
www.klassiki.online

Women were long denied their rightful place at the heart of 
Soviet cinema. While pioneering female directors Esfir Shub 
and Olga Preobrazhenskaya produced their best work in the 
1920s, the Stalin years proved barren ground for women both 
behind and in front of the camera. Musical idols Lyubov Orlova 
and Marina Ladynina had star power but the characters they 
portrayed were often stilted and superficial. Compelling female 
protagonists returned when a fresh generation of directors 
established themselves in the post-Stalinist “Thaw” of the late 
‘50s – most famously Veronika, the tragic heroine of Mikhail 
Kalatozov’s The Cranes are Flying (1957). But the directors and 
screenwriters of these films were still men. It wasn’t until the 
second generation of post-Stalinist directors came of age in the 
1960s that female auteurs made their name in the USSR. 

Of the female filmmakers to emerge in the early ‘60s, the 
two most familiar to international cinephiles are likely Kira 
Muratova and Larisa Shepitko. In films such as Brief Encounters 
(1967, available on Klassiki) and Wings (1966), Muratova and 
Shepitko respectively explored female subjectivity with an acute 
and subversive sympathy. They were not, though, the only 
women transforming Soviet film at the time. Georgian director 
Lana Gogoberidze deserves the kind of recognition afforded 
her more famous contemporaries. And while Muratova and 
Shepitko shunned the notion of “women’s cinema”, Gogoberidze 
embraced it right from her feature debut, Under One Sky (1961). 
Her career, now in its seventh decade, must also be considered 
in the context of a remarkable family history that runs the length 
of Georgian film history from its origins to the present day. 

Some Interviews on Personal Matters, which was screened 
at various European festivals upon release, is perhaps 
Gogoberidze’s most well-known work, and the clearest example 
of her commitment to capturing women’s lives onscreen. It stars 
the iconic Sofiko Chiaureli (familiar to many from her role in 
Sergei Parajanov’s The Colour of Pomegranates) as a journalist 
whose work involves interviewing women about the intimate 
details of their lives. Sofiko’s commitment to her profession and 
her interlocutors does not sit well with her adulterous husband 
(Giya Badridze), creating a mounting tension between the 

domestic and public spheres of her life. Gogoberidze matches 
her thematic concerns with a quasi-documentary style that cuts 
against typical Soviet film dramas of the period. The critic Maya 
Turovskaya wrote that the film’s “seemingly objective form does 
not lay claim either to an internal monologue, nor to a subjective 
camera [...] it shows a contemporary woman’s dialogue with 
both reality and with herself.” 

Through the conceit of the interview form, Gogoberidze reveals 
the multiple roles that women are forced to play to get by at 
work and at home. Rather than mounting an attack on men, the 
film focuses on fostering sympathy for and between women. 
As Antonis Lagarias puts it, the film represents “a collaboration 
between those who share a minoritarian perspective of reality.” 
Gogoberidze’s compassion is universal, but also deeply personal. 
The plotline about Sofiko’s mother having been in exile for most 
of her childhood is directly autobiographical. The director’s own 
mother, Nutsa, spent 12 years in an Arctic labour camp after her 
husband was executed in 1937 as part of Stalin’s Great Purge. 
That painful family history, which she revisited in several of 
films, not least the nakedly self-referential Waltz on the Pechora 
(1992) marked Gogoberidze’s career before it even began: her 
parents’ persecution meant that she was unable to enter film 
school until her early thirties. 

Her mother’s influence on her life went well beyond this early 
trauma, however. Before her exile, Nutsa had in fact herself been 
a filmmaker, one of the true pioneers of Georgian cinema. Her 
three features (Their Kingdom (1927), Buba (1930), Desperate 
Valley (1934)) were among the earliest directed by a woman 
in the USSR, and were presumed lost until the discovery of a 
set of negatives allowed for public screenings of Buba in 2013. 
Continuing this remarkable family tradition, Gogoberidze’s own 
daughter, Salomé Alexi, is also a director, one of a number 
of young female filmmakers who have enlivened Georgian 
film in recent years: Ana Urushadze, Tinatin Kajrishvili, Keti 
Machavariani, Dea Kulumbegashvili. On a personal and a 
national scale, Gogoberidze’s legacy has finally been established, 
against all the odds; now the wider world should start to pay 
attention. 
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