unraia arobiorpadiro ogapa. Bona HaBiTh He BijlipBasia ouei BiJl KHUKKH.
VYV nei Oynu noBri, perenbHO HadapOOBaHI YEPBOHI HIrTI, a Ha IIEJerl
BUJIHIJIACS POAMMKA 3 TEMHO-PYCSIBUM BOJIOCCAYKOM, SIKE€ CTHUPYaJIO, MOB
ManeHbkuil neH3nuk. Ha pykax Oyna Hea0ano HaHeceHa aBTo3acMara i
TIOTIOHOBI IUISIMH, @ HA OOJIMYYl — BEJIMKI TUIACTUKOBI OKYJISIPH 31 ClijaMU
JKUPHUX B1JI MONKOPHY TMaJbIlIB HA CKJI1, a 1]l HUMU YOPHI1, TYCTO IiJIBEJICHI
oui. Bona Oyna oxsrHeHa B OpyJIHUI YOpPHMI CBETp 1 KOPOTKY KapTary
CITITHUIIIO-OJIIBEIIb, @ Ha KOJTOTKAaX BUIHUINCS CTPLIKH.

— 3naiiomcsi, ne — Ilarpunis, — ckazana Camm. Ilarpumis He
03BaJIacs, JIMIIE MEPEropHyia CTOPIHKY, MPOKAIIIUIACS 1 3aCyHyJa y POT
I1€ JIOXKKY JIOKIIIMHU.
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‘This is where I do all the background work to keep
everything running,” said Sally, ‘making film schedules and the
rotas, ordering candy, things like that.” There was a meaty smell in
the office, like dried sausage. My favourite room that Sally showed
me was a big closet really, stuffed with fraying swathes of glittery
fabric, masks, bags of limp plastic balloons with carousels on them,
expired candy, hand puppets with cracked heads, plastic skulls, signs
advertising extinct chocolate bars, peanuts and servings of Jell-O in
cups with whipped cream on top, Hawaiian shirts, wigs, standees of
long expired movie stars.

Sally saw me eyeing a dented trombone, and told me that
before the cinema had sound, there was a band called Madame
Egger’s Ladies Costume Orchestra instead. One of them was so
angry when they were let go, she threw her instrument at the screen,
but it only hit the stage and had lived in the cupboard ever since. Just
as we finished our tour, a young man wearing a brown leather jacket
and a cumbersome fur hat, with flaps over his ears, came in.

‘Flynn, once you’ve signed in, can you show her the ropes?’
Sally asked, jerking her head at me.

I was surprised my shift was starting right away. Perhaps they
were that desperate for people. She gave me a brokenlooking walkie-
talkie and told me to use it if there were any problems. Flynn didn’t
say anything. Underneath the hat, he was quite handsome, with
brown hair down to his neck, a wide-set face, and a little earring
shaped like a Celtic cross in one ear. We checked tickets at the door
and cleaned the screen between viewings. The carpet of the screen
after a show was dirtier than any restaurant floor. There was so much
broken glass that everything looked covered in a fine layer of frost. I
guess people found an animalistic pleasure in eating and drinking in
the dark, in making a mess, leaving bags, boxes and cans behind.
Spilled popcorn, contraband glass bottles of wine, champagne and
beer that people snuck in, candy bar wrappings, banana peels,

— Tyt s 3alimatoch OpraHizaliiHUM{ NUTaHHSIMH, — PO3IMOBLIA
Camti, — ckaar0 po3kiaan, rpadiky, 3aMOBIISIFO COJIOIONII TOIO. B odici
MaxJio SKMMOCHh M’SICOM, HIOM B’sjIeHOI0 KoBOacoro. Ta HaiOinbIIe MeHi
cnojobanacst KiMHara, HiOM BeNUKAa KOMIpuWHA, HaOWTa i 3aB’SI3KY
KJIanTAMU OJIMCKYyYUX TKaHWH, MackamM, TOpOaMM 3AyTHX HOBITPSHHUX
KyJIbOK 13 KapycelsiMH, MPOCTPOYCHHUMHU COJOIOIIAMH, JISUIbKaMHU-
MapiOHETKaMU 3 TPICHYTHMMHU TOJIOBAaMM, IUIACTUKOBUMHU 4Yeperamu,
BUBICKAMH 13 Ha3BaMU JaBHO 3HUKIMX IYKEPOK, apaxicoM Ta XKejie B
IUTACTUKOBMX CTAaKaHYMKaX 13 BEPLIKAMH 3BEpPXY, [ABaliCbKUMHU COPOUKAMH,
nepyKamu i poCTOBUMH (pirypamu Bxke 3a0yTHX KIHO31POK.

Camni momiTuna, SK s 3aJMBWIACS Ha TIOKOIIAHWH TpPOMOOH, 1
PO3MOBIJIA, IO IO TIOSIBH KiHO 31 3BYKOM, TYT I'pajia OpKECTpOBa Tpyma 3
Ha3Bow <«OKinoumit opkectp Mmagam Errep y koctiomax». OpHa 3
MY3HKaHTOK, KOJIH iX 3BUTBHUIIH, JIFOTO KOYpHYJIa IHCTPYMEHT y €KpaH, ajie
TOM IuIIe Bpi3aBcs y CIEHY U Tak 1 3aJUIIMBCSA Y KOMODPI. SIK TiAbKH MU
3aBEepIIMIIM E€KCKYpCil0, TPHUHIIOB MOJIOAWA YOJIOBIK Yy KOPUYIHEBIH
HIKIPSHIT ¥ TPOMI3IIKIM XYTpsHIN 1AM 3 ByIIKaMH.

— @miHHe, SIK 3apeecTpyelcs, BBEAU ii B Kypc CIIpaBH, — HakKazaja
fiomy Casui, KUBHYBILH Y Miif OiK.

S He ouikyBasa, 110 MOSI 3MIHAa PO3MOYHETHCS MPSMO CHOTOHI.
MaOyTs, iM aiiicHO ty>ke OpakyBao npauiBHUKIB. BoHa mpocTsarayia MeHi
MOTPICKAHy pallilo M CcKa3ajlla KOPUCTYBaTUCS HEI0, SKIIO BHUHUKHYTh
npo6nemu. ®ninH MoBuas. [1ia mankoro BiH BUSBUBCS JOCUTH BPOJIJIMBUM:
KaIlITaHOBE BOJIOCCS CIIa/1ajio JO MU, BIH MaB IIUPOKE 00JINYYS, & B OTHOMY
ByCl BUOJICKYyBaJla MaJeHbKa cepexka y GopMi KeIbTChbKOro xpecra. Mu
nepeBipsIn KBUTKHU OUId ABepe 1 mpulupanu 3ai micist nokaszis. Kumum y
3aji micns ceaHcy OyB 3aMyp3aHIIIUM 3a OyJb-sIKy PECTOpPaHHY HiAJIory.
Tam Oyno cTibKKU OUTOrO CKIIa, M0 CKJIANanocs BpakeHHs, HIOMU MiUIOTy
BKpHUBAJIa TOHKa KpI>KaHa Kipka. 37aBajocs, JI0AIM MPUHOCHIIO HeaOusiKe
TBapUHHE 3aJI0OBOJIEHHS iCTM ¥ NMUTH B TEMpsBi, 3aJIMILIAIOYU 3a COOOIO
Oe3naja: makeTH, KOpOOKH Ta ONAIIAHKH, PO3CHUIIAHUN MOMKOPH, MOTaKu
MPOHECEH]1 IUISANIKA BWHA, IIAMIIAHCHKOTO ¥ TIMBa, OOTOPTKH BiJ
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strangely heavy Pepsi cups which turned out to be filled with vomit
or shit, sunglasses, umbrellas and, occasionally, toenails and semen,
feathers even, as if someone had brought a dead chicken to pluck.
The floor sloped downwards towards the screen, and in front of it
there was a flotsam of Maltesers, mints and gumballs that had rolled
down out of people’s hands during every screening. Occasionally,
Flynn would disappear for a while into the screen when a film was
playing, leaving me standing awkwardly in the lobby. I thought he
was watching the movies, but later learned it was one of our tasks to
go in and make sure no one was secretly recording the films or
causing trouble. He shrugged and made a bored-looking face
whenever I asked him anything. I didn’t know what to do; he didn’t
show me. I picked up individual pieces of popcorn off the ground
whenever I saw them and smiled at customers. When my shift was
almost over, a young woman came in from off the street with blonde
hair and a bloody wound on her face and a torn-up Bride of
Frankenstein t-shirt. [ unconsciously reached for my walkie-talkie —
but it wasn’t working. The girl laughed at me and peeled the wound
off her face — it was fake, made out of plastic. She walked into the
staff room and came out wearing a staff badge. She had changed into
pinstripe trousers and a faded black jumper. I saw her whispering to
Flynn and Patricia, perhaps about me, before disappearing into the
bar. By the time Sally said I could go home my nice interview outfit
was covered in Pepsi, popcorn dust, hair, candy wrappers, and my
feet, stuffed into a pair of black velvet court shoes, stung. Sally told
me to come back the next morning.

0aTOHYMKIB, OAHAHOBI MIKIPKH, HEOYIKYBAaHO MOBHI CKJISTHKH 3-I11]1 TIETCI 3
OJIOBOTOIO YM JIAfHOM, COHIIE3aXMCHI OKYJISIpH, MapacoyibKH i, yac BiA
yacy, oOrpu3KH HITTIB Ha HOrax, CliepMa, Ta HaBiTh HIp’s — HIOW XTOCH
IpUHIC 13 c00010 Kypsdy TYIIKY, 1100 ckyOTH ii. [liamora inuia Bau3 y Oik
eKpaHy, 1 IMepell HUM 3aBXAM HAKONMYyBaBCs IUIaBYYMH CMITHUK 13
00ropTOK 3-111]1 IyKepoK «MabTe3ep3», M’ ITHUX JIbOISTHUKIB 1 )KyBaTbHHUX
KYJIBOK, 1110 BUIIQJIJIM 3 PYK IJIs1a4iB I/ yac KOKHOTO 1noka3zy. [noai dninH
3HMKAaB Ha JIIKHUI Yac y 3ali IiJ] 4ac CEaHCy, 3aJUINA0YH MEHE HisIKOBO
ctupuat 'y (oe. S mymana, BiH MPOCTO NUBUTHCA (DiTbMHU, ajie 3roJI0M
JIi3HAJIACS, 11O 1€ TeX OYJI0 YaCTHHOIO HAIIUX 00O0B’SI3KiB — IIEPEBIpSATH, a0H
HIXTO HE 3aluCcyBaB KiHO YW He BlamiToOByBaB Oiiiky. Komu s miock
3aMuTyBaja, BiH JHIIE 3HU3YBaB IJIEYNMa i pOOHMB HE3a10BOJICHE OOTHYYS.
S He 3Hana, O MeHI poOUTH, a BiH H HEe HamaraBCsi MEHE HAaBUUTH. S
nigOupana 3 MiAJIOTH 3epHa MONKOPHY, KOJIM MoMivaia iX, 1 mocMixanacs
BiJIBiyBauaM. Mos 3MiHa BXKe Mailke 3aKiHUMIacs, K-0T 3 BYJIUIIl 3ai1Iia
MoJioa OiIsBKa, 3 KPUBaBUM MOPI30M Ha 00imyuYi i y mopBaniid ¢yTOosIi
3 «Hapeuenoro @pankeniTeitHay. I MUMOBOIII MOTATHYJIACS 10 pallii, ane
BOHA He mpaioBana. J[iBunHa po3cMmisiacs i 3HsU1a 3 00JMYYs paHy — TO
BUsIBWIIACSA (aliblIMBKa 3 IUIACTUKY. BoHa 3aiimuia g0 KiMHATH i
nepcoHally 1 BUHIUIA Bke 3 OEHIKOM MpalliBHMIL, MEPEBASTHYBIINCH Y
CMyracTi IITaHM 1 BUIBUIMH dYopHuil cBerp. S Oaumna, SK BOHA
nepemrinTtyBasiack 13 ®minHom Ta [larpuiiero, MOXJIMBO, BOHU
00roBOprOBaIM MeHe, a TOAl 3HuKIa y Oapi. Jlo Toro wacy, xonu Cami
cKazaja, IO s MOXY WTH J0JOMY, Miil OXaWHUW onar mis criBOeciau
BKpPUBAJIM TUISIMH BiJl TIETICI, MUJI BiJl IOMKOPHY, BOJIOCCS Ta OOTOPTKHU Bif
IyKEPOK, a MOI HOTHW, 3aTUCHYTI B YOpPHI OKCAaMHUTOBI TY(Ji-4OBHUKH,
nexu. Caniii Hakas3ajna MeH1 TOBEPHYTHCS HACTYITHOTO PaHKYy.
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What Ever Happened to Baby Jane?

Directed by Robert Aldrich

1960

It was on my first morning shift, following the night I dyed
my hair, that I met Iris. I heard a childish voice behind me say:
‘Helloo, I used to work in a cinema once.’ I turned around to see an
older woman dragging a shopping cart, and with a large, open Mary
Poppins style carpet bag hanging off her arm. I could see that it was
full of useless treasures like receipts and candy. She was holding a
cigarette without smoking it, just letting the smoke drift towards the
ceiling from her hand, towards the fire alarms, which resembled red
metal breasts.

‘Oh, you’re new, what’s your name?’ she said to me. Her top
set of teeth were grey and thin, the bottom ones loose and artificially
white. They were dentures, made from two different sets, the bottom
ones larger than the top ones. She twisted them around her mouth;
mesmerizingly they spun like an old reel of black and white film. To
my horror, she had similar hair to mine, a black bob with bangs,
though hers was white along her scalp: she dyed it too. She had the
dirty ruined smile of a former child star, lipstick childishly drawn on,
and was wearing an odd assemblage of clothes: a dirty black coat,
with a t-shirt underneath, a long floral skirt that ended somewhere
around her mid-calf and looked heavy with filth, bare legs, frilly
socks on swollen feet stuffed into slippers.

Before I could tell her to put her cigarette out, she told me her
name was Iris and ‘I don’t drink, I don’t gamble, I don’t have any
bad habits, I come to the cinema, it reminds me of when I worked in
one,” she told me. ‘What have you got for me today?’

I was standing by the main doors to the screen. Cosmo, at the
ticket kiosk, slowly crouched down until he disappeared, not helping
me. [ recited the films for her, and her eyes lit up when I said John

«Ilo cranocs 3 be6i Ixeiia?»

Pexwucep Pobept Onapiu

1960

VY cBOWO Tepiry paHKOBY 3MiHY, Bipa3y Micliis Ti€l HOYl, KOJU S
nogapOyBasia Bojioccs, s 3ycTpiia Aiipic. [lo3amy MeHe iyHaB HIOM
JUTSYUHN Toj0C:

— Ilpusi-i-it, s KOJIUCH TpaIroBayia B KiHotearpi. S obepHymacs i
no0aymnIia JIITHIO JKIHKY 13 CyMKOIO-BI3KOM JIJIS IOKYTIOK Ta BEJINKOIO, MOB Y
Mepi IlonmiHc, KUIMMOBOIO CYyMKOIO Ha pyIi. Tam Oyna Kyma MOTIIOXY, Ha
KIITAIT YEKiB Ta IYKepOK. AMWpIiC TpuMayia B pPyIli IUTapKy, MpoTe HE
KypuJia, a MPOCTO JaBajia UMY HiAHSATUCA JOTOPU A0 CTeli, MPSIMICIHBKO
TYJIH, I BUCUTU TIOXKEKHI JATYNKH, CXOXK1 Ha YSPBOHI METAJICBI TPYIH.

— O, T HoBeHbKa? Sk Tebe 3BaTH? — 3amuTana BoHa. li BepxHi 3you
Oynu cipi ¥ TOHKi, a HIXKHI — INTy4YHi, HEIPUPOIHBO Ol i xuTKi. BoHa
HOCHJIA BCTaBHI IIENIENU 3 Pi3HUX HAOOPIB: HUKHI OyJIM MOMITHO OLIbIII 3a
BepxHi. BoHa mepebupana HUMHU y pOTi, 1 BOHH 00€pTaINCI, MOB CTapuit
KOTOK 4OpHO-Oimoro ¢ineMy. Ha wmiif mpeBenukuil xanb, 11 3adicka
HarajyBajia MOl — 4YopHe 000-kape 3 4yOuMKOM, TUTBKU B3J0BXK MPOOOpPY
BUJIHITIACS CUBHMHA; KiHKa Texk (apOysanacs. [i yemimka Oyna sincosana, a
nomajia Oyja HaHeCeHa Tak KpUBO, HIOM lLie poOmiia TUTUHA, sIKa YSIBIIsIA
cebe 3ipkoro. Jlo Toro , BoHa Oyja offrHeHa B Opy/JHE YOpHE HaJIbTO
noBepx (pyTOONKHU, JOBry KBITUACTY CHIAHMIIO, JOBXKUHOIO IO CEPEIUHU
JIMTOK, fIKa 3/]aBajiacsi BaXKKOIO BiJl MUITy i Opyay; Ha Hii He OyJI0 KOJTOTOK,
a Ha HaOpAKIMX CTYNMHSX BUIHUIMCS IIKApIeTKU 3 pIOLIaMM, 3alXaHl B
KiMHaTHI Kanui. He BCTUIIa s mONMpOCUTH 11 3aracCUTH LIUTapKy, SIK BOHA
cKasaja, 1o ii 3Batu Aiipic, 1 qoaana:

— 51 He 10, HE Tparo B a3apTHI IrpH, HE MAIO HIKIJTMBUX 3BUYOK. S
MPUXO/KY B KIHO, 00 BOHO HaraJlye MeH1 4acu, KoJiu s npaiftoBaia tam. Hy,
110 CbOTO/IHI TOKa3yI0Th?

A crosima 6inst TonoBHUX JBepel y 3ai. KocMo B Kaci MOBUTBHO
IPUCIB 1 CXOBABCS 3a MPHJIABKOM, HaBITh HE HAMarar4uch JOINOMOTTH. S
nmoyvasa mnepenidyBaTd GpuUIbMH, 1 11 091 3aCBITUIIUCS, IIOWHO 5 3rajaia im’s
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Wayne’s name, but as I spoke she walked up to the kiosk where
Cosmo was hiding.

‘Do you have a girlfriend yet, Cosmo?’ she asked, his face
visible behind the popcorn maker.

‘No, never, you know I’m gay,’ he growled, then cleared his
throat and said in a sweet voice, ‘Lovely to see you, Iris.’

‘I’11 just go to the bar and get my nachos then come get a
ticket, thanks very much,’ Iris said, not listening to him. She gave me
a crumpled and torn picture of the Beatles and a chocolate bar from
inside her purse before walking up to the bar with all her bags, her
cigarette still lit. No one in the bar told her to put out her cigarette
either.

I had learned, seeing the faces of the other staff members
while making it, not to order the bar nachos for lunch, the only food
the Paradise had besides bags of potato chips, little packets of
peanuts, popcorn and sweets. The nachos were made with canned
chilli in a microwave underneath the bar, jalapefios from a cloudy jar
and cheap pre-shredded cheese, all kept in a dirty mini fridge which
was often accidentally left open for the rats and mice to raid. If, at
the end of the week, there was chilli left over, we had to flush it down
the toilets, which usually clogged it, bits of corn and beef, oily red
streaks of sauce.

I heard Lydia say of it, ‘We should skip the middleman and
just put it in the toilet first thing in the morning,” as she came back
from the bathroom, holding the empty chilli pot and retching. The
thought of Iris eating it, her cigarette ash falling into the dish, made
me sick. The chocolate bar Iris had given me was expired. Otto
walked by just as I was examining it and gave me a stern look and
sighed. ‘Found it in the auditorium,’ I said, throwing it in one of the
nearest trash bins, not knowing why he was so angry at me. Iris saw
films again and again even if there was nothing new playing, even if
she said she had hated the film. She disliked any film that had

Jlxona Beiina, aje, oK st TOBOpHIIa, BOHA ITiIIMIIIIA IO KIOCKY, 1€ XOBAaBCS
Kocmo:

— Hy mo, maem niBunny, Kocmo? — 3anuTana BoHa. Woro o6auuus
OyJ10 IOMITHE KPi3b CKIIO MOMKOPH-MAIIHHH.

— Hi, Ta # HiKOIM HE MaTUMY, TH XX 3HAEI, s red, — MpoOypyYaB BiH,
a TO1, MOKAIILJISBIIH, 3MiHUB TOH 1 COJIOAKO J0aB:

— Hyxe paauii Tebe 6auntH, AMpic.

— Topni iy B 6ap Bi3bMYy CBOi HauOC, a MOTIM KBUTOK KyIUTiO. [lyke
JSIKY10, — CKa3aJjla BOHA, HaBiTh HE ClIyXaroud. 31 CBO€i TOpOU BOHA BUTATIIA
3DbKMakaHe Ta femo peaHe (oTo «biTa3» Ta mpocTpoUeHUH IOKOIa HUI
0aTOHYHMK 1 IPOCTSITHYJIa MEHI, IEPII HIXK MITH 3 yciMa CBOIMH KITyHKaMH JI0
Oapy, Bce I11e 3 UTapKoIo B PYL, IKY MK iHIINM, B 06api, ii TaKOX HIXTO HE
IIPOCHB NoracuTy. J[MBISYMCH HA BUpa3H 00IMYYs MOIX KOJIET, s B)Ke 3HaJla,
110 Kpalie He 3aMOBJISITA Ha 0017 HAY0C — €TMHY rapsdy 1Ky, KpiM YHUIICIB,
apaxicy, MONKOPHY # comofouis. IX roTyBammu 3 KOHCEpBOBAaHHM YHII,
HiAIrpiTUM y MIKpPOXBWJIBOBII MiJi OapHOIO CTIHKOIO, i3 MapHHOBAHUMH
XaJaneHbio y KalaMyTHOMY CUPOII 3 OaHKH 1 JCIIEBUM TEPTUM CHPOM 13
MaKeTa, 1o JIeKaB y CTApOMY MiHI-XOJOMIBHUKY, SKHI 9aCTO BUTIAJIKOBO
JMIIAINA BIAYMHEHUM, KyJIU TOTIM MpoOHupanucs Myl W mypu. ko
HAMPUKIHII THXKHS YW1 JIMIIATIOCS, MU MYCHJIM 3MHBATH WOTO B YHITa3, 1€
MOCTIHHO 3a0MBalUCs KyKypy/A3sHI 3epHa W IIMaTKW SUIOBUYMHHU, a Ha
CTIHKaX 30CTaBAJIMCS CIIIJIU BiJl COYCY.

—loro Tpe6a Biapasy CIoH 3MUBATH, SK TilbKH OTPUMYEMO, — SKOCh
ckazana Jligis, BUHIIOBIIM 13 3€1€HO-OJIIUM OOJIMYYSM 1 TOPOKHBOIO
MHCKO0. MeHe Hy W10 BiJl OJIHI€T TyMKH, 1110 A¥ipic icTh Ti Ha4OC, a MOMLI
BiJI 11 IMrapku cUruieThest B Tapuiky. [llokoman, skuii BoHa MeH1 aana, OyB
npoctpouenuid. Konu s posrisigana ioro, mos3 npoxoauB OTTo i KHHYB Ha
MEHE CYBOPUI MOTJIS U 31ITXHYB.

— Iligibpana B 3am, — ckaszaja s, HE PO3yMiIOYH, YOMY BiH Tak
pO3cepauBCs, Ta MOCMIXOM BUKHMHYJIA OATOHUYMK Yy HAWOMMKYUI CMITHHK.
Afipic xoauna Ha o/iHi i Ti caMi (iIbMH 3HOBY i 3HOBY, HaBiTh SIKIIIO BOHU
ili He crionobanucs. Bona He mpuxoByBaja, 0 TEPIHITH HE Moria (GUIbMU
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anything to do with Italians, gay people or gambling, I soon learned
from her incessant chatter. She came to every one of Otto’s curation
of western films (even the ones with Italian directors). Day in and
day out she was the only one I talked to, besides single words from
Sally, and very occasionally one of my flatmates. She used to have a
cat called Minstrel, she told me, because it was black and white, and
always told the story again whenever she bought a bag of Minstrel
chocolates — her favourite — from the kiosk. She only ate food from
the cinema it seemed, and she hardly ever paid for it. None of the
staff stopped her from stealing, so I didn’t either. She either ate the
nachos or popcorn, bags of sweets and little containers of ice creams
that came with tiny spoons. She’d take several of the ice creams, and
after the film she was seeing finished, she’d come out with ice cream
and mascara all over her face. After the expired chocolate bar and
Beatles photo, she offered me cheap lead pencils, rotting bananas and
DVDs from charity shops — the last being the only thing I was
tempted to take. I noticed that Paolo always took her gifts and put
them in his pockets, though he grimaced when she turned away. Iris
seemed to like him the most, perhaps even had a crush on him even
though she said she didn’t like Italians. She fixed her hair with her
hands when she saw him and asked where he was when he wasn’t
there. She even had a keychain with a toy Pinocchio on it she named
Paolo. Even Cosmo was polite to her face, though she broke so many
of his cinema rules: she wandered in and out of film screenings,
brought in full plates of nachos though they were strictly to eat at the
one bar table. So were Lydia, Flynn, Patricia and Otto. I once saw
Otto make Iris laugh by sipping a cappuccino so that it left a
moustache of foam above his lip, which he pretended not to notice
until she left happy and blushing. The only staff member I didn’t see
her saying hello to or trying to offer gifts to was Sally, perhaps
because Sally was the boss. Sally was always kind to Iris. [ even saw
her give Iris one of her greasy hamburgers, which Iris, rather than

PO 1TATININB, T€IB UM a3apTHI IrpH. 3aTe 3aBXIU MPUXO0IUJIAa HA BECTEPHHU,
gkl migbupaB OTTO, HaBITh SKIIO X pexxkucepamMu Oynu Ti K ITANIKI.
MuHanu 1Hi, a BoHa OyJia Y¥ HE €IMHOI0 MOEIO CITIBPO3MOBHHIICIO, OKPIM
napu ciiB Big Cajuti 4 KOPOTKHX PO3MOB 13 CyciamMu 1o KBapTHpi. Aiipic
pO3IOoBiala, 0 KOJIKUCh Majia KOTa, SIKOTO 3Bl MiHCTped, SIK IIIOKOJIaTHE
npaxe, 00 BiH OyB 4opHO-OinuM. | mopa3sy, KoM BOHa KylyBaja HaKETHK
ymoOeHux MiHCTpen3, TO 3HOBY i 3HOBY 3rajlyBajia Ipo KoTa. 31aBajocs,
BOHA XapuyBajacs TUIBKU DKEI0 3 KIHOTeaTpy 1 Maiike HIKOJIM HE IUIaThia
3a Hel. HixTo 31 cniBpoOITHUKIB HE 3yNMHHSB XKIHKY, KO TaOpalsa 1och
3aapMa, TOMY s TeXK IbOro He poOmiia. Alpic Opana Ha4oc abo MOMKOPH,
MAKETHKH 3 I[yKepKaMH 1 JICKiJIbKa MaJeHbKHX CTaKaHYHKIB MOPO3HBAa 3
KPUXITHUMH JIO’)KeYKaMu. YacTo miciist ceaHCy BOHA BUXOJIMIIA BCS B TUISIMAX
BiJl MOpPO3UBA 1 TyIIl Ha 00INYYi.

[Ticnsa mokonaaku i ¢oto «biTi3» BOHA NMpUHECTa MEHI JICHIeBi
MeXaHiuHi oiBIl, THIWT 6aHanu, DVD 3 6naromiitHuX KpaMHHUIb — OCTaHH,
JI0 pedi, MeHe crmpaBai mikaBwid. S momitwia, mo [laono Hikonw He
BIIMOBJISIBCSL BiA 1 MOAApyHKIB, XOo4a I KpUBUBCS, IIOHHO BOHA
BiJIBepTaacs. 31a€ThCs, BiH il mojo0aBcs, Xoua BOHA i Ka3ana, [0 TepPIiTH
HE MOXE€ ITamiimiB. AMpiC 3aBXAM TMOMpaBisuia BOJOCCS Y HOro
MPUCYTHOCTI, MUTaNA, JIe BiH, KOJIU oro He OyIo, 1 HaBiTh HOCKJIA OperoK
13 Ilinokkio, sxoro HasuBana Ilaomo. Hasite KocMo moBoauBcst 3 HeEro
BBIWINMBO, XOY BOHA MOpYIIyBaja 6araTo HOro KiHOIIHUX MPAaBUI: BUIBHO
3axo/uia ¥ BUXOJWIIA 13 3aJlK MiJ Yac CEaHCIiB, MPUHOCHIIA TIOBHI TapiJIKu
HAYOC, X04a X J103BOJISUIOCS ICTH JHIle 3a CTONUKOM Y Oapi. Jligis, 1 dmniHH,
1 [Marpumisg, 1 OTTO TakoX cTaBUiMCA 10 Hel Tepruside. OmHOTO pasy s
6aunna, sk OTTO po3CMILIUB i, KOJIM CbOPOHYB Kamy4iHO 1 HaJ| HOro ryooo
3 SIBUJIKICSL BycCa 3 TIHKH, SIK1 BIH HIONTO He 0a4MB — BOHA TIIIUIA BiJ] HHOTO,
MOYEPBOHIBIIHU BiJl mAacTsA. €AMHA, 10 KOro A¥ipic HIKOIM HE MiAXoauia 3
MPUBITAHHIMH YU NofapyHkamu, Oyna Camii: MaOyTh, TOMY L0 BOHA TYT
kepyBania. Xova Casri 3aBXIM cTaBHIIacs 10 Hei goOpe: s HaBiTh OaumIia,
SK BOHA jayia AWpic CBIM XupHHUI TamOyprep, a Ta, 3aMiCTh TOTO, 1100
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eating, put in her handbag, walking away from her without saying
thank you. Iris put foundation on her hands, which left marks
everywhere, from the velvet cinema seats to the bathroom taps. Iris
was harmless, compared to some of the others. When I was cleaning
the bathroom one shift, a very tall fat man with a curly grey beard
like a Greek bust of a philosopher came in and asked me if I wanted
to go watch a movie at his place after my shift. I ignored him but he
followed me around the cinema, asking over and over again, saying
he had an amazing collection of DVDs and a filmstrip from
Bergman’s Fanny and Alexander from Bergman’s personal
collection, information which meant nothing to me at the time. At the
end of the night, he stood outside the grate after I closed it, smoking
and peering in. I had to run home, not looking behind me. In the
kitchen of my flat, I found a big jagged knife which I brought to bed
with me, and to work the next morning, stuffing it between my
jumper and my skirt, where I could feel it press against my skin, but
whenever [ saw him there was always someone else around so |
couldn’t use it to threaten him without losing my job. It continued for
a few days, then he disappeared. When sweeping in the cinema bar,
I overheard two customers say a film professor who frequented the
Paradise had recently cut his own throat; maybe that was him, who
knows. But Iris came every morning, no matter the weather outside,
no matter the film playing, and stayed the entire afternoon. One
morning as [ was sweeping the foyer, she came in and tried to walk
directly through the projectionist’s door. I blocked her way. ‘You
can’t smoke in here either,” I said. She emitted a girlish whine and
pulled a large birthday card, still wrapped in plastic, with a sports car
on it, out of her bag and said, ‘I want to give this to Pete.” From the
ticket kiosk, Flynn gave me a dreadful stare but didn’t intervene.
Sally came back through the main entrance doors carrying a greasy
paper bag full of hamburgers. Sally took me into the office and
explained that Iris owned the Paradise. She gave me one of her

3’icTH, MOKJana WOro B CyMKy 1 MillUia, HE MOJIKYBaBLIM. TakoX CIiAH
Afipic Oynmu CKpi3b — BiJl M SIKUX Kpicen y 3ajii 0 KpaHy B TyaJieTi — BOHa
HaHOCWJIA CBiMi TOHAJILHUM KpeM IIe W Ha PYKH. Y MOPIBHSIHHI 3 JEIKHUMH
IHIIMMH BiJIBilyBa4aMu, BOHA OyJia HEIIKIUTMBO. SIKOCH ST MUJIa TyaserT, i
TyAU 3aHIIOB BUCOKUN TJIaJIKUM YOJIOBIK 13 Ky4epsiIBOIO CHBOIO OOpOJIOI0,
MOB y rpenbkoro ¢ginocoda, Ta 3auTaB, Yu HE X0UY s MMICIIs 3MIHH MITH JI0
HBOT'O JI0JIOMY TIOJIMBUTHCS (PiTbM.

51 He 3BepTaja Ha HoOro yparu, ajie BiH yBeCh 4ac XOJIUB 32 MHOIO,
MOBTOPIOIOUH, IO Mae HeWMOBipHY Koiyekuito DVD i mimiBky beprmana
«®anni Ta Onekcanapa» 3 0cOOMCTOI KOJEKIIi pekucepa, ajae TOAI MEH1
Oyno Ha e Oaiimysxe . HampukiHii Be4opa, KOJIH 5 3a4MHsIIa KIHOTeaTp, BiH
CTOSB OUNsl PElITKHA, KypUB, 1 NWJIBHO BIUBISABCS ycepeauHy. MeHi
JIOBOIMJIOCS. OIrTH A0AOMY, HE O3HMparovuch. Baoma Ha KyxHi 5 3HalILIa
BEJIMKUN HDXK 13 3yOUHMKamu, KU y3suia 3 coOO0 B JIXKKO, a MOTIM 1 Ha
po0OTY, 3aCYHYBIIH MOTO M CITITHUIICIO Ta CBETPOM, s BiIdyBajia, K BiH
TUCHYB MEHI y OiK. AJie 11el 4OJIOBIK HIKOJHM He OyB caM, TOX s HE MOTJia
HaJISIKaTH Horo, iHakI1e MeHe O 3BUIbHWIN. e TpuBao kijibka AHIB, @ HOTIM
BiH 3HUK. llle Axocks miamiTana mijyiory B Oapi Ta miJciayxala, K JBOE
B1JIBIlyBauiB OOTOBOPIOBANIA, IO SIKUICH Tpodecop KIHO, YaCTUU TICTh
«ITapanaiizy», HelloAaBHO nepepizaB co01 ropisiHKY. XTO3Ha, MOXke 1ie OyB
BiH. A oT Alipic npuxoania HOPaHKy, 3a OyAb-IKOi MOT0/11, HE3AJIEAKHO B1J
TOro, sIKMi (iIBbM MOKa3zyBasd, 1 3ajumiagacss TyT J0 CaMOro Bedopa.
Opnoro pasy, konu s miamitana (oe, BoHa 3aifliuia i MOKpOKyBajia MpsiMo
710 ABepeil kiHoMexaHika. Sl meperopouna i nuisix:

— I TyT xypuTH HEe MOXHa, — cKa3aya s. BoHa TOHEHBKO 3aCKUIIIAIIA
i BUTSIIIA 3 CyMKH BEJIUKY BiTaJbHY JIMCTIBKY, JOCI OOTOpHYTY B Lieio¢aH,
31 CHOPTUBHOIO TAYKOIO HA OOKJIAMHITIL:

— S xouy Binmatu ne Ility. 3 kacoBoro kiocky BurisiHyB ®iiHH, Ta
MOJAWBUBCS HAa MEHE TakK, M0 B MEHE IMOXOJOJO BCEpEIWHI, ajie BIH HE
BTPYTHBCS. Y 1iefl 4ac uepe3 rojioBHi JaBepi BBidnma Camii 3 makeTom
KHUPHUX ramOyprepiB. BoHa noknukana MeHe 10 cBOro odicy 1 MOSICHUIA,
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cheeseburgers, but it was early and I was too nervous to eat it. She
ate hers and told me that Iris had let the managers run everything.
‘As a member of staff, you have to politely tell her to put out her
cigarettes if someone else complains, otherwise don’t say anything.’
Inodded. ‘If no one else is there, which is often the case with the first
movie of the day on a Sunday morning, she is allowed her cigarettes,
but generally smoking isn’t allowed in the cinema.” My hair and shirt
must have reeked of my Marlboros, but I nodded again. As she
finished her cheeseburger and chased it with a large cup of draught
Pepsi, Sally told me that the son of the original owner of the Paradise
was a young man who developed a taste for French films while
serving abroad in the Second World War, and who had brought his
continental taste home. He was the one who built the bar, and
imported champagne and French wine and brandy to fill it. He killed
himself, the same year Au hasard Balthazar came out, shooting
himself in the projection room using a rifle from the war. Sally told
me that the projectionist who found him was in such a state of shock,
he just sat down and projected the next film, the dead owner lying on
the floor beside him, the room splattered in blood. It wasn’t till the
evening of that day that he came to and called the police. ‘All very
tragic,” Sally said, without emotion. She had a bit of ketchup on her
cheek. The cinema briefly became a Baptist church, after that.
‘Occasionally you’ll find the odd bible or religious pamphlet still
tucked away in some cupboard — just throw it in the garbage,
sweetheart,” Sally said. She told me Iris’s husband bought it next, the
former manager of another cinema. ‘Iris was one of his cigarette girls
at a cinema called the Regal. By the time he bought the Paradise, they
had married and had children.” She paused, crumbling up the tin foil
and paper from her burger. ‘Well, and he’s dead, of lung cancer, it
belongs to Iris now, she was on the will. She doesn’t interfere in the
running of it, I communicate with her children about the business.’
Sally dismissed me. I peeked in the screen on my way back, and saw

mo Atipic — BnacHuusa «llapanmaiizy». Bona mnpocTsarHyina MeHi CBid
yn30yprep, aje s Oyia 3aHaATO HANpy’KeHa, 00 iCTH 3 caMOro paHKy.
Camni criokiiiHO 3°111a CBiH 1 cKazana:

— SIk uieH nmepcoHaiy, TH MOBUHHA YEMHO MTPOCUTH AMpic 3aracuTH
IUTapKy TUIBKU SIKIIO XTOCh MOCKAp>KUThHCSA. B 1HIIOMY BHIIagKy MOBYH.
SIKIIo XK y 3ai1i HIKOTO HEMae, sIK, HaIpuKJIal, y HellIbHI paHKOBI CEaHCH,
iif MO’KHA KypHTH, aJie 3arajioM KypiHHS 3a00pOHEHe.

S kuBHYNa, X04 BiJ MO€i (yTOOIKH 1 Bosoccs Bisuio «Maas00poy.
Camni goxyBana, 3anmwia 4u30yprep BEJIMKOK PO3JIMBHOK Iernci, i
po3noBia:

— Cun nepmoro BiacHuka «Ilapamaiizy» OyB MOJIOANM YOJIOBIKOM,
o nonoouB (paHiy3bke KiHO, BimOyBarouum ciyxOy mig vac pyroi
CBITOBOI BilfHH. BiH BUPIIIMB IMEPEHECTH i€ BIIOJA00AHHS J0/I0MY, 30y 1yBaB
Oap, 3aBi3 CIOAM IIaMITAHChKE, BUHO, OpeH/Ii. BiH 3acTpenuBcst TOro camoro
poKy, Komu BuimoB «HaBmanus, bambrazape», mpocto B KiHOOy.I,
PYLIHULEIO 3 GPOHTY.

Kinomexanik, sikuii 10r0 3HANUIIOB, OYB y TAKOMY IIOII1, IO POCTO
BBIMKHYB HaCTYIHUH (i7bM, 1 BECh JIeHb y Till KIMHATI TOPYY 13 TIJIOM 11IUIO
KiHO. JIumie BBeuepi BiH BUKIMKAB MOJILIIO.

V Hei Ha 101l po3Ma3aBcs KETUyIl 1 BOHA 6e3eMolliifHo Jo1aa:

— Tpariuna ictopis. Ha wicui kiHoTeaTrpy SKHiich 4ac Oyina
OanTuchKa 1epkBa. SKI0 panToM 3Haimen sKych 0100 yu Opourypy —
BUKHUJAN y CMITHHK, JIt00a, — Togasia BoHa. — [1oTiM OyAiBIII0 KyITUB YOJIOBIK
Alipic, KOJIMIIHIM AUPEKTOp 1HIIOro KiHOTeaTpy. Alpic Toi mpalroBaia y
HBOT'0 MPOJIABYMHEIO IIUTAapOK B KiHOTeaTpi «Piram». Bonu Bxke naBHo Oynu
oJlpykeHi i Manu aitedd. BoHa 3ynuHuiacs, 3ikmakana (oJybery i mamip 3
oyprepa. — Hy, a momep BiH Bij] paKky JiereHb, — ckazana Camii. — Tenep kKiHO
HaJIeXKUTh Alpic, BOHa ClIaJIKOEMHUIIS. AJle BOHA HE BTPYYAEThCS B TUTAHHS
013Hecy, s1 KOOpAUHYIOCS 3 11 AiThMuU. Casuti Haka3zajga MEH1 HTH MpalfoBaTH.
Kunysum okoM y 3ai, s moGaunina Aiipic y TempsiBi. Bona cunina cama,
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Iris sitting there in the dark, a cloud of cigarette smoke around her
like a poisonous gas from deep within her body.

The Spirit of the Beehive

Directed by Victor Erice

1973

Because I had noticed my co-workers gathering together at
the end of their shifts I chose a night when Otto was the closing
manager, and I took my time doing my usher duties. When I was
done, I went and sat in the women’s bathroom, hiding in one of the
stalls instead of hurrying home like I usually did, despite Iris loudly
having digestive troubles in one of the stalls near mine, her shopping
cart parked near the sinks. I covered my nose and mouth with my
hands, and waited for her to leave. I heard Otto closing the grate, and
I heard talking. The bathroom lights were turned off. I waited a bit
longer. When I came back up, I saw not just the staff who closed up
in the foyer, but almost everyone else, except for Sally and Cosmo.
Patricia, Paolo and Lydia were huddled close together, all eating
from the same box of popcorn like a group of timid mice, afraid
someone would steal their food. Patricia’s glasses were so grimy
from a day of work, I didn’t think she could see through them at all.
Lydia had a creepy knapsack, shaped like an evil eye, high platform
combat boots and a piercing on her chin like a silver pimple which I
hadn’t noticed before. She had very dark red lipstick and glittery eye
shadow, as if she had got dressed up to come back into the Paradise.
‘I was checking the bathroom,’ I said, as I came up the stairs and
walked towards them, as casually as I could. ‘I thought there was a
customer hiding in there.’

‘We are going to watch a film if you’d like to join,’said Otto.
‘We aren’t supposed to do it, but Sally turns a blind eye. Cosmo
didn’t want to come because it was a digital edition of The Spirit of
the Beehive.’

OINOBUTA T'YCTOK XMapoOK CHUIapeTHOro AMMY, 110, 3/1aBaJIOCSl, COUYMBCS
IpsAMO 3 11 HyTpa.

«Jlyx BynuKa

Pexwucep BikTop Epice

1973

S momitmia, MO MOi KOJIETH YacoM 30Upaliucs pa3oM Ticis
3MiHH, HaBMHCHE BHOpama Beuip, koiau Otro 3akpuBaB «llapamaiizy», i
3arpuManacs 3 Oineramu. Konu s 3akiHumiia, pymmia y )KiHody BOMpanbHy
i cxoBajacsg B OAHIM 13 KaOiHOK, 3aMICThb TOro II[00, SIK 3aBXXAU OIrTH
no1oMy. MeHe HaBiTh He OCHTEKWIIO, IO y CYCITHIM KaOiHIl TY4HO Bif
po0JieM 3 TpaBIEHHAM cTpaxkaana Alpic, IpUIapKyBaBIIH CBiii Bi30K 011
pakoBHH. Sl 3aTynmia Hic 1 pOT pyKamMu Ta 4yekaja, JOKH BOHa mijae. S uyua,
ak OTTO 3aKpWBaB PEUIITKU Ta sK iHII OecimyBanu. CBiTiio y BOMpalbHi
BUMKHYJIH, 5 III€ TPOXH IOYEKaja Ta MoBepHyacs Haropy. Tam y ¢oe Oymu
He JIMIIIE Ti, XTO 3aKpUBaB 3MiHY, a i Maiixke Bci iH11, okpim Carmti Ta Kocmo.
[MaTpuis, [Taoso # Jlixis TyawHCs OJHE 0 OJHOTO, UK 3 OJHIET KOPOOKH
MOTIKOPHY, MOB MHILIEHATA, 5IKI 0OSIThCS, IO XTOCh 3apa3 Bijdepe ix 1Ky.
Ckenblist Ha okyungpax Ilatpurii Oynu Taki OpyH1 micas LUIOro podoyoro
TTHS, 110 51 HE pO3yMiJia, SIK BOHA Kpi3b HUX MOKHA IIOCh po3BUAITH. Jlimis
MaJia CTpalllHU{ HAIUIIYHUK y OpMi 371070 OKa, BaxKi Oeplii Ha miatdopmi
I mipcuHr Ha miadopiai, cXoXKuil Ha cpiOHUIl MpHIL, SKOTO s paHille He
nomivana. Bona HadapOyBamacs TEMHO-YEpPBOHOI MOMAJIOK U
OMMCKYYMMHM TIHSAMM, Haye CHEliaJbHO Hapsauiacs, aOu MOBEpPHYTHCS Y
«ITapanaiiz».
— Sl nmepeBipsna Tyaner, — ckaszaja s, MIJHIMAIOYHUCh CXoJaMH M
HaMararo4yuch TOBOPHTH MAaKCHMaJbHO po3crmabieHo. — Jlymama, Tam
XOBA€THCS XTOCH 3 BiJBiyBauiB.

— Mu 30upaeMocst HoguBUTUCS (DITIBM, SKIIO XOUell — MPUEIHYICS,
— 3amporonyBaB Otto. — Ham He MoxkHa Tak 30upatucs, ane Cami
3ammonrye Ha 1e oyi. Kocmo He 3axoriB, 60 1e mudpona Bepcist «lyxa
BYJIMKA)
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‘All right,” I replied. I noticed Paolo held an open bottle of
wine, the same brand of red served in the bar.

‘Wastage, they’ve gone off,” explained Otto.

‘None of us have been very welcoming,” Otto said to me,
under his voice, as we went into the screen. ‘We didn’t know how
long you would be here,” he added. ‘The person before you didn’t
last a week.” Lydia handed Otto a plastic bag full of cheap American
lager tins. It was one they sold in the cinema.

‘They’re expired, but still good,” Otto said and handed me
one. He opened a can of sweetcorn that was in the bag too and took
a fork out of his coat and ate. I sat down beside him, but everyone
moved to different, spaced-out parts of the screen. ‘The film, Otto,’
Lydia said and jumped out of her seat and ran, to the projection room
I suppose, dimming the lights on her way back. She crawled over the
seats. Otto handed me beer after beer. I think of that moment a lot,
my first after-shift screening, the rest of the cinema dark, shut down,
no one else allowed in. It was forbidden to watch movies that way by
film distributors, a magic only cinema workers would ever
experience.

The Spirit of the Beehive begins with two little girls going to
see Boris Karloff’s Frankenstein (1953) in a shed in a small Spanish
village. I had seen that Frankenstein not long before. In it, the
monster tries to play with a little girl and accidentally kills her by
throwing her into a pond. The little girl was the only one who didn’t
see him as a monster. Soon, I felt immersed, no longer aware of my
co-workers except as travellers floating in the same film.

“You know,’ Otto whispered to me during the credits, ‘we call
you Chaplin because you never speak, and I heard you tell Sally you
liked his films during your interview.” By the time we got out, it must
have been 2 or 3 a.m. There weren’t any buses, so I walked home.
Paolo and Otto had left together with Lydia. The next morning I had
to work — Sally didn’t seem to care about having someone close and

— Tapa3n, — BignoBima s. S momituia, mo B I[laomo Oyna
BIJIKOPKOBaHa IUISAIIKA BUHA — TAKOTO K YEPBOHOTO, sIKE MOJaBaJid B Oapi.

— To cniucane, npokucino, — nosiciuB OTTO.

— Mu cTaBuIHCH /10 TeOE HE AyXKe MPUBITHO, — MPOIIETIOTIB BiH MEHI,
KOJIM MM 3aXOIMJIM JI0 3aJIi. — MU He 3HalM, Yd HaJOBro TH TYT, — J10JIaB
BiH. — TBill monepeaHuk He BUTpUMaB 1 TwxkHs. Jliniga mpoctsarayna OtTo
IUTACTUKOBUMH MAKeT 13 JIeleBUMHU OaHKaMM aMEpUKaHCHKOTO Jiarepy, TOro
CaMoro MuBa, 110 MPOJaBaIocs y KIHOTeaTpi.

— BoHo npotepmiHOBaHe, ajne Horo Iie MOXKHa MUTH, — cka3zaB OTTo
i momaB MeHi Omsimanky. Cam BiH BIIKpHB KOHCEPBOBAaHY COJIOJKY
KYKYpYZI3y, Ky T€X B35B 13 cO00I0, BUTAT 13 KHUIICHI MaibTa BUACIKY U
noyas icTu. Sl cia mopyd, a pemra po3cimcs MooAaab, Ha PI3HUX MiCLSX.
— A ¢dineM, OTT0, — cKazana Jlinis, 3icTpubHyna 3 kpicia i mobiria, MabyThb,
JI0 TIPOEKIIIIHOT, TOPOTOI0 Ha3aj NMPUTIYHIMBIIN CBiTI0. BoHa mpomos3na
Kpi3b psiau 10 cBoro micus. OTTo mifcyBaB MeH1 0aHKy 3a 6aHkoro. S 4acto
3rajiyl0 TOH MOMEHT — Miil mepmuil meperssin ¢GiapbMy Tichas 3MiHU:
KiHOTeaTp 3a4YMHCHHWH, BCE B TEMpsBI, 1 JKOAHHUX CTOPOHHIX 0Ci0.
Juctpu6’roTopu 1e 3a00poHsuy, 11e Oysa HIOM TaeMHa Maris, JIOCTyITHa
JIUIIIE TIpaliBHUKaM KiHO.

«Jlyx ByJIMKay» MOYMHAETHCS 3 TOTO, IO JBi NIBYNHKH MPUXOATH 10
aHrapy B icaHCbKOMY cenuili AuBuTUCS «@PpankeHmrerHay 1953 poky 3
bopucom Kapnoddom y romnouiit posmi. S TUIBKHU-HO TOAMBHIACS TOTO
«®paHkeHmTeHay. Y  (UIbMI  MOHCTP HaMaraeTbCcsl MOTPaTHCS 3
MaJIEHBKOIO JIIBUMHKOIO ¥ BUIMAJKOBO BOMBAE ii, KWUHYBIIHU Y CTaBOK. BoHa
Oyna €IMHOI0, XTO He 0a4uB y HbOMY MOHCTpa. HeBoB3i s mopunyna y
CTpIUKy, 3a0yBLIM MpO KOJET, CIpUIMAarO4M iX SIK MONMYTHUKIB B IiH
KIHOTIOJIOPOXKi.

— 3Haem, — nponrenoTiB OTTo mijg 4ac TUTPIB, — MU KiIndeMo Tede «Yariny,
00 TH 3aBXJIM MOBUHII, a 5 4yB, K Ha CHIBOECi/Ii, TH CKa3ala, [0 IO
foro guibMu.

Konu mu Buiinuig, Oyna Bxe Jpyra 4y TpeTs Houi. ABTOOYyCH yKe He
XOJIWIIH, TOXK 5 pyimia mimku. [Taono ta OtTo noaamucs pasom 13 Jliziero.
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then open the next day. I thought everything would be different, but
no one was any more talkative with me. I felt like I had overstepped,
invited myself where I didn’t belong. I hadn’t actually had much
conversation with any of them; I had just sat in the dark and watched
a film at the same time as them. I waited anxiously all day for one of
them to tell me what film they were watching that night. It wasn’t till
my shift was almost over that Otto wrote his address down on a
customer receipt and said,

‘Come over around 12.30 a.m. We’re watching something at
my house tonight for a change after shift. Don’t eat, I'll cook
something.” After my shift I didn’t feel like going home, so I sat in a
pub nearby the Paradise and drank for hour after hour, pint after pint
of dark and bitter stout. The pub was covered in stained glass; the
windows, the booths, around the bar, depicting Snow White and the
Seven Dwarfs, a version more wicked and old than the Disney one.

The dwarfs seemed to move in the shadow and light of the
customers. Otto lived on the top floor of a tenement with no elevator.
None of the city’s buildings had elevators. It was an elegant stone
building with a blue tiled and spiked roof. I was breathless by the
time I got to his door, the only light from a large and dirty skylight
shaped like an egg on the top floor. Paolo opened the door. He wore
a baggy grandma wool sweater and black jeans and held a red drink
with a green olive floating in it. The flat behind him was blindingly
white.

‘Chaplin,” he said.

Otto, behind him, did one of his strange bows. The flat had
high ceilings, beautiful tiles and mouldings everywhere, like a
miniature version of the Paradise, but bleached out, its bare chalky
skeleton, stripped of all velvet and paint. The white walls had a few
film posters: The Servant, The Maltese Falcon, The Elephant Man.
The toilet didn’t work (I had to pee as soon as I got there, and saw a
speck of turd in the bowl) and there were mice, the dark minuscule

HacrynHoro panky s mana Oytu Bke Ha po6oTi, Cami, 31aBanocs, 0yio
Oaiigyxe, 0 KOMYCh JOBOJIUTHCS 3aKPUBATUCS W OApa3y BiAKpUBATHCA
HACTyMHOro AHA. S nymana, o MU IIPOBEAEMO Beuip JAELIO 1HakKIIe, ajie
HIXTO OiIbIIIE 31 MHOIO HE pO3MOBIISIB. Sl IouyBasacs Tak, HiOM mepecTymnuia
MEXY, HaB’s13a1acs Ty/I1, ie MEH1 He Miciie. HacripaBi k st Maiike Hi 3 KUM
1 He roBOpMJIA: IPOCTO CUALNIA Y TEMPSBI i AUBHUIIACS Pa30M 3 HUMHU (iIbM.
[{inuii neHp s TPUBOXKHO 4YeKasla, L0 XTOCh CKaxe, SKy CTPIUKy
JUBUTUMYTbCS HAacTymHOIO. Jlumie mif KiHeup 3MiHM OTTO HamKMcaB CBOIO
ajipecy Ha KJIIEHTCbKOMY YeKY:

— Ilpuxonp mecy o miB Ha mepmry. JMBUTUMEMOCS LIOCH Y MEHE,
po3BieMoch. He Tk, 51 IOCh IPUTOTYIO.

[Ticast 3MiHE MEHI HE XOTLIOCS WTH JOJIOMY, TOX s CHJija B 1maldi
nopyu 13 «[lapanaiizom» 1 ronuHaMu nuiaa TEMHUH TIPKUH CcTayT, MHTY 3a
HiHTOI0. YBech ma® mpuKpamand BiTpaxi — BikHa, kaOiHku, Oap — i3
300pakeHHAMU «BITOCHIKKY Ta ceMH THOMIBY, ajie He JIICHETBChKOI Bepclii,
a 1HIIO1, MOXMYpIIIoi i cTapimoi. ' HoMu HIOM 0’KMBaJIM HA TJTi Bi/IBiTyBaYiB.
OTTO MelIKaB Ha OCTAaHHbOMY IOBepci Kam sHUILl 0e3 mipra — y MicTi
B3araii He Oysio OyauHKiB 13 TidTamu. Lle Oyna BumrykaHna kam’sitHa criopy/ia
3 OJAaKUTHOIO YEpenuler0 Ta TOCTpuUM JaxoM. S nenaBe auxana, KOJIU
nicranacst oro neepeit. Croau JuIie Kpi3b BEIUKE OpyJHE BIKHO-JIOK Y
dopwmi siinsg npodusanocs ceitio. J[Bepi BiquunuB Ilaono. Ha Hbomy OyB
MIIIKYBaTHil BOBHSHUN 0a0ycHH CBETp 1 YOpHI JUKUHCH, @ B Pyl BIH
TpUMaB YEpPBOHUHM Hamill 13 3€JE€HOI0 OJMBKOIO, IO IJIaBajla B HbOMY.
KBaprupa 3a iioro cnuHoro 0yia ciinyde 61I0CHIKHA.

— To Yarmurin, — cka3aB BiH.

OtTo0, CTOSIB MO3aAy 1 3pOOMB OJIMH 3 HOTO IMBAKyBaTHUX IMOKJIOHIB.
VY kBapTHpi Oy BUCOKI CTeli, rapHa IUIMTKA 1 CKpi3b OyJia JiMHKUHA, HaYe
e wmiHiaTiopHa Bepcis «llapamaiizy», ane To OyB OTOJCHUN KPEHIsTHUI
KICTSIK, 001epTuil Bix okcamMuTy i (papou. Ha 6imux criHax BUCITIO KijbKa
kiHorutakatiB: «Ciyray, « ManbTIHChKUN COKUDY, «JIlroguHa-ciony. Tyaner
HE IpalfoBaB (MEH1 3aKOPTLJIO MO-MaJeHbKOMY Bipa3y, IOWHO 5 MPUHAIILIA,
1 st mobaumIa 1 modavnsia 3aJIMIIKH JaifHa B YHITa31). Y CI0JI Ha T11031 OyIr
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evidence all over the floor. There were rat poison traps from work
placed around the hall, plastic white coffins with the words Rent-To-
Kill on them. I assumed they had stolen them.

The place was sparsely furnished: tattered white furniture
covered in wine stains, a large porcelain Staffordshire dog missing
one ear, and gloomy Victorian-looking plants and cacti (the Paradise
had a few parlour palms which were able to survive in the dark —
these I had seen Otto water and care for with a tender seriousness,
trimming away dead leaves, checking for bugs). There were books,
great piles of them. Hollywood biographies, the poems of Frank
O’Hara, some in Italian, which made me sure that Paolo lived with
Otto. In the living room, Lydia, Flynn and Patricia lay on one of the
couches, Lydia in her gold pinstripe trousers paired with a white
blouse that had plaid edges, and decals of Scottish terriers on it. The
front was splattered in fake blood. Patricia wore a ratty black
cashmere sweater with black beads on — half of the beads missing.
She also had pearls around her neck. She was sitting on Flynn’s lap.

‘Cosmo never comes, my projector isn’t up to his standard,’
said Otto. He took out his projector box and put it on a bookshelf
behind the couch, fiddling with it until a bright blue square took over
the wall opposite.

Paolo poured me a drink like the one he had. It was vermouth,
which I had never tasted but knew by name from Jean Rhys novels.
I sat down next to Lydia. We watched Badlands. The screen was
almost as big as in a cinema; I thought they must never watch movies
on small screens, that they preferred the characters to be like giants,
ten times their own size. I got up to go to the bathroom in the middle
of the film and snooped around, Gassenhauer by Carl Orff playing in
the background of the movie. There were three bedrooms. One had a
saxophone lying on the floor, lots of records, VHS tapes, and more
cacti. The second bedroom had hardly anything in it, though there
was an Akira poster on the door and a half-eaten bag of cookies on

CHiAM MUIIEH 1 chigu iX mocmiay. Y3I0BXK KOPUAOPY CTOSUIM MACTKH 31
HIyPSY0I0 OTPYTORO, TaKi K OLTi, CX0XK1 HA TPYHH, INIACTUKOBI KOPOOKH, K
Ha po0oTi, 3 HantucoM Rent-To-Kill. Jlymaro, BOHH TX TTOIYTTHIIN.

KBaprupa Oyma BOOro oOcraBieHa: Oimi MeOJi, BKPUTI BUHHUMH
IUISIMAMH, Y BEJIMKOTO MOPUEISTHOBOTO craddopaimmnpchkoro codaku He
BHCTAYaJIO OJIHOTO ByXa, a cepel MeOJIiB POCIH MOXMYPi POCITHHH, HEMOB 13
Bikropiancekoi n00u, 1 kaktycu (y «llapamaif3i» pocio KiibKa TajibM,
NPUCTOCOBAHUX JO0 TeMpsBH; s Oaumna, sk OTTO AOTMSAAB 33 HUMH 3
JTUBHOIO HDKHICTIO: 00pi3aB CyXe JIUCTS, IEPEeBIpsB, UM HEMAE LIKITHUKIB).
TyT Oynu TOopy KHUT: TOJLTIBYACHKI Oiorpadii, moesist @penka O’"apa, geski
TOMH HaBITh 1TATIHCHKOIO, TOX s OyJia BrieBHEHa, 110 [Taono xuse 3 OTTO.

Ha nuBani y BitaneHi po3Bamuiucs Jligis, ®ninn i [Narpumis. Ha
Jligii Oynu 30J0TUCTI WITaHU y CMYXKY U Oina Oiy3ka 3 KIITHHYACTUMHU
00JIsIMIBKAaMH Ta MAJIOHKaMH IIOTIAHACHKUX Tep’epiB. [lepenHio yactuny
Onmy3u BKpuBajia mTy4yHa KpoB. [laTpuiist Hatsaria oOmaprnaHuii YOpHHIA
KalIeMipOBUI CBETP 13 YOPHHUMHU HAMHCTHHAMH, TIOJIOBUHA SKUX BiJmana, a
Ha 1ui noBuciu nepiau. Bona cuzina Ha koninax y dminHa.

— Kocmo HIKOMM HE MNPUXOIUTH, Mi MPOEKTOP JUIsI HBOTO
HE/I0CTaTHbO KPYTHH, — cka3aB OTTo. BiH [icTaB i3 KOPOOKH CBil MPOEKTOP,
MOCTaBUB MOTO Ha MOJHINIO 33 IWBAHOM, 1 KDYTHB HUM, XK TOKH SICKPaBO-
OJaKUTHUN KBaJpaT HE OCBITUB MPOTUJIEKHY CTIHY.

[Taoso HanMMB MeH1 Takui ke HaIlii, 5K 1 co01. To OyB BepMyT, KU
s CKYIITyBaja BIIEpIIE B )KUTTI, 1 UyJia PO HbOTO TLIbKU B poMaHax J[uH
Pic. A mpucina Ouns Jligii. Mu nuBunucsa «besmmigai 3emmi». Expan OyB
Maike SK B KIHO, 3/1a€ThCsl, BOHU B3araji He AMBHIUCA (UIBMIB Ha
MaJIeHbKUX €KpaHax — iM mojo0arnocs, 100 nepcoHaxki OyiM TiraHChKHUX
pO3MipiB, yrecsaTepo Oinblli 3a HUX caMuX. S migHsAmacs 10 Tyalery
nocepen (GumbMy ¥ HUIIMOpWIa JOBKOJA, TOAI sSK Ha (OHI 3ByYaB
Gassenhauer Kapna Opda. ¥V xBaptupi Oyno Tpu cnanbHi. B omniil Ha
MiJU1031 Bajsuiics cakcooH 1 Kyma IuiatiBok, kacetu VHS 1 mie Oinbiie
KakTyciB. Y Jpyriii He Oylio Maiike HI4Oro, Jumie mocrep «Akipa» Ha
JIBEpSIX 1 HAMOJOBUHY TOBHHUHM TakKeT MeuynBa Ha TymOOdYIll, TOpyd 3
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the nightstand, apple and pear cores like freshly gnawed bones. The
third clearly belonged to Patricia. There was a werewolf mask hung
on the wall and bits of black lingerie, like scattered ink from a broken
pen, all over the floor and bed.

As soon as the credits finished, Otto started talking,
explaining that Badlands was the first film to use natural morning
and dusk and that the westerns he had been showing at the Paradise
were a good example of fake, studio-made nights and mornings. He
wasn’t looking at any of us, just the now empty square on the wall,
as if he was thinking out loud. I stopped paying attention to what he
was saying and noticed that a series of black and white photographs
of a dead man, his head caved in and the texture of raw meat, was
taped to the wall opposite the one that had been projected on. In some
of them the dead man was surrounded by ponderous-looking men in
suits. I got up to look at them more closely.

‘Pasolini,” said Lydia, interrupting Otto’s monologue.
‘Photos of his murder. We found the envelope of photos in the screen
after a Pasolini film. They’re original.” I was very drunk by the time
I left, so drunk I mistook the clock on the tower of a fancy hotel on
my walk home for a full moon, until I saw its thin black hands. After
that night, that second night, I was suddenly accepted into
confidences, long conversations, intimacies, even by the staff
members who hadn’t been at Otto and Paolo’s screening but who had
known I was there. It felt as if a spell had been broken, I had passed
a test. The next day at work, Lydia came up to me and spread out her
homemade deck of tarot cards on the kiosk desk. They were made
using film magazines — Joan Crawford as the Devil, Bonnie and
Clyde as the lovers. She wanted me to pull a card after shuffling — I
got the Fool, which was a photo of Charlie Chaplin playing the violin
in The Vagabond, and Lydia said, ‘Ohhhhh,’ though I felt she had
somehow set it up. All of them made me drink what they termed the
‘Paradise Cocktail’ the next night during an after-closing film, which

OTpHU3KaMH S0IYK Ta T'PYI, CXOKI Ha MOWHO OOTpU3eHI KICTKU. Y TPeTiH,
6e3cymHiBHO, Memikaia [larpumis. Ha cTini Buciia Macka mepeBepTHs, a Ha
Mi1031 ¥ JIDKKY OyJiM pO3KHJIaHI KJIANTI YOPHOI OLTM3HHU, Ha4e PO3JIUTE
YOPHUJIO 31 37JaMaHO1 PYYKH.

[llotino TuTpu ckiHYMIKCcA, OTTO TMMOYaB TOSCHIOBATH, IO
«be3mutigHi 3emii» cTanu nepmuM GiIbMOM, y SKOMY 3HOMKH BigOyBaucs
JIIACHO BpaHIIi 1 BBEYEPI, SKIIO MOPIBHIOBATH 3 BecTepHaMmu y «Ilapamaiiziy,
Jie CTBOPIOBAJIM IITYYHUN €EeKT CBITaHKIB 1 HOUeH y cTyaisx. Bin nuBuBcs
HE Ha HAac, a JIMIIE Ha MOPOXKHINA KBaapaT Ha CTiHi, HIOU AyMaB yroiuoc. S
nepecraiga CIyxaTH HOro po3MOBiMi M MOMITWIA HAa TPOTHICKHIA Bif
MIPOEKTOpaA CTiHI cepiro YopHO-Oimux (ororpadiii MepTBOro 4osjoBika 3
PO3TPOIICHOIO T'OJIOBOIO, CXOKOI0 Ha MIMaTKU cuporo m’sca. Ha meskmx
3HIMKaX JIOBKOJIa HbOTO CTOSITM BAXKJIMB1 HAa BUTJISIT YOJOBIKU B KOCTIOMAX.
S migBenacs, mo0 po3AUBUTHUCS OIHIKYE.

— Ilazomini, — cka3ana Jlimis, mepeOuBmm MoHomor OTTO. —
®otorpadii oro BOMBcTBa. MU 3HAHIIIM KOHBEPT i3 (OTO B 3aji MiCis
nokasy noro ¢inemy. Lle opurinan. S Tak cuiIbHO HamUIacA, IO AOPOTOI0
JIOJIOMY CIUTyTaJla TOJUHHUK Ha BEX1 PO3KIIIHOTO TOTETIO 3 TMOBHEIO, Ak
MOKH HE MOMITHJIa HOro TOHKI YyopHi cTpinku. CaMe micis Tiei qpyroi HOUl
MEH1 MoYajy JOBIPATH CEKPeTH 1 TAEMHMII, MEHE MPHUIHSUIM HaBITh Ti
NpaLiBHUKY, SIKi MPOIYCTUIIM HEllo/1aBHii noka3 ¢inbmy B OTTO, ajne BOHU
3HAJIM, MO 5 Tam Oyna. 3maBaiiocsi, HIOM Yapu PO3BISUTHCS, 1 sl MPOMIILIA
BunpoOyBanHs. HactynHoro aus Ha po6oti Jligis miginuia 1o MeHe i
pO3KJIaia Ha CTOJIi KBUTKOBOI KacW CBOIO CaMOpPOOHY KOJIOIY KapT Tapo.
Bona 3pobuna ii 3 BUpI30K 13 KiHO-)KypHaIiB, ¢ AUsBojiOM Oyna J[xoan
Kpoydopn, a bouni i Knaiin — xoxanusmu. Bona xoTina, mo0 micis
TaCyBaHHS sl BUTATHYJAa KapTy — MEHI BUIAB JIypeHb, Ha sIKoMy Oyia
dotorpadis Yapmi Yarmmina 31 ckpunkoro, 3 ¢inmeMmy «bpomsray. Jlimis
cKazana:

— 00000, — x04a s BiluyBaia, 1e Oysiaa He BUMaAKoBicTh. HacTymHoi
HOYI MiJ] yac nmoka3zy (iabMy-3aKpUTTS, BCl BOHU 3MYCHJIM MEHE BUIIMTHU TaK
3Banuil «Koxrenns Ilapanmaiizy, skuii, sik MEHI PO3MOBLIM, BOHU JaBHO
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they told me they had been trying to give me for weeks, an initiation
into working at the Paradise. Créme de Violette with lemonade, a
pickled egg and a maraschino cherry floating inside. I swallowed and
ate all of it, even the old egg, acetic and sweet. The shift rotas were
released weekly for morning shifts or shifts late into the night, so we
couldn’t make plans more than a week ahead. Otto organized the film
nights around who he wanted to come, studying the rota, and from
then on, [ was almost always chosen. Sally never came of course, but
there was an unspoken agreement that she turned a blind eye to it.
The work rotas made it impossible to socialize with anyone else
outside of the Paradise. Sometimes we stayed overnight, falling
asleep in the seats as film after film played, and one of us, by chance,
discovered it was morning on a trip to the bathroom.

When this happened, we made a giant pot of coffee, ate
handfuls of popcorn and started another shift. The outside world, all
of its news, faded away, and the movies became my main mirror of
the world. When we watched films at Otto, Paolo and Lydia’s, Otto
cooked us lots of food: lemon meringue pies, pineapple upside down
cakes, macaroni casseroles, roast potatoes, cornbread, hamburgers
from scratch. None of us would’ve eaten more than popcorn and
alcohol if it weren’t for him. We always ate on their couches while
movies played, never around a table, having a conversation. I was
self-conscious about making too much noise while eating, as they
seemed to do it perfectly, not spilling anything, or scraping cutlery,
as if they had spent their whole lives eating in the dark. I didn’t get
any sense of the awkwardness of desire either, when we were
watching films with sex scenes, as if each of them were creatures
purely made of eyes and ears; that underneath their clothes were
simply more eyes, blinking and cold. Everyone had their type of film.
Paolo liked Quentin Tarantino — he was obsessed with Tarantino,
which explained why he wore Hawaiian shirts, sometimes even at

HaMarajmcs BTIOXaTH MEH1 — CBO€EpiHA MOCBATa HAa poboTy B «Ilapamaiizi.
To Oyna cymim sikepy Creme de Violette 3 nuMoHamoM, MapuHOBAaHUM
SMIIEM W KOKTEIHJIBHOIO BHIIHEI MapackiHo. S Bummia ioro i 3°ima Bce,
HaBITh cTape sifle, 110 cMaKyBaJlo KHCJIO i cosloiko BogHovac. I'padiku sk
PaHKOBHX, TaK 1 BEUIpHIX 3MiH Y3TOKYBAJIUCS JIMIIE HA THXKIEHb, TOX MU
HE MOTJM CIUIAHYBaTH IIOCH OuUIbINEe, HDK HA THXKACHb yrepen. OTTo
OpraHi3oBYBaB KiHOIEPEIJISIA BiAMITOBXYKOYHCH BiJ] TOTO, KOTO BIH XOTIB
0aynTH, BUBYAIOYM PO3KIA[, 1 BIATOJI 3alpOIIyBaB MEHE MaikKe 3aBKIH.
Camni, 3BiCHO, HIKOJM HE MPUXOAWJIA JO HAC, ajieé ICHyBalla HemucaHa
JIOMOBJICHICTb, III0 BOHA 3aILTIONIYE HA 11e o4i. Yepe3 Hami poOoui rpadiku
MU HI 3 KUM He cHiIKyBaiucs mo3a mexamu «llapamaiizy». Inomi mu
3aJMINAINCS Ha HOYIBIIIO, 3aCHHAIM B Kpiciax, MOKu (iibM 3a (irbMom
IIOB HAa €KpaHi, a fK TUIbKU XTOCh MEPIIMM MPOKHIABCA B TyajeT
MOB1IOMJISIB, TOH 1 IIOBITOMJISIB IHITUX PO HACTAHHS HOBOTO PaHKY.

Toni Mu 3aBaproBajM BEJIWYE3HUN YalHUK KaBH, UM KMEHSIMU
MOTIKOPH 1 BiAKpUBAIK HOBY 3MiHy. HOBHHM 30BHIIIHBOTO CBITY BiJIXOAMIIH
Ha 3aJHIM TUTaH, a (GIIBMU CTaBaJld MOIM TOJIOBHUM BiJIJI3epKAJICHHIM
peanbHocTi. Konmn mu auBmincs xiHo Ha kBaptupi Otro, [Taono i Jliaii,
OtTr0 roTyBaB Oararo pi3HMX CTpaB: JIMMOHHI MEpPEHroBi IHPOTH,
MepeBepHyTI TOPTH 3 aHaHAcaMM, MaKapOHHI 3aliKaHKU, CMaKEeHY
KapTOIUIIO, KyKYpYI3sHUM X110, ToMaliHi ramMOyprepu. SIkOu He BiH, TO MU
0 xap4yBajHCs JHIIE TIOMKOPHOM Ta MWJIM AJKOToib. MU 3aBXIu inn Ha
JMUBaHax MiJ1 4ac neperisiay GiabMiB 1 HIKOIM He CUALIN Ta HE PO3MOBIISIU
3a ctojoM. MeHi OyJ10 HISIKOBO IIYMITH MiJ Yac i1, aJike BC1 BOHU POOMIH
e i7leaJlbHO — HIYOro HEe PO3JUBaJIM, HE MIKpeOau mpubopamu, HiIOM Bce
JKUTTS 11U B TeMpsiBl. S mouyBanacst KOMpOPTHO Mijl 4ac CEKCyallbHUX CLIEH
y (himpMax, MeHi 3/1aBajocs, 110 BOHU OYJIM ICTOTaMH, sIKi MaJIM JIMIIE 04l Ta
ByXa, a MiJ] OASrOM y HUX T€X He OyJI0 HIYO0r0, OKpIM KJIIMar0uuX XOJIOJAHUX
oueil. Koxxen maB cBiii ymoOneHui xaHp kiHo. [Taono OyB onxep:kummuii
TapaHTiHO, 110 MOSACHIOBAJIO HOTO JH000B JI0 TaBaliCbKUX COPOUOK, Y SIKI BIH
HaBITh 1HOJMI TMepeBAsSTaBcs MiA KIiHENb 3MIHM TPSIMO Teped HaMu,
MOKa3yK4H CBIA XyAHi, Maike O€3BOJIOCHIA TOPC 1 30JI0TI JAHITIOKKH Ha
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the end of the shift changing into one in front of all of us, exposing
his skinny, almost hairless chest, the dangling gold chains around his
neck. He also liked cyberpunk anime like Akira and Ghost in the
Shell, and sinister films like Nosferatu and The Lodger, ones without
sound. Otto liked Terrence Malick, Stanley Kubrick, Paul Thomas
Anderson — older American films and especially westerns — though I
was surprised to learn he hated John Wayne. Cosmo liked Laurel and
Hardy, Chaplin, Buster Keaton and other early slapsticks, granted he
could watch them on actual film. He had a handcranked projector and
invited us all over to his flat, which he and Patricia shared, where we
crowded on his bed like children, the room filled with smoke as
Cosmo left a cigarette in his mouth until it almost burnt his lips while
he worked his beloved projector. Their flat was dark, dank,
haphazard and childish. There were banana peels, half-drunk bottles
of Disaronno taken from the Paradise and umbrellas everywhere.
Neither used ashtrays and the grey powder of cigarettes was settled
over every surface. Patricia loved Godard, Truffaut, Melville and
other French directors; she was the only one of us who was a student,
doing a part-time degree in film studies (she was six years into it,
though it should have taken three). Flynn liked action films, gangster
films, Top Gun,King of New York. He lived with his father still, and
on very rare occasions he and Pete invited us all over for a movie.
Their whole house was crammed with VHS tapes, film reels, DVDs,
actor autographs and movie posters. They even had a talking Pee-
wee Herman doll which laughed when you pulled a string on its back
and a framed letter Stanley Kubrick had sent to Pete. Flynn had a
child though he was only twenty-three, and he’d occasionally bring
it to a movie — it carried around a plastic Spider-Man doll missing an
arm. Otto or Sally always gave the kid free popcorn and sweets, and
Pete babysat it on shift sometimes. It made Cosmo furious that the
child was allowed in the projection room, but he wasn’t. Flynn didn’t
like the mom, who was dull and had already grown out of the soft

umi. MoMmy Takox mofoGanocs KibepnaHK-aHiMe HAa KIITAIT «AKIpH» i
«IIpuBuna y Oponi», a me ¢uibMu xaxiB, sk-or «Hocdepary» i
«KBaptupan™ — HimMe kiHo. Otro moouB Teppenca Maiika, Crenmi
Ky6puka, Ilona Tomaca Annmepcona — crapi amMepuKaHCBKi (irbMmH, i
0COOJIMBO BECTEPHH, X0Ua s HE PO3yMiJIa, 3a IO BiH Tak HeHaBHiB JI>koHa
Beiina. Kocmo mo6uB Jlopena it ['apai, Yarmnina, bacrepa Kitona ta ixmni
Oydonanu, ajge BiH MIr DMBUTHCS iX JuIIe Ha TUTiBII. BiH MaB py4HHit
MPOEKTOP 1 YaCTO 3aMPOIIyBaB HAC JI0 CBOET KBAPTHUPH, Ky 3HIMAB HABIILI 3
[TaTpuniero. Mu Bcl BMOIIyBaJluCsS HAa HOTo JIKKY, SIK JIITH; B KIMHATI
migHiMaBcst UM, ok KocMo TprMaB murapky B poTi, @K IOKH BOHA JIeAb
He oOmekna #WoMmy TryOu, NMOKM BiH HaJalITOBYBaB CBIM yIOOJIEHUI
NpOEKTOp. IXHA KBapThpa Oyma TeMHa, CHpa, XAaOTHYHA H MO-TUTAYOMY
Oe3nasHa. Ycroau Bajsuidcs OaHaHOBI INKIPKH, HAMIBIOPOXKHI IUIAIIKH
nikepy Disaronno, BuneceHi i3 «[lapanaiizy», 1 mapacosi. HixTo Hikoau He
KOPHCTYBaBCA IMONUIBHUYKAMU, TOMY CIpHM TOMIT BiJ IMTapoK
npuropouryBas yci noBepxHi. [latpuris mobwmia ¢paniysske kino ['ogapa,
Tproddo, MenbBiida Ta 1HIIMX, Cepell HAc YCIX BOHA Oylla €IUHOIO
CTYJEHTKOIO, sIKa BuWiacsd Ha 3a0YHOMY BLIIUIEHHI Ha Kadenpi
¢inbMo3HaBcTBa (11 HaBYaHHA TPUBAJIO BXKE IMIICTh POKIB, X0ua Majo
3aiiHATH TpH). DIiHH J1I0O0UB 00MOBUKH, raHrcTepPChKl Pi1bMH, K-0T «Tom
Tamy» un «Kopons Hero-Hopkay. Bin xmuB 3i cBOIM 6aTbKOM, TOMy BOHH 3
[TiTom piaxo 3armpolryBajiy Hac AOJOMY Ha Ieperiial. YBech iXHil Oy TMHOK
OyB 3aBaneHuit kaceramu VHS, muiBkamu, DVD, aBrorpadamu aktopiB 1
I1aKkaTamMu. Y HUX HaBiTh OyJia po3MoBIIsiioua Jisiibka Pee-wee Herman doll,
sKa cMistacs, sIKIIO 11 CMUKHYTH 32 MOTY3KY Ha CIIMHI, Ta JIUCT B paMmIli BiJ
Crenni KyGpuka, anpecoBanuii Ility. ®@ninH Bke MaB JUTHHY, X0oua HOMY
OyJio nuIIe ABAALATH TPH, SIKY Yac BiJ yacy BiH OpaB 3 cOOOI0 Ha CEaHCH.
Moro xuTst mocTiifHO HOCKIIO 3 COGOIO MITACTHKOBY JISUILKY JIFOMHH-TIABYKA
3 BifipBaHoto pyKkoro. OTTo un Casti 3aBK/Iu JaBajid Majiedi 0e3KOITOBHUI
MONKOPH 1 conopoi, a ITit iHoal morasaas 3a Hero mij yac 3MiHu. Kocmo
IIaJICHO ApaTyBaBCs, aJKe JAUTUHI JO3BOJISIIM 3aXOJUTH B MPOEKIiiHY, a
oMy — Hi. DiHH TepHiTH HE MIT MaMy AUTHUHH, siKa OyJia HyAHOIO i O1ible
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baby face which had probably appealed to him in the first place.
Oddly, she never came into the Paradise, but always waited outside
to pick up or drop the kid off for Flynn or Pete.

I had seen her loitering, child in hand, a bland sort of girl out
in the rain, not passing the old tiles on the threshold. Lydia liked
garish historical and fantasy films like Interview with a Vampire,
Barry Lyndon, Farinelli and B horror movies, grindhouse and The
Lost Boys. I didn’t know what my favourite movies were, it felt like
I wasn’t a fully formed person yet. Everyone had their place where
they liked to sit in the screen. Cosmo liked to sit in the back row,
where now and then he could look up at the projection window. Otto
sat in the middle of the middle row, his feet up on the chair in front
of him if it was just us, Lydia third from the back. Patricia liked an
aisle seat, which everyone else thought was sort of philistine, Flynn
two thirds into the third back row which he had learned from his dad
to be the perfect spot. Paolo hated to sit alone; he waited anxiously
till everyone was seated. Whoever he sat beside had to tolerate his
constant movement — readjusting his arms, his legs. He often laid his
head on the shoulder of whoever was there. Paolo would also bring
a jar of green olives stuffed with pimentos, a soundless snack, and by
the end of films his mouth smelled briny and there was nothing left
in the jar but cloudy water. On the way home he would empty the jar
into a gutter so it wouldn’t spill inside his coat. Before shifts and after
shifts we went to see the current films playing, in pairs of twos and
threes, not ruining the plot for the other staff members who hadn’t
seen it yet by discussing it in the bar. Though we sat stretched in our
own special seats when no one but us was in the auditorium, we
clustered together when it was full of strangers. My nights watching
films alone in my room were abandoned, and I became another eye
in the creature we made.

HE Majla HDKHE IOHE JIMYKO, 10, Ma0yTh, KOJHUCH Horo i mpuBabuio. Ha
JMBO, BOHA HiKOJIM He 3axoamia 1o «[lapamaiizy», a 3aBKIu YeKana 30BHI,
100 3a0patu um Bigpatu qutuny Ominay yu [1iTy.

S sxoch Oaumia, sIK BOHA Opoawiia 3 AWTUHOIO TijJ JOIIEM, HE
MepPEeCTyMaryu CcTapoi IUMMTKH Oinsg mopory. Jlimis mro0uia  sckpasi
icropuyHi # panTacTuyHi GiTBMU Ha KIITANT «XPOHIKA 3 XKHUTTS BaMIIipay,
«bappi Jlingony», «Dapinemti» Ta GpinbMu-x)axu kareropii B, rpalinarayc i
«[Iponmamux xmoniiB». S me He 3Hama, ski (ireMu Oynmu Moimm
yIIOOJEHUMH, 371aBajocs, MOs KIHOOCOOMCTICTh Ill€é HE MOBHICTIO
chopmyBanacs. Y KOXHOTO OyJio CBOE ymoOieHe micme B 3aii. Kocmo
TOO0MB CUAITH B OCTAaHHBOMY psiy, 1100 yac BiJ 4acy KUJATH MOTJIA Ha
BIKHO TPOEKIiiHOi. OTTO CHIIB MO IEHTPY CEPEAHBOIO PSAY, 3aKUIAI0UYH
HOTHY Ha KPICJIO momnepeay, Ko Oiiblie Hikoro He Oyio. Micue Jlinii — Ha
TpeTboMy psimy Bix kiHms. [latpumis mroOuna micue O Mpoxomay, sike
BBAXKAJIOCh 00MBaTebChbKUM. DIIIHH PO3NATaBCcs Ha /1Bl TPETUHU TPETHOTO
psny 33amy, 00 oro 6aTbKO MOBigaB HOMY, IO TO HaiiAeabHIIIE MicCIe.
[Taomo HEeHABUIIB CUJIITU CaM 1 HETEPIUIAYE YEKaB, TOKU BC1 PO3CIAYThCS.
Toi, XTO ciaB HOpydY, MYCHUB TEpIITH MHOro HEMOCHUIIOYICTh — BIH
nepedupaB pyKkaMu, HOTaMH, YacTO KJIaB TOJIOBY Ha Ijiede cycinosi. [Taomno
TaKOXX MPUHOCUB OaHKY 3€JIEHUX OJIMBOK, HAUMHEHUX TEPIEM MiM’ €HTO —
0e31IyMHY 3aKyCKY, B/l IKOi 10 KiHIIS (Q1IbMY JIMIIANIACS TUTBKH KaJaMyTHA
Boaa. Ilo noposi nonomy BiH BUIMBAaB ii B PUHBY, 1100 HEHAPOKOM HE
IpOJITH B majbTi. Yacom a0 Ta micast poOoYrX 3MiH MM MOIJIM MapamMu
BIJIBITyBaTH CEAHCH, IPOTE HIKOJIMU HE OOrOBOPIOBAIIM CIOXKET B Oapi, abu
HEe 3IMCYBaTH MEPeryisii THUM, XTO Ie iX He OaymB. X049 MU 3aBKAH
pO3CiIanucs KOXEH Ha CBOEMY MICIl, KOJIHM B 3aJll HIKOTO HEe 0YJ0, cepen
HATOBITY UY>KUX JIFOJIEH MU CKyMUyBaJucs pa3oM. S Oinbliie He MPOBOAMIA
BEYOPH HAOJMHII 3 (iIbMaMK — 5 OyJia i€ OJJHUM OKOM TI€T ICTOTH, KOO
MU BCI CTalu.
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Teorema

Directed by Pier Paolo Pasolini

1968

Sally and Otto had a particular game they liked to play
involving film titles, which went something like this:

‘Rosemary’s Baby.’

‘Three Men and a Baby.’

‘Three Men in a Boat.’

‘Showboat.” They would do it for hours on end, in the office.
Otto was Sally’s favourite staff member, that was obvious. She kept
her distance from the rest of us, as much as she could in such a small
place. She bought Otto cheeseburgers and Cajun fries on her lunch
break and pulled him into the office for his opinion on film schedules
or soda orders. Otto — the only person who had been in her house out
of all of us — told us that she had a white plastic Christmas tree up all
year, dozens of taxidermy mice and rats from the Paradise in bell jars,
a walk-in closet full of clothes, and portraits of all the previous
Paradise owners which she’d removed because Iris would always
weep when she saw the photo of her dead husband. Some of Otto’s
habits seemed adopted from Sally — when Otto talked, he stared off
into the distance, chewing a toothpick from the bar, barely glancing
at the person he was speaking to. He was almost always composed.

One of my usher chores was to take all the garbage through
the fire exit off the screen which led into a cold hall where the bins
were, and a cupboard, which led to a long dark room where out of
date posters were stored — it was so full, and so disorganized, you
could fall in and sink in a sea of plastic tubes and drown. As I carried
through the heavy bag of garbage, I looked back into the screen while
hooking the door open with a chain, and saw, in the third row, a
person still sitting there, their neck collapsed against their shoulder.
I didn’t even think to use my walkie-talkie — that’s when I realized
how useless they really were in emergencies, how one couldn’t

«Teopemay

Pexwucep IT’ep ITaono [1azomiHi,

1968

Camni #1 OTtro Manmu ymroOneHy rpy 3 Ha3BamMH (UIBMIB, sKa
BUIJIsAAJIA TPUOIU3HO TaK:

— «Hemogmns Po3mapi».

— «Tpo€e 40MOBIKIB 1 HEMOBJISI.

— «Tpoe y 4oBHI».

— «loy B 4oBHI». Bonu Mornu GesnepepBHO rpatu Tak B odici.
Otto OyB mobOumunkom Cauti, 11e BaKKO 0yJ10 He ToMiTHTH. BoHa yHHKana
HAC YCiX, HACKUIBbKH 1€ OyJIO MOKJIMBO B TAKOMY MaJICHBKOMY TIPOCTOpi. A
st OTTO BOHA KyIyBajia Ha 00111 un30yprepu i kapToruiro ¢pi 31 cenisMu
i TarHyna ioro B odic, mo6 mopaauTHca IIOAO PO3KIamy (uIbMIB 4H
3aMOBJIEHHS Ta30BaHoi Boau. OTTO — €IMHUH cepex Hac YCiX, XTo OyBaB y
Hel BAoMa. Bin pos3moBimas, mo B Hel WMl pik cTosja Olla MTy4HA
pi3aBsHA SUTMHKA, MECATKH OomyJan Mumeid um mypiB i3 «[lapamaiizy» y
CKISIHMX OaHKaxX, BOHa Maja BeJIMYe3HYy, IOBHY OJATy TaplepoOHy 1
MOPTPETH BCIX MOMNEpPEIHIX BJIACHUKIB KIHOTEATpy, SIKI BCE K 3HsIA, 00
Alipic 3aBXau IUlakajga, Koiau Oauuna (OTO MOKIMHOTO 4YOJIOBIKA.
3naBanocs, OTTO HaBITh NEpeNHsB AesKl 1i 3BUYKU: KOJIU BiH TOBOPUB, TO
BIWIYIUTIOBAaBCA BJAJIEUiHb, XKYIOUM 3yOOuMCTKy 3 Oapy, Maibke He
JUBIISTYMCH HA CBOTO CITIBPO3MOBHHKA. BiH piko BUXOAMB 3 ceoe.

B Moi 000B’s13kM KOHTpoOJepa BXOAWIO BHHOCHUTH CMITTS uepes
MOKESXKHUM BUXIJ 13 3ally, IO MPOCTATABCSA JO XOJOJHOTO KOPHUIOPY 3
0akaMu Ta KOMOpOIO, SIKa Beja J0 JIOBroi TeMHOI KIMHATH 31 CTapuMHU
adimamu. Tam Oyiio Tak 3aBajieHO U O€371a/JHO, 110 MOXHA OyJI0 BIACTH i
MOTOHYTH B MOPI IJTACTUKOBHX TyOyCiB. S Heclia BaXKKUH MAKET 31 CMITTSM,
3aKpUBaOYl JBEP1 JAHITIOKKOM, 1 KHHYJA TMOMVISA Ha3ag 0 3aly — Y
TPEThOMY psAY BCE IlI€ CHJILIa JI0AMHA, CXUIUBILY FOJIOBY Ha Tuiede. B Toit
MOMEHT M€HI 1 Ha JYMKY He CIajo CKOPUCTATHUCS palli€ro, BOHU Oy MapH1
y CHpPaBKHIX €KCTPEHHX CUTYaIlisiX, K 1. Xi0a 1e MOXJIMBO, BUMOBUTHU
HEBUMOBHE KOJOBHUMH CIIOBAMH, YyIOUYM IIe i Oe3rIy3s BIACHOTO
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describe the indescribable in codified words, hear the ridiculousness
of their own scared voice projected into every room. I stood there for
I don’t know how long, before I ran back through into the main foyer
of the cinema until I found Otto, and said, in a hoarse voice, ‘The
screen, I don’t know if dead or sleeping—’ ‘Right,” he said, and
followed me in. I stood near the exit doors as he approached the
person. He touched them and they moved. It ended up being a woman
who had fallen asleep after drinking too much. She was fine, and
followed him out, groggy eyed and yawning. Otto was carrying a
glass wine bottle she had left on the floor.

‘It’s your responsibility to make sure no one brings glass into
the screen,’ he said, handing it to me. I didn’t know what to say. I felt
sour and green inside, and spent the rest of my shift cleaning as
carefully as I had on my first day. We didn’t stay in to watch a film
that night, though we always had on the nights Otto was manager.
Everyone dispersed. I could see Flynn and Lydia and Patricia
whispering among each other. Cosmo told me we might as well go
for a drink, just the two of us.

“There are things you need to know about working here,” he
said grimly. He took me to a bar across the street from the Paradise,
the one with a green fagade and Snow White stained-glass windows
that I had been in once before by myself. It was raining outside, so
we ran in. There was no music, no television inside, just dark wooden
booths full of men with red hairy faces drinking dark beer. Despite
his childish face, Cosmo didn’t look out of place among them, with
his tweed cap and his pea coat. We both ordered a Guinness, Cosmo
with a shot of whiskey on the side of his.

‘I wasn’t working the day shift when it happened, but a few
months ago a man died in the screen and Otto had to perform CPR
on him. Patricia overheard one of the paramedics say all of the man’s
ribs were cracked — that Otto had accidentally done it when trying to
save the man’s life though it was probably too late, there was nothing

HaJISIKAHOTO TOJIOCY, IO JIYHaB y KOXHINA KiMHATi? Jlesikuii yac s crosia
HEMOPYIIHO, a MOTiM moOirna a0 ¢oe i 3Haimma OTTO, 1 MPOMOBHIA
3aXPUILTUM TOJIOCOM:

— Tam y 3aimi... XTOCh HE 3HAI0, MEPTBHIA UM CIHTb. ..

— I'apa3n, — BIAMOBIB BiH 1 MOCHiAyBaB 3a MHOO. S 3ynuHMIACS OiJ1st
BUXIJIHUX JBEPE, MOKHU BiH MiTXOMB J0 Ti€l JIIOAUHU. BiH TOTOpKHYBCH, 1
BOHa moBopyxHyJacs. lle BusBHMIIacs >KiHKa, sIKa 3acHyia, JI00psde
nepeOpaBIly 3 AIKOrojieM. 3 HEer Bce Oyiio no0pe, i BOHA MiMUIa 32 HUM,
103iXar4H 1 Jep BiakpuBatouu odi. OTTO HIC CKIAHY IUJIAIIKY BHHA, SIKY
KIHKA 3aJIMIINIIA HA TT1T031.

— Tu maem BiAmoBinaTu 3a Te, 00 HIXTO HE TPOHOCHB Tapy B 3aJI, —
CKa3aB BiH, IPOCTATAIOYM MEHI IUIAIIKY. S He 3Haja, 0 BiIMOBICTH HOMY.
BcepenuHi MeHe Bce CTHCHYJIOCH 1 TIOXOJIOJIO0, 1 PEIITY 3MiHU s pudupaia
TaK peTesbHO, HIOM 11e OyB Mill mepiunii podouuii ners. Toro Bedopa Mu He
3aJUIIMIINCS HA HaIl KIHOBEYip, X04a 3aBKIu Tak pobunu, konu OTTo OyB
MeHepKepoM. Yci posiiinmucs. S Gaumna, sk @ninn, Jligis i [aTpumis
HIeToTiIHCS Mk co00t0. Kocmo 3anpononyBaB MeH1 CXOAUTH BUITUTH JIUIIE
BJIBOX.

— € Te, 10 TH M€ 3HATU PO poOOTY TYT, — MOXMYpPO CKa3aB BiH.
Bin 3aBiB MeHe 10 Toro 6apy HaBnpoTH «llapanaiizy», 13 3eneHum dacagom
1 BiTpaxkamu 3 «biIOCHIKKOIOY», /1€ 51 KOMUCH muia cama. Ha Bynui WIos
JIOIL, TOXK MU 3a0iriu BeepenuHy. Tam He Oyso HI My3UKH, Hi TeleBi3opa,
JIMILE TEMHI IepeB’siH1 KaOi1HKH, TOBHI py1000PO/MX YOJIOBIKIB 13 KETUXaMHU
temHoro nuBa. [lonpu qutsyue o6mmyausi, Kocmo BUTIIsAIaB HIOM CBOIM cepet
HUX — y KNIl 3 TBiAy i TeMHOMY manbTi. Mu o0uzaBa 3amoBuiu «I ' iHHECCY,
a Kocmo B3sIB 1€ i 10/1aTKOBY YapKy BICKI.

— 51 Toni He OyB Ha 3MiHi, — MOYaB BiH, — ajie KiJIbKa MICSI[IB TOMY B
3ai momep 4oJoBiK, 1 OTTO JnoBenocsi poOMTH HOMY CeplEeBO-JETreHEBY
peanimartito. IlaTpuris migcimyxana, K OJUH 13 MapaMeIUKiB CKa3aB, IO
OTTO BMIAJKOBO 371aMaB HoMy peOpa, HaMararouuchb BpSTYBAaTH KUTTH,
xo4a Oyno BKe Mi3HO, 1 BiH HiYOro He Mir Baistu. Casi He I03BOJMIA
3aKpUTH KiHOTeaTp 1 HaBiTh He BiAmycTwia OTTro Ha pemry AHs. Bona
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he could’ve done. Sally wouldn’t let them close the cinema or let
Otto have the rest of the day off. She made sure the ambulance carted
off the body as quickly as possible so the next round of films could
run smoothly, even made them take the body through the fire exit
instead of the main door so all the customers in the bar and foyer
wouldn’t see.” He paused, and took a slightly dramatic sip of his
drink. ‘I remember the film, though I wasn’t there. It was the Sunday
vintage special, sadly on digital, Accattone by Pasolini — his first film
actually, we were doing a Pasolini season — we had a lot of
complaints about it. Sally wasn’t happy with it, but Otto and Paolo
had organized it. ‘There is a lot of nudity and orgies in his films,” he
said in response to my confused face. “We even showed 120 Days of
Sodom. Pasolini was murdered just after he made it, still unsolved.
There are worse ways to die than watching a Pasolini film — when I
go that would be the perfect way — a good film, a comfortable seat.’
He shifted slightly in his chair, and took out a kit to roll cigarettes
with from his pockets. His fingers, pink and yellow, looked too
delicate to make cigarettes with the skill he did. ‘Now, what I really
wanted to talk to you about is joining the union. Sally doesn’t think
we should unionize because it would be disloyal to the Paradise
somehow. Of course, not all staff members at the Paradise agree with
unionization, I will tell you that now, but we are underpaid and no
one admits it.” It was true, I thought, as Cosmo droned on, most of
my paycheque was eaten up paying for my cold room, the
floorboards and furniture gnawing away at me like a scrap.
Everyone’s black uniforms were faded, ripped, resewn, stolen, heels
were worn and full of holes; we all ate grim lunches: half-price ham
sandwiches from the supermarket, wrinkly apples, cheap sweets and
chocolate, burnt coffee and tea stolen from the kiosk where the hot
water canister, a dented metal thing with a ‘hot apple cider’sticker on
it, was full of flies and dust and never cleaned. ‘... The cracks in the
screen ceiling, the bad ventilation... once a drunk male customer

noxabana, o6 mBUAKA 3a0pajia TUIO SKHAWIIBUIIE, a0 HACTYITHI CEaHCH
BiZIOyJINCS BYACHO, Ta HAaBITh HaKa3ajla BUHECTHU TiJIO Yepe3 YOPHHUMA BUXiJ,
o0 BifBiAyBaui y Oapi Ta ¢oe Hivoro He nmodauniu. Bin 3pobuB maysy i
JIEII0 TeaTpaJIbHO 3pOOUB KOBTOK.

— S mam’sTaro TOM (imbM, Xo4a MeHe Toxai He Oyno. lle Oym
HEeJUTbHUN BIHTQXXHUN TTOKA3, HA XKallb, UG poBUi, « AkarToHe» [la3omini —
foro nepmuii GuTbM, MH TOJII poOmi ce30H I1a3oiHi, Ha MO CKAPKUITHCS
BinBiayBaui. Ta it Cami Oyna npotu, ae Orro Ta Ilaono opranizyBainu Bce.

— V #ioro ¢ginbmax 6arato HaroTH M Opriii, — CKa3as BiH, TOOAYUBIIH
MO0 CHAaHTeIMYeHiCTh. — Mu HaBiTh nokasyBamu “120 nuiB Comomy”.
[Tazomini BOWIM ofpasy Mmicis TOro, sIK BiH 3HAB Iei (iabM, a crpaBy J0ci
He po3kpmii. [lomepT MoXkHa # Tipiie, HIK MiJ 9ac neperysiay QpiuibMy
[Tazomini — g MeHe 1e OyB OM i/lealbHHI BapiaHT: XOpowuil (inbMm,
3pyuHe Kpicio. BiH 3aMmerymmBes 1 JgicTaB i3 KHIIEHb HAOIp JyIs
caMOKPyTOK. MOro poeBo-»0BTYBATi NIaJIbIli BUTIIAAIMA HAJTO BUTOHUCHO
JUTSL TOTO, 1100 TaK BIPABHO KPYTHTH IIUTAPKH.

— HacnipaBii, — mpoI0BXHB BiH, — 51 XOTIB [IOTOBOPUTH 3 TOOOO TIPO
npodceninky. Camn BBaxkae, 1[0 WICHCTBO Yy MpoQCHiam — Ie 3pana
«ITapanaiizy». 3BicCHO, He BCl MIATPUMYIOTh L0 1/1€10, 1 CKaXXy TOO1 YECHO,
HaM MaJIO IUIaTATh, 1 HIXTO IILOI'0 HE BU3HAE.

Ile mpaBna, noaymana s, noku KocMo MOHOTOHHO MPOAOBXKYBaB —
Maiike BCS MOs 3apIUIaTHS WIIUIA Ha OTUIATY XOJIOAHOT KiIMHATH, JIe Tiaora
1 MeOJIl CKpUMIK U TPU3JIM MEHE, Haue I10Ch KuBe. MU BCl HOCHIIM YOPHY,
BULIBUTY, pBaTy, NEpPEUINTy, 1HOMAI BKpajaeHy (opMy, 31 CTONTaHUMH U
npofipsiBieHnMu  migbopamu. Hamii  o6igm  Oynaum  KaJlOTiTHUMH:
OyTepOpoaM 3 MIMHKOIO IO 3HWXKII 13 CylepMapKeTy, 3MOpIIeHI s0IyKa,
JIeIIeB] IYKEePKH 1 IIOKOJIa/1; MU IMWIM IPUTOPLUTY KaBy i Yall, MOIyIUIeHi i3
K10CKa, JIe KaHICTPOIO JIs rapsy0i BOJIM CIYTyBaB MOM’ ITUI MeTaeBHii 6ak
BiJ] A0JIy4HOTO CHJIPY, B IKOMY IUIaBAIM MYXH, TIHJI, 1 IKUH HIXTO HIKOJIH He
MUB.

—... Ha cremi B 3ami TpilluHY, MMOTaHa BEHTUJIALIA... OJHOTO pasy
I’ STHAW BiABiMyBad 37mamaB JIijii 3am’acTd. .. Hac 3MYyIIYIOTh APASTH JIAWHO

30



broke one of Lydia’s wrists... expected to clean up shit and blood in
the toilet with nothing but a piss-covered mop...’

Cosmo continued as we drank pint after pint, as if he was
slowly pulling back a curtain to reveal a film I had heard but didn’t
admit was playing behind it.

‘Sally thinks we are all charity cases she took under her wing,
basically unemployable freaks, and so she doesn’t have to treat us
properly.” “What do you mean?’ ‘Did she ask to see your CV when
you had your interview?” ‘No,’” [ admitted. ‘No one would hire Paolo
here with his English — he was half starving and sleeping in hostels
when Sally found him lurking in the lobby. He told me in Italy he has
a criminal record, he assaulted someone with a knife, I think. This
was the first job Flynn has ever had — he got it right after being kicked
out of drama school — and Lydia looks like she sacrifices lambs to
Satan in her spare time. Patricia is lazy, and god knows where Otto
comes from.” ‘What about you?’ I asked. Cosmo chuckled. ‘I
suppose I am an exception — I’ve been working at cinemas since |
was sixteen,” he said proudly, though of course it was a stupid
question to ask. Cosmo was fussy about movies, difficult and lazy
when he wanted to be. He smoked and drank a lot; I couldn’t exactly
imagine him working in a supermarket or post office. ‘I could tell
you had never worked in a cinema before as soon as you started, but
you’ve picked up the trade, kid,” he said, though I was several years
older than him. ‘I didn’t think you would last a week — the girl before
you, she lasted five days then was put in hospital for a mental
breakdown. That “We’re Hiring” sign is put up a lot, I don’t even
know why Sally bothers to take it down.’

I swallowed the rest of my beer. The next day Otto acted like
nothing had happened. I asked Paolo about the story, as we were on

i KpoB y Tyaseri OpyHOI0 IBaOpOIo... — HE nepectaBaB roBoputu Kocmo,
1 MU ITAJTY TTIIHTY 3a IMHTO0. 3/1aBajiocs, HiOU BiH MOBUIBHO PO3TOPTAE 3aBICY
JI0 3HalioMoro MeHi (ibMy, ajie po3yMijia, IO BIH CIpaBi Hie Jech 3a
KaJI[POM.

— Can aymae, mo MU BCl — rpyna AMBaKyBaTHX Ta 0€3poOIiTHHX
HEBJaX, SKUX BOHA OJAarodiifHO NPUXUCTHIA, 1 TOMY HE 3000B’s3aHa
HOPMAaJIbHO 3 HAMU TTOBOAUTHCH.

— o Tv Maemn Ha yBa3i? — 3anmuTana s.

— BoHa nipocuiia Tebe moka3atu pe3rome Ha criBoecii?

— Hi, — Bu3nana s.

— HixTo 0 He B3siB Ha po6oTy [1aono 3 iioro aHrmiiChKOIO, BiH Jie/IBE
3HAXOJIMB 1)Ky 1 HOUYBaB y XocTenax, komu Cani 3Hainua iioro y ¢goe. Bin
Ka3aB, 110 B ITaiii Mae CyTuMiCTh, 31a€ThCS, BIH HAIlaB Ha KOT'OCh 13 HOXKEM.
diHHA BUTHAJIM 3 TeaTPAIBHOI IIKOJIH, 1 I1e OyIia iioro mepima podoTa micis
uporo. A Jlimis 3aranom BUTIIAJA€ Tak, HIOW y BUIbHUI Yac MPUHOCUTH Y
JKEPTBY SITHAT carai. [latpuitis miamBa, a xT0 Takud OTTO 1 3BiAKK BiH
B3sBCS — onaHoMy bory Bimomo. — A TH TOAl SIK TyT ONUHUBCA? —
norikaBmiack . KocMo rMukHyB.

— SI, MalGyTh, BUHSATOK, MpaIIOl0 B KiHOTEaTpax 13 MIICTHAALATU
POKIB, — TOPJI0 3a3HAYUB BiH, X04a I1e Oyino aypHe 3anutanHs. Kocmo OyB
nepedipaMBUM 100 (PiIBMIB, @ KOJIM HOMY KOPTiJIO, TO JIIHUBCS 1 IpyOuB.
Bin Garato KypuB 1 mMB, MEH1 OyJO Ba)XXKO YSIBUTHM HOTO IpaliBHUKOM
CynepMapKeTy 4M MOIITH.

— S Bigpa3sy 3po3yMmiB, 110 TH HIKOJIM HE MpalioBajia y KiHOTeaTpi,
ajie TY MIBUJKO OCBOINacs, Majia, — cka3aB BiH, Xoua s OyJa Ha KiJIbKa POKiB
cTapiia 3a HbOTo. — S He JymaB, 0 TH TMPOTATHEI 1 THX/IEHb, JIBYHHA JI0
Tebe MpoTpUManacs I’ sITh AHIB 1 MOTPAIUIIA JI0 JIIKApHi 3 HEPBOBUM 3PHBOM.
s Tabnuuka “Ulykaemo nmpaiiBHUKIB” MOCTIHO BUCUTH, 1 HABITH HE 3HAIO,
yomy Cani B3araii ii 3HIMae.

A nommna coe muBo. Hactynmuoro mus OTTO BiB cebe sik 3a3BUYAd,
HiO6M Hivoro He crajnocs. S 3anurtana [laono mpo mro icTopiro, 60 Mu Oyiu
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shift together again. I kept having to repeat myself because Navajo
Joe was playing in the screen.

‘I love Pasolini, Otto and I pushed Sally into showing those
films,” he said. ‘But then I couldn’t see most of the films here because
I was on shift and they were one-offs. I think Sally did that on
purpose.” He kicked one of the parlour palms, sending dust and
spiders everywhere. I couldn’t ask him any more because at that
point, Iris came out of Navajo Joe, obviously bored and looking for
conversation. Paolo immediately fled into the men’s bathroom where
he spent a good hour, leaving me to entertain Iris. I decided to watch
Accattone on my own. I didn’t want to miss the movie nights with
the others, so I watched it on a rare day off in the morning. I kept
trying to guess the scene the man at the Paradise had died in, and how
he had died. The film ends with someone dying in an accident, and
maybe it happened just like that, an accident at the same time as it
happened on screen. I watched Pasolini’s Mamma Rosa, Teorema,
Canterbury Tales, Arabian Nights, Decameron, Medea, 120 Days of
Sodom, always on my days off so that I got behind on doing laundry,
all my black clothes smelled like sweat and had beer spilt on them. I
liked the ones about urchins, about beautiful and violent men, but his
historical films like Medea, taking place in treeless deserts,
shadowless bright places where bloodshed was vivid, gave me an
unsettling feeling.

Those environments were the last place [ wanted to end up; I
much preferred the damp gloom of a movie theatre, like a cool,
peaceful pond to watch the world from. I got some books on Pasolini
from the library, to read more about his death. I found a lot of photos
of his murder. He was brutally beaten to death, a gay hustler he had
picked up was accused but there were theories it was actually the
police, the government, the CIA, or a fascist political party, that one
hustler couldn’t do so much damage to another person. Pasolini

pa3zoM Ha 3MiHi. J[oBOAMIIOCS MOCTIMHO MTOBTOPIOBATH, aJKE B 3aJIi KPYTHIIN
«Haaxo [[>xo».

— S mo6mo IMazomini, sikock Mu 3 OTTO HaBITh nepekoHanu Camri
BJIAIIITYBATH MOKa3 HOTO (DUTbMIB, — CKa3aB BiH. — AJIe sl HE MaB MOXKIJIMBOCTI1
JTUBHUTHCS OUIBIIICTh, 00 OyB Ha 3MiHI, a ITOKa3u OyJKM OJHOpa3oBi. [lymaro,
Cani BnamTyBaja Bce Tak HABMUCHE. BiH HAaIITOBXHYBCS HA OJHY 3 TAJIbM
y XOJTi, 3MIMHSBIIM IMAJI 1 TaBYKiB. $l HE BCTHUIJIA HIYOTO OUIBIIE 3alUTATH,
60 3 «HaBaxo [[xo» Buiimia Aiipic, sikiii OyJlo MOMITHO HYJTHO 1 siKa
aKTUBHO IllyKaja chiBpo3MoBHUKA. [laono Bigpa3y BTIK A0 4OJIOBIYOi
BOMpaNbHI, 1€ NPOCHIIB M0OpA4Yy TOIWHY, 3aJUIIMBIIN MEHE CaMmy
po3Bakatu Afpic. S Bupimia NOJUBUTUCST «AKKATOHE» HaoAuHIN. S He
XOTiJIa TPOIYCKAaTH «HIYHI MEperisiiny 3 IHIIMMH, TOX €IMHUM YacoM,
KOJH S Moryia TuBUTUCS (imbMu, OynM MOi piAKICHI BUXiAHI BpaHmi. S
MOCTIMHO HaMarajiacsi BraJlaTH, Ha SKid CIICHI MOMEp TOH YOJIOBIK i3
«[Tapanaiizy» 1 sk 1e cranocs. PUIbM 3aKIHUYETHCS CMEPTIO BiJl HEIIACHOTO
BUMIAJIKY, 1 5 JyMayia: MOXe, TO TiHCHO SKHICh 30ir — CMepTh y 3aii Ta
cMepTh Ha ekpani. S momuBmiacs ¢ineMu «Mama Pomay, «Teopemay,
«Kenrepbepiiicbki omoBini», «Tucsaua W oaHa HIu», «Jlekamepony,
«Menes», «120 nuiB Comomy». S 3aBxau pobOuma Iie Ha BUXIIHUX, caMme
TOMY 1HOJII MPOITyCKajia MpaHHs, 1 BECh Mii YOPHUN OJST CMEP/IB IMOTOM 1
OyB y musMax Bif nuBa. MeHi mojpoOanucst Ti CTPIYKH MPO BYJIUYHUX
XJIOITYAKIB, PO KPACHBHUX 1 )KOPCTOKUX YOJIOBIKIB, ajie T1 ICTOpUYHI (PisIbMHU,
AK-0T «Menes», 110 3HIMamucs B 0e31iCHUX MyCcTeNsX, y Oe3TIHHUX CSFOUMX
MPOCTOpax, A€ KPOBOIPOIUTTS OYJI0 HAJATO SICKPABUM, BHKJIUKAIH B MEHE
tpuBory. Lle Oynm Micug, ne s HaliMeHIIe XOTi1a OM onuMHUTHCS. MeHi
OlnIbLIe 70 AyLIl IPUIaiana BOJIOTa TEMPsBA KIHO3aly, MOB IPOXOJIOAHHM
Ta TUXMHA CTAaBOK, 3 SKOTO MOXKHA CIIOCTEpiraTH 3a cBiToM. S B3sa y
01010 TeIT KHUKKH, e PO3MOBIAAI0Cs TTPo KUTTs [1a3omiHi, mo0 mi3HaTHCs
GinbIre mpo iforo cMeptk. S 3Haiiiia 6arato $poTo 3 Micus B6uBcTBA. Moro
’KOPCTOKO 3a0MJIM HACMEPTh, 1 B IbOMY 3BHHYBATWIJIH SIKOTOCH IIaxpas-res,
SKOro BiH panime migdyenuB. Ilporte icHyBanmu Bepcii, 10 1€ 3poduia
noitist, ypsia, LIPY uu dammctu — onuH XJonenp He MIT 3aBIaTH CTUIBKH
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wrote novels and poems along with making films. I liked his poetry,
and copied a few lines into my film journal.

Every real act of the world, of history,
coagulated in the stream of light,

in the atrocious distrust of your flame:
and it was wholly verified within it,
losing its life in order to regain it:

and life was real only if beautiful...

Nights of Cabiria
Directed by Federico Fellini
1957

We had an idea to campaign for Pete to get his job back, but
Sally told us the Paradise was closing for a month to be renovated. It
was exactly what she had wanted — the screen needed a desperate
makeover, and the premiere had convinced the new owners it was
necessary, that the Paradise was still an important cinema.

We didn’t know what would happen to us all, with no hours
to work. ‘They’ll just hire a bunch of new people if we quit, and like
we are going to find other jobs in six weeks?’ said Cosmo.

‘But it will take weeks to train them — they wouldn’t have our
expertise, wouldn’t know the building like we do,” Lydia said.

Cosmo finally managed to get everyone to sign a Paradise
Cinema Union card, a mini branch of the largest TV and Film Union
in the nation, with the exception of Otto, and Sally of course. Patricia
helped him make them; after him she was the keenest, probably
because she felt like a character in La Chinoise. She started to wear
a hammer and sickle pin to work on her jumper.

mkoau. Pasom 13 ¢inmbmamu Ila3omini nucaB pomanu ¥ Bipmii. MeHi
cnojobarnacst Horo moesis, s HaBiTh Mepenucana Kilbka PAIKiB J0 CBOTO
IIOICHHUKA TIPO KiHO:

«¥Yci BaximBi moii CBIiTY Ta icTopii

chopmyBaHCs y TTOTOIII CBITIIA,

y JKOPCTOKOMY MPOTUCTOSIHHI TBOEMY TIOTYM 0!

1 BC1 BOHH 3apOJIUINCH B HHOMY,

BTPavyarouu CBii ceHc, abu HOro BiJHAUTH:

1 KUTTS OYJIO CIIPABKHIM JIUIIE TOJI1, KOJIU OYJI0 MPEKPACHUM. ..»

Houi Kabipii
Pexucep @enepiko demrini
1957

VY Hac BuUHMKJIA i7es arityBatu [liToBe mOBepHEHHS Ha poOOTY, ane
Cari 3pyliHyBaJIa Halll TUIaH, OB1TOMUBIIH, 110 «[lapanaii3y» 3akpUBarOTH
Ha Mics1b Ha peMoHT. L{e Oyo came Te, 4oro BoHa XOTiJIa: €KpaH BXkKe 1aBHO
noTpedyBaB 3aMiHH, a HEHIOJAaBHS MpeM’e€pa MepeKoHalda B IbOMY HOBHX
BJIACHUKIB, ajuke «[lapanaii3» yce 1ie KOpUCTy€eThCs MOMYISIPHICTIO cepe
B1JIB1lyBauiB.

Mu He 3HaNM, YUM MU OyzeMo 3aiiMaTHCs, KOJIU He Oyae poOOTH.

— Bonu npocTo 3HalinyTh HaM 3aMiHy, SIKIIO MU 3BUIBHUMOCH. Ta 1
x10a 11e MOKJIMBO — 3HAWTH 1HIITY pOOOTY 3a IIiCTh THXKHIB? — cka3aB Kocmo.
— Ane X Ha 1€ MiIyTh THKHI, 1100 HABYMTH HOBaukiB. BoHu He Taki
JIOCBITUEH], SIK MU, Oa O11bIIIe, BOHH HE 3HAIOTh KIHOTEATp Tak A00pe, K MU,
— Bigmosiaa JIigis.

Kocmo 3pemrToro Branocst NMepeKOHAaTH BCIX MIANUCATH KapTKy
«IIpoghcninka kinomeampy Ilapaoatiizy», 3a Buasitkom OTTO, 1, 3BicHO, Casi.
To Oyno HiIOM MaleHbKa YaCTMHKA HaiOLIbIIOl B KpaiHi TeneBi3iiHOI Ta
kiHemarorpadiuHoi npodeninku. [laTpuiist ronomarana ix BUTOTOBIIATH, 1,
3aaBasiocs, 1 e momo0anocs, MOXJIMBO, TOMY IO BOHAa IOYyBajacs
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‘I’m not surprised Otto doesn’t want a union card,” Cosmo
said. And he whispered scab under his breath when he walked past
him.

In the days before the closing, Otto ignored all of our efforts
to speak to him and went about his tasks mechanically. Paolo kept
saying he didn’t want to work in a cinema anymore anyway, he’d
rather be a waiter or a hustler, but he didn’t make any effort to apply
for any new jobs. He feigned half-heartedness, while I put as much
work as I could into the campaign to keep our jobs.

We had sex with an angry desperation in my bedroom or his,
drinking cans of stout and smoking, until we both felt red and raw,
as if we had been scrubbed clean.

Pete said he didn’t want to fight for his job, he was too old
and wanted to spend more time with his grandson.

Cosmo and Patricia turned Cosmo’s bedroom into an office,
and we typed out letters to newspapers and government officials on
Patricia’s half-broken typewriter, painting signs to stick outside the
Paradise and on the surrounding streets.

We all, with the exception of Otto, spent a lot of time in
Cosmo’s bedroom (Patricia’s room was unimaginably filthy too —the
walls were painted black), which had stripped wallpaper and a single
postcard of Jean Cocteau tacked to one wall; a perfectly ironed sheet
was taped to another for a screen (he was saving up to buy a good
one).

On those days, Harold Lloyd was silently dangling from
clocks watching over us all while we painted and wrote, smoking
cigarette after cigarette and drinking expired beer. Cosmo even had
a wooden harmonium to play — he had bought it at a junkshop —
during silent films, though he wasn’t satisfied when any of us tried
under his instruction.

‘Half the keys are fucking broken on it anyway,” Lydia said,
trying to bang out Tea for Two.

repoinero ginbmy «KurtasHka». BoHa HaBiTh Mmovajia HOCHUTH 3HAYOK 13
CEepIIoM 1 MOJIOTOM Ha CBETPI.

— 51 He 31uBOBaHa, 10 OTTO HE JJOEAHABCA IO HAIIOI0 TOBAPHCTBA,
— ckazaB KocMmo, 1 mocTiitHO mmmniB wmpetikopexep OTTO B CIIUHY, KOJIU
IIPOXO/IUB IIOB3 HBOTO.

Y gui mepex 3akpurtsaM OTTO IrHOpyBaB yci Hamli crpoou
IIOTOBOPUTH 3 HHUM 1 pOOOTHYHO BUKOHYBaB cBOi 000B’s3ku. Ilaosio He
nepecTaBaB TOPOYMTH, IO B3arajai He Xouye OIiIbIle MpamioBaTH B
KIHOTeaTpi, IO Kpalie Bxke OyTu oiliaHTOM YU LIyJIEpOM, ajie )KOAH1 HOBI
BakaHCil BiH He nrykaB. Bin ynaBas, mo iomy Oaiimyxe, B TOW 4yac 5K 5 3i
HIKIpH MHYacs, abu 30epertu Haii poooul MicCIs.

Mu cepauTo Ta BiAUaliAyIIHO 3aiiMaiucs CEKCoM y MeHe a00 B HbOTO
BJIOMA, MMM CTayT 1 KYpHJIH, X IOKM OOWJBa HE YEPBOHUIM M cTaBaiu
BHUCHA)XCHUMH, HIOM HAC CTEPIIH JIOYNCTA.

ITiT ckazaB, 10 oMy Oaligyke Ha poOOTYy, BiH yXkKe CTapHil 1 xoue
OiIbIIIe Yacy MPOBOIUTH 31 CBOIM OHYKOM.

Kocwmo i1 Ilarpuis meperBopuiu crianbHi0 Kocmo Ha cBiii odic. Tam
MU JIpYyKyBaJH JIMCTU HA HamiB3JaMaHii Apykapcbkiii Mammami [aTpumii 1
HaJCWJIaIM iX JI0 ra3eT Ta YpsJIOBIIB, a I MaJlOBAIM IUIAKaTH, 100
noBicuTH OL1s1 «[lapanaizy» 1 Ha CycCiIHIX BYJIUIISX.

VYeci mu, kpiMm OTTO, IpoBOMIIM OaraTo 4acy y cnanbHi Kocmo (B
kimHati [latpuuii Oyno Hag3BUUaiiHO OpyAHO, a cTiHU Oyiu nogapOoBaHi B
YOpHHUI), 3 00A€PTUMH LITaNiepaMy, Jie Ha OJHIN LUIiH CTiHI BUCLIA JMIIe
onHa jnuctiBka 3 JKanom Kokro, a Ha IHUIy BIH HPUKPINHUB iA€aTbHO
BUIIPACyBaHe MPOCTUPAJIO, L0 CIYTYBAJIO €KpaHOM (BiH BiJKJIa/1aB Ipoli,
1100 KyNHUTH CIIPaBXHIM).

V i nHi laponz JInoiin 6e33By4HO 3BHCAB 13 TOJIMHHMKA HA €KpaHi,
CTIOCTEpITal0uu 3a TUM, SIK MU MAaJIOBaJIH, MUCATH, KyPHJIM ITUTApKy 3a
[UTapKol0 ¥ 3amMBajM MNPOCTpoueHUM mnHBoM. KocMo HaBiTh MaB
JIepeB’sHUH TapMOHIyM, KYIUIEHMH y KpaMHHII 3 aHTHKBapiaToM, 100
rpaTH Ha HBOMY HiJ HiMe KiHO, X04a BiH OyB HE B 3aXBaTi, KOJH Oyab-XTO
CJITyBaB HOro 1HCTPYKIIISIM 1 poOUB T€ K caMme.
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It was Lydia’s idea that we write to different directors and
actors, including ones famous for leftist political associations, and
ask them to make a public outcry. Quite a few did.

Sally, like Otto, ignored our signs, our anger, and went about
her day as if she was blind to them.

‘She thinks we should sacrifice ourselves to the cinema like
lambs,’ said Cosmo.

She came out of the office less and less, as did Otto.
Whenever any of us entered, they stopped talking, quietly typing
away or sorting through papers.

A newspaper ran an article: “PARADISE CINEMA LETS
STAFF GO AT BEGINNING OF RENOVATIONS.”

The article embarrassed CinemaTown enough that the
company agreed to pay us at eighty per cent of our wages for the
months of renovation.

After the Paradise closed and the renovations started, we
wandered like orphans from cinema to cinema in the city, watching
movies, but soon enough none of us could afford it anymore as the
eighty per cent of a minimum wage didn’t go far.

Review Cinema, our main competitor, gave all the Paradise
staff free entry to films (I think because they wanted some attention),
but cut us off as we went almost every day and Cosmo kept
complaining to the manager whenever they let in other customers
late.

Otto had stopped inviting us over to his place for films, and
Paolo and Lydia grumbled whenever I mentioned it. Otto had taken
his projector into his bedroom, put away in its box, shut away like a
glass eyeball a blind man no longer wanted to use.

We all squished ourselves into Cosmo’s tiny, smoke-filled
bedroom for movies. During that period, I don’t think any of us

— YopT, mosIoBUHA KIJIABIII yce OHO HE Mparroe, — ckazana Jlimis,
HAMararouuch HarpaTH MeJolito «Haro BIBOX».

Inest mucatu BiZOMHM peXXucepaMm Ta aKTopamM, OCOOJIMBO THM, XTO
MaB JTiBI TOJITUYHI MOTJsiau, Hanexkana Jlimii. I gexto 3 HUX crpaBmi
BIITYKHYBCS.

Cati, pa3zom i3 OTTO, iIrHOpYBaIa HAII TJIAKATH, HAIlle 00ypEeHHS 1
Bena ce0e Tak, HIOM HIYOro He 0a4YuTh.

— Bona nqymae, mo My TOBHHHI MOKEPTBYBATH COOOO SIK SITHSTA
3apajau KiHoTeaTpy, — ckazas Kocmo.

Bona pgenmam pigme Buxomwia 3i cBoro odicy, ta i OTTO He
nokasyBaBcs. Komu XToch 13 Hac 3aXOJMB, BOHU Bipazy 3aMOBKAJIH, THXO
JIPYKYyBaJlK 4d TIepeOupay nanepu.

YV raseri 3’sBunacst crarta:  «KIHOTEATP  «IIAPAJIAM3»
3BIJIPHAE T[IPAL[IBHUKIB HA I[I0OYATKY PEMOHTY ».

CratTs HacTIbKHU 30eHTexuIa koMmaHio «CiHemaTrayH», 1[0 BOHH
MOTOMIINCS KoMIIeHCOBYBaTH HaM 80% 3apruiatv Ha 4ac peMOHTY.

[Ticns 3akputts «[lapamaiizy», Komu po3modaBcs PEMOHT, MU
Onmykanu MICTOM, OpOAWJIM SIK CHPOTH Bl KIHOTEaTpy [0 KIHOTeaTpy,
TUBUIHCS (DUTEMU, ajie CKOPO BKe HIXTO 3 HaC HE MIT c001 IIbOTO TO3BOJIUTH
— 80% MiHIMaIBHOT 3apIUIaTH BUCTAYAJIO HEHAIOBTO.

Ham romnoBHui KOHKYpeHT, KiHOoTearp «PeB’ro», ndaB TpaBo
0€3KOIITOBHOTO BXOZlY B KIHO JUTS BCIX MpaliBHUKIB
«[Tapanaiizy» (HameBHO, 1100 PO HUX TAKOXK MUCAIN B ra3eTax), aje MmoTimM
HACc TepecTaad IMycKaTh, 00 MW XOJWIM Tyau Maixke monHs, a Kocmo
MOCTIMHO CKap)KUBCSI MEHEIKEepy, KOMM THUX, XTO 3alli3HUBCS, BCE XK
BITYCKaJIM Ha CEaHC.

OTTo nepecrtaB 3anpolryBaTi Hac 10 cede Ha meperisian GiabMiB, 1
[Taonmo 3 Jlimiero oOyproBanucs, KOJIW s Mpo Iie 3ragyBajia. BiH HaBiTh
npudpaB CBil MPOEKTOP Yy KOPOOKY Ta 3aXOBaB HOro y CrHajbHi, sIK CIINUH,
[0 XOBA€E IMITYYHE OKO, sSIKE OIIbIIIe HE HOCUTHME.

Mu Bci TicCHUIUCS Ta JUBWIHCS (iIbMH B KPUXITHIN, 3aAUMIIEHIN
kimHaTIl Kocmo. Toxi, 31a€Thest, MU HE a4 KOTHOTO (PibMy, 3HATOTO
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watched a film made after the sixties because of Cosmo. La Grande
lllusion, Les Enfants du Paradis, Pandora’s Box....

We became afraid the Paradise would never reopen at all. It
was my idea that we go at night, to see the progress of construction.

It was raining outside, so we cowered under Patricia and
Cosmo’s collection of shabby umbrellas — Flynn, Paolo, Lydia,
Patricia, Cosmo and I. The main entrance of the Paradise was
boarded up with wood and metal, and the marquee sign was turned
off, not even with a message saying it was temporarily closed.

Cosmo rattled the wooden boards, trying to get in.
‘There is noise in there, they can’t be doing construction at night,
that’s not legal,” he said.

We all pressed our ears against the boards. It was music, not
the sound of drills.

‘It’s from a film, I don’t remember which,” Flynn said. He
slurred; drunk.

The song sounded familiar to all of us, but no one could name
the film.

‘Otto would know,” said Cosmo, a tone of respect in his
voice, and we all felt his absence. He said he was too tired to come
on our escapade.

We stood there for a long time, listening. There was a foul
smell emanating from inside too, as if carried by the song.

MicIs MIICTAECATUX — yce vepe3 BrnojoOanHs Kocmo. «Bemwka 11103151,
«/[itn paiika», «Ckpunbka [Tangopm». ..

Mu nouanu 6ostucs, mo «llapamaii3» y3aranai HIKOJIM OiIbIIe HE
BiIKpHEThCS. | B MeHe 3’gBUIIach i€ MiTH TyAu BHOYI, 1100 TMOAMBHUTHUCH,
SIK WAYTh CIIPABU 3 PEMOHTOM.

Hansopi gommio, Toxx mu— @uminn, [1aomno, Jlixis, [Tarpuris, Kocmo
1 S — CXOBaJIMCS I KOJCKIIEH MOoIIaprnanux mnapaconbok [larpumii Ta
Kocwmo. NonoBuwmii Bxin y «Ilapanaiiz» OyB 3a0uTHIA TOIIKaMU i METAJIOM,
HEOHOBY BHUBICKY BHMKHYIM, Ta i He OYyJO HISKOTO HAmHCy THUILY
«TUMYACOBO 3aYMHEHOY.

Kocmo CMHKAaB JTOIIIKH, HaMarar4Juch BIITUMHHUTHU.
— 51 9yt0 nryM, ajie BOHM XK HE MOXKYTh POOHTH PEMOHT YHOUI, 1€ HE3aKOHHO,
— CKa3aB BiH.

Mu Bci PUTHCIN ByXa JI0 JOMIOK. Y Cepe/inHi JTyHaa My3uKa, a He
3BYKH JIPUJIIB.

— Le 3 sskoTOCH (hiTEMY, HE ITaM’SITal0 SKOTO caMe, — CKa3aB I’ STHHUM
@DiHH.

Menonis 3maBajiacsi BCIM 3HAMOMOIO, ajie¢ HIXTO HE MIr 3rajaTH, 3
SIKOTO BOHA (UIbMY.

— OtT0 0 TOYHO 3HAB, — 3a3HauuB KocMO 13 HOTKOIO ITOBaru B roJjIoci,
1 MU BCl BIT4yJH, 110 BiH HE 3 HaMu. OTTO cKa3aB, 1110 3aHAATO BTOMIICHUH,
1100 MITH Ha 110 BUTIBKY.

Mu 10Bro TaMm CTOSUIH, BCAYXaIUCs. 3CepeHH HIIIOB HEMPUEMHUHN
3alax, HiOW caMoI0 MiCHEIO0 MOT0 BUHECIO HA30BHI.
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Chapter 2. Challenges of Rendering Intertextuality and Expressiveness
of Children of Paradise Into Ukrainian

2.1 Camila Grudova and her remarkable book

Camila Grudova is a Canadian writer who lives in Edinburg. She has a degree in Art
History and German (Camilla Grudova | United Agents. Departments | United Agents (n.d.)). Her
fans describe Camilla’s style as “effortlessly spare and wonderfully seductive...”(Barker N.,
Children of Paradise: Longlisted for the Women's Prize for Fiction 2023 (n.d.)).

Her most remarkable writings are the Doll’s Alphabet (2017) and the Children of Paradise
(2022). The last one is told to be “an eerie debut novel, a cinema usher and one of Britain's best
young short story writers” (Revely-Calder, 2022). What is more, the book was longlisted for the
Women'’s prize for fiction, and Grudova’s writing is being compared to Franz Kafka, Angela
Carter, and Margaret Atwood’s, for the use of grotesque portraying and surrealism (Blakemore,
2023). Her works are feminist, protesting; she judges and shows criticism of labour exploitation,
in horrific environment, where reality and fantasy blur (Taylor, 2022).

The novel depicts a girl Holly, who starts working a shift job in the cinema called the
Paradise. The job, which has seemed to be a summer gig, suddenly changes her life and
personality. She finds friends, with whom she shares a hobby of cinematography. They rewatch
old movies, organize film parties, eat popcorn, drink expired beer and become a team. However,
one day everything changes, the Paradise cinema is closed for renovation and the friends are at
risk of losing their jobs. But they don’t give up and decide to fight for themselves. At the same
time, something happens in the cinema, and things go awry. Grudova is said to have written this
novel under the impression after her work in the cinema.

The genre of the book belongs to horror fiction. However, we wouldn’t fully classify it as
a conventional horror. According to The Encyclopedia of Fantasy and Horror Fiction, traditional
horror is characterized by the existence of supernatural or fantastical elements, like monsters,
vampires, ghosts, or other non-natural creatures (Don D’Ammassa, 2025, pp. 3-9). She rather
describes social and psychological horror. Grudova herself tells that it’s a story about “...cinema
workers and the building of the cinema as a character, a dreamy-dying place” (Q & A with Camilla
Grudova - Books from Scotland, 2022).

2.2 Intertextuality as a literary phenomenon

The term intertextuality has been long in the centre of discussion among scholars. For
instance, back in 1966 it was noted by Julia Kritseva that “any text is built as a mosaic of
quotations” (Baron, 2020, p.20). Graham Allan adds that “a text is possible to be understood only
in relations to other texts” (2022, p.6). Sarah Carter also adds that intertextuality serves as a “cross-
cultural exchange of one or several sign systems into another one” (2021, p.4). Based on these
assumptions, we consider reading a text not only a process of decoding one work, but rather
looking at it as a relation to other texts, cultures, allusions and influences.

The notion of intertextuality was firstly studied by Ferdinand de Saussure, who laid a
foundation for understanding a text as a system of signs (1960). He proved that a text is not isolated
but rather embedded into the cultures. As mentioned above, further research has been conducted
by J. Kritseva, who first defined the notion of intertextualité. Also, a significant contribution has
been made by Roland Barthes who named a text “a tissue of quotations drawn from different
cultures” (Barthes, 1977, p. 146).
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There are 3 intertextuality types: explicit, implicit and allusions. Explicit intertextuality is
characterized as an intentional reference or borrowed elements from another text; the implicit one
represents subtle connections between texts, and allusions include brief references to well-known
historical, cultural, or literary figures, events, or texts where a reader is expected to recognize them
(Preth, 2025).

The function is described to trigger the memory, and thus to draw readers more deeply into
the scene (Lentz, 2024)

There are world-recognized examples of intertextuality, both in literature and
cinematography, such as: Joyce’s Ulysses recasts Homer’s Odyssey, The Waste Land by T.S. Eliot
has references to the Bible, Shakespeare, and various mythologies (2024, Intertextuality:
Definition and Examples (n.d.)), the Lion King and its connection to William Shakespeare’s
Hamlet (Barron, 2025), Shrek (2001) referencing Snow White and the Seven Dwarfs (1937) (Neill,
2025), references to Pinocchio, Scrooge (BBC Bitesize What is allusion? 2020), or while saying
that something opened a Pandora’s box, having referred to Greek mythology (MasterClass, 2025)

All over the text, Grudova applies intertextuality as a reference to already existing units of
cinematography. According to Thompson, cinema’s connection between “language and language
systems have been well articulated” (2019, p.6). Allusiveness is mostly applied as a stylistic
intertextual device. According to the Cambridge Dictionary, allusion is a literary device that
“describes something that is said or written that is intended to make you think of a particular thing
or person” (Allusion. Cambridge Dictionary | English Dictionary, Translations & Thesaurus, 2025)
The connection between allusions and the cinema is undeniable, it “builds a lexicon of patterns
and techniques which shapes audience understanding and relation to the screen” (Thompson, 2019.
p.2)

Firstly, the name of the book itself, the Children of Paradise, is a reference to a French
romantic drama by Marcel Carné Les Enfants du Paradis (1945), narrating the theatrical world of
Paris.

Grudova names each chapter with reference to films, compares the main characters to
actors, directors, movie roles, posters, creating layers of relation between fiction with its cultural
memory and reality. For example, the first one is called

The Midnight Cowboy

Directed by John Schlesinger

1969 (Grudova, 2022, p. 9),

in relation to the famous American buddy-film. The next ones are built in accordance to
this pattern:

What Ever Happened to Baby Jane?

Directed by Robert Aldrich

1960 (Grudova, 2022, p. 31),

referring to American psychological thriller about two sisters’ rivalry;

The Spirit of the Beehive

Directed by Victor Erice

1973 (Grudova, 2022, p. 37), intertextual reference to a Spanish drama about a child’s
trauma;

Teorema

Directed by Pier Paolo Pasolini

1968 (Grudova, 2022, p. 53), an Italian allegorical film about divinity and bourgeoisie,
which also has been mentioned by main characters, and others — all are named after famous cinema
masterpieces. Like that Grudova connects the events in the Children of Paradise to a broader
cinematic tradition, enriching the culture depth of the text, creating connection between the
literature and the cinema.

The author also applies allusions in the text itself, creating layers between a text and the
reality. To illustrate:
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‘The Paradise shows the latest films, the money makers, but also classic Hollywood ones
like It’s a Wonderful Life, The Wild Bunch, The Great Escape, African Queen or Wizard of Oz,’
Sally said (Grudova, 2022, p. 11),

having enumerated intertextual elements, portrayed as well-known films. This way
Grudova shows a symbolic space within shabby cinema walls, showing how important
cinematography history was and how preserved it is. Besides, Grudova has also referred to famous
cinema personas, as

...pictures of horror film stars roughly cut from magazines: Jack Nicholson in The Shining,
Pennywise, Freddy Kruger and Nosferatu (Grudova, 2022, p. 15);

‘Clowns, anything with clowns,’ I said. ‘And Charlie Chaplin (Grudova, 2022, p. 10);

The ancient film projector looked like a cross between a train and Mickey Mouse (Grudova,
2022, p. 14),

...she had a face like Judy Garland’s (Grudova, 2022, p. 10).

By adding this, Grudova strengthens the character’s experience with pop-cultural symbols,
thus showing Holly’s personal perception being influenced by her job in the cinema.

Intertextuality is also shown via quotations, as the one which cites an American actor and
filmmaker in 1953:

Orson Welles limped into Festival cinema yesterday and said, “The film industry is dying-
dyingdying” (Grudova, 2022, p. 12).

This example makes a reader’s impression about the Paradise even stronger, having
combined its state with walls being rotten and cinema being at risk, having quoted the famous
director.

Also, quoting Groucho Marx:

...poster of Disney’s Pinocchio... and one of Groucho Marx that said, ‘I've had a
wonderful evening. This wasn 't it.” (Grudova, 2022, p. 14)

Groucho Marx’s words only highlight how ironical the projectionist, who wasn’t a pleasant
person happy to see the visitors, was.

In addition, the author builds several layers of meaning, forming a so called ‘text within a
text’, as main character’s reflections to questions of the interview held before that appear and break
into the main story:

What do you know about the Paradise?’ was one of her questions. ‘It’s really old,’ I said ...
(Grudova, 2022, p. 11)

She went on to tell me about the elderly ladies who didn’t know how to read... (Grudova,
2022, p. 11)

It builds a so-called “story-within-a-story”, which interweaves the character’s reflections
on the interview with the main narration.

To sum up, intertextuality in the Children of Paradise serves as a key instrument
with a help of which Grudova connects literature and cinema. Via allusions, quotations, and visual
references, the author creates an extra layered story that engages the reader in understanding
cultural peculiarities. For the translator, there is a role of a mediator, who must preserve the
meaning incorporated in the original in a target text.

2.3 Expressiveness in “Children of Paradise”

Emotions have always been a central component in literature, it is important how a reader
perceives and interprets the text. According to the Dictionary of Stylistics, expressiveness refers
to the “emotional associations of words evoked in the user; and also to meanings which indicate
the attitudes or feelings of the user” (Wales, 2014, pp. 150-151). The author aims to shape such a
tone and atmosphere so that it will have both an emotional and aesthetic effect too. The expressive
means of a language include “phonetic means, morphological forms, means of word-building,
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lexical, phraseological syntactical forms, aimed to serve as emotional or logical intensification of
the utterance” (Gryshkova, 2025, p. 94).

However, it’s crucial to distinguish the terms of “expressiveness” and “emotiveness”.
Emotiveness is characterized by a planned and conscious demonstration of emotions while
expressiveness intensifies meaning through stylistic means (Pikalova, 2021, pp. 214-215).

Among expressive means in Camilla Grudova’s Children of Paradise, we would like to
highlight simile, description, enumeration, repetition, parenthesis, and climax, which have been
most often used.

Simile is a device in which the writer compares two things that are

already somewhat related (McGuigan, 2007, p. 58). A simile makes an explicit connection
between two concepts through the use of the IS LIKE formula (Simpson, 2004, p. 42).

For example, while describing the interior of the Paradise cinema, she builds a comparison
like that:

...its entrance like the building’s gaping mouth (Grudova, 2022, p. 9).

What is more, this example also illustrates personification of the house, with it being
endowed with humanistic features, which intensify the expressiveness and build a visual picture
of a cinema.

Another case is while talking about Holly’s choice of a name:

I’ll call myself Holly, like the girl from Badlands (Grudova, 2022, p. 9).

Here the author builds a parallel between the main character and the teenage girl who
escaped from a dead-end town, portrayed in the Badlands movie, 1973, having combined simile
with an intertextual element.

Together simile and intertextuality are shown also in description of a projector room:

There were other giant, puzzling machines that hummed, like Cold War computers or
fridges... (Grudova, 2022, p. 14),

having depicted how old the computers were, creating the image where the old cinema was
filled with old computers, having emphasized the decay.

The simile is  viewed  while talking about  Sally’s  appearance:

...she had a face like Judy Garland’s (Grudova, 2022, p. 10).

By comparing Sally with Judy Garland, the author links the main figure in the cinema, the
boss, to an iconic Hollywood persona, having emphasized not only the physical appearance, but
their reputation as well.

Grudova refers to simile again while talking about young man’s appearance:

A young man with dark hair, dressed in black who looked exactly like the nymphs
(Grudova, 2022, p. 13).

While describing a man seen in the auditorium, which the narrator has already described
as Grecian, she creates the fullness of the picture, that every detail, even in the form of the cinema
worker, contributes to the place.

What is more, the author builds comparison while describing his skin, as well:

His skin was whitish grey like he had just walked out of a silent film (Grudova, 2022, p. 9),
having used here not an object, but rather a reason, transforming and interweaving him into
cinema, blurring the lines between the film and reality, showing how consistent The Paradise was.

The other significant example is with three similes in one sentence:

The cash tills were so old they looked like Victorian churches perched on the countertops...
(Grudova, 2022, p. 12);

...and the tickets were small ‘admit one’ types (Grudova, 2022, p. 12),

...pale pink with black lettering like tiny, tattooed fingers, without the name of the movie
on them (Grudova, 2022, p. 12).

These cases show how similes can help build visual aesthetics, having emphasized
both the symbolic and emotional atmosphere of the horror text.
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Description is the creation of mental images that allow readers to fully experience
a story (Wood, 2004, p. 4). Description is not only about “naming things”, it layers and deepens
stories and their themes (Dub, 2015).

For example, at the beginning of the first chapter, the cinema is described in the following
way:

The Paradise cinema had a gaudy interior and a pervasive smell of sweet popcorn and
mildew...(Grudova, 2022, p. 9).

By using the adjective “gaudy” and mentioning “mildew”, Grudova mixes the visual image
of first visual brightness which a cinema is supposed to have, with its gradual decline, with non-
aesthetic elements, which add horror.

Talking about how old it is, the author says:

It was built on the ground floor of a block of flats around the time of the outbreak of the
First World War...(Grudova, 2022, p. 9).

having underlined its historical layering, and while talking about the exterior too:

its entrance like the building’s gaping mouth, a sparkling marquee teeth grin with the word
PARADISE written in pale yellow neon (Grudova, 2022, p. 9).

As we have mentioned above, personification highlights the tension and the cinema plays
arole of a separate character, which is both lively and frightening.

Certainly, description is common while talking about the person’s look:

She wore rockabilly clothes: a vintage dress and a white fur coat with a Betty Boop badge
on it (Grudova, 2022, p. 9),

She had freckles all over her face, barely discernible under a layer of makeup...(Grudova,
2022, p.9);

The white fur had yellowish tinges in it, the way popcorn does (Grudova, 2022, p. 10).

Grudova ironically shows how glamour Sally was trying to look, but also how artificial
this glamour was, as neglected yellowish tinges are similar to Paradise’s damage, and there are
other examples, as well.

As it might be seen, the author doesn’t use plain words but rather adds a number of details
to evoke the atmosphere and create a special picture in the reader's imagination.

Description sometimes is supported with parenthesis. Parenthesis is a device that is used to
insert an aside or additional information into the main flow (McGuigan, 2007, p. 153). In writing
it is usually marked either by brackets or dashes (Wales, 2014, p. 304).

While adding details to Sally’s appearance, Grudova accentuates:

...fifties style turban — the only part of her hair that I could see was her red bangs (Grudova,
2022, pp. 9-10);

It 1s highlighted with the dash and makes the example sound more personal, moreover, the
picture becomes richer.

Similarly, while talking about her office, she adds one more remark:
Sally’s tiny office was covered in posters, pictures of Patrick Swayze (one had the phrase ‘Be nice
until it’s time not to be nice’ written over him) (Grudova, 2022, p. 15)

Here, parenthesis sounds subjective, as it reinforces the character’s perception of a new
persona. It enriches the text, adds more details, and makes the tone more dynamic.

The next distinctive device which follows the abovementioned examples is enumeration.
Enumeration refers to the act of supplying a list of details about something (McGuigan, 2007, p.
169).

By using enumeration, writers emphasize certain ideas to elaborate them further
(Enumeration - Examples and Definition of Enumeration. Literary Devices, (n.d.)).

While reflecting on the bar, Holly mentions:

There were photographs of famous directors and actors, in gold frames covering the walls
— Greta Garbo, Joan Crawford, Kim Novak, Errol Flynn, Uma Thurman, Anna May Wong, Clark
Gable... (Grudova, 2022, p. 10),
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...and posters of films like Pink Flamingos, The Breakfast Club, Reservoir Dogs and
Heathers (Grudova, 2022, p. 10),

...in pictures of horror film stars roughly cut from magazines: Jack Nicholson in The
Shining, Pennywise, Freddy Kruger and Nosferatu (Grudova, 2022, p. 15).

The examples not only evoke the atmosphere and play a role of describing the walls, but
rather create nostalgia and build a cultural frame with the usage of intertextual elements.

Having reflected back to the example:

...but also classic Hollywood ones like It’s a Wonderful Life, The Wild Bunch, The Great
Escape, African Queen or Wizard of Oz... (Grudova, 2022, p. 11).

we might notice what a nostalgic effect of the Golden era of Hollywood the author creates.

The interior of a lobby is also described with the help of enumeration:

There was a chandelier in the lobby, red carpeted floors, gold trim on the white walls, wide
and narrow mirrors which gave it the feeling of a funhouse (Grudova, 2022, p. 12).

The list of luxury decorative details gives the impression of visual richness, however the
comparison to a funhouse makes it sound artificial.

Talking about Sally’s room, Grudova adds an extensive enumeration:

...stuffed with fraying swathes of glittery fabric, masks, bags of limp plastic balloons with
carousels on them, expired candy, hand puppets with cracked heads, plastic skulls, signs
advertising extinct chocolate bars, peanuts and servings of Jell-O in cups with whipped cream on
top, Hawaiian shirts, wigs, standees of long expired movie stars (Grudova, 2022, p. 16).

We may presuppose, the author intends to depict chaos and decay by adding such
an overwhelming number of elements. It creates the feeling of grotesque, ruining the aesthetic
pleasure but creating the opposite feeling of distortion.

Emphasis and the atmosphere in the story is also supported with the use of Climax, often
in combination with enumeration in Grudova’s work. It is the presentation of ideas (in words,
clauses, sentences, etc.) in the order of increasing importance (Harris, 2018, p.15). It has the effect
of building excitement and anticipation (Bergman, 2017).

The author mentions a chain of elements, which rise gradually. Grudova starts with
a general observation of moving across the bar; she mentions something, not identified clearly,
however finishes it with naming elements which suit bar shelves, fill the space.

Whenever I touched the table or moved my feet the entire bar seemed to rattle, the shelves
of oddly shaped glasses for obscure cocktails, the dim-coloured liquors, the jar of pickled eggs,
olives with tiny red tongues, cornichons and jalaperios floating in foggy water like dead slugs,
Luxardo maraschino cherries and dusty peanuts (Grudova, 2022, p. 10).

It serves not only as a means of description, it evokes the atmosphere the reader can feel.
It builds a grotesque image, also while comparing this list of details “like dead slugs”, even
evoking the emotions of disgust.

The next examples are:

...the kind of films synonymous with shag carpets, porcelain figurines, stale indoor
cigarette smoke and lukewarm cups of soda pop (Grudova, 2022, p. 11),

The screen sat six hundred people, each seat with a metal plaque with a number on it, each
row named after a letter of the alphabet, twenty-six rows in total (Grudova, 2022, p. 14).

Climax serves here to create rhythm and highlight abundance. With the help of this
technique, Grudova expresses the sensory overload and nostalgic decay characteristic of the story.

The following device which is peculiar in the Children of Paradise is repetition.
Repetition involves the author stating the same words, phrases, or ideas several times throughout
a text (Sigar A, 2022). The repetition of a word makes it stand out from the rest of the text
(McGuigan, 2007, p. 135).

The distinctive example which draws one’s attention is the following:

Clowns, anything with clowns,’ I said. ‘And Charlie Chaplin.’ (Grudova, 2022, p. 10).

In our opinion, it shows that the main character highlighted her interest in the films,
however as she really wasn’t a cinema professional, it might have shown how unaware and nervous
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she was. It underlines her naiveness. Later her friends started calling her Chaplin, partially to laugh
at her, which demonstrates the use of irony here as well.

To conclude, the expressive means applied in the Children of Paradise help to shape
an emotional tone and special atmosphere of the story. By frequent usage of simile, description,
enumeration, repetition, parenthesis, and climax, Grudova builds a nostalgic and special inside-
cinema world, which contributes to the general mood of distortion. These devices serve as
intensifiers, and they enhance the reader's feelings of horror and story’s aesthetics.

2.4 Challenges of Intertextuality Translation

Translation is the major instrument of intercultural communication. Great attention has
been paid to translation of fiction, as readers demand a book be rich, dense and multidimensional,
capable of weaving magic (Hopkinson, 2009, p. 1), and the translator’s job is to recreate this.

Intertextuality has long been studied as a translator’s challenge. mentions that the
increasing interest in intertextuality translation has been shown since the 1980s (Baker, Saldanha,
2020, p.267). According to Neubert, intertextuality is “a phenomenon that a communicatively
equivalent translation or interpretation shares with its source” (1981, 143). The translator plays the
role of a mediator who can process intertextual references and provide intercultural
communication (Hatim and Mason, 1990, pp. 132-137).

According to Molina and Hurtado Albir (2004, p. 499), translation techniques are applied
to analyze and solve translation problems encountered during the translation process in each
textual micro-unit. They distinguish adaptation, amplification, borrowing, calque, compensation,
description, discursive creation, established equivalent, generalization, linguistic amplification,
linguistic compression, literal translation, modulation, particularization, reduction, substitution,
transposition, variation (Kozachuk, 2023, pp. 132-133).

Let’s consider the following examples:

(1-s) the Children of Paradise (Grudova, 2022, p. 9),

(1-t) [imu Patixa (Shaiasiuk, 2025),

(2-s) The Midnight Cowboy
Directed by John Schlesinger
1969 (Grudova, 2022, p. 9);
(2-t) «OmiBHIYHMIA KOBOOID»

Pexucep JIxon [ne3inrep
1969 (Shaiasiuk, 2025);

(3-s) What Ever Happened to Baby Jane?
Directed by Robert Aldrich

1960 (Grudova, 2022, p. 31);

(3-t) «I1lo cramocs 3 be6i JxeH?»
Pexucep Pobept Onapiu

1960 (Shaiasiuk, 2025);

(4-s) The Spirit of the Beehive, Directed by Victor Erice, 1973,
(4-t) «lyx Bynuka»

Pexxucep Bikrop Epice

1973 (Shaiasiuk, 2025);

(5-s) Teorema
Directed by Pier Paolo Pasolini
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1968 (Grudova, 2022, p. 53);
(5-t) «Teopemar

Pexxucep IT’ep ITaomno [Tazomini
1968 (Shaiasiuk, 2025).

While translating the film titles as intertextual means, I have applied the translation
technique of established equivalent. These films are recognized worldwide and their titles have
already been translated, thus they are to be recognized within the target audience. To avoid
confusion and to preserve these details, we have agreed to serve their translation so that the reader
will be aware.

Besides, the examples 2-s, 3-s. 4-s. 5-s include the names of the film directors. We have
applied the translation technique of borrowing while rendering their names. Such an approach to
translation techniques used, provides accuracy and saves intertextual means, enabling readers to
trace allusions and references within a text.

The next example illustrates the usage of the established equivalent technique as well.

(6-s) ‘The Paradise shows the latest films, the money makers, but also classic Hollywood
ones like It’s a Wonderful Life, The Wild Bunch, The Great Escape, African Queen or Wizard of
Oz,’ Sally said (Grudova, 2022, p. 11),

(6-t) — YV «Ilapanaiizi» noka3yrTh 1 HAWHOBIMII (DUTEMU, 1 KACOB1 YCIIXH, 1 TAKOXK KIACUYH1
TOJUTIBYJICBKI KIHOCTPIYKH, Taki sk «lle muBoBMXHE XUTTA», «Juka O6aHmay, «Benwka BTeday,
«Adpukancbka KoposieBa» un «HapiBauk kpainu O3», — ckazana Camni (Shaiasiuk, 2025).

It helps to preserve intertextual elements, as a reference to famous films, without spoiling
the cultural background, at the same time preserving enumeration applied in the source text.

Borrowing has also been used with the combination of the translation technique of
amplification. When it does sound better in the target language, one might add additional details
for the reader to understand the main intertextual means better:

(7-8)...pictures of horror film stars roughly cut from magazines: Jack Nicholson in The
Shining, Pennywise, Freddy Kruger and Nosferatu (Grudova, 2022, p. 15);

(7-t) ...HenbamMMM BHpI3KaMH 3 JKypHaNiB 13 3ipkamMu (inbMiB kaxiB: Jlkexom
Hikonconom 13 «CsiiBay, IlenniBaitzom, @penni Kprorepom 1 kampamu 3 «Hocdepary»
(Shaiasiuk, 2025).

The main techniques applied above are borrowing, while rendering proper names,
established equivalent, while conveying film titles, transposition by changing the past participle
“roughly cut” into a noun “Hexbanumu Bupizkamu’, and amplification while adding the word
“kaapu’ to clarify the image. As one might notice, it is also enriched with enumeration, which we
have saved in the target text.

The following cases demonstrate mostly borrowing, established equivalent, and
transposition techniques while translating actors’ and actresses’ names and the famous cartoon
character.

The following example shows the use of literal translation to preserve semantic units of the
source text. Thus, name is rendered into Ukrainian with borrowing technique applied in the process
of translation.

(8-s) ‘Clowns, anything with clowns,’ I said. ‘And Charlie Chaplin (Grudova, 2022, p. 10),

(8-t) — Knoynu, Oyp-1110 3 KJIoyHaMu, — ckazana st. — A6o 3 Yapmai Yamninom (Shaiasiuk,
2025).

To provide accurate translation into Ukrainian, transposition was applied in case of “a cross
between a train and Mickey Mouse”, where noun ‘cross’ was changed into verb «cxpectuiam» to
create text harmony in Ukrainian translation.

(9-s) The ancient film projector looked like a cross between a train and Mickey Mouse
(Grudova, 2022, p. 14),

(9-t) Crapuii npoeKTOp BUIJISLIAB TaK, HaYe cXpecTuin noizx 3 Mikki-Maycom (Shaiasiuk,
2025.
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Rendering name is supported by borrowing to reflect it adequately in Ukrainian. Though,
in the first part word “film” was removed by reduction in translation to avoid the complexity of
the text in Ukrainian. By the use of modulation in the process of translation hyperbolic
characteristic of projector (the ancient) became realistic (cTapuii).

(10-s)...she had a face like Judy Garland’s (Grudova, 2022, p. 10);

(10-t) B 1i 06mmuui pucu Jxyni Tapaenn (Shaiasiuk, 2025).

However, amplification might also be considered here by adding additional details for the
Ukrainian reader who might not know Judy Garland, for instance. Thus, we might reinforce the
understanding with additional details like “akropka Ta cmiBauka J[xyni Iapienn”, providing
clarification.

The next example depicts borrowing, amplification, transposition and literal translation:

(11-s) Orson Welles limped into Festival cinema yesterday and said, “The film industry is
dying-dyingdying.” (Grudova, 2022, p. 12)

(11-t) «Yuopa Opcon Bennc, wxymunvearoyu, npudyeuiu Ha Haw ghecmueans, cKA3ads:
«Kinoinoycmpis nomupae-nomupac-nomupae»» (Shaiasiuk, 2025).

What is distinctive here, in comparison to examples above, we have decided to render
“dying-dyingdying” as ‘“nomupae-momupae-nomMmupae” to preserve repetition applied and to
maintain expressive emphasis, having applied literal translation. Traditionally, the character’s
name was rendered with the use of borrowing. Amplification was used to clarify Orson Welles
actions, namely, his arrival to Festival. English verb semantically covers the action and
characteristics of that arrival, while it is hard to find universal word to comprise action and its
characteristic in Ukrainian. Though, by the use of amplification main aim was achieved.
Additionally, actions of the hero are uncovered to the reader by the verbs in the source text. By
the use of transposition, we shifted emphasis from hero’s way of arriving to Festival to his speech.

One more translation technique which becomes useful for rendering intertextuality is
modulation, especially while conveying the sense of quotations.

(12-s) and one of Groucho Marx that said, ‘I've had a wonderful evening. This wasn’t it.’
(Grudova, 2022, p. 15)

(12-t) Tlopyu OyB inmmii, i3 Ipayuo Mapkcom, i Hanucom: «5I rapHo MpoBiB yac. Ajie He
ceorogH1» (Shaiasiuk, 2025).

Surely, we could have rendered Marx’s words literally, as “Sl MmaB uynoBuii Beuip, ajue 1e
O0yB He BiH”. However, it doesn’t fully render the sense and partially loses irony. We have decided
to change the perspective slightly and develop the idea by changing the structure for naturaleness.

Overall, we might notice that the dominant translation techniques in conveying
intertextuality are established equivalent, borrowing, amplification, transposition, literal
translation, and modulation. The translator should be very sensitive and careful in order not to
spoil the original text, however also preserving vital intercultural references.

2.5 Translation of Expressiveness

Within analysis of Grudova’s expressive means we distinguish and would like to analyze
simile, description, repetition, parenthesis, and climax, from the translator’s perspective.
Enumeration as the other frequent expressive means has been commented upon in the
intertextuality section, being combined.

While describing and comparing objects or characters by using the simile, Grudova
builds the comparison with the help of the conjunction /like.

(13-s) ...its entrance like the building’s gaping mouth...(Grudova, 2022, p. 9)

(13-t) Bxix OyB cxouM Ha po33sBiieHy nanry Oymisii (Shaiasiuk, 2025).

Literal translation was applied to preserve personification in Ukrainian translation.
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The following example shows the use of Reduction to naturalize heroine’s speech in
Ukrainian translation without details that make text complicated and difficult to read. Instead,
we’ve got an easy phrase with simile.

(14-s) I’ll call myself Holly, like the girl from Badlands...(Grudova, 2022, p. 9)

(14-t ) ITpencrasmrocs ["omi, sik repoins 3 «besmmigaux 3emensy (Shaiasiuk, 2025).

As in previous examples, heroes’ names are translated with Borrowing, while movie title
was rendered with established equivalent.

The next example includes climax with simile. Entirely, simile is used by the author to
reach the pick point in climax. To preserve the author’s emphasis, we applied literal translation
with modulation in the last part of the sentence, where syntactically changed the order of words to
naturalize it to Ukrainian language.

(15-s) There were other giant, puzzling machines that hummed, like Cold War computers
or fridges... (Grudova, 2022, p. 14),

(15-t) Tam Oynu i iHII BEIETEHCHKI Ta 3araIKOBI MAIIMHHU, 11O TYJIA, MOB XOJOIUIHHUKU
YU KOMIT 10TepH YaciB XosoaHoi BiiiHu (Shaiasiuk, 2025).

Generally, the translation follows the translation technique of literal translation and
established equivalent (Cold War — Xonoana BiiiHa) in order not to lose the comparison and
original simile created by the author.

The next example demonstrates simile being built with a description of reason, rather than
an object.

(16-s) His skin was whitish grey like he had just walked out of a silent film... (Grudova,
2022, p. 11)

(16-t) Moro mkipa Mana cipyBaTo-6inuii BinTiHOK, Haye B akTOpa HiMoro Kino (Shaiasiuk,
2025).

Overall, the translation follows the translation technique of literal translation and
established equivalent, however being supported with amplification, as in the example above.
What is more, we have also applied modulation, as we shifted the comparison from “six Buiinios 3
HIMOTO KiHO” into “sK B akTopa HiMoro kiHo”, for more natural phrasing without spoiling the
simile.

We have highlighted four bright examples where the same word “like” has been rendered
in different ways as with the help of “cxoxwuii Ha”, “ax” “moB”, “Haue”. It demonstrates the usage
of the translation technique of established equivalent, as it might be found in dictionaries. Surely,
the translation technique of modulation has also been applied to convey the idea naturally to the
Ukrainian readers.

The next expressive means we would like to look at is description. All over the text,
description is applied to create the horror atmosphere of decay so that the reader will feel the
environment themselves. Taking into account the description of the Paradise cinema:

(17-s) The Paradise cinema had a gaudy interior and a pervasive smell of sweet popcorn
and mildew...(Grudova, 2022, p. 9), which has been rendered as

(17-t) Kinoreatp «Ilapamaii3» MaB KpuuylIMi 1HTEp’€p 1 HACKpi3b NPOCAKIUHN 3amax
COJIOJIKOTO MONKOpPHY Ta 1L (Shaiasiuk, 2025).

The author creates contrast between glamour and decay, and we have preserved it in the
target language by applying translation techniques of literal translation, borrowing and
amplification while adding the word “Hackpi3p” in order not to lose the atmposhere described.

What is more, the author adds more intertextual details too, talking about the cinema. For
instance:

(18-s) It was built on the ground floor of a block of flats around the time of the outbreak of
the First World War... (Grudova, 2022, p. 9), we have translated as

(18-t) Voro 3Benu Ha mepmioMy IOBepCi GAaraTOKBapTHPHOTrO GYIMHKY NMPUOTH3HO Ha
nouatky Ilepmioi cBitoBoi BiitHU (Shaiasiuk, 2025).

To make it sound natural in Ukrainian, and for us to preserve all of the details, we have
applied transposition, by making “#ioro 3Benu” instead of “Bin 6yB moOymoBanuii”, modulation,
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while saying “mepmuii” instead of “3emmnsnumii” , established equivalent while rendering the
translation of the war and literal translation techniques. By doing this, we haven’t lost the sense,
however we made it sound smooth.

Description is also pertinent while giving details on the characters’ appearance. Talking
about Sally’s clothes, Grudova says:

(19-s) She wore rockabilly clothes: a vintage dress and a white fur coat with a Betty Boop
badge on it (Grudova, 2022, p. 9), which has been rendered as

(19-t) Bona Oyna onsraeHa B CTUJI pokaOLLIi: BiHTa)KHA CyKHS Ta Oisie XyTpsiHe MajibTo 3
em6iemoro berri by (Shaiasiuk, 2025).

Grudova makes this cinema seem like a luxurious place, nevertheless, she doesn’t forget
about creating the atmosphere of decline.

The role of a translator is to maintain the atmosphere without losing any details.

By creating such a detailed description, the reader has the feeling of being the part of the
story, and being able to fully imagine the picture. In the example above we have applied the
translation techniques of transposition, changing characteristics of clothes into the name of the
style, being more understandable by Ukrainian readers. Syntactical modulation also helped to
create more natural text in translation. Amplification (added word “style” in translation) helped to
clarify the information to the reader. Name was translated with the use of borrowing technique.
Other details of clothes were rendered literally.

Grudova's story description is often supported with parenthesis. This expressive
means helps to add some details without interrupting the flow of the sentence and creating
additional ambience. For example, while talking about Sally, she also highlights:

(21-s) ...fifties style turban — the only part of her hair that I could see was her red bangs
(Grudova, 2022, p. 10), which has been rendered as

(21-t) ...rooByY MOBHICTIO OYJI0 BKPUTO TIOPOAHOM y cTHill 50-X, 1 TUIBKU pyauid 4yOUuuK
3JIerKa Bu3mpas 3-mij Hporo (Shaiasiuk, 2025).

Syntactical modulation was applied to create natural narrative in Ukrainian translation. The
use of lexical modulation allows readers to look at the appearance from another angle. And,
amplification (ronoBy Oyno moBHicTi0 BkpuTO) allows to understand details of the appearance
clearly.

Grudova creates additional emphasis on details making the reader be more involved in the
atmosphere. Meanwhile, talking about the film projector room, she says there were:

(22-s) ...pictures of Patrick Swayze (one had the phrase ‘Be nice until it’s time not to be
nice’ written over him) (Grudova, 2022, p. 15), which we have translated in the following way:

(22-t) ...¢ororpadismu [latpika Caeiizi (Ha ogHOMY 3 HUX OyB moBepxy Hamuc: «byab
no0puM, OKU He Topa Oyt 3mum») (Shaiasiuk, 2025).

With the help of techniques of borrowing actor’s name was rendered into Ukrainian.
Modulation, applied in the process of translation helped to clarify emotions, uncovered by the
author. Particularization of the type of text seen in photos is important to the reader. All above
mentioned techniques were used to preserve the natural tension and the visual frame of the
highlighted phrase, which contributes to the atmosphere, helping readers immerse in the
environment.

Except for adding the parentheses, she makes descriptions so extended and rich, having
combined them with enumeration and climax. In the example below, we might see how detailed
the author describes the bar, and what is more, one might see the gradual rise of those details that
amplifies the reader’s emotional involvement. Grudova starts with description of the bar:

(23-s) Whenever I touched the table or moved my feet the entire bar seemed to
rattle...(Grudova, 2022, p. 10)

She starts with a larger element, the bar, and then by combining enumeration with climax,
she goes on adding new smaller elements:

....the shelves of oddly shaped glasses for obscure cocktails, the dim-coloured liquors, the
jar of pickled eggs... (Grudova, 2022, p. 10),
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finishing with grotesque and surrealistic bar elements, emphasizing the decay:

...olives with tiny red tongues, cornichons and jalaperios floating in foggy water like dead
slugs, Luxardo maraschino cherries and dusty peanuts (Grudova, 2022, p. 10).

For a translator, it is vital to preserve all elements and to save the dense atmosphere,
emphasizing not a long list, but rather the importance of details provided. Our rendering was the
following:

(23-t) llopa3y, Koau s TOpKajacs CTOJYy YM 3adinaia Ioch HOTO0, 31aBAJIOCs, 110 BECh
0ap 0OCbhb-OCh MOCHIUIETHCS: TMOJIMI 3 XUMEPHHUMHU CKISSHKAMHU JJIs1 HE3PO3YMUIMX KOKTEHIIB,
IUIAIIKAMH 3 ThMSIHUM JIIKEpoM, OaHKa MapuHOBaHUX SI€Ib, OJMBKH 3 KPUXITHUMH YEPBOHHMHU
S3MYKaM¥, KOPHILIOHU Ta MEpLi XajarneHbo, M0 IJIaBaJd B TYMaHHIW BOJI, 330BHI CXOXi Ha
MEPTBUX CIIMMAaKiB, BUIITHI MapacKiHO B MapTiHi «JItokcapmo» Ta MpUIOPOIICHHUI THUJIOM apaxic.
(Shaiasiuk, 2025).

To achieve the abovementioned goal, we have applied a wide range of translation
techniques of established equivalent, borrowing, transposition, modulation, literal translation,
amplification, so that the reader will experience the same sense of rising tension.

The majority of kitchen stuff and food were translated with established equivalent, but the
type of cherry and name of liquor were rendered with borrowing into Ukrainian. Transposition
from “dusty” (adj) to «muimom» (noun) allowed to add details with the use of amplification
(MpUIIOpOIIeHU).

Overall, translation of expressive means is a challenge of a translator, who must preserve
all necessary details to create the same atmosphere as described in the source text. However, by
applying the proper translation techniques, one may achieve the proper rendering.
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Conclusions

To conclude, English fantasy and horror fiction is developing all the time. While working
with Camilla Grudova’s Children of Paradise one may highlight distinguishable usage of
intertextual elements and high degree of expressiveness. The text is built around cinematic
references, with intertextuality being a bridge between the text and cinematography.

Intertextual elements include allusions, quotations, names of famous actors and directors,
etc. While rendering this particular feature into Ukrainian, the translator has a role of a cultural
mediator. One should be aware of not losing it and making it recognizable for the Ukrainian
audience so that the atmosphere of the text will be saved. By doing this, we have applied translation
techniques of borrowing, established equivalent, transposition, modulation, literal translation,
amplification, reduction.

According to our translation, borrowing takes place in 38% of cases while rendering
intertextual elements, 29% goes by established equivalent, in 16% of cases transposition has been
applied, there has been literal translation, reduction and modulation which have occurred in 4% of
cases each, and amplification in 5% of cases (Appendix B).

Expressiveness in Grudova’s work is characterized by frequent usage of simile,
description, enumeration, climax, and parenthesis. Such devices help build an emotional tone and
atmosphere appropriate to horror novels. The role of a translator is to preserve this and convey it
in the most natural way. While translation of expressive means we have applied established
equivalent, borrowing, transposition, modulation, literal translation, amplification, and reduction.

Having looked at the statistics, literal translation has been used in 25% of cases, borrowing
— 19%, transposition and modulation 15 % each, established equivalent and amplification — 11%
each, and reduction — 4% (Appendix C).

The analysis of Grudova’s work and its translation contributes to the studies of
intertextuality and expressiveness, however the further research is aimed at other methods of their
translation.
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Appendix A. Conference Certification

MR4C10pCTB0 OCEM | MOy Yipaher
HoOMDCMGI ASDRORSE yMBEDCHTET Mend IBOHO Dposn

Ceptnoikar

Hlascrox Coghin

B3ANa yyacTs y Beeykpaincskin crypesTcuxin
HayKOBO-NpaxTHuHii xondepenuii

«Hosl TenaeHull 8 nepexnagoanascrei,
dinonorii Ta nivrsoauaaxTuui B xonTexcTi
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Appendix B. Translation techniques of rendering intertextual elements

Translation Techniques — Intertextual Elements

Borrowing

Established equivalent Amplification

Modulation

Reduction

Literal translation

Transposition
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Appendix C. Translation techniques of rendering expressive means

Translation Techniques — Expressive Means

Borrowing
Literal translation

Transposition Reduction

Amplification

Modulation
Established equivalent
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