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Abstract

The purpose of the research is to identify the characteristics of modern
cinema, to analyze the factors of cinema language formation and to reveal
new possibilities for displaying reality in screen art. The research methodology
consists in the application of the following methods: theoretical is a review of
the history of the screen arts development, analysis of art direction works and
modern screen artworks (films, TV series, web series), generalization of modern
technologies influence on the perception of the world and human socialization.
Scientific novelty. For the first, time new possibilities of displaying reality on
the screen, which change the artistic development of culture, are analyzed,
a new approach to the perception of modern technologies, their influence
on consciousness and development trends in screen art is implemented.
Conclusions. The development of screen arts and factors of the formation
of the cinema language has been analyzed. With the help of the analysis of
art direction's works and works of screen art, the characteristics of modern
cinema have been identified and new opportunities have been revealed. The
influence of modern technologies on the perception of the world and human
socialization has been generalized.
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The 21%t century has become the main environment of general and information-
period of information technology develop- al existence. In the eyes of modern man,
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a new socio-cultural and aesthetic para-
digm is being formed, characterized by the
dominance of screen culture.

Screen art is immanently connected with
technology, and the whole history of cine-
ma, television, and multimedia reveals that
the change in the aesthetics of audiovisu-
al works is explained not only by the influ-
ence of changes in society and the cultural
environment but also by the interaction of
creative ideas with technical ideas.

Today, society is surrounded by the in-
formation environment, has formed new
connections that affect its worldview and
socialization. Not the least role, the digi-
tal technology was played and the birth
of online space as a new platform for the
screen arts spread.

Analysis of recent research
and publications

Ye. Vorozheikin (2018) successfully de-
scribed the visual strategies of modern
screen culture. The scientific work high-
lights aspects of the impact on human
consciousness.

The specifics of audiovisual arts, based
on the synthesis of technology and cre-
ativity of N. Kirillov (2013) have been iden-
tified.

Historical and cultural factors of cinema
language formation have been analyzed,
the phenomenon of cinema in the con-
text of tendencies of screen arts develop-
ment by R. Shirman, S. Kotliar, A. Suprun-
Zhivodrova has been investigated (2018).

0. Zherebko (2017) investigates the cur-
rent state, tendencies and development of
TV films.

The purpose of the study is to identify
the modern cinema charactristics, to an-
alyze the factors of cinema language for-
mation and to reveal new possibilities of
reflecting reality in screen art.
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Main research material

Characteristic features of the screen
arts are described by N. Kirillov: (2013,
p.26) ‘Audiovisual arts are a combina-
tion of technology and artistic creativity.
Technological progress is actively influ-
encing the language of the audiovisual
arts, which are characterized by mass,
democracy, accessibility, reproduction of
screen art (cinema, TV, video, multimedia
products)’.

Audiovisual (screen) and traditional
arts at the turn of the 20-21%t centuries
constantly interact, as N. Kirillova (2013,
p.27) assures. She claims that thanks to
new screen technologies (computer art,
Internet) a new type of museum has ap-
peared a virtual museum, a new version of
book culture is electronic (screen) book,
on electronic media established not only
movies or TV movies but also theatrical
performances, creative evenings, mu-
sic shows; even philharmonic and opera
concerts are increasingly becoming vir-
tual. All this makes the audiovisual arts in
socio-cultural activities in demand.

Scientist N. Kirillov (2013, p.9) identifies
the following social functions of audio-
visual culture: informational, communi-
cative, ideological, entertaining, creative,
integration, mediation. Among these
features should focus on entertainment.
Thus, N. Kirillova (2013, p.31) asserts that
the modern entertainment industry, which
is an integral part of audiovisual culture,
offers a wide range of special means of
relaxation from films of certain genres
(detective, thriller, comedy, melodrama,
science fiction, etc.) to interactive games
on television or travel to the virtual com-
puter world. These means of relaxation in
different ways can affect the consumer’s
psyche, as evidenced by sociological re-
search. This confirms once again that au-
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diovisual culture is a special field and it is
impossible to abstract from it.

According to the researcher V. Poznin
(2009, p.75), one of the characteristic
features of new digital technologies was
interactivity, that is, the ability of the con-
sumer of screen culture to be not only
a passive viewer but also an active par-
ticipant in the communication process.
Nowadays, on-screen works have al-
ready appeared, in the plot development
of which the viewer can take part, as well
as various computer games in which you
can participate virtually, interact and en-
gage in co-creation.

According to the author, due to the fact
that high-quality audiovisual equipment
is becoming more accessible, today
everyone can create their own screen
work. This situation leads to the partial
integration of amateur art into profes-
sional media. This is part of the process
of information processes convergence
(Poznin, 2009, p.76). It is worth agreeing
with the above opinions of the authors. In
addition, modern technology makes the
screen image and sound so convincing
and expressive that it further contributes
to the creation of a virtual world.

It should be noted that new opportu-
nities to reflect the reality on the screen
have also changed the artistic and aes-
thetic development of culture. The ability
to transmit multilayer information, allows
you to simultaneously perceive what was
previously in different time streams. In
the last year, the well-known polyester
format in cinema became more and more
popular, which formed the basis of a new
metalanguage called ‘screen life’ ( life on
the screen).

According to V. Poznin (2009, p. 98), the
public’s interest in a film, the multimedia
project is often provided not only by inter-
esting artistic solutions or genre diversity
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but also by the technical parameters of
the screen product. The stage of increas-
ing public interest in cinema was always
directly related to the introduction of new
technologies in this type of creativity.

It is worth agreeing with the author’s
opinion and mentioning that in mod-
ern cinema, movies that can be shot on
a smartphone are becoming increasingly
popular. Initially, this was experimented
with by young directors, who did not have
the financial capacity for full-fledged
shooting, but now popular directors have
also begun to abandon professional
equipment and move to a mobile format
(Poznin, 2009, p.102).

Talented director Steven Soderbergh
made a horror film ‘Unsane’ (2018) and
‘High Flying Bird’ (2019) on a smartphone.
In the first case, it is a very conceptu-
al solution, because the film is about
stalking, it is a very successful combina-
tion of form and content. When the view-
er looks at the picture, he realizes that at
any moment he may be in the place of the
main character (Karpiuk, 2018).

It should be noted that some modern
technologies in art displace traditional
ones only because they provide mas-
ters of various fields of art with new and
very wide opportunities. According to
scientists K. Bobkova and S. Plotnikova
(2013, p.180), technological development
creates new opportunities for artistic
material and requires creative develop-
ment. Computerization of the screen as
a means of artistic expression is a com-
plex issue, so it needs serious study for
the director or artist. The authors note
that the emergence of computer anima-
tion as technology has led to this, that
filmmakers can get results and solutions
in which it is impossible to distinguish
between game frames and frames using
computer animation.

Sharolapova, N., Danyliuk, V., Krasnenko, O.
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An example of this statement is the tech-
nology of ‘digital rejuvenation in cinema’.
They were launched twenty years ago and
have been developing rapidly since then.
These technologies open new horizons
and enable actors to play their roles at
different times and at different ages. In
the film ‘Gemini’, actor Will Smith con-
fronts the enemy, which he is, but 20 years
younger, with preserved to the smallest
detail facial expressions. The computer
analyzes the game and the facial expres-
sion of the actor thanks to special sensors
and then ages or rejuvenates it according
to the script (Khachatrian, 2020).

One of the latest robots to use the lat-
est version of this technology is Martin
Scorsese’s ‘The Irishman’. The film takes
place over decades and contains 1750
frames with effects. All the actors ap-
pear on the screen in different years, and
the main character played by Robert De
Niro changes age seven times. Thanks to
these innovations, the actors did not play
with dots on their faces or cameras on
their heads, but in normal mode (Khacha-
trian, 2020).

There is a downside to all of these pos-
sibilities. As noted by scientists K. Bob-
kov and S. Plotnikov (2013, p.181), if the
films will always use computer special
effects and modern viewers will grad-
ually get used to it, then some parts of
the film will begin to lose their sense and
meaning of reality. This danger becomes
more apparent, and it becomes clear that
we cannot use the effects of computer
animation in feature films without bor-
ders. Otherwise, there will come a time
when viewers will watch the film but not
believe it.

Exploring the theme of modern cinema,
it is worth mentioning the series, which
are part of the modern average person’s
life. As S. Sakulin notes (2018, p.75), the
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series has led to the creation and expan-
sion in the mass consciousness of a new
type of thinking that is largely based on
visual communication. If a few years ago,
it was claimed about the active develop-
ment of clip thinking in modern culture,
today we can say about the emergence
of serial thinking, which has a special
system. Clip and serial thinking have an
important common component — their
matrix is built on an emotional basis. The
modern series is adapted for different
target groups, which allows you to form
a ‘correct’ opinion/attitude to events that
take place in real life.

As an example, we should mention the
series ‘House of Cards’, which launched
into the mass consciousness the idea
that politics has the right to dishonest
play. Only the second season of the se-
ries was watched by 25 million people.
The TV series gives an unequivocal an-
swer that political opponents are more
serious enemies than external ones. The
American president reaches a compro-
mise with his Russian counterpart, which
is not observed in relation to his oppo-
nents (Sakulin, 2018, p.76).

It is worth agreeing with S. Sakulin’s
opinion that the entertaining nature of TV
series bypasses all known types of pro-
tection and makes our brain less receptive
to politically relevant information flows.
A quality product with the right actors can
change the historical memory, sharpen
attention to those events of the past that
are relevant now. The series also creates
characters and/or throws them off the
pedestal. If yesterday's schoolchildren
and students studied history textbooks,
the current and future generations will
study movies and TV series.

Thus, S. Sakulin (2018, p.77) aptly sin-
gled out the statement that due to the fact
that false images of movie characters are
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created, power often instils principles
alien to our consciousness, forms errone-
ous value systems, destroys the makings
of spirituality, which were laid down in
us with our ancestors and passed down
from generation to generation.

It should be noted that the series is more
difficult to produce than a single film.
They are created on the basis of analysis
and systematization of large amounts of
data. The greatest experience of using
such technologies is accumulated in the
company ‘Netflix’ (Silver, 2020).

This company is currently dominant in
the relatively young “on-demand” (En-
glish — a system of individual delivery
to the subscriber of television programs
and films on digital cable, satellite or ter-
restrial television network from a mul-
timedia server in various multimedia
containers) media industry. Providing
such content, creating original interest-
ing programs, using user data for bet-
ter customer service and allowing them
to consume content the way they prefer,
Netflix is the first cable TV violator to
force cable companies to change the way
they do business. It even makes the well-
known “Nielsen” television rating system
(a system for measuring the number of
audiences) obsolete. In the long run, the
success of Netflix can be seen as the first
step in the complete displacement of ca-
ble TV (Silver, 2020).

According to |. Kushnaryova (2013, p.19),
in the fascination with TV series, the ob-
vious desire for great form. Against the
background of an insane flow of infor-
mation, which is divided into small frag-
ments, we reach for a stable framework
set by the series. On the one hand, the
series provides consistency, on the oth-
er are variations within this framework.
The series gives you the opportunity to
linger longer in your favourite art world.
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Even the passion for binge-watching
(continuous viewing) is associated with
the experience of long-term perception.
So the series allows you to adjust the
skew in the direction of the short form,
continuous change of impressions and
incessant zapping between different in-
formation channels. At the same time, it
is important that a series is an open form.
Their incompleteness, however, does not
prevent further viewing, for example, on
DVD. The openness and non-necessity of
the denouement, even in spite of the cur-
rent tilt towards a vertical plot, leaves the
viewer a space of freedom: the series can
be left in two or three seasons and not
watched, for example, all five.

It is also worth agreeing with the sci-
entist |. Kushnaryova (2013, p.20) that in
contrast to the film, which has a manda-
tory narrative ending (even in the case of
an arthouse or art cinema, argues with
this setting), the series can be aban-
doned and not feel the feeling of wasted
time. The redundancy of the series may
be frightening at first, but this is not the
predominant recipient’s redundancy: the
narrative coherence of the series is com-
bined with its portion, which does not
necessarily involve the consumption of
the whole work. Even new high-quality
television retains its therapeutic and rec-
reational properties.

Cinema has always been closer to the
audience than any other art form and
has always tried to adapt to social needs.
This is happening now. Society is chang-
ing, and so is cinema. The viewer first saw
the hero talking on video in Fritz Lang’s
science fiction film Metropolis in 1927.
There was a telenoscope in the frame, an
invention attributed to Thomas Edison.
An example of a reaction to an event and
a symbol of a new visual person’s image
in the future era (Tugushi, 2016).

Sharolapova, N., Danyliuk, V., Krasnenko, O.
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In the conditions of a virtual way of life,
correspondence and video communi-
cation in messengers become a priority
means of communication. Online activity
has become an integral part of life, which
prompted filmmakers to present sto-
ries in a new format. In personal devices
(laptop, phone or tablet) a person per-
forms such processes as personal cor-
respondence, video calls, Internet surfing,
viewing audiovisual content. The result
of these processes becomes the object
of shooting from the screen, which led
to the emergence of the term screen life
(English screen life - life on the screen),
which was mentioned earlier in the article.

The director seeks to show the familiar
world that the viewer usually sees on the
screen so that he can identify with the hero
and get an emotional response. The secret
becomes available to everyone, becoming
the object of a new genre.

The first steps in displaying the personal
space of the hero were shots taken by a tra-
ditional camera from the screens of person-
al devices and then integrated into the film
plot. In the outline of the drama began to
appear characters who live and interact
with their screens, in which there are events
such as correspondence, reading mail,
viewing a photo album, a call on Skype, etc.

Gradually, viewers adapted to the psy-
chological perception of the new digital
world, and directors continued to exper-
iment in films in which the action takes
place only on the personal screen of the
hero. The person loses the experience of
collective perception of the image at film
screenings. One spends more and more
time in individual viewings. Such intense
communication contributes to the devel-
opment of a new communication habit
and changes the aesthetic visual experi-
ence. Full-fledged screen life movies and
TV series appear.
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In 2004, one of the first series was re-
leased, entirely created in screenlife tech-
nology. A web series with a detective story,
called ‘The Scene, directed by Mitchell
Reichgut. This is a story about a group
of people who sell pirated content online.
Throughout the film, the viewer sees only
the screen of the hero's computer, where
there is communication between group
members in correspondence, and in par-
allel with the dialogue, the viewer sees
the image of the hero from his webcam
(Lavretskyi, 2018).

Technological progress is shaped by
a person’s way of life, but over time can
affect his or her behaviour. The influence
of technology on modern culture develop-
ment is successfully described by O. Se-
dykh and M. Khamenkov (2016, p.142).
Scientists note that the leitmotif of the
technology philosophy, and perhaps any
discourse about it, is the question of its
adverse effects on humans. In the case
of a computer metaphor, the question is
whether the person himself is an organo-
projection of computer networks, which
refers to a more general: Isn't this the case
where the technology projects me and not
me the technology? If my essence is twist-
ed and scattered, | am immersed in techni-
cal otherness, | do not have as a separate
being. Hence the constant desire to stop
the process, to return their alienated es-
sence, including by thinking about them-
selves in relation to technology.

Sometimes the fact that stopping the
process of creating technical projections
is hardly possible, the consequence of
such a delay will always be a new projec-
tion. The Renaissance required the cre-
ative expansion of man into the world, and
romanticism consistently thought about
the return of the subject from its own ex-
pansion, its otherness (Sedykh and Kha-
menkov, 2016, p.146).

[llaponanoga, H., lanuntok, B., KpacHeHko, O.
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According to M. McLuhan (2003, p. 146),
television is a continuation of the human
nervous system. In our case, a movie
camera is an extension of a person’s vi-
sion, and a computer mouse is an exten-
sion of his hand.

It is appropriate to say that man cre-
ates technology, and they in turn create
a new way of behaving. With the advent
of photography and cinema, new forms
of visual contact with a copy of the sur-
rounding world. The use of personal de-
vices becomes part of a person’s new
relationship with the environment, the
continuation of his real life in the digi-
tal space. There is a temptation to cre-
ate and broadcast a private virtual story.
However, without knowledge and use of
cinematic language, screen recording
technology, available to any user who
owns a phone, computer or tablet, is only
a technical tool.

Screen life is not a simplified screen re-
cording technology, but a new format of
cinema that requires the creation and de-
velopment of its cinematic language, as
it happened in the history of cinema with
the introduction of a new technical tool.
To a greater extent in the screenlife, the
viewer sees the inner world of the hero,
rather than the outer, as happened in
traditional films. In today’s world, people
spend several hours a day in the digital
field, in the screen of the device hides an
additional life palette, which cannot be
captured by an ordinary film camera with
the traditional method of shooting.

As noted by O. Sedykh and M. Khomen-
kov (2016, p.148), the man was the last
obvious reality, the starting point in cog-
nition of the world, which is now under-
stood through man-made science, tech-
nology, economy, language, art.

It is worth mentioning that various criti-
cal situations contribute to the new forms
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of development, new language, new prin-
ciples of communication with the audi-
ence. One can observe the connection
between the self-isolation of 2020 and
the trends that have intensified in cinema
and other arts. Screen life in quarantine
has become a format that reflects our
new way of life.

In recent years, we have seen a trend
of development and growth of streaming
platforms, series. To date, the screen life
has caused distrust and controversy in
its relevance. As soon as people became
restricted in their movements and con-
tacts to fill the lack of habitual actions
and activities, they transferred their ac-
tivities to the online space.

Screen life as a technical tool has be-
come a means of a psychological study
of self-isolation events. The video chal-
lenge has become a sign of a new age.
There was a desire to hear not only the
voice but also to see the appearance of
the interlocutor. A new attitude to corre-
spondence communication was formed,
and this in turn was reflected in cinema.
Films were made by choosing the most
relevant stories about virtual life.

Almost all TV channels and online
platforms during this period broadcast
content about self-isolation shot in the
technology of screencasting (English
screencast is a digital video recording
of the information displayed on a com-
puter screen) (material from Wikipedia is
screencasting).

It is worth summarizing the theme of
the new cinema format with the state-
ment of the director O. Herman Jr.: ‘This
is the same film as another. It is no better
or worse. Of course, it will never replace
a classic movie. As television did not dis-
place the theatre. This can only be done
when you have a small team and you are
shooting very local scenes. A very large

Sharolapova, N., Danyliuk, V., Krasnenko, O.
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film is at least always at least 80 people.
In large movies, it's 200—500. When you
are not near a person, you understand
him worse, you see worse and as if you
feel less what is happening. Probably, on
average, this will not lead to an increase
in expressiveness, but rather will lead to
a loss of opportunities for the director’
(Yakymychev, 2020). It is worth agreeing
with this opinion, but whether the screen
life will be in demand in the future will be
seen in time. It can be assumed that this
cinematic language will develop until the
online environment disappears and hu-
man behaviour changes.

Conclusions

Cinema is the youngest art form. Its
emergence is primarily associated with
the development of scientific and tech-
nological processes, but at the same time,
this art form can not be called 'technical’,
because it was generated by the human
need for figurative understanding of reality.

New opportunities to reflect the reality on
the screen have changed the artistic and
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AHoTauia

Meta pgocnig)xeHHss — BUSBWUTU OCOGMMBOCTI cyyacHoro kKiHemartorpada, npoaHanisyBaTu UYUHHUKMU
dhopMyBaHHsi KiIHOMOBM Ta PO3KPUTU HOBiI MOXIIMBOCTI BifO6GpaXeHHs peanbHOCTI B eKpaHHOMY
MucTelTBi. MeTogosoriss gocnigxeHHss Nonarae y 3acTOCyBaHHI TaKMX METOAIB: TEOPETUYHOro — ANs
ornsfy icTopii pO3BUTKY eKpaHHUX MUCTELTB, aHani3y npaub MUCTELbKOrO HanpsiMy Ta TBOPIB Cy4acHOro
eKkpaHHoro mucTeuTBa (¢hinbmis, cepianis, Bebcepianis); ysaranbHeHHs BMNBY Cy4aCHUX TEXHOJONN Ha
CBITOCNPUNHATTSA i couianisauito ntoguHU. HaykoBa HoBM3Ha: BreplLle npoaHasnisoBaHO HOBi MOXJIMBOCTI
BiJOGPaXKEHHS1 peanibHOCTi Ha €KpaHi, siKi 3MIHIOITb XYA0XHi PO3BUTOK KyNbTypu; 34IACHEHO HOBUWA
nigxia Ao CNpUAHATTA Cy4aCHUX TEXHOMOTIN, BU3HAYEHO 1X BB Ha CBIAOMICTb Ta TeHAEHLl pO3BUTKY
B eKpaHHOMYy MWCTeUTBi. BucHoBku. [poaHanizoBaHO PO3BUTOK EKPAHHUX MUCTELTB Ta UYUHHUKIB
dbopMyBaHHsi KiHOMOBM. 3a [OMOMOrol aHasidy npalb MWUCTELbKOro HampsiMy i TBOPIB €KpaHHOro
MUCTELTBA BUSIBJIEHO OCOBIMBOCTI Cy4acHOro KiHemaTorpada i pO3KpuUTO HOBi MOXJ/IMBOCTI. Y3arasbHeHo
BM/IMB Cy4aCHUX TEXHOMOTIN Ha CBITOCNPUMHATTA i couianisauito NoAnNHM.

KniouoBi cnoBa: TexHONOril; cyyacHicTb;, KiHOMOBa; Bifo6pa)KeHHs1 peanibHOCTi; eKpaHHi MUCTELTBa;
iHHOBAaUi; pO3BUTOK
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AHHOTauuA

Llenb uccnepoBaHuss — BbIIBUTb OCOOEHHOCTM COBPEMEHHOr0 KuHematorpada, npoaHanvMsvMpoBaTtb
akTopbl OPMUPOBAHUS KUHOS3bIKA UM PACKpbiTb HOBble BO3MOXHOCTU OTOBGPaXKeHWsi peanibHOCTU
B 3KpaHHOM WuckyccTBe. MeTtogonoruss uccnefoBaHUsl 3aKtOYaeTCsl B NMPUMEHEHUN TaKUX METOAOB:
TEOPETUYECKOro — ANA 0630pa UCTOPUM Pa3BUTUSI IKPAHHBIX UCKYCCTB, aHanu3a paboT XyA0XKECTBEHHOIO
HanpaefeHus U Npon3BeeHNin COBPEMEHHOI0 3KpaHHOIo UcKyccTBa (hubMOB, cepuanos, Be6-cepuasnos);
0606LLEHUS BIUSHUSA COBPEMEHHbIX TEXHOIOTMIA HAa MUPOBOCMPUSATUE U CoLManu3aunto Yyenoseka. HayyHas
HOBM3Ha: BMepBble MpoaHanM3upoBaHbl HOBblE BO3MOXHOCTWU OTOBpaXKEHUsI peanibHOCTU Ha 3KpaHe,
KOTOpble MEHSIIOT XYAOXECTBEHHOE pPasBUTUE KyNbTypbl; OCYLLECTBIIEH HOBbIA MOAXOA K BOCMPUATUIO
COBPEMEHHbIX TEXHONIOTUI, ONPEAENEHO UX BIUSIHWE HA CO3HAHUE U TEHAEHLMU PasBUTUS B 3KPAHHOM
uckyccTBe. BbiBogbl. [poaHanvM3MpoBaHO pasBUTUE 3KPaHHbIX UCKYCCTB U (hakTopoB (HOpMUPOBaHUS
KMHOsI3blka. C MOMOLLbIO aHann3a paboT XyLOXEeCTBEHHOro HamnpasfieHUs U NPOU3BEAEHUI SKPAHHOMO
WCKYCCTBa BblIsiBNIEHbl OCOGEHHOCTM COBPEMEHHOIO KMHeMaTtorpada 1 packpbiTbl HOBble BO3MOXHOCTH.
0606LLEHHO BIUSIHWE COBPEMEHHbIX TEXHOMOMNIA Ha MUPOBOCMPUSITUE U COLMANn3aLuio YenoBeKa.
KnioueBble cnoBa: TEXHONOrUW; COBPEMEHHOCTb; KUHOA3bIK; OTPa)KeHWe peasibHOCTH; 3KpaHHble
VCKYCCTBa; UHHOBALIMK; pa3BuUTUe
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