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Abstract

The purpose of the article is to carry out a comprehensive analysis and
identify the peculiarities of directorial creativity in Ukrainian theatre
and cinema institutions in terms of reflecting the events of the Soviet-
German war. Research methodology. The methods of scientific analysis,
comparison, and generalisation are comprehensively applied in the
development of the topic. The article uses an interdisciplinary approach
based on the involvement of such general scientific methods as a system
of theoretical methods (induction, deduction, identification, complex artistic
analysis, synthesis), which made it possible to study the factual basis
of film distribution in cooperation with theatre artists. The typological
method made it possible to examine common artistic principles in the
creative pursuits of theatre and film masters. The analytical and systematic
methods were used to examine the art historical aspect of the problem.
The scientific novelty of the research lies in the fact that it clarifies the
interaction between theatre and cinema directing, outlines the main factors
of interaction between the performing arts, and highlights the impact of
socio-political processes on the activities of theatre and cinema.
Conclusions. The director's means of representing the events of the war
in theatre and cinema are outlined. The role of directors in highlighting
the achievements of masters of theatre and cinema is shown.
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screen but also originally interpreted un-
surpassed theatrical works. For many
decades, the cinema filled the theatre
space with new visual means. Screen
means allowed directors to bring theatri-
cal performances closer to reality. Theat-
rical actors could accumulate screen ex-
perience and gain popularity among wide
circles of the public.

The tragic events of the Second World
War became a difficult stage of coope-
ration between theatre actors and cine-
matographers. At the beginning of the
Soviet-German war of 1941-1945, wri-
ters, actors of theatre and cinema close-
ly cooperated and exchanged creative ex-
periences. They were looking for a form
of reproducing the tragic events of the
war, and methods of presenting images
of heroes.

Ukrainian directors and actors have
gone through a difficult creative path
from front-line special editions of news-
reels, combat compilations, and concert
performances during the war to full-length
feature films and high-quality dramatur-
gy of theatrical performances. In 1943
Ukrainian artists successfully mastered
various ways of depicting the realities of
war on stage and screen. They presented
films and performances of high screen and
stage culture that met the spiritual needs
of society. The problem of finding screen
and stage means of reproducing the
events and heroes of the times of armed
aggression by representatives of the direc-
tor's shop is relevant in the context of the
current full-scale invasion of the Russian
Federation on the territory of Ukraine.

Recent research
and publications analysis

The study of the activities of theatre
and cinematographic institutions during
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the Second World War and the Soviet-
German War is presented in many scien-
tific studies. O. Salata (2022, p.83) in the
article "Ukrainian theatre in the condi-
tions of the German occupation of 1941-
1942" notes that “theatre became such
an artistic medium that helped Ukraini-
ans to preserve their national artistic tra-
ditions". Yu. Stanishevskyi (2006, p.501)
in the collective monograph “Essays on
the History of Theatre Art of Ukraine of
the 20th Century” writes that during the
difficult war years, the Ukrainian theatre
worked in evacuation and the temporarily
occupied territory and “continued to live,
create plays, helped the people in their
struggle against fascism". The scientist
clarifies that “the leading theatre groups
of Ukraine, which were evacuated to the
east at the beginning of the war, kept their
current repertoire, created new plays, did
not lose the acting and directing person-
nel, and opened Ukrainian stage art to the
audiences of Siberia and Central Asia. At
the same time, Ukrainian theatres also
worked in the territory occupied by the
fascists, they tried to preserve the hu-
manistic orientation in the repertoire”
(Stanishevskyi, 2006, p.501). V. Nesteren-
ko (2005, p.56) in the article “Scenic art in
the military zone of Ukraine in 1941-1943"
analyzes the activity of the theatres of
Sumy Oblast during the Soviet-German
war, characterizes certain spheres of the
cultural and artistic life of the specified
region, reveals the specifics of the cre-
ativity of Ukrainian directors and actors.
L. Vaniuha (2012, p.165) in the article

“The Second World War and the Ukrainian

Drama Theatre Named after lvan Franko
in Ternopil" clarifies the peculiarities of
the operation of this theatre during the
German occupation and outlines the pre-
requisites for the theatre's resumption of
its activities.

Pohrebniak, H. Representation of War Events
in the Creative Work of Theatre and Film Directors
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V. Udovyk (2008) in the article “Kyiv film
studio during the Nazi occupation (1941-
1943)" notes that “during the evacuation
from Ukraine, it was assumed that the
material and technical base of the film
studios would be completely evacuat-
ed to the East. But due to the speed of
the advance of the German army and the
confusion of the heads of institutions
and organizations, the evacuation was
not carried out in full". L. Hosejko in the
monograph “History of Ukrainian cine-
matography. 1896-1995" notes that the
distribution company “Ukraine Filmge-
sellshaft” is being created in the occu-
pied zone of Ukraine, which shows Ger-
man films with Ukrainian subtitles. Joint
Ukrainian-German film production was
not created (Hosejko, 2005, p.114). The
author draws attention to the fact that
after the evacuation to "Tashkent and
Ashgabat, Ukrainian filmmakers imme-
diately face the problems inherent in war
cinema <...> screenwriters and directors
highlight the experience of the anti-fas-
cist struggle in their works" (Hosejko,
2005, p.115).

The analysis of publications on the
stated problem gives us reasons to
claim that studies that would deeply illu-
minate the interaction of Ukrainian theat-
rical art and cinematography during the
Soviet-German war through the prism
of directorial creativity are still missing.
With these scientific investigations, we
will try to fill such a research gap.

The purpose of the article

The purpose of the article is to carry out

a comprehensive analysis and identify
the peculiarities of the directorial work
of Ukrainian theatre and cinematogra-
phic institutions regarding depicting the
events of the Soviet-German war.
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Main research material

At the beginning of the Soviet-German
war, the production of films and perfor-
mances on the territory of Ukraine grad-
ually stopped, and the leading theatres
and film studios were forced to evac-
uate to the republics of Central Asia.
M. Filkevych (2003, pp.89-90) in the
monograph “Pages of our History" notes
that "on August 14 and 28, 1941, the
most valuable equipment and apparatus
of the Kyiv film studio were sent by two
railway echelons: filming, sound, copying,
projection equipment, electrical station
equipment, mechanical and carpentry
machines workshops, costumes, unique
books, etc". It is known that studio em-
ployees accompanied studio echelons.
The destination of the evacuated Kyiv
film studio was Ashgabat.

A. Puchkov (2021, p.330) in the mono-
graph “Prolonged Trolling of the Trickster:
Metadramaturgy of Oleksandr Korniichuk”
notes that "the evacuation was first car-
ried out secretly, with a lookout, and then
under the supervision of the NKVD. Ordi-
nary Kyivans were left alone". The Ency-
clopedia of Modern Ukraine states that
in the first months of the German-Soviet
war, the Odesa Film Studio was evacuat-
ed to Tashkent, where cinematographers
created heroic-patriotic films but most-
ly participated in the creation of short
films. stories for collections of wartime
films and tapes from other film studios
(Pohrebniak, 2022).

0. Krasylnykova (1999, p.114) notes
that with the beginning of hostilities in
Ukraine, most of the theatre groups of
“mainland” Ukraine were evacuated to the
east, to the cities of the Urals and Central
Asia and stationary performances and
concerts as part of front-line brigades,
concerts and performances in military
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units, hospitals were the main directions
in the creative activity of theatre groups
evacuated to the East. It is important to
point out that not all theatres in the occu-
pied territories of Ukraine during the Ger-
man-Soviet war were evacuated to the
eastern regions of the country. V. Nest-
erenko (2005, p.57) in the article "Sce-
nic art in the military zone of Ukraine in
1941-1943" notes that in some occupied
cities of Sumy Oblast, not only drama
theatres, but theatre studios functioned.

With the beginning of the Soviet-German
war, Ukrainian cinematography, as well
as theatrical art, was oriented to military
needs — to agitation and propaganda.
Documentary cinema came to the fore.
The chronicle of war events was filmed
by such well-known Ukrainian cinema-
tographers as M. Bykov, K. Bohdan, B. Va-
kar, V.Voytenko, M.Glider, I. Goldshtein,
P. Horbenko, V. Kovalchuk and others.

We will remind you that Yu. Solntseva
and O. Dovzhenko were evacuated to Ufa
in August 1941. L. Hoseiko (2005, p.115)
points out that O.Dovzhenko was "ap-
pointed a colonel of the quartermaster
service, but he cannot stand inaction
and asks to be transferred to the front".
During the Soviet-German war, the artist
concentrated on working on documenta-
ry tapes. 0. Dovzhenko “is the initiator of
the organization of filming the partisan
movement in Ukraine" (Doroshenko and
Volosheniuk, 2016, pp.394—-395).

The films of the author's team under
the leadership of 0. Dovzhenko Battle for
our Soviet Ukraine and Victory in Right-
Bank Ukraine and the Expulsion of the
German Invaders from the Borders of the
Ukrainian Soviet Lands (created in 1943—
1944) became the best documentaries of
Ukrainian production during the Second
World War. The directors of these films
were Yu. Solntseva and Ya. Avdienko.
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0. Dovzhenko was the artistic director of
both projects, he was also the author of
the narration text. Dovzhenko's creative
style, philosophical thinking, and artistic
use of various newsreel materials be-
came a determining factor in the ideo-
logical and artistic direction of the films.
First of all, this concerns the author's text.
The combination of text and images with
the help of counterpoint significantly en-
hanced the emotional colour of the film.
The audience was impressed by the con-
tent of each phrase and the weight, pre-
cision, and capacity of each word in the
film. In some episodes, the author's text
grew into a completely passionate au-
thor's monologue. Documentary films by
0. Dovzhenko proved how ideologically
sharp and emotional documentary works
can be if the artist skillfully uses a rich
palette of visual and artistic means. The
author's words of 0. Dovzhenko achieved
special power here, as they enriched the
image and, combined with it, gave birth to
a new generalized meaning.

The film Victory in Right-Bank Ukraine
and the Expulsion of the German Invaders
from the Borders of Ukrainian Soviet Lands
showed the events of the Soviet-German
war of 1943—-1944, in particular, the liber-
ation of Brody, Kyiv, Lviv, Odesa, the Car-
pathian raid of Sidor Kovpak's partisans,
during which cinematographer B. Vakar
died. The film Battle for Our Soviet Ukraine
was dubbed into 26 languages and
shown in cinemas abroad in 1944-1945.

During the German-Soviet war, Ukraini-
an theatre and cinema closely interacted.
The wide geography of the remote loca-
tion of evacuated theatres in the republics
of Central Asia did not prevent flmmakers
from involving stage masters in film pro-
duction. At the Kyiv Film Studio evacuat-
ed to Ashgabat, an acting studio was cre-
ated, which included many actors from

Pohrebniak, H. Representation of War Events
in the Creative Work of Theatre and Film Directors
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Ukrainian theatres (including N. Uzhvii,
A.Buchma, M. Krushelnytskyi, I. Mar-
ianenko, D.Kapka, A.Dunaiskyi, etc.).
In addition to the performances of act-
ing teams and individual performers on
the war fronts, a notable phenomenon in
Soviet cinema during the Second World
War was the group concerts filmed on
tape called Concert for the Front. Such
cinematographic concerts allowed the
soldiers to see the best large creative
groups (circus, choral, symphonic, pop),
which did not have the opportunity to
perform in front of the soldiers in full;
famous theatre artists who read prose,
poems, performed songs, etc.

We will remind you that in the theatres
evacuated from Ukraine, the directors
first of all restored the old performanc-
es, staged before the war. Theatrical
groups did not have enough funds, so
there were problems with the decora-
tion. Spectators enthusiastically accept-
ed performances of heroic and patriotic
themes, as well as performances of the
comedy genre. At the same time, some
Ukrainian theatres ended up in the oc-
cupied territories but did not stop their
activities. For example, "“all Ukrainian
theatres in Galicia were divided into two
groups. Some theatres were subject to
state administration, others were subject
to city administrations” (Vaniuha, 2012,
p.165). L. Vaniuha points out that only
the Lviv Opera Theatre belonged to the
first group of theatres. This theatre "su-
bordinated to the German administration,
but its management remained Ukrainian.
The German authorities hardly interfered
in the creative affairs of the theatre. The
other group included all other mobile
theatre groups, including the Ukrainian
Drama Theatre named after Ivan Franko
in Ternopil” (Vaniuha, 2012, p.166). Stage
masters of many cities of Ukraine during
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the Second World War found themsel-
ves in dangerous and humiliating con-
ditions of Hitler's occupation, but “were
able to raise the theatre to the level of
a powerful factor of patriotism, national
creation, spiritual protection of the peo-
ple"” (Haidabura, 2004 p.66). It is import-
ant that in the conditions of the German
occupation regime, the Ukrainian theatre
developed and acquired a new colour and
content. Artistic forces intensified, and
their activity developed as an internal
resistance to Nazi terror. O. Salata (2022,
pp.84-85) claims that “the legal basis
of activity for theatres became the legiti-
macy of stage art sanctioned by Hitler
in the occupied territories to use local
actors to serve the German army".

The rapid evacuation of film studios
“from the occupied territories to Central
Asia forced cinematographers to quickly
curtail the production of films started in
the pre-war period and restore it on the
technical base of the Central Asian re-
publics" (Volosheniuk, Doroshenko and
Kulchynska, 2016, p.324). At the begin-
ning of the Soviet-German war, the pro-
duction of the films "Sea Hawk", “Sailor's
Daughter”, "Olexander Parkhomenko",
“How Steel Was Tempered", and "“Young
Years" was temporarily suspended.

Filming of the film "Young Years" was
continued by I. Savchenko (who came
to the cinema from the theatre) in Tash-
kent, in evacuation. The action of the film
takes place in the pre-war months of
1941. The director invited theatre actors
to the film: N. Uzhvii, V. Dashenko, H. Ly-
syanska, R.Ivytskyi, N.Gebdovska and
others. Director |. Savchenko presents
a heroic image of the mother, which will
be symbolic in the following Ukrainian
films. The image of the mother in the film
“Young Years" was performed by N. Uzh-
vii (student of the "Berezil" theatre L. Kur-
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bas). This image acquires a kind of sa-
cred status in the film.

I. Savchenko's co-creation with actors,
both personal and theatrical, was quite
specific. Usually, the director invited new,
sometimes unknown actors for the main
and secondary roles, but never imposed
his decisions and visions on them. The
artist created such conditions when the
performer of the role was aware of the
idea of the work, and its interpretation by
the director and devoted himself to the
creation of the image. In a conversation
with the actor, lhor Savchenko initiated
him into his directorial idea. First, the
master talked about the film as a whole,
about events related to what will be
shown in the film, introduced interesting
unknown documents, prominent per-
sonalities whose activities had a certain
relationship to the content of the picture,
and then somehow imperceptibly moved
to the role, led examples, compared, ana-
lysed. In working with the performer, the
director was helped by free handling of
the film's material, a complete and clear
idea of the plot and images of the film-
maker.

The director knew how to listen careful-
ly. However, if he did not agree with the
actor's proposal, he knew how to argue
his own opinion. In the case when the
actor found something different for the
image of the character, more interesting
than the scenario or the director's ver-
sion of the image, |. Savchenko accepted
the offer of the performer and, quite tell-
ingly, was sincerely happy about that fact.
The director tried to film not takes, but
variants. He added new, minor sugges-
tions to each option, and kept the actor
in the appropriate emotional state. Ihor
Savchenko always knew exactly what
kind of image he was looking for in the
plane of the screen. The director did not
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have such cases that actors who could
not realize the director's idea came to
the filming. The director always support-
ed the actors, personally, theatrical ones,
rather he corrected the ideas of the per-
formers and chose important things from
the script material to work on the image
(Pohrebniak, 2017).

Feature cinematography during the
Soviet-German war began its activity
with the so-called combat film compi-
lations, which were produced from July
1941 to August 1942 and were a form
restored since the time of the Civil War.
The directors created 12 numbers, of
which one collection (No. 9) belongs to
Ukrainian cinematographers. Each col-
lection included several short films on
different subjects that resembled news-
paper essays or short stories. These
short stories told about the heroic deeds
of Soviet soldiers and officers at the front,
about the combat operations of parti-
sans behind enemy lines, and the resis-
tance of the patriotic population in the
occupied territories. Short films were
combined with text presentations, which
gave film collections formal and the-
matic integrity, and strengthened and
sharpened the propaganda influence.
The authors of the presentation text
and the directors were looking for ways
to unite films with different contents.
They turned to the form of memories or
stories of characters who were partici-
pants in the depicted events, etc. Screen-
writers and directors often included
in the text of the presentation theatri-
cal techniques of direct address to the
audience with a speech, with an ardent
call to take revenge on the enemy. The
individual traits and characteristics of
the characters from the war film com-
pilations were mostly not revealed with
the necessary artistic completeness,

Pohrebniak, H. Representation of War Events
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instead, the skill of the cameramen (in
particular, the Ukrainian cinematogra-
phic school) was marked by a high visu-
al culture. This happened primarily
because, in the initial period of the
Soviet-German war, there was no full-
fledged script material, and therefore
the directors together with the camera-
men had to look for ways to visually sol-
ve the images. The creators of short
films focused on the picturesque chia-
roscuro portrait characteristics of the
characters. This technique sometimes
softened the thematic rigidity of the
plot and the author's thoughts and even
distracted from the emotional poverty
of the protagonists.

Military film compilations had propa-
ganda value and contributed to the mo-
bilization of the spiritual forces of the
population and the army, but they also
had certain disadvantages. They depict-
ed examples of mass heroism of the peo-
ple but did not reproduce psychologica-
lly convincing features of heroism. Hero-
ism was reproduced by external means
of acting.

0. Pashkova (2016, p.335) points out
that the work “on short films was diffi-
cult, it was due to high-quality require-
ments. Therefore, leading cinematogra-
phers were involved in the direction” and
prominent theatre actors were invited.
The author adds that |. Savchenko simul-
taneously "completed the creative direc-
tion of the film Young Years and worked
on the script of the film Guerrillas in the
Steppes of Ukraine directed four short
films Quarter No. 14, Prisoner of Dachau,
Levko and a conference to Film Collection
No. 9; L. Lukov also worked hard".

Full-length game tapes during the
German-Soviet war, dedicated direct-
ly to the events of the war, began to be
created at the end of 1942. Such was
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|. Savchenko's film Guerrillas in the Ste-
ppes of Ukraine. The director wrote the
script for this film together with play-
wright O. Korniichuk. The script was ba-
sed on O.Korniichuk's play In the Ste-
ppes of Ukraine. Ihor Savchenko skilful-
ly reworked this play together with the
playwright, brought it as close as pos-
sible to the events of the pre-war peri-
od, and preserved the colourful images
created by the playwright. The plot of
the film consisted of three main lines,
which were called songs: “"Song One",
“Song Two", and “Song Three". They were
connected by the main storyline. Ac-
cording to L. Hosejko (2005, p.114), “the
picture was conceived as a triptych and
consisted, as it were, of folk thoughts
with separate epic plots". In this way,
the director sought to present a cine-
matic story about Ukrainian partisans
as a heroic story about people's aven-
gers. This definition of the genre point-
ed to its main sources — folklore po-
etry and heroic epic. It is worth noting
that some images in the film appeared
before the audience precisely in a he-
roic halo. First of all, this concerns the
image of Pelagia Chasnyk, created by
N. Uzhvii, an outstanding Ukrainian ac-
tress at the Kyiv Ivan Franko Theatre.
|. Savchenko's film Guerrillas in the Ste-
ppes of Ukraine was the most poster-
like of everything created by the direc-
tor, it “was released with many correc-
tions and additions also under the ti-
tle Ukraine, 1941, won the unanimous
approval of critics”" (Hosejko, 2005, p.115).
This film completes the first stage of
mastering by Ukrainian cinematogra-
phers (with the active participation
of leading theatre actors) the military
theme of the Second World War.

In the theatrical art of the war period,
the directors also searched for the re-
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production of the events of the Soviet-
German war by stage means. The direc-
tors of the evacuated theatres turned to
plays on current topics. Such was, for
example, O.Korniichuk's play The Front.
A. Puchkov (2021, p.535) notes that this
play is "“the first Soviet satirical work
about things that could not be satirical-
ly discussed” in war and pre-war times.
The author adds that “this was Kornii-
chuk's favourite play, and he tried to
write previous and subsequent ones
similar to it, he considered it the pinnac-
le of his dramaturgy.” The researcher
asks the question: "Has anyone consi-
dered Front — a harsh military play -
as a satirical work? After all, it depicts
the death of positive characters, de-
picts the heroism of ordinary soldiers of
various nationalities in the bloody cir-
cumstances of the war with the enemy,
there is almost no lyrical line and only
one female role (and a secondary one:
a nurse who also dies)". The scientist
summarizes his thoughts and asks the
question: “"Can there be a satire about
the war on the stage during the war
itself when today's spectator of a staged
battle tomorrow can die in tomorrow's
real battle?" It should not be a satire at
all: something that raises the fighting
spirit, and does not make you think about
“who is really in command”" (Puchkov,
2021, p.535).

0. Krasylnykova (1999, p.114) believes
differently about this play. She calls
0. Korniichuk's work "the most socially
courageous play" and believes that the
social courage of the playwright was
prompted by the realities of national
grief. However, the researcher believes
that O. Korniichuk showed only one of
the important, but secondary reasons
for the long defeats of the Soviet Army
in the fight against the German-fascist
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invaders: the mistakes of the comman-
ders of the old orientation. In the mono-
graph "History of the Ukrainian Theatre
of the 20th Century”, the author con-
cludes that "behind the scenes of the
theatre" are the root causes of real
mistakes. The “truth” presented by
0. Korniichuk in the dangerous time of
repression was perceived by the au-
dience and theatre artists as a sip of
“living water" in anticipation of the
future victory" (Krasylnykova, 1999, p.115).

0. Korniichuk's play The Front was
staged by many drama theatres, had
a significant resonance, did not leave
the stage for a long time and gained con-
siderable popularity. In 1943, this play
was screened under evacuation condi-
tions, not by Ukrainian directors, but by
representatives of the Central United
Film Studio of Feature Films — George
and Serhii Vasiliev. These directors col-
laborated with theatre actors but did not
invite any Ukrainian actors to film.

The film The Front was released in
1944. The authors of the film were ac-
cused of the fact that the problems that
were raised in the cinematic work turned
out to be outdated. At the time of the
film's release, a talented team of military
commanders had already formed in the
Soviet army. In this way, it turned out
that the theatrical productions of the
play The Front became more effective
and ahead of time, unlike the movie.

At the end of 1942, in the course of the
Soviet-German war, the audience began
to openly express dissatisfaction with
the artistic level of the tapes that were
part of the combat film compilations. The
public expressed a desire to see on the
screen, not weapons, tank battles, etc.,
but above all a person at war, his feel-
ings, emotional and psychological state,
and worldview. Such films appeared in

Pohrebniak, H. Representation of War Events
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1943-1945. These are the Ukrainian
films The Rainbow and The Unconquered
directed by M. Donsky.

The tape The Rainbow was dedicated
to the partisan movement. The film was
based on the story of the same name
by V.Vasylevska. N.Uzhvii, an actress
of the Ukrainian Drama Theatre named
after I. Franko, performed the main role
(the partisan Olena Kostiuk) in the film.
The actress had very few words in the film.
Her movements and gestures are un-
hurried, her facial expressions are spare,
and her intonation is even. The heroine
spoke only in the interrogation scene.
She reveals the psychological depth of
the image through expressive eyes.

The film The Rainbow was shot in
Ashgabat, its events take place in win-
ter, but the scenery was built in the con-
ditions of a hot Turkmen summer. The
scenery of the Ukrainian village Nova
Lebedivka was created on the territo-
ry of a small stadium. Here, in the heat,
which sometimes reached 60+, winter
landscapes were filmed — snow-covered
houses, frozen wells, frost-covered trees.
Interpreter V. Shmelova and cameraman
B. Monastyrskyi put in a lot of effort
and effort to achieve authenticity, to
convince the viewer that the winter on
the screen is not fake, but real. The film
ends with the appearance of a rainbow
in the winter sky. It will become a sym-
bol of liberation and hope for victory.
Together with a beautiful ensemble of
performers, the director praised the grea-
tness of the spirit of unconquered people.

The picture The Rainbow will become
widely known both in the Motherland
and abroad. O. Pashkova claims that in
May 1944, the head of the department of
the British Ministry of Information, Peter
Smollett, watched the film The Rainbow
at the Film Committee.
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He highly appreciated the picture, mar-
ked it as the best of the wartime period
and offered to send it to British Prime
Minister Winston Churchill for distri-
bution in Great Britain. In the memoirs
of M. Donsky, there is also a message
about the request of the American am-
bassador to the USSR to send a copy of
the film to Franklin Roosevelt. It is known
that in the USA they planned to show
the film with a special commentary by
Charles Bohlen, but the tape was under-
standable without translation (Pashkova,
2016, p.351). In 1944, the film The Rain-
bow was awarded the National Council
of Film Critics Award and the American
Motion Picture and Television Associ-
ation Award. The film The Rainbow be-
came a symbol of national resistance
to invaders, it stunned and impressed
both viewers and critics. Hundreds of
articles were devoted to the film in the
American, English, French, Italian, Scan-
dinavian and even Turkish press. In these
articles, critics and journalists expre-
ssed their sincere admiration for the
direction, acting skills, visual design, and
music of the film. According to O. Pash-
kova (2016, p.351), Anti-fascism and the
style of The Rainbow influenced the aes-
thetics of Italian neorealism. It is believed
that Mark Donskoy pioneered the newest
method of portraying the tragedy of hu-
man existence, and "the accentuation
of manifestations of folk character and
anti-fascism are equally inherent in the
style of M. Donskoy and the neorealists".

The film The Unconquered was direc-
ted by M.Donsky at the restored Kyiv
Film Studio in 1944. In the film, the direc-
tor reproduces "the ambiguous human
position in front of the enemies, the pain-
ful family separation that befell hundreds
of thousands of people who meekly en-
dured the occupation and waited for lib-
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eration” (Hosejko, 2005, p.120). Theatre
actors were invited to work on the film, in
particular, the main role — Taras Yatsen-
ko — was performed by the actor of the
Ivan Franko Theatre — Amvrosii Buchma.
A.Pashkova (2016, p.353) claims that
“Amvrosy Buchma created a complete
character. The actor reveals a new facet
of the character's psychology in each ep-
isode. The psychophysical pattern of the
role was correlated with the ideological
categories of the authors' thinking, which
did not go beyond the historical reality".
It is significant that the film The Uncon-
quered received the Gold Medal of the
Venice International Film Festival in 1946.
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Conclusions

The study analyzed films and plays in
which directors in the difficult conditions
of the Soviet-German war sought various
methods of depicting war events, and
presented screen and stage narratives
in documentary films, feature films, and
theatre. This made it possible not only
to determine the director’s tools for re-
producing the events of the war using
theatrical art and cinematography but
also to show the significant role of the
activities of film directors in highlighting
the achievements of actors in Ukrainian
theatres.
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AHoTauis

MeTa pocnip)XeHHs — 3[INCHATM KOMIJIEKCHUWA aHani3 Ta BUSIBUTM OCOBNMBOCTI pexucepcbKol
TBOPYOCTI B YKpalHCbKWUX TeaTpasibHUX i KiHeMaTorpadpiyHux 3aknafax Wofo BigobpaxeHHs nofmin
pafsiHCbKO-HiMeLbKoi BitHA. MeTogonoria gocnigxeHHs. Y po3pobui TeMU KOMMIEKCHO 3aCTOCOBaHO
MeTOAM HayKOBOro aHanidy, MopiBHSIHHS, y3arafibHeHHsl. B cTaTTi BMKOPUCTaAHO MiXAUCUUMAIHAPHUA
nigxig, ki 6a3yeTbCsi Ha 3aslyyeHHi TaKUX 3arajibHOHayKOBMX METOAIB, K cucTeMa TeopeTUYHUX
MeTogiB (iHOYKUiS, AelyKuisi, OTOTOXHEHHSl, KOMMIEKCHUIA MUCTELTBO3HABUYMIA aHasi3, CUHTE3), Lo
YMOXJIMBUNA oOnpautoBaHHs dakTonoriyHoi 6asu peanizauii inbMiB y B3aeMofil 3 TeaTpasbHUMM
nisyamu. TUNOMOriYHWMA MeTof, [HaB 3MOTy PO3MAHYTU CMiflbHI  XYOOXHI MPUHLMNKU Y TBOPYMUX
nowykax MaWcTpiB TeaTpy i KiHO. AHaniTUYHUIA Ta CUCTEMHUA METOAM BWKOPUCTAHO AJSiA po3rnagy
MUCTELTBO3HABYOro acrekTy npo6nemu. HaykoBa HOBMU3HA [OCHIAMXEHHs MNOAsirae B TOMY, LUO
YTOYHEHO B3AEMOBMJ/IMB PEXUCYpU TeaTpasibHOro MucTeuTBa Ta KiHemaTorpada, OKpecneHo
OCHOBHI UYMHHUKU B3aEMOAIl BUOOBULLHUX MWUCTEUTB, YBUPA3HEHO BMJMB CYCMiNIbHO-MOAITUYHUX
npoueciB Ha JHisNbHICTb TeaTpy M KiHO. BucHOBKM. OKpecneHO pexucepcbki 3acobu BifoOpaxeHHs
nofiv BiMHM B TeaTpi i KiHOo. [lokasaHO ponb pexwucepiB y BUCBITIIEHHI 3000yTKiB MaicTpiB
TeaTpasibHOro Ta KiHoMUCTeLTBa.

KniouoBi cnoBa: kiHemaTtorpad; [pyra cBiToBa BiliHa; HiMeLbKO-pasiHCbKa BillHA; MponaraHa; CLeHa;
pexucypa; KIHOCTyaist

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

|® @ This is an open &

ISEIN 261721674 (P audiovisual-art knukim.edu.ua
ISSN 2617-4049 (Online)





