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audiovisual art; The purpose of the research is to review all types of modern audiovisual art,
Internet; understand its components and novelty, which it offers. The article also
virtual reality; analyzes the interactions of an audiovisual artist with the audience together
content; with the new aspects of the interaction of the consumer with the artistic
user control; content. Moreover, it is important to understand the influence of this type
medication of art on human consciousness as well as the changes it brings with it into

long known forms such as films and video games. The methodology of the
research consists in using the following methods: theoretical (regarding the
scientific articles, which conduct the discussion concerning audiovisual art
within theoretical plain) and empirical (consideration and analysis of various
media materials to receive information on the latest audiovisual art products).
Scientific novelty. Considering that audiovisual art appeared fairly recently,
there is not a big quantity of researches, which would analyze the components
of audiovisual art in-depth as well as the elements of novelty, which the
said type of art offers. It has to be noted that the scientific novelty abroad is
present to a lesser extent, however, within the space of Ukrainian scientific
thought, this type of art is still not being researched thoroughly. Conclusions.
Throughout the research, we have established the primary traits of audiovisual
art, regarded in detail the relationships and interactions of the audiovisual
artist with his audience and the degree of control available to the consumer
over the artistic idea. The article also established the possibility of using
audiovisual art as a therapeutic method for healing mental traumas.
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Problem statement

Audiovisual art is at a new stage of de-
velopment, thanks to the constant devel-
opment of technology around the fields of
cinema and audio recording. By combin-
ing high-quality visual and audio com-
ponents, art demonstrates new levels of
technological advancement that allow
the user to delve deeper into a product.

With the constant development of tech-
nology in the digital sphere, the level of
interactivity that the consumer can have
with the product of art is constantly in-
creasing. This art form has spread sig-
nificantly recently due to the development
of virtual reality technologies, which al-
lows the viewer to significantly immerse
themselves in the visual range because
it occupies the entire field of view of the
consumer.

At the same time, it cannot be said
that this kind of art is widespread within
Ukraine, being present only in installa-
tion-type projects, where the spectator’s
interaction with a work of art is often the
basis of design.

An important stage of audiovisual art
can be considered the period in the twen-
tieth century when cinema gradually
ceased to be silent. Thus, with the ad-
dition of sound or soundtrack, the film
began to have two full-fledged elements:
visual and audio.

The evolution of audiovisual art has
included increasing the ability to dive
deeper into the atmosphere and the very
places where this work of art takes place.
The development of video games began
a new trend when the viewer had the op-
portunity to be active, interacting with
various elements to advance the plot.

Thanks to the gaming industry, peo-
ple have finally been able to create their
version of history, thus, in fact, influ-
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encing artistic design. Due to this prec-
edent, each passage of the video game
is a unique work of art that reflects the
personal choices and strategies of the
viewer. Everyone who interacts in their
way with any truly interactive work of art
creates one of its versions: their own.

Recent research
and publications analysis

The beginning of the history of audiovi-
sual art and its development in the initial
stages can be assessed by the work of
R. Arnheim (1974).

Thanks to the research work of A. Burov
and E. Yaremenko (2012), it is possible to
understand the evolution of audiovisual
art and thought in the context of multi-
media language.

L. Briukhovetska (2009) describes the
national audiovisual art in the Europe-
an context, which makes it clearer how
a Ukrainian film product can be perceived
abroad and how it can be promoted in
more effective ways.

V. Didenko’s article (2020) will provide
a better understanding of how virtual re-
ality, as a subspecies of audiovisual art,
helps in the treatment of mental trauma.

Hilko (2004) provides a better under-
standing of audiovisual culture and, ac-
cordingly, better conveys the context of
this art form.

The works of J. Hunter (2004) give the
perspective of foreign researchers on the
subject of research and provides an op-
portunity to compare the views of both
domestic and foreign scholars on audio-
visual art.

Primary sources such as short films and
video games are also used, which directly
illustrate the formats of audiovisual art in
an understandable manner. Note that all
sources are selected in such a way as to
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provide different perspectives on the art
of audiovisual art.

The purpose of the study is to consider
the types of modern audiovisual art, to
understand its components and the nov-
elty it offers. The article also analyzes
the relationship of the audiovisual artist
with the audience, along with new as-
pects of consumer interaction and artis-
tic content. It is necessary to understand
the impact of this art form on human
consciousness and what changes au-
diovisual art brings to long-known forms,
such as movies or video games.

Main research material

Audiovisual art, in addition to the
above-mentioned period of its actual ap-
pearance, received a powerful impetus in
the form of virtual technology. The latest
reality uses a special device that broad-
casts a 3D video. This uses headphones
that allow the content consumer to ful-
ly immerse themselves in virtual reali-
ty. Given the constant improvement and
progress in the field of devices for broad-
casting VR content and the emergence
of appropriate cameras, there has been
a significant increase in the number of
films that can be viewed in 360° format.
Such films are shot with the expectation
that the viewer will constantly look in dif-
ferent directions during the action set by
the film crew, led by the director.

The evolution of audiovisual art leads
to a different perception of cinema. First,
virtual technologies will enhance certain
aspects that are commonly associat-
ed with the audiovisual arts, namely the
audio component as a reflective compo-
nent, as well as sound and visual images,
which according to M. Khilko (2000, p.14)
are essential components of audiovisual
art. The significance of sound and visual
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images will increase as viewers become
more immersed in the middle of the mov-
ie scenes that will emerge during the un-
folding of the plotline of the audiovisual
work.

The construction of virtual space within
the cinematic specifics is not new. J. Sie-
mens (2007, p.125) in the article Between
Cinema and the Computer cites the works
of Lars von Trier in Element of Crime
and Europe, in which completely virtual
worlds are constructed, constructed by
lighting effects and physically impossi-
ble relationships between time and space.
Cinema, at its core, usually constructs
a virtual space that is a reality within
a screen and a certain amount of time.
Virtual reality and 360-degree shooting
raise the concept of immersion to anoth-
er level because instead of the operator,
the viewer himself becomes responsible
for their angles and what is in his field
of vision. The ability to look anywhere in
a particular location, significantly reduc-
es the so-called fourth wall, because it is
in fact in the middle of the viewer, who is
contemplating the film product from the
inside.

The first attempts to immerse the view-
er in the film as much as possible began
with the use of the 3D format to enhance
the visual component. However, the point
of view in the cinema remains the same
for the viewer. With virtual reality, the
perspective can be constantly changed
and done fairly quickly. Currently, you can
watch a large number of horror movies
in this area, as the goal is to bring the
viewer into a state of fear. An example is
the short film IT: Float — A Cinematic VR
Experience. While the viewer in the vir-
tual reality device looks in one direction,
thanks to a wide panorama of sound, he
can hear the sound behind, turn around
and see prepared for this moment jump
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scare — an unexpected moment of in-
timidation. The viewer first looks at one
end of the tunnel, hears thunder and sees
lightning, which is a trigger for the ap-
pearance of the clown Pennywise behind.
The spectator turns slowly and sees a red
ball floating slowly towards him, followed
by the antagonist himself. At the same
time, the viewer may not turn around,
look in the opposite direction and thus
miss the so-called classic jump scare.
This case vividly illustrates how a person
can change it in real-time, thus some-
times not following the artistic intentions
of the creators of this audiovisual work
of art. The responsibility for a large num-
ber of creative plot choices rests with the
viewer.

Another extremely important form of
modern audiovisual art is the video game,
primarily created with VR technology in
mind. Games in the format of virtual re-
ality are constantly gaining popularity. At
the beginning of the 21st century, these
were short sketches to demonstrate the
possibilities of new technology. Begin-
ning in 2010, the quality and scale of
works of art began to grow significantly
when leading studios released so-called
AAA games (games of the best quality
and extraordinary scale with appropriate
graphics) purely in VR format, not releas-
ing them for other, more common plat-
forms.

As noted by E. Salnikov (2012, p.21) in
the online article “The phenomenon of
visuality and the evolution of visual cul-
ture”, games are a separate interesting
art format because they can offer not
only entertainment but also aesthetic
pleasure in certain contexts. Creating 3D
games in the 90s of the twentieth century
significantly expanded the capabilities of
this format. 3D stereoscopic effects be-
gan to embody the desire of visual mat-
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ter to overcome the plane of the ordinary
screen and make a breakthrough into the
environment surrounding the individu-
al, namely the three-dimensional reality
that spontaneously unfolds around the
perceiving subject.

Games can be perceived as an audiovi-
sual product and a work-concept stud-
ied by V. Poznin in the book “Audiovisu-
al product: technology plus creativity”,
where he notes that “the nature of au-
diovisual creativity is determined by the
technology of image and sound process-
ing plus the creative potential of a person
who is fluent in them” Poznin, (2006, p.10).

According to Bornstein (2009, p.27), vir-
tual reality has the following efforts in its
nature: to create space, which is deter-
mined by a strong psychological compo-
nent; to establish space outside the phys-
ical framework of space-time and matter,
and also create an ontological basis for
their created reality. It is worth noting
the opinion of B. Laurel (1995, p.90), who
noted that virtual reality gives people the
opportunity to behave differently from re-
ality. Games expand this behaviour, thus
giving people a chance to become some-
one else, which in fact creates a constant
demand for games and their ability to
create a simulation of another life, which
can sometimes be close to real.

Game L. A. Noire: The VR Case Files
allows the player to watch a movie and
at the same time act as a detective. Al-
though it is not a cinema but the player
has an opportunity to fully interact in
addition to the ability to explore their en-
vironment. This also includes the ability
to control the hands and movements of
the character, interact with objects such
as firearms, choose different strategies
for interrogating suspects, drive a car
and more. Accordingly, the game can be
considered as a work of art. The artist is
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a studio developer led by the main game
designers. The player acts as a consum-
er of the art product. From this division of
roles, there is an interesting conclusion
that the consumer also acts as an artist.
Most games, including the aforemen-
tioned L. A. Noire, offer various finals, one
of which the player goes through a chain
of choices during the passage of the sto-
ryline. Accordingly, each player creates
a unique experience of passing the game,
which may not be similar to the experi-
ence of other players.

The game Half-Life: Alyx is one of the
first large-scale games, which was cre-
ated specifically for the VR platform. The
player is allowed to take part in fights, ex-
plore, experience the elements of horror
in the city, bypass gravity to get to the
destination in an unusual way, interact
with a large number of physical objects,
and more. The plot is added to the inter-
esting gameplay mechanics, the acting is
reflected through motion capture tech-
nology, soundtrack, and deeply devel-
oped sound design. At the same time, the
level of interaction is the deepest. You
can take almost all the small objects that
catch the eye, and deal with opponents
by improvised means. The player not only
builds his plot, but also his style of play,
thus not only gaining his unique experi-
ence, but also his audiovisual work of art
and the style of its creation.

There are simpler projects like SUPER
HOT (SUPERHOT Team, 2017), which is
a regular shooter with some changes in
mechanics, such as stopping time when
stopping, which gives the shootout el-
ements of strategy. This game has an
element of interaction with physical ob-
jects and subjects. But thanks to simple
graphics, it looks less impressive, but
this game can be considered a work of
art, where each player creates his experi-
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ence through different choices and style
of play.

Due to the material studied above, we
have highlighted the following compo-
nents of successful examples of virtual
reality as part of audiovisual art:

1. deep immersion in a work of art be-
cause of the greatest possible isolation
from the real world;

2. giving the viewer the choice to form
a work of art, making decisions on their
own, while providing real alternative plot
developments, rather than choosing
“without choice”;

3. high level of interaction with audiovi-
sual art;

4. high-level visual component and au-
dio design to improve the process of im-
mersion in a work of art.

When the influence of audiovisual art
on human consciousness can be noted
the great potential of art in the medical
field. The following are ways in which
a person can treat both mental injuries
and undergo physical rehabilitation.

The development of technology has
led to the fact that art is almost for the
first time officially recognized as an ef-
fective therapeutic tool, thus creating
the first case of the existence of works
of art that not only bring aesthetic plea-
sure but also heal the mind. Since virtual
technology allows a person to immerse
themselves in a virtual environment, new
means of improving mental well-being
have become possible. In the context of
medicine, as stated in the article “The
language of multimedia. The evolution of
the screen and audiovisual thinking” (Bu-
rov and Yaremenko, 2012, p.85), audiovi-
sual art can be considered as a language
of multimedia, the evolution of the screen
and audiovisual thinking.

As noted in G.Hunter's article (2004,
p.62) “Virtual Reality Therapy”, by creating
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a certain audiovisual picture that repro-
duces a traumatic episode from the pastin
a fairly realistic manner, a person has the
opportunity to look at a terrible event from
another point of view vision in an effort to
comprehend and accept what has hap-
pened. This is exactly the strategy used
with the victims of the terrorist attacks in
Israel and Spain. Gradually showing the
survivors of the attack a realistic picture
and the sounds of a bus bomb explosion,
the virtual reality program thus helped
people relive the tragedy to cope with the
extraordinary emotions left after such an
experience.

V. Didenko (2019, p.1) in the article “VR
in medicine: how the latest technolo-
gies help” notes that virtual reality can
be used as a stimulant of negative feel-
ings to enable a person to understand
what happened, to guess the event that
caused the injury, more clearly. Accord-
ingly, we have an interesting case where
can significantly stimulate the human
mind in order to improve its well-being.
Besides, it helps to treat not only psy-
chological trauma but also to conduct
cognitive rehabilitation to restore brain
functions that are responsible for the
perception, processing and analysis of
information coming to us from the out-
side world after a patient has suffered, for
example, a stroke.

Virtual reality becomes a product thanks
to which a person can not only remember
better but also accelerate their learning,
make hand movements in the presence
of interactive elements. Thus, the fol-
lowing means of virtual reality can be
interpreted as examples of interactive art
such as installations, where the viewers
is invited to either interact with the sub-
ject or bring his/her concept to the audio-
visual work. In this context, interactivity
is conditioned by the need to rehabili-
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tate patients. Virtual reality can be used
not only as an art but also as a medical
method that can facilitate communica-
tion between doctor and patient (Greifeld,
2009, p.234).

Audiovisual art has the potential to be-
come an effective source of psycholog-
ical therapy. The better the immersion
factor is, the care will be more effective
because patients will be able to relive
events from the past or immerse them-
selves in the reality and state of mind
they need more accurately. The influ-
ence of audiovisual art is possible due to
the perceptual and intellectual levels at
which the same mechanisms operate as
concepts, judgments, logic, abstraction,
conclusion, calculation, etc. (Arnheim,
1974, p.12).

Conclusions

We have been able to identify the most
important components of virtual reality’s
successful examples in the art of audio-
visual art. Specific modern examples of
various forms of this art have been ana-
lyzed. The modified role of the consumer
of an art product has been considered
because the choice is more often given to
the spectator and he gets the freedom to
make a choice and have his own unique
experience with a game or film shot in
360-degree mode.

The influence of audiovisual art on hu-
man consciousness and the possibility
of such influence’s practical application
in the treatment of injuries of various ori-
gins have been considered.

There are various scientific views on
this art, which include the ideas of both
domestic and foreign researchers, us-
ing works from different years to explore
how human perceptions of audiovisual
art have changed over the past decades.
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Mera gocnigeHH — BUCBITINTW BULM CYHaCHOTO ayAioBidyaibHOr0 MUCTELTBA, BCTaHOBUTM 1Or0 KOMMOHEHTU
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AHHOTauuA

Lenb uccnegoBaHuss — OCBETUTb BUAbl COBPEMEHHOIO ayAMOBU3YaslibHOrO WMCKYCCTBA, MOHATb €ro
KOMMOHEHTbI M HOBU3HY, KOTOPYHO OHO Npeanaraet. B cTaTbe TakXe NpoaHanvM3npoBaHbl B3aMMOAEeNCTBUSA
ayMoBM3yanbHOro TBOpLa C ayaMTopuei BMECTE C HOBbIMU acrnekTaMy B3anMOLEenCcTBUs noTpebuTens
N Xy[OXEeCTBEHHOro KOHTeHTa. bonee Toro, HEO6XOAMMO MOHSITb BIUSIHUE 3TOr0 BMAA UCKYCCTBA Ha
YeNoBEYECKOE CO3HaHME U TO, KakuMe W3MEHEHUS ayAuoBU3yaslbHOE WCKYCCTBO MPUBHOCUT C CO6OM
B [aBHO W3BECTHble (OPMbI, TaKMe Kak KMHOKapTWHbl U BuAeourpbl. MeTtogonoruss uccnepoBaHus
COCTOMUT B UCMOMb30BAaHUM TaKUX METOAO0B: TEOPETUYECKMI (PAaCCMOTPEHME HAyYHbIX cTaTel, KoTopble
NnpoBOAAT AUCKYCCUIO KacaTeflbHO ayAMOBWM3YyaslbHOrO WCKYCCTBa B TEOPETUYECKOW MSI0CKOCTM)
N 3MMMpUYEcKUit (pacCMOTPEHME U aHaNN3 pasfiMyHbIX MeaMaMaTepranoB Afs NosyYeHus nHpopmalum
no Haubonee CBEXUM MPOAYKTAM ayAMOBM3yaslbHOro0 MCKyccTBa). HayyHas HOBMU3Ha 3akitoyaeTtcs
B MOAPOGHOM aHanu3e KOMMOHEHTOB ayAMOBU3yanibHOMO WMCKYCCTBa, YYMTbIBasi, YTO B MPOCTPaHCTBE
YKPaUHCKOW Hay4YHON MbICM 3TOT BUJ WUCKYCCTBA €lle He MUCcclefyeTcs MOBCEMECTHO. BbiBoAgbl.
B xone uccnepnoBaHuii 6b1M YCTaHOBIEHbI OCHOBHbIE YepTbl ayAMOBU3YyasibHOro UCKYCCTBA, NOAPO6HO
pacCMOTpPEHbI OTHOLLIEHUS M B3aMMOLENCTBUA ayMOBM3yasibHOro TBOpLA C €ro ayauTopue 1 CTeneHb
KOHTPONSi NOTPEGUTENSS HaA XyAOXECTBEHHbIM 3aMbicioM. CTaTbsl TakXe yCTaHOBWIA BO3MOXHOCTb
MCMOJIb30BaHUS ayAMoOBU3YyanbHOMO WUCKYCCTBa B KayecTBE TepaneBTMYECKOro MeToAa Afsi JleyeHus
MeHTasbHbIX TPaBM.

KnioueBble cnoBa: ayaMoBu3yasnbHOe UCKYCCTBO; CeTb MHTEpHET; BUpPTyasibHasi peanbHOCTb; KOHTEHT;
KOHTPOJIb MOTPebUTEnNs; neyeHune

s journal and all published articles are licensed under a Creative Commons «Attribution» 4.0

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

audiovisual-art knukim.edu.ua



