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KuiBchkuii HallloHATBHUHN YHIBEPCUTET KYJIBTYPH 1 MUCTEIITB
Bicunk KuiBcbKoro HanioHaJIbHOr0 YHiBepCHTETY KYJILTYPH i MUCTENTB.
Cepin: AynioBizyajibHe MUCTEITBO i BUPOOHHIITBO
HayxkoBuit sxxypHan

VYV BicHHKY BHCBITIIOIOTBCS aKTyalbHi NPOONEMH 3araJbHOTCOPETHYHHX, MMCTCHBKHX, iCTOPHYHMX, MPAKTHYHMX AaCTICKTIB
y raity3i ayioBi3yalbHOrO MUCTEITBA Ta BUPOOHULITBA.

HaykoBuii *ypHan aJpecoBaHMi BUCHHM, CKCIIEpTaM, BHKJIaJadaM Ta HAyKOBO-NENArOridHUM MPAIiBHUKAM, IO 3aiiMalOThCs
HAYKOBHMH JOCITIJUKCHHSAMH | HAMAraloThes 3HAiiTH LIHHICHO-CMHCIIOBI 00pIT CyYacHHX MHCTELbKNX, BUPOOHNUYHX Ta ay/IiOBi3yaIbHHIX
TIPOLIECIB.

BinnosinHo 1o Hakasy Minictepctsa ocBiti i Hayku Ykpainu Ne 1017 (zomarox Ne 3) Bix 27.09.2021 HaykoBHii XKy pHAI BKIIOYEHO
10 kareropii «b» IMepeniky HaykoBuX (paxOBHX BHIaHb YKpAiHH, B SIKHX MOXKYTb ITyOTiKyBaTHCS Pe3y/IbTaTH AUCEPTALiifHUX POOIT Ha
3100y TTsl HAYKOBUX CTYIEHIB JOKTOpA i KaHIUJaTa HayK y ramy3i 3HaHb « MHCTENTBO3HABCTBOY 3i crienianbHocTi 021 «AynioBisyanbHe
MHCTELTBO Ta BUPOOHULITBOY.

Pexomenoogaro 00 Opyky Buenoio padoio
Kuigcbko2o nHayionansHo2o yHigepcumemy Kyabmypu i MUCIeyme
(npomoxon Ne 7 6io 15.11.2021 p.)
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KueBckuil HalMOHATIBHBIN YHUBEPCUTET KYJIbTYpBl U HCKYCCTB
BectHuk KueBckoro HAIIHOHAJBHOI'0 YHUBEPCUTETA KYJIbTYPbI H HCKYCCTB.

Cepusi: Ay1noBU3yaJIbHOE HCKYCCTBO U NMPOU3BOCTBO
Hayunblii xypHai

B BecrtHuke OCBCIIAIOTCS aKTYyaJIbHBIC Hp06HCMBI 06HICTeOpCTI/[‘ICCKI/IX, XYHNOXKECTBECHHBIX, HCTOPUYCCKUX, IPAKTHUYCCKHUX
aCTEeKTOB B 00IaCTH ayJMOBH3yaJbHOTO MCKYCCTBA M IPOU3BOJICTBA.

Hay4Hslii sypHaI apecoBaH y4eHbIM, SKCIIEPTaM, IPENoIaBaTelisiM H HayYHbIM PaOOTHHKAM, TeM, KTO paboTaeT Hajl HayYHbIMU
MCCJICIOBAHUSAMUA W MBITACTCA HalTH LEHHOCTHO-CMBICJIOBBIE TOPU30OHTBI COBPEMEHHBIX XYAOKECTBCHHbIX, MPOU3BOACTBEHHbBIX
U ay[JMOBU3YyaJIbHBIX ITPOLIECCOB.

B coorBercTBuM ¢ mpukazom MuHuctepcerBa oOpaszoBaHus u Hayku Ykpaussl Ne 1017 (mpunoxenue Ne 3) or 27.09.2021
HAy4HBIH JKypHaJl BKIIOYeH B Karteropuio «b» IlepeuHs Hay4yHBIX MpPO(ECCHOHANBHBIX H3aHHIl YKpaHHBI, B KOTOPBIX MOTYT
HyGJ'lI/IKOBaTBCH Ppe3ysIbTaThl TUCCEPTAITMOHHBIX p860T Ha COMCKaHHEC YYCHBIX cTerneHei JIOKTOpa W KaHJujaTa HayK B o0acTu 3HAHUI
«MckyccTBoBesieHre» 10 crienuanbHocTn 021 «AyIMoBU3yanbHOE HCKYCCTBO U IIPOM3BOICTBOY.

Pexomendosano Kk newamu Yuenvim cogemom
Kuesckoeo HayuonaibHo2o yHugepcumema Kyibmypol u UCKyccme
(npomoxon Ne 7 om 15.11.2021 2.)
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Abstract

The purpose of the article is to study the peculiarities of the voice work
during the role of the actor by studying the main aspects of the speech act
implementation, the work of the registers and the speech apparatus; to carry
out a comparative analysis of different types of the actor’s existence in the role
and reading of the literary text. The research methodology is based on the main
principles of the actor’s speech tools, the definition and comparison of different
methods of voice, support, breathing, and the use of basic actor’s techniques
in the process of reading a literary text by separating and embodying them
during the actor’s speech act. The scientific novelty of the research is to study
the main aspects of existence during artistic reading and the use of non-
standard for acting voice techniques, interpreting them for use during the
role. Identification of new approaches to the implementation of speech, the
creative act and the latest ways to express the psycho-emotional state of the
character through the use of unusual principles of the speech apparatus in
ordinary life situations. Conclusions. The results of studies identify the basic
principles of the human speech apparatus and the problems of voice control
during the arousal of the psycho-emotional condition of the actor in the role,
problems and errors in various methods and scientific works of masters in the
field of stage language. Through experiments and interpretations of various
approaches to working with voice, new, universal methods of speech control
have been borrowed, borrowed by studying the process of reading a literary
text by actors and applying these principles to the role.

Barnych, M., Matiiv, I. and Venher, 0., 2021. Peculiarities of Voice, Intonation and Speech Tone of the Actor
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Problem statement

Considering the main aspects for the
staging of the actor’s voice and speech,
there are several stages of staging: find-
ing a tool for creating a voice, lowering the
voice to the chest register, finding and de-
veloping all registers (chest, nose, frontal,
etc.). During all this time, from the origin
of acting to its existence to the present
day, various artists (actors, directors, an-
nouncers, etc.) have created a large num-
ber of techniques, the principles of which
were numerous, diverse approaches to
acting, voice acting, and acting speech.
Nevertheless, scholars of the last century,
namely the Soviet era, did not pay much
attention to the stage of voice produc-
tion in this field and the speech appara-
tus of the film actor, because at that time
cinema was just emerging and gaining
momentum as an independent branch
of art. At the time of these techniques’
creation, the human body in the process
of creating a role was not studied at all,
so it was impossible to give such an ac-
cessible explanation and step-by-step in-
structions for the actor, which would give
a clear understanding of how accessible
and effective way to achieve the desired
voice and properly developed speech ap-
paratus. Despite the fact that at the time
of the invention of basic voice techniques,
scientists did not have full knowledge in
this area, at the moment this issue has
been still little studied.

Recent research
and publications analysis

Well-known domestic, Soviet and for-
eign scientists and researchers have stud-
ied the problems of the actor voice and
speech. Research and scientific works of
R. O. Cherkashin (1989), M. M. Barnych
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(2018), L. S. Vyhotskyi (1998) and others
became the basis for writing the article.

The purpose of the study is to highlight
and reveal new, more accessible specific
step-by-step exercises to adjust the pe-
culiarities of the voice and speech of the
actor in the role.

Main research material

L. Vyhotskyi's (1998, p.333) research
states: ‘Future research will probably
show that the act of art is not a mysti-
cal and heavenly act of our soul, but the
same real act as all other movements of
our being, but only it prevails over all its
other complexity’.

When reading from a letter or in artistic
reading in public, the actor has a com-
pletely natural desire to convey an opin-
ion to the viewer. This, in turn, encourages
the actor in the process of reading from
the letter to make an effort to read it in
advance, also tries hard and quickly to
reproduce the next line of text in memo-
ry during the narration of the memorized
work.

The two processes on this basis merge
into synchronous automatic pronunci-
ation of the active text aloud and in turn
the internal pronunciation of the next text
invisible and unfixed. Because of this,
the thought act deviates from the right
path and that is why the actor does not
perceive and experience this read text.
And it exacerbates the situation when
the actor is worried about realizing his
condition. So deep into what the read-
er cannot penetrate and be absorbed by
him and the viewer. Trying to intone the
text correctly and logically is a reason
that, among other things, influences the
actor’'s experience during reading, which
leads to the comprehension of the intona-
tion of the text, and does not encourage

BapHuy, M., MaTiig, |, BeHrep, O. OcobnamBOCTI ronocy, iHToHaLil
Ta TOHY MOBJEHHS akTopa B PO
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comprehending its content. An inaccurate
definition of the relationship between the
reader and the viewer is another reason
for the wrong technique of conveying an
opinion, and it also affects the creation of
the narrator’'s image. It is precisely these
and a combination of many other reasons
that require and require a revision of this
acting technique.

It is worth noting that it is not easy to
observe oneself, how the content of what
is being read settles in one’s mind, how
to “alienate” oneself from the whirlpool of
thoughts that bind the actor’s conscious-
ness during a public performance, and
what a peculiar state of mind (thinking),
not easy. Because human speech has
the appropriate intonations, their shades,
different tones, and the texts must be
presented in a certain tone to preserve
the speech organics, its nature. In other
words, in addition to the task of reading,
there is the task of reproducing the ap-
propriate tone of the person’s expression
from whose image the reader submits
texts.

The easiest example to reproduce this
tone of the message is the tone of sell-
ers in the market who interrupt each other
trying to sell their product. But still, this
tone is not easy to catch from the letter
immediately. Accordingly, the task is to
improvise in such a tone before reading
the text, as if to play a game in which you
have to offer something specific in your
own words: buy or take what is in the au-
dience. In the future, you need to wedge
into the text without stopping, that is,
under the reading of the announcement,
that is, you need to substitute this artifi-
cial, playful tone. In this way, it is possible
to come to an understanding of how the
act of thinking takes place and how the
image of a news anchor is created from
the actor’s face. A larger piece of text can
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be read later, in the same tone. Correcting
the facial expressions, intonation and dic-
tion of the presenter is a task that is add-
ed at this stage. It is recommended to be-
have in accordance with the text content,
to remove smiles and facial expressions.

In textbooks on stage speech, the rules
of logical intonation are written out ac-
cording to which intonation is ordered.
You have to be very careful about the rules
of logical intonation and diction.

Efforts and concentration are aimed at
raising the voice in front of the camera,
lowering before the dot, the clarity of
sounds, the selection of keywords and
speech beats, keeping the perspective of
the story is superfluous and can lead to
focusing not on the text content, but on
the same formal features. Although their
implementation is a mechanical, uninten-
tional act, these rules are studied sepa-
rately.

The primary task in such self-trainings,
along with the knowledge of one’s own
thought processes, is the acquisition of
skills the tone reproducing and intonation
pattern of speech of the person’s image
from whom the story is told. The lightest
tones that can be quickly assimilated in-
clude the tone of a reporter, guide, histo-
rian, biologist, coach, etc., that is, those
images of people whose speech is not
burdened with a deep psychological nar-
rative and emotional shades. During such
pieces of training, actors acquire skills
of communication with the viewer and
behind-the-scenes listener of the respec-
tive TV programs. Since each of these
tones has a certain intonation colour -
restrained, soft, with notes of respect, in-
structive, it helps to release the vocal col-
oratura of the student.

It is worth noting that a difficult stage
of learning is to master the technique of
artistic reading of prose or poetry. After

Barnych, M., Matiiv, |, Venher, O. Peculiarities of Voice, Intonation
and Speech Tone of the Actor in the Role
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all, the reader is required to create a nar-
rator's image of who memorizes the de-
scribed events through memorized text;
in the poems, it is also necessary to pre-
serve the rhythm and melody. However,
this technique follows from the previous
one. Conscious technique in no way pre-
vents the actor from experiencing what he
is reading ‘People are worried to tears in
the theatre, but ask a neighbour to take
off his hat, do not forget to sit down and
raise binoculars to see well' (Vyhotskyi,
1998, p.68).

Before mastering the techniques of
reading, it is necessary to find out the
general principles of the person’s image
from whom the story is told. The story of
a playwright is a kind of confession relat-
ed to his personal life, it does not matter
whether he is a third person who tells
about someone or something, or he tells
about himself as the first person. But all
narrators are united by several indepen-
dent positions regarding the viewer. The
first is a story addressed to an audience
that is interested in a particular story. The
second position is the narrator is not in
conflict with the viewer, i.e. their relation-
ship is neutral. And the third position fol-
lows from the second is the narrator does
not play a role. The biggest mistake of
dramatic actors-narrators is the attempt
to distinguish the created image from the
audience, to endow the image with the at-
tributes of a dramatic role. As a rule, the
work itself provokes such a wrong step.
For example, poems, especially patriotic
(T. Shevchenko, I. Franko and others) of-
ten begin with first-person calls to strug-
gle. There are poems where the charac-
ter appeals to phantoms (Lesia Ukrain-
ka ‘Contra Spem Spero’ (Against hope
| hope), T. Shevchenko ‘Fate’, ‘Muse').

In Shakespeare’'s monologues, if per-
formed as an artistic reading, the charac-
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ter complains to the public about his fate.
Similarly, prose works contain provoca-
tive moments for the actor, pushing him
to create a role. However, if you act purely
as an actor, according to such texts, then
the typical question arises for each role:
what does this character want from the
audience and how this audience is con-
nected to its history? Of course, if it was
a “mass”, as in the movie, the audience
would be given some role; some con-
flicting involvement in the character, the
actor would find a way to justify the ad-
dress of the character to the audience.
But this is not the case. The audience is
not a game opponent in the story. And ar-
tificially endowing it with such a mission
would be wrong and would not lead to the
desired result, because it is not what the
actor wants to create for himself. And if
the actor forces himself to give the au-
dience a role, it will be unethical and un-
professional, and the audience may leave
the hall in response. K. S. Stanislavskyi
pointed out the fact that to tell the pub-
lic the monologue of Othello and perform
it in the role are different things: ‘Do you
think anything would change in my per-
formance if | played this monologue on
stage? It would definitely change. Play-
ing, | would turn to Desdemona... would
live the life of Othello in the proposed
circumstances of Shakespeare’s tragedy.
Now | read to you, | saw your eyes. ‘I set
myself the task so that all of you, as a re-
sult of my reading, would understand how
passionately Othello loved Desdemona.
| did not play, but passed on to you the
logic of Othello’s thoughts and feelings;
| acted for him, remaining myself - Stan-
islavskyi (Vyhotskyi, 1998, p.48).

It should be said that a narrator is a per-
son who is a native of the audience and
is no different from the audience. In fact,
nothing would indicate that this person is
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from another era or a character from an-
other work. In fact, all outward signs are
the actor’s features. Actually, that's why
K. Stanislavskyi says that he didn't play.
However, even to convey the ‘logic of Oth-
ello’'s thoughts and feelings’ means to be
in the image of a person who conveys the
logic of Othello’'s feelings and thoughts.
That is, it is not Stanislavskyi himself, who
was personally acquainted with Othello.
This is the person of Stanislavskyi, who is
adopted as an artist by the fate of Othello
and presents the memorized text by artis-
tic expression means of the narrator-art-
ist. Instead, the audience is original, artis-
tic and ready for the perception of these
artistic means of expression, also Stan-
islavskyi as an artist. Let's imagine once
again that an uneducated person entered
the hall, who does not know that Othello is
a character invented by Shakespeare and
that in fact has nothing to do with the fate
of Stanislavskyi. This man would sympa-
thize with Stanislavskyi himself. But in re-
ality, the public has no sympathy for the
artist, it, like an artist, sympathizes with
the image of the narrator, which creates
from himself the artist Stanislavskyi.
Thus, the image of the narrator is not
a role because this person in the course
of the story weighs his behaviour and
emotional state in accordance with ethi-
cal norms in an educated society. That is,
he will not allow himself the sharp emo-
tions or inappropriate behaviour that Oth-
ello’s character could afford in other cir-
cumstances but the circumstances of the
conflict. At the same time, artistic means
of expression that are acceptable to the
viewer - raising and lowering the tone,
long psychological pauses, facial expres-
sions, etc., allow the artist to partially
demonstrate the behaviour of the Othello
character in his circumstances. Thus, we
come to the conclusion that the image of
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the dramatic narrator is close to the per-
son of the actor and does not have, like
a dramatic role, specific external features
that are not inherent in the actor. The actor,
using this hypostasis in which he appears
before the viewer, creates an image and
his story by such means of expression
that indicate the involvement of this creat-
ed person in the action and events unfold-
ing in the story. Such creation of animage
is a tacit mutual consent or unannounced,
pre-established conditions of the game
between the actor and the spectator. Ac-
tually, this position and attitude to the
viewer allow speaking K. S. Stanislavskyi
that he read and saw the audience’s eyes.
Due to this established position, it is pos-
sible to communicate with the viewer
through the image of the narrator. This
starting position is between the game and
non-game, is extremely important for the
actor-narrator, as it helps to find the nec-
essary point of intersection in communi-
cation with the audience as a non-game
opponent. ‘Through consciousness, we
penetrate the subconscious, we can orga-
nize conscious processes so as to cause
subconscious processes through them’
(Knebel, 1970, p.334). It is this point of
intersection that allows the actor to feel
free in the act of creativity.

This is explained by the fact that as a re-
sult of the analysis of the work, the actor
tries to convey a certain initial mood or
state. However, this position is wrong, be-
cause trying to create a dramatic mood
at the beginning of the story, as well as
emotion, leads to the creation of a specif-
ic character with a certain biography. But
following the analogy of news readers,
historical commentators, etc., their posi-
tion is neutral, regardless of the text con-
tent. Of course, in the course of the story,
they may be absorbed in the content of
what is read, but not enough to interpret
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them as participants in those events. Sim-
ilarly, the dramatic reader is concerned
with the content, but not enough to take
on the role of the participant in the events
of which he tells. Therefore, as mentioned
above, such a starting position must be
abandoned.

Based on the above, we can conclude
that the actor-reader does not tell the art
work on behalf of the character depicted
by the poet or writer, but interprets this
work, reading it from the image of the nar-
rator of the artwork.

The research found that the acting cre-
ative process is divided into two main
stages: preparation for the role and per-
formance of the role. The study found that
the creative process of acting is divided
into two main stages: preparation for the
role and role performance. In turn, the
first creative stage covers the analysis
and rehearsal of the role with the director
(formation of the character and character-
istics of the image, action analysis, mise-
en-scéne, etc.) and independent prepara-
tion of the role by the actor (studying the
text, playing the role and experiencing
this game in the imagination, etc.). The
second creative stage is the public per-
formance of the role. This stage is called
creative because the role performance
in public conditions is the creation by
the actor, in his person, of an act of ex-
perience according to the external and
internal drawing of the role created in ad-
vance independently and with the director.
Observing the situations of everyday life,
we can say that the real, genuine action of
the word in ordinary living conditions, as
a rule, occurs spontaneously, unprepared.
The actor’s action is prepared in advance
at the first stage of creativity, so this ac-
tion cannot be similar to life. However,
the origins of both actions are somewhat
similar. In both cases of speech, the order
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of pronunciation of words is a reflective
or mechanical act, i.e. unconscious. It
means that in order to take an object no
one thinks about which foot to go and how
to fold the fingers, etc. Or in order to look
closely at something, there is no need to
think about turning your head and direc-
tion of vision. The same applies to the
order of pronunciation of words. Due to
such motor and speech reflectivity, there
is an experience (comprehension) of the
content of what is set by movement and
speech. Because it is known that only one
object can be thought or experienced by
a person at a time (Knebel, 1970, pp.77-
78). That is, it is impossible to think about
movement and what this movement
means at the same time.

In contrast to ordinary life, in the art
of the actor, speech occupies a special
place - expressive (demonstrative), this
is said in R. Cherkashin (1989, p.327). The
actor not only communicates with a col-
league in the role but also expresses to
the viewer the nature of the character's
speech, that is, not only what he says but
also how he speaks. Yes, K. Stanislavskyi
(1953, p.140) emphasized: ‘Let's hope
that science will help us find a practical-
ly possible approach to another's soul,
let's learn to understand the logic, the se-
quence of its feelings, psychology, char-
acter science. Perhaps this will help us
develop techniques to look for subcon-
scious creative material not only in the ex-
ternal environment but also in the internal
life of people.

Given the above, to study the mechanics
of speech, the task of acting on a part-
ner on stage, as it happens in life, is not
enough and not exactly. Otherwise, the
actor will not be able to focus on express-
ing the nature of the character’s speech.
After all, he will try to act as a character,
as in life, so in his mind, there will be no
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room for the embodiment of an external
act of expression. In fact, the essence of
the actor’s experience is that he does not
communicate with a colleague in the role
but with the audience. Take for example
the phrase: ‘Close the door!. In order to
perform the task that is to express to the
public the external peculiarities of the
character, you must first clearly, with the
help of voice and intonation to say this
phrase. Actually to say and not to ask,
order, force, that is, not to put in the ex-
pression of the phrase action (action is
contained in the meaning of the phrase).
And it doesn’t matter if the actor is sitting,
lying, walking, scratching, smiling, etc.
The whole act must be addressed in an
expressive task. The actor must set an
expressive task also for the reason that
it has already been emphasized that this
task is also partly the essence of acting.
After all, in addition to the task of expe-
riencing interaction with other characters,
the acting also covers the task of intelli-
gible visual and audio explanation to the
viewer of their role. Performing the role
in this way, the actor should feel com-
fortable both in relation to partners and
in relation to the audience. Such comfort
is called organic or natural behaviour in
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Conclusions

As a result of studying and research-
ing the basic principles of the human
speech apparatus work and problems of
voice control during the arousal of the
psycho-emotional state of the actor in
the role, problems and errors have been
identified in various methods and scientif-
ic works of masters in the field of stage
language. Through experiments and inter-
pretations of various approaches to work-
ing with voice, new, universal methods of
speech control have been created, bor-
rowed through the study of the process
of reading a literary text by an actor and
applying these principles to the role.
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AHoTauis

Merta gocnigxeHHs = BUBUNTY OCOBNMBOCTI pO6OTU rofiocy Mif Yac rpy aktopa B posi LUASXOM JOCHIAXKEHHS
OCHOBHMX acrekTiB MOBJIEHHEBOrO akTy, po6OTU pericTpiB Ta MOBNEHHEBOro anapaTty; 3A4INCHUTU
NOpIBHANbHWIA aHani3 pisHKUX TUNIB iCHYBaHHS aKkTopa B poJli Ta YNTaHHSA XYA0XHbOro TekcTy. MeTogosoris
AoCiAXeHHS1 6a3yeTbCA Ha FONOBHUX NPUHLMNAaX po60TM MOBNIEHHEBUX IHCTPYMEHTIB aKTopa, BU3HaUYeHH
1 NOPIBHAHHI Pi3BHUX METOAMK NMOCTAaHOBKM roJiocy, ONopw, ANXaHHSA Ta 3aCTOCYBaHHA OCHOBHUX NpUtoMiB
aKTopa B NpoLeCi YNTaHHSA XyA0XHbOr0 TEKCTY LLSIXOM iX BiOKPEMIIEHHS Ta BTIIEHHS Mif Yac akTOPCbKOro
MOBHOIO aKTy B poni. HaykoBa HOBMU3Ha [LOCNIAXKEHHA NONArae y BUBYEHHi OCHOBHUX acreKTiB iCHyBaHHS
ni Yyac XyAOXHbOro YMTAHHSA Ta 3aCTOCYBaHHI HeCTaHAAPTHUX AN aKTOPCbKOI rpu NpuiioMiB po6oTu
3 roJIoCOM, iHTepnpeTauil IX 415 BUKOPUCTaHHSA Mif YaC BUKOHaHHS poni; BUSIB/IEHHI HOBMX NigXo4iB A0
3[iNCHEHHS] MOBJIEHHEBOIO, TBOPYOrO aKTy Ta HOBITHIX CMOCOG6IB BUPaXXEHHSI MCUXOEMOLINHOIO CTaHy
nepcoHaxa Yyepes BUKOPUCTaHHA HE3BMYHUX NPUHLMNIB pO6OTM MOBHOIO anaparTy B 3BUYaNHUX XXUTTEBUX
cuTyauisix. BUCHOBKM. YHaACNiAOK BUBYEHHS Ta JOCIAXEHHSI OCHOBHUX NMPUHLMMIB PO60TU MOBIEHHEBOIO
anapaTy NoAWHM Ta NpobriemMaTUKu KepyBaHHA roflocoM Mif Yac 36YAXKEHHSI MCMXOEMOLINHOro CTaHy
aKkTopa B poni 6ynu BUABNEHI NPo6ieMn Ta MOMWUIIKM B Pi3HUX METOAMKAX Ta HayKOBKUX poboTax ManucTpiB
B raysi cueHiyHoi MoBu. LLInAXxom ekcnepuMEHTIB Ta iHTepnpeTaLiii pisHOMaHITHUX NigxoAiB A0 po60Tu
3 ronocom 6yno 3HalAeHo HOBI, YHiBEpcasbHi MPUINOMU KepyBaHHS MOBJIEHHEBMM anapaToM, 3ano3nyeHi
3aBAAKN JOCNIAKEHHIO MPOLECY YNTaHHSA aKTOPOM XYLOXHbOrO TEKCTY Ta 3aCTOCYBaHHSA LMX NPUHLMNIB
[10 BUKOHaHHS ponni.
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AHHOTauusa

Lenb nccnegoBaHuss — n3yuyuTb OCOBEHHOCTWU paboOTbl rofioca BO BPEMSI UrPbl akTepa B Ponv MNyTeMm
1ccnefoBaHUsi OCHOBHbIX aCMEKTOB PEYEBOro akTa, paboTbl PerMcTpOB M peYEBOro anmnapaTa; OCyLLeCTBUTb
CpaBHUTENbHbIA aHanu3 pasfiMyHbIX TUMOB CYLLECTBOBAHWUS aKTepa B POSIN U YTEHUS XYAOXECTBEHHOrO
TekcTa. MeTogosnorus uccaefoBaHnsi OCHOBaHa Ha rMaBHbIX MPUHLMNAX paboTbl peYyeBbiX MHCTPYMEHTOB
aKTepa, OMpefeneHMn U CpaBHEHWM pasfINYHbIX METOAWMK MOCTAHOBKWU TrO/oca, OMOopbl, AbIXaHWUs
1 NMPUMEHEHUSI OCHOBHbIX MPUEMOB akTepa B MPOLECCE UYTEHUS XYLOXECTBEHHOro TekcTa MyTeM UX
OTAEeNeHMs 1 BOMJIOLLEHUS] BO BPEMSI aKTEPCKOIO Pe4YeBOro akTa B ponu. HayyHass HoBM3Ha ccnefoBaHus
3aK/1H0YaeTCA B M3YYEeHWU OCHOBHbIX aCreKTOB CYLLECTBOBAHUS BO BPEMS XY[LOXECTBEHHOIO YTeHUs
M MPUMEHEHUWN HECTaHAAPTHbIX A/ aKTEPCKOW Wrpbl MPUEMOB paboTbl C FOOCOM, WHTeprpeTaLuu
MX AN UCMONIb30BaHUSA BO BPEMSI UCMOJSIHEHUS POJIM; BbISIBJIEHUM HOBbIX MOAXOLOB K OCYLLECTBEHUIO
peyeBOro, TBOPYECKOr0 akTa M HOBEMLIUX CMOCOBGOB BbIPaXXEHUSI MCUXO3MOLIMOHANIBHOIO COCTOSIHUSA
nepcoHaxa 4epes UCMosb30BaHME HEMPUBbIYHBIX NMPUHLMMOB paboTbl peYeBOro anmnapaTta B 0O6bIYHbIX
XXM3HEHHbIX CUTyauuax. BbiBogbl. B pesynbraTe U3y4YeHUss U UCCNeAOBaHUS OCHOBHbIX MPUHLMMNOB
paboTbl peyeBOro annaparta YesoBeka U NpobraeMaTUKU yrpaBfieHUs FOI0COM BO BPEMSI BO36YXAeHUSA
NCUXO3MOLMOHAJIbHOIO COCTOSIHUSI akTepa B posiv 6bln BbiSIB/IEHbI MPO6EMbI Y OLUMOGKU B PasfiMYHbIX
MeToAMKax W HayyHbiXx paboTax MacTepoB B 061acTu CLEHUYecKoi peuun. [lyTeM 3SKCNepvMeEHTOB
1 UHTEpNpeTauui pasnnMyHbiX NOAXOAOB K paboTe ¢ roiocoM 6biv HalfeHbl HOBble, YHUBEPCalbHble
npveMbl yrnpaBfieHUss peyeBbiM anmnapaToM, 3aMMCTBOBaHHble 6narogapsi UCcrefoBaHWKO Mpolecca
YTEHUS1 aKTEPOM XY[L0)KECTBEHHOIO TEKCTa U MPUMEHEHUS STUX NMPUHLMMOB K BbIMOSIHEHWIO POSU.
KnioueBble cnoBa: Xy0XXeCTBEHHOE YTEHUE; PEYEBON annapart; pe4eBoi aKT; rofioc; MCUX03IMOLMOHaNbHoe
COCTOsIHUE
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Abstract

The purpose of the research is to investigate the history of contemporary
Ukrainian cinema and to analyze the ways of its development. Highlight the
main problems of national film production; identify the main principles and
areas of its potential realization, the conditions for creating a successful
and engaging film industry in Ukraine. The research methodology consists
of the following methods: analytical - the study and analysis of historical
materials of the Ukrainian cinema formation; empirical — the generalization of
monitoring the intensity of flmmaking; theoretical - the research of prospects
and directions of national film potential realization. Scientific novelty. For the
first time, the prospects and directions of the national film potential realization
are outlined based on the detailed in-depth analysis of the Ukrainian cinema
historical development, an estimation of its modern condition. Conclusions.
Analysis of the current state of Ukrainian cinema showed that the national
cinema has undergone changes in the basic guidelines and value vectors of its
development, intensified the process of realizing its potential, began building
effective mechanisms of administrative and legal regulation of this area for
development and proper functioning of the domestic film industry.

Bezruchko, O. and Kachmar, N., 2021. The Development of Contemporary Ukrainian Cinema.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 4(2),

pp.208-216.

Problem statement

In recent decades, Ukrainian cinema
has been growing. Films based on pre-
senting the problems of the present, re-
flecting the Ukrainian identity, are ap-
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pearing. They are interesting for both the
Ukrainian audience and the international
community. Therefore, the study of the
problem of formation and development
of modern Ukrainian cinema is important
and relevant in modern conditions.
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Recent research
and publications analysis

Analysis of the modern Ukrainian cinema
history, the study of the main problems of
national film production has been covered
by a number of scientific publications.

I. Burnashov (2015) believes that in the
field of the film industry there are many
problems that pull each other. In partic-
ular, he emphasizes that if we receive
a low-quality film product, the reason is
largely due to lack of logistics, the inex-
perience of film workers, involvement in
the main roles of the same actors. The
author also draws attention to mistakes
in choosing the genre, low budget films,
which cannot pay off due to the small
number of cinemas.

Research in the field of material and le-
gal support and assistance of the state
for the highly productive development of
cinema is reflected by K. Koroshchenko
(2020). The author proved that producing
quality films is beneficial not only for the
economy but also for the world percep-
tion of Ukraine as a state that is able to
move forward in all areas.

The development of the Ukrainian film
industry, as it is emphasized by E. Zin
(2007) and S. Hnatiuk (2014), is a signifi-
cant contribution to the spiritual develop-
ment of the nation, as well as an oppor-
tunity for future international recognition
and perception of domestic cinema as
another quality product from Ukraine.

Purpose of the article is to investigate
the history of contemporary Ukrainian
cinema and to analyze the ways of its de-
velopment. Highlight the main problems
of national film production; identify the
main principles and areas of its potential
realization, the conditions for creating
a successful and engaging film industry
in Ukraine.
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Main research material

According to the ‘National Strategy for
the Development of the Film Industry in
Ukraine for 2015-2020° (2015), the cre-
ation of a successful, investment-attrac-
tive film industry in Ukraine, focused on
both the domestic film market and its
niche in the international cultural space,
and the global audiovisual industry is one
of the most important areas of state cul-
tural policy. The state considers cinema
as one of the main tools for ensuring in-
formation security of the country, patriot-
ic and educational function of the state
and building a positive image of Ukraine.

Contemporary Ukrainian cinema is expe-
riencing rapid growth. Ukrainian films are
regularly released in Ukrainian cinemas,
they are shown in competitions of pres-
tigious world film festivals, a generation
of promising artists debuts with feature
films, Ukrainian film companies cooperate
with the state and international partners.

However, the historical review shows
that at the beginning of the 21st centu-
ry the situation in this area was radically
different. The annual production of new
Ukrainian films was insignificant, and
most of them went completely unnoticed
by the audience - both in Ukraine and, of
course, in the world. Until the beginning of
2014, the state film market was dominat-
ed by Russian films. The long Soviet poli-
cy in this area and the transitional stage of
Ukrainian formation, the difficult econom-
ic situation of the country did not provide
the resource advantages of the Ukrainian
producer. The war in eastern Ukraine
prompted Ukrainian filmmakers to show
the fighting, the heroism of the defenders
of the Fatherland and life under Russian
occupation. This time is characterized by
the emergence of new films. There is an
expansion of the genre range. Neverthe-
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less, at the same time, the theme of his-
torical drama remains relevant (Korosh-
chenko, 2020, p.5).

On January 13, 1998, Verkhovna Rada
of Ukraine adopted the Law of Ukraine
‘On  Cinematography’, which provid-
ed for a number of measures to restore
Ukrainian cinema as an art. Since then,
there has been a gradual increase in
film production in Ukraine. A new gen-
eration of artists has come to Ukrainian
cinema, united around the Contemporary
Ukrainian Cinema Society (SUK). Col-
lective projects of Ukrainian directors
have started to appear — ‘Arabesques’,
‘Ukraine, Goodbye!’, ‘Babylon'13’. There
was established a network of private (in-
dependent) film studios and private cin-
emas. A large number of Ukrainian films
won fans among domestic and foreign
viewers. These are dramatic films mostly:
‘Prayer for Hetman Mazepa’' (2001) by Yu.
lllienko, ‘Shtolnia’(‘Adit’) (2006) by L. Ko-
bylchuk, ‘In the Fog’ (2012) by S. Loznyt-
sia, ‘Guide’ (2013) by 0. Sanin, ‘Donbass’
(2018) by S. Loznytsia, etc. (Sabadash,
2019, p.174).

In January 2015, the Ukrainian State
Film Agency - the central executive body,
which activities are directed and coor-
dinated by the government of Ukraine
through the Minister of Culture and In-
formation Policy of Ukraine and which
implements the state policy in the field of
cinema — presented a draft of the Nation-
al Strategy for the Development of the
Film Industry of Ukraine for 2015-2020
(2015). The strategy defines the main pri-
orities, tasks and mechanisms of state
policy in the field of cinematography, its
personnel, ideological and social con-
tent, and is the basis for making changes
and additions to the current legislation
of Ukraine, management and financing
of cinematography. The Ukrainian State
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Film Agency was developing this docu-
ment from August until December 2014
based on international practices, consul-
tations with the National Union of Cine-
matographers, the Public Council of the
Ukrainian State Film Agency, industry or-
ganizations and practitioners of the film
industry.

As the then head of the Ukrainian State
Film Agency P. lllienko aptly noted: ‘Cin-
ematography for the state is a strategic
resource of socio-economic, cultural,
spiritual and ideological development of
society’ (Burnashov, 2015, p.2).

Monitoring of the intensity of filmmak-
ing showed that in 2015 eight Ukrainian
films were shot and produced. The most
famous of these are ‘Hetman' (direct-
ed by V.Yamburskyi), ‘Song of Songs’
(directed by Ye. Neiman), ‘On the Other
Side’ (directed by O. Lytvynenko). The
following year Ukrainian film production
increased to 21 films. ‘I Am with You’
(directed by O. Turanskyi), ‘8 Best Dates’
(directed by M. Vaisberh), ‘The World for
the Eyes’ (directed by N. Parfan) and oth-
ers. 22 films were released in 2017 (‘Cy-
borgs’ directed by A. Seitablaiev, ‘Anoth-
er's Prayer’ directed by A. Seitablaiev, ‘In-
fogolic’ directed by V. Shpakov, etc.). The
largest number of films was shot in 2018.
The films ‘Me, You, He, She’ (directed by
V. Zelenskyi), ‘Crazy Wedding’ (directed
by V. Dykyi), ‘Stolen Princess’ (directed
by 0. Malamuzh), ‘Bus N213' (directed
by 0. Bezruchko) and others left a bright
response in the audience. Examples of
high-quality modern Ukrainian cinema
in 2019 were the film-musical ‘Hutsulka
Ksenia’ directed by Olena Demianenko,
based on the operetta of the same name
by Yaroslav Barnych. In 2020, despite the
beginning of the coronavirus pandemic,
such films as ‘My Thoughts Are Silent’
(directed by A. Lukich), ‘Faithful’ (direct-
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ed by H.Syvolap), ‘Our Cats’ (directed
by V. Tykhyi), ‘Hell's Banner, or Cossack
Christmas’ (directed by M. Kostrov) and
others were released. One of the most
famous films of that year was the dra-
ma ‘Atlantis’ directed by Valentyn Va-
sianovych, which was selected by the
Ukrainian Oscar Committee as a national
nominee for the Oscar in the nomination
‘Best International Feature Film'. However,
the film was not destined to go into the
category of ‘International Feature Film’
and win the coveted Oscar.

As Ukrainian producer Denys Ivanov
noted, ‘Ukrainian cinema should be com-
pared to other national cinemas, primari-
ly in Europe. Back in 2017, Ukrainian cin-
ema accounted for 1% of the total market.
In 2018, this indicator was already at the
level of 10%, and in 2019 — about 25%,
which is quite a good indicator’ (Slip-
chenko, 2019).

Today, the most successful producers
of film products in Ukraine are ‘Kvartal 95’
Studio, ‘TRK Ukraina’, ‘StarLightMedia’,
“1+1 media’, ‘Film.UA’, which have created
dozens of films and TV shows that are
quite popular in the Ukrainian cinema
space.

According to K. Koroshchenko (2020,
p. 6), ‘the analysis of the contemporary
development of the film industry makes
it possible to assert the change of basic
guidelines and value vectors of develop-
ment. The showing of entertaining and
humorous films and shows indicates
that the main task of cinema today is an
entertaining function. However, modern
cinema tries to raise the problems of ev-
eryday life and help in the formation of
‘the man of the modern era”.

In summary, it can be noted that
Ukrainian cinema has just begun to de-
velop. I Yu. Burnashov believes that
‘there are many factors in the absence
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of cinema until 2014, but the main one
is a large number of Russian film prod-
ucts. After the events in the East of the
country and the change of the vector of

Ukraine's development to European inte-
gration, Ukrainian cinema saw the light,
and the world saw Ukrainian cinema and
appreciated it at international festivals.
The main task now is to build an effective
mechanism of administrative and legal
regulation of this area in order to develop
and ensure the proper functioning of the
domestic film industry’ (Burnashov, 2015,
p.21).

This is facilitated, despite some pes-
simistic stagnation in the current state
of the film industry, by the existence in
Ukraine a strong historical, professional,
creative potential for the development of
cinema, the disclosure of which will allow
the country to take honourable, leading
positions in filmmaking both in the EU
and on the world stage.

These processes are currently taking
place in difficult conditions. By compar-
ing the experience of foreign cinema and
the state and developments in the field
of Ukrainian cinema in recent times, it is
possible to draw parallels and highlight
the problems of its development. First,
it is worth noting the uncertainty of the
filmmakers currently working. Despite
the fact that there are statistics of genre
preferences of Ukrainians, filmmak-
ers still make mistakes when choosing
a genre, but the experiment sometimes
fails and a lot of money is lost.

The Law of Ukraine ‘On Amendments
to some Laws of Ukraine regarding Lan-
guages of Audiovisual (Electronic) Mass
Media' dated May 23, 2017, played an
important role in the shooting of na-
tional cinema. According to this law,
three-quarters of content on national
and regional channels must be Ukrainian-
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language. To address the issue of replac-
ing Russian-language series and films, it
is necessary to intensify the process of
creating high-quality highly professional
Ukrainian film production (2017).

According to the research of E. A. Zin,
M. T. Kyiyaka and S. L. Hnatiuk the fol-
lowing state film studios operate in
Ukraine: the Dovzhenko National Film
Studio, technical capacity of which is
actively leased by a number of lead-
ing Ukrainian production companies
(Ukrainian Media Group, Star Media, Star
Media, ‘PRO-TV’) and TV channels (In-
ter’, ‘Studio “1+1’); Odesa film studio of
Feature Films; Ukrtelefilm Studio, which
is considered to be the best in Ukraine
from a technical point of view for tele-
vision shooting; National Cinematheque
of Ukraine, Ukrainian Studio of Chronicle
and Documentary Films, Ukrainian Film
Studio of Animated Films; more than
20 non-state film studios: llluminator
service, Fresh Production Group, Patri-
ot Rental, Filmlight Studio, Postmodern,
KWA sound production, FilmUA, Cam-
era Technologies, Filmotechnic, Kinotur,
Pronto Film, InsightMedia Production
Center, Starmedia, LeDoyen, CoffeePost,
PostModern, Film service Kartochchi
Ukraine. The represented companies
provide a full range of world-class film
production services, most of them have
their own production facilities and devel-
oped infrastructure, necessary for quality
service (Zin, 2007, p.335).

S. L. Hnatiuk (2014) notes that filming
areas are growing in Ukraine today -
there are pavilions with a total area of
over 20,000 square meters, new filming
areas with a total area of at least 10,000
square meters are being built.

However, the volume of production of
these film studios, according to the re-
search of E. A. Zin, reaches 10-15% of the
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film production volume in 1990. Foreign
products dominate the market of the TV
industry. The share of Ukrainian produc-
tion does not exceed five per cent. With
such a redistribution, Ukrainian cinema
suffers significant financial losses. The
material support of film studios is tech-
nically obsolete and cannot be compared
to the capabilities of foreign TV produc-
ers (Zin, 2007, p.337).

Producer Ivanna Diadiura, as stated in
the online article ‘What does Ukrainian
cinema lack?’, advises looking for prob-
lems of the Ukrainian film industry in
the number of cinemas and screens in
Ukraine. After all, why make movies if you
have nowhere to show them? In Ukraine,
there is one cinema per 200,000 citizens,
which is 15 times less than in France
and 10 times less than in other Europe-
an countries. According to the Ukrainian
State Film Agency, currently, only 76 of
the 453 district centres have working
cinemas. There are 2,071 stationary cin-
emas (630 of them working) and 92 mo-
bile video projection complexes in 28,504
rural settlements. Even small movie
budgets can't pay for themselves with
a small network of cinemas.

Another problem with low-quality
Ukrainian film products is the inexperi-
ence of film workers. The same actors
are filmed. Even a small movie budget
can't pay for itself. Mistakes in the choice
of genre, underestimation or ignorance of
the aesthetic needs and requests of the
filmmaker are costly to Ukrainian cinema.
Significant problems are also caused by
the low logistics of film studios, outdated
equipment. In addition, there is another
problem, the essence of which lies in the
moral and ethical plane of today - even
if the state allocates sufficient funds for
the development of cinema, there is no
guarantee that the funds will go to their
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intended purpose and use them properly.
Because, as a film expert, Aksinia Kurina
successfully noted, ‘the most important
problem of the Ukrainian film market is
not even the lack of money. This is the
absence of a film school because if we
imagine a hypothetical situation that we
will fill the national cinema with money, it
is very unlikely that we will get a quality
product’ (Koroshchenko, 2020, p.23).
Thus, the urgent problem in Ukraine is
the formation of a modern national film in-
dustry, which would correspond to the in-
ternational practice of organizing the film
process based on highly adapted to the
needs of modern legal, organizational and
economic principles of its development.
Prospects in any creative field, as in any
other, follow directly from past achieve-
ments, from such successes, which cre-
ate a solid foundation for growth. And
whether this growth will become real de-
pends on favourable conditions. On the
background of the famous achievements
of the past, the outlook should look as
bright as possible. It is worth mention-
ing only a few names inscribed in golden
letters in the pantheon of the most fa-
mous artists of world cinema: Oleksan-
dr Dovzhenko, Ivan Kavaleridze, Serhii
Paradzhanov, Yurii lllienko, Leonid Osyka,
Mykola Mashchenko, Kira Muratova.
During the years of independence, Ukra-
ine has tried several times to make chang-
es in the film industry. In particular, there
was created a new executive body by the
resolution of the Cabinet of Ministers of
Ukraine ‘On Approval of the Regulations
on the Ukrainian State Film Agency’ dat-
ed 17.07.2014 - the Ukrainian State Film
Agency (Derzhkino), as well as laws ‘On
Cinematography’ dated January 13, 1998,
and ‘On State Support to Cinematography
in Ukraine’ dated March 23, 2017, were
passed. And with the adoption of the lat-
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ter modern Ukrainian cinema begins its
countdown, as that law determines the
forms and procedure for providing state
financial support to cinematographers,
details the mechanism of state participa-
tion in funding film production, determines
the cultural and production criteria of the
cultural test of films, introduces a scoring
system - evaluation elements of national
films, contains anti-piracy rules (2017).

This provides Ukrainian cinema not
only with greater economic and tech-
nical opportunities for filming but also
with a unique opportunity to integrate
Ukrainian culture into European culture.
Such approaches will also ensure the
authority of our state and create a pos-
itive international image. That will testify
to our openness and desire for internal
growth by using the powerful potential of
national culture.

K. R. Slipchenko (2019) fairly notes
that ‘international joint film production
will promote the formation of small-
er amounts of state support, guarantee
timely and high-quality completion of the
project, ensure “risk minimization” and
expand distribution geography’.

Nevertheless, the role of state financial
support for film production is difficult to
overestimate. It is a sign of project reli-
ability in international projects, and in-
surance guarantor against the risks of
imbalances between different project
participants. Thus, improving the mech-
anisms of state funding of cinema pro-
vides prospects for participation in inter-
national projects. Hungary is an example
among Eastern European countries and
the most active participant in joint film
production. This country established
a convenient scheme of financing: the
state reimburses the costs involved in
the production of the film after finishing
work on it (Koroshchenko, 2020, p.105).
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Summarizing the above, it should be
emphasized that in modern conditions,
the successful development of the film
industry in Ukraine is possible with the
full assistance of the state, the formation
of state policy in the field of cinema and
cinema support systems close to mod-
ern European practices. It is necessary to
systematize and intensify the activities of
all public authorities with increased par-
ticipation of administrative resources and
to involve highly talented, knowledgeable
professionals, people with experience in
this field in order to implement promising,
popular and time-consuming, successful
film projects.

Conclusion
The development of Ukrainian cinema is

a significant national heritage, it makes
an invaluable contribution to the spiritu-
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MeTa gocnig)eHHsa — [OCNIAUTU ICTOPiO Cy4aCHOro YyKpaiHCbKOro KiHemaTorpada, npoaHanidyBaTu
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HaykoBa HOBM3Ha: Ha OCHOBI [ileTaNbHOro Ta NorfM6NeHoro aHaniay icTOpUMYHOro PO3BUTKY YKPaiHCbKOro
KiHemaTorpada, OUiHKM MOro cy4yaCcHOro CTaHy BMepLUe OKPEecsieHO MepCrneKkTUBM i HanpsMu peanisauii
HauioHanbHOrO KiHoMoTeHUiany. BUCHOBKM. AHani3 cy4yacHOro CTaHy YKpalHCbKOro KiHOMWUCTeuTBa
nokasas, Lo B HaLioHanbHOMY KiHeMaTorpadi Biabynucb 3mMiHM 6a30BUX OPIEHTUPIB i LIHHICHUX BEKTOpPIB
Oro po3BWTKY, iHTeHcUdikyBanucb npouecu peanisauii Moro noTeHUiany, posnoyanacb nobynoBa
e(EeKTUBHUX MEXaHi3MiB afMiHICTpPaTUBHO-NMPaABOBOrO pErytoBaHHs 3a3HayeHoi cdepu 3 MeTow
PO3BUTKY Ta HaNEXHOro MYHKLiOHYBaHHS BiTYN3HSAHOT KiIHOIHAYCTPIl.
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Abstract

The purpose of the research is to analyze the way of news information from the
event to the screen, to identify the extent to which the use of new technologies
affects the audience, to determine the role of a journalist, an editor, a video
editor and a sound engineer in this chain, to prove the importance of verifying
information. The research methodology is based on a comprehensive theoretical
analysis and descriptive-analytical approach, which combines methods of
observation, comparison and generalization. The method of theoretical analysis
of television stories, scientific publications, as well as determining the role
of each employee of the channel, who works on the release of information on
the air. Scientific novelty is a detailed analysis of news content on television,
determining aspects of interdependence, efficiency and reliability of information
when submitting news. Conclusions. Trends in the dynamic development of
television have led to significant transformation processes and the use of the
latest technologies to influence the audience in news content. The article
analyzes the work with information at different levels, elaborates on each
stage of news verification, summarizes news factors, approach to writing
news stories.

Tsimokh, N. and Yakym, B., 2021. News Content: from Event to Viewer. Bulletin of Kyiv National University
of Culture and Arts. Series in Audiovisual Art and Production, 4(2), pp.217-224.

Introduction

Nowadays news coverage in media out-
lets is not only a formally correct framing
of facts, but also thorough work of a whole
team of editors, directors, and, in particu-
lar, journalists. The accurate perception
by the audience depends on the skills and
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abilities of every media professional. It
should be noted that the main component
of news is information. Its understanding
and perception by the audience depend on
how it is processed by a journalist.
Modern media often violate the journal-
ism code of ethics, don't adhere to every
journalism standard, and are biased. But
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professional TV channels, radio or print
media should always be unbiased, impar-
tial, and able to differentiate facts from
comments, cover all opinions regarding
a problem and, of course, provide only
reliable and verified information. Thus,
getting information from an event to
a viewer is a very important task, and
not a single step can be neglected be-
cause, as we know, the influence of the
media on the audience is very strong and
significant.

Recent research
and publications analysis

The tasks of a TV journalist were defined
by D.Moj and M. Ordolff in their book
‘Television Journalism: Practical Journal-
ism’ (2019). They described the process
of writing text, working with formats (jour-
nalistic genres), going live, video editing
techniques, etc.

The professional standards of news jour-
nalism were outlined by O. Holub in her
work ‘Media Compass: a Guide for a Pro-
fessional Journalist’ (2016). In particular,
she touched upon information verification
and the use of social media in journalism,
as well as media ethics, the peculiarities
of covering armed conflicts, and the legal
responsibilities of journalists and editorial
staff.

Purpose of the article

The purpose of the work is to analyze the
path of getting news information from an
event to the screen; to identify the extent
to which the use of the latest technolo-
gies affects the audience; to determine
the role of a journalist, an editor, a video
editor and a sound engineer in this chain;
to prove the importance of verifying infor-
mation in the pursuit of promptness.
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Main research material

At the current stage of technology de-
velopment, mass media play an extreme-
ly important role. News TV channels, in
particular, become not only sources of
information, but also means of influence
and manipulation. That is why accurate
reporting plays a very important role now.
The process of creating, processing and
presenting pieces of news is a structured,
consistent and thorough work of many
people. A piece of news is the latest infor-
mative message containing facts about
current events of public importance, facts
or circumstances. A mandatory condition
for a piece of news is a connection to var-
ious spheres of public life.

In this regard, it should be said that it
is an information genre in journalism;
the main form of presenting key informa-
tion in a concise form. These are short
messages, which are of interest to view-
ers. The interest can be attracted by var-
ious factors. According to the authors
of the book ‘Television Journalism’ Dan-
iel Moj and Martin Ordolff (2019, p.44),
news factors can be the following: amaz-
ingness, unusualness, unexpectedness;
struggle, conflict and drama; humour and
fun; romance, erotica and love; children
and animals, etc.

Walther von La Roche (2005, p.63) dis-
tinguishes the following main characteris-
tics of news: timeliness, relevance, public
significance or interest, objectivity, reli-
ability, specificity of framing information-
al messages.

One of the main factors in the infosphere
and the main sign of leadership in the me-
dia is the speed of delivering information
about a certain event (timeliness) and
the public importance of this issue (rel-
evance). According to Olena Holub, the
author of the book titled “MediaCompass”
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(2016, p.29) ‘Timely coverage is especial-
ly crucial for news that affects people’s
lives and safety. This applies to news
on war (bombing, shelling, etc.), climate
and environmental disasters (smog, fires,
dust storms, hurricanes, volcanic erup-
tions, landslides, floods, snowslides, etc.).

After checking newsworthiness, a TV
crew is sent to a scene. The attention
is focused on the correct shooting and
framing of the piece of news. ‘First of all,
we are talking about how to communicate
the facts in this piece of news to a viewer
as soon as possible. For this purpose, the
so-called lead is used, the authors of the
book ‘Television Journalism’ explain (Moj
and Ordolff, 2019, p.44). Lead is based
on answers to the questions: first ‘who?’,
‘what?’, and then details (‘where?, ‘when?’,
‘how?’). All this text is called a news
message.

The coverage of an event is supported
by video material containing fragments
of interviews with the participants of the
event that is being covered. In the profes-
sional sphere, it is called a synchronous
(recorded direct speech and the image
of a speaker). It is a structural element of
a TV report or a story that confirms the
facts or circumstances stated in the news
piece, and contains additional or clarify-
ing information.

Currently, BZs (pieces without sounds)
are actively used in the news. It is foot-
age broadcasted without soundtracks;
the voice-over text is read by a host in the
studio. The text for BZs is written using
the above-mentioned lead. As soon as an
event is taking place, it immediately gets
to micro media (social networks) and
mainstream media (for example, televi-
sion news bulletins). According to some
studies, the period for which a person ob-
tains information is approximately two to
six hours. Given the latest news produc-
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tion technologies, as well as the Internet
and social networks, information about
event can be provided immediately, right
from the scene. According to TV journal-
ism standards, the timely communication
of news means that a report is presented
as soon as possible — on the next TV or
radio broadcast. However, influential me-
dia check information for reliability and
only then present it, while micro media
can neglect the verification stage.

The firsthand information continues
being spread in comments and reposts.
Thus, it is transmitted through the so-
called ‘bush telegraph.” Subsequently, in-
formation about an event, fact or circum-
stance appears on various websites and
articles, and it can be easily found using
search engines.

In this regard, it should be noted that cor-
respondents of the Russian non-govern-
mental nationwide news service REGNUM
on their website say that experts from Tel
Aviv University conducted research and
confirmed that bad news spreads much
faster than good ones. The scholars also
found that such news is transmitted twice
as fast orally because people prefer dis-
cussions of sensitive issues. According
to these statements, five times more peo-
ple learn about bad news than about good
news (Regnum, 2021).

The study is based on a number of sur-
veys. It was led by Professor Jacob Hornik,
who specializes in marketing and adver-
tising. The scholars talked to some 160
executives from various organizations.
‘We selected messages with roughly the
same number of suggestions and found
that managers were more likely to recall
bad news and tell them again in more de-
tail than good news. We also found that
they were much less likely to say a good
word about companies mentioned in neg-
ative news, compared to unfriendly state-
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ments about those companies mentioned
in positive news’ (Regnum, 2021).

In another experiment, college/universi-
ty students were provided with positive
and negative information about various
companies. As a result, negative facts
were spread more massively and fast-
er. In particular, it is worth highlighting
a number of news factors that attract the
viewer's attention and contribute to mem-
orizing and spreading information, name-
ly: proximity (emotional and spatial), un-
expectedness, conflict, risk, humour, sex,
tragedy, children, animals, etc.

Prompt informing of the audience about
the mostimportant phenomena and events
of public life is carried out with the help of
BZs and ‘synchrons’, which eventually form
full-fledged stories or reports. In the work
by Olena Holub (2016, p.42) ‘The Media
Compass’ it says that a report is a materi-
al from the scene. It is produced to make
a viewer feel like a participant of these
events, as well as to make an emotional ef-
fect from the situation, and to convince the
viewer that the event is real. Of course, the
footage itself showing the scene in detail is
of great importance in the report.

It has three forms: cognitive (provides
the viewer with the necessary new infor-
mation), problematic (a report brings up
issues important for society) and event-
related (reporting from the scene). A re-
port is usually filmed by two people —a TV
journalist and a videographer (sometimes,
if necessary, there could also be a sound
engineer in a TV crew). As Volodymyr
Zdoroveha (1975, p.72) notes, a TV jour-
nalist acts as ‘an impartial and accurate
mediator between the viewer and reality’.

In addition to reports, there are also sto-
ries that do not necessarily contain infor-
mation about a specific event, but they
must be newsworthy and relevant, as well
as to contain novelty. In modern informa-
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tion processes, the main goal of a media
professional is not just writing or filming
a story about an event, phenomenon or
person, but also framing a discourse in
a way that the information reaches the
viewers and provokes their interest.

It should be noted that the daily news
flow makes news coverage seem like
a treadmill, and writing texts that is a typi-
cal task of a TV journalist becomes a rou-
tine. In order to stand out among their
colleagues and become recognizable and
interesting, journalists must find creative
and constructive ways to produce pieces
of news, combining timeliness with an
original presentation of information. For
a text to differ from similar ones in the
novelty of the approach and a creative
solution, a TV journalist should use ar-
tistic means. That is a set of techniques
and methods that make it possible to
constantly enrich our imagination and
creative process.

The author can achieve uniqueness in
communicating information using special
text modules that help viewers to better
perceive information. Daniel Moj and Mar-
tin Ordolff (2019, p.167) write in their book
‘Television Journalism’: “Text modules de-
picting the content of an image and, in
fact, duplicating the text and the image,
may be necessary if the author wants or
needs to attract the viewer's attention to
certain things in the text”.

It should also be noted that in order to
make an information text better and ‘liv-
ing, it is necessary to use active verbs. It
is also worth paying attention to numbers.
If possible, they should be rounded off or
compared to something. If there are a lot
of numbers and all of them must be read
out, a graphic image is used. For the view-
ers to remember and perceive information
better, the magical number 712 is used.
This rule was proposed by the American
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psychologist George Miller (1955, p.347)
in his article ‘The Magical Number Sev-
en, Plus or Minus Two — Some Limits on
Our Capacity for Processing Information.’
According to it, the average number of
objects a person can remember is seven,
plus or minus two.

It is also applied to words in a sentence
of a piece of news. There should be from
five to nine words, which will make it eas-
ier for a listener or a viewer to perceive
TV texts, and also make them more dy-
namic. However, it is necessary to avoid
condensing sentences, because gerunds
and participles can reduce the number of
words in a sentence, but will not make it
easier to understand.

A win-win option for attracting attention
is the use of triggers, both verbal (new
information) and audiovisual (covering
scandalous, bright, ambiguous and fabu-
lous events). In this regard, psychologists
found that a larger amount of information
is perceived per unit of time if visuals and
sounds are well-ordered and intercon-
nected rather than presented separately.
This is due to the fact that verbal infor-
mation mainly affects the consciousness,
while the main components of visuals af-
fect the subconsciousness and feelings,
making it possible to enhance the effect
of linguistic techniques by several times.

When analyzing a creative approach
to writing stories, we should not forget
to comply with the Charter of Ethics for
Journalists. In particular, the Charter of
Ethics for TV Journalists published on the
official website of the International Feder-
ation of Journalists says that it is neces-
sary to be unbiased, impartial, serve the
public interest, etc. (Global Charter of Eth-
ics for Journalists, 2019).

In this regard, we can say that it is a long
way between an event and the moment
when the viewers learn about it on their TV
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screens. The importance and relevance
of a piece of news are crucial. Accord-
ing to this principle, it is decided whether
or not this or that piece of news will be
broadcasted and where it will be placed
in the layout. Breaking news and the most
important stories always go first, while
at the end there is usually a positive sto-
ry (in the professional sphere it is called
'a bow").

TV and radio broadcast news several
times a day, but they have different peak
hours. In mass media, it is called prime
time, which is the time when most listen-
ers listen to the radio or most viewers
watch the broadcast. The news covers
both force majeure events and phenom-
ena, as well as important issues of the
current public life in such areas as politics,
science, education, health, international
relations, economy, culture and sports.

According to TV journalism standards,
news coverage must be objective and im-
partial. The order of news coverage on the
air is determined by editors.

Thus, the following professionals are in-
volved in creating a report:

« Areporter (correspondent) who gathers
information on the scene;

+ A videographer who films an event;

+ A sound engineer (if necessary) who
attaches lavalier microphones or checks
the sound quality on the spot;

+ An ingest engineer is an employee who
uploads all filmed materials to the TV
channel's network and archive;

+ An editor who checks if the structure of
a report is correct and logical; monitors
whether a balance of opinions is main-
tained, and facts and comments are dif-
ferentiated.

+ A literary editor who corrects stylistic
and spelling errors in the text;

+ A studio sound engineer who records the
voice-over of a journalist and processes it;

Tsimokh, N., Yakym, B. News Content: from Event to Viewer
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+ A designer (if necessary) who makes an
infographic for the story;

+ A video editor responsible for putting
together the components of a report (vid-
eo, voice-over, music, etc.) based on the
script;

+ The senior video editor reviews the fin-
ished report for any defects in the sound
or footage.

After the above-mentioned steps for
producing a news story, the process of re-
leasing it begins with a production editor,
who decides where each piece of news
will be placed in a bulletin. After that, it is
the turn of the broadcast team who work
with cameras in the studio (studio video-
graphers), monitor the sound (a studio
sound engineer), control the process of
live broadcasting (a broadcast editor, en-
gineers who turn on video sequences, an
engineer who monitors the teleprompter
speed, etc.) and TV presenters on screen.
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MeTa gocnigxxeHHss — NnpoaHanisyBaTy NpoLEec CTBOPEHHSI HOBUHHOIO KOHTEHTY BifJ NOAiI A0 TenieekpaHiB.
MeTtogonoria pocnigxeHHss 6a3yeTbC Ha KOMIMIEKCHOMY TeOpPeTUYHOMY aHanisi Ta OnucoBo-
aHaniTMYHOMY MiAXOfi, WO MOEAHYIOTb B COGi METOAM CMOCTEPEXEHHS, 3iCTaBIeHHs Ta y3arasbHeHHs.
3acTocoBaHo MeToA Bepudikauii iHpopmaLlii Ta TEOpPeTUYHOro aHanidy TeneBi3iHUX CIOXKETIB, HAYKOBUX
BUJaHb, @ TaKOX BU3HAYeHHS POJii KOXHOro npauiBHMKa KaHany, Akuin 3abeanedye Buxig iHpopmauii
B edip. HaykoBa HOBM3Ha nonArae y p[eTasbHOMY aHani3i HOBMHHOrO KOHTEHTY Ha TenebayeHHi,
BW3HAYEHHi acrnekTiB B3aEMO3aneXHOCTi onepaTUBHOI NoAadi HOBUHHOI iHdopMaLii Ta i JOCTOBIpHOCTI
npv Buxodi B edip. BucHoBku. TeHAeHLIl AMHAMIYHOrO PO3BUTKY TenebayeHHs MpU3Benu A0 3HaYHMX
TpaHchopMaLitHUX NPOLECiB Ta BUKOPUCTAHHSI HOBITHIX TEXHOSOTIN BNANBY Ha ayAUTOPit0 B HOBUHHOMY
KOHTeHTI. ig yac pocnifXXeHHs1 npoaHanizoBaHo po6oTy 3 iHPpopMaLietd Ha Pi3HUX PIBHAX, AeTanbHO
onpaLboBaHO KOXHUI eTan Bepudikalii HOBWUH, y3aralbHEHO HOBWHHI YMHHWKW, 3BEPHEHO yBary Ha
BaXNUBICTb 6anaHcy AyMOK, He3aaHraXoBaHOCTi Ta O6'€KTUMBHOCTI, a TaKOX TBOPYOro nigxogy [AO
HanucaHHs HOBUHHMX CIOXETIB.
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Lenb uccnegoBaHuMss — npoaHanusvMpoBaTb MPOLIECC CO3[JaHUsi HOBOCTHOIO KOHTEHTa OT CO6bITUsi
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TpaHCOPMaLMOHHbIM MpoLeccaM W UCMOJSIb30BaHWUKO HOBEWLUMX TEXHOMOrMA BO3[EWCTBUSI Ha
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Abstract

The purpose of the research is to analyze the first steps of the television
formation in Ukraine, to determine the factors of the television influence's
growth on the viewer audience. The research methodology consists of the
following methods: historical — analysis of sources about the first steps
and development of television in Ukraine in the 50-the 70s of the twentieth
century; theoretical — the factors’ study of the increasing television influence
on the audience. The scientific novelty of the research is the investigation of
the main stages of the television space development of Ukraine in the first
decades from the beginning of regular broadcasting, as well as the works
of researchers of the history of Ukrainian television, have been thoroughly
analyzed, the facts about the first announcers of UT have been systematized
for the first time. Conclusions. In the course of the article, we proved that the
technical and technological development of television in Ukraine, the growth of
its influence on viewers, would have been impossible without prominent figures,
representatives of various television professions who took part in the process
of organizing and providing television broadcasting. The audience saw some of
them on the screens, but many iconic names remained behind the scenes. The
task of researchers is to identify the personas and roles of all pioneers and to
preserve these names for history, for future generations.
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Problem statement information space, which is character-

ized by the state of media development,

One of the most important features of especially television. This phenomenon,
the modern culture of the world is the familiar to modern man, has very quickly
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gone a long way from live broadcasts of
concerts and simple news coverage to to-
day’s TV programs for all tastes.

Today it is safe to say that television is
one of the main symbols of the 20th cen-
tury, which has radically changed the world.
Thousands of books and articles have been
written over the decades of rapid progress
in television broadcasting, but interest in
the history of television is only growing.

In this context, it is extremely important
to find out the main stages of television
development in Ukraine and to name the
significant people who drove this process
in the 50s and 70s of the last century.

Recent research
and publications analysis

I. Mashchenko (1998) thoroughly stud-
ies the formation and development of
Ukrainian television. It is a complete his-
tory of the invention of this technological
phenomenon, the beginning and the first
decades of official television broadcasting
in Ukraine.

I. Mashchenko (2003) also described in
detail the activities of individuals who are
closely connected with the sphere of tele-
vision and radio broadcasting.

A lot of valuable information is contained
in the popular science publication of the
group of authors “Ukrainian Television: Yes-
terday, Today, Tomorrow” (Chizh ed., 2006).

Z. Dmitrovskyi (2009) studied the specif-
ics of television journalism.

The purpose of the research is to analyze
the first steps in the formation of television
in Ukraine. Find out the reasons for the grow-
ing influence of television on the audience.

Main research material

A well-known researcher of Ukrainian
television Ivan Mashchenko (1998, p.10)
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mentions in his book “Television of
Ukraine” notes: ‘In general, the birth of the
so-called “mechanical television” dates
back to 1884, which spread in 20s—-30s in
many countries. Invented by the German
student Paul Nipkov, a television system
based on a disk with holes behind the “Ar-
chimedes spiral” — became the first stage
of the practical implementation of the
idea’.

November 1951 - is considered the es-
tablishment date of television in Ukraine.
But the same author, referring to the en-
cyclopedic reference book “Ukrainian
Soviet Socialist Republic”’, cites another
date: ‘The article “Television and Radio
Broadcasting” states: ‘In 1938, a televi-
sion transmitter began operating in Kiev.
The principle of operation of mechanical
television was based on a scanning el-
ement in the receiving and transmitting
device, which was reproduced thanks
to Nipkov's disks’ (Mashchenko, 1998,
p.38). If it can be agreed that it was an
experiment, we can consider November
5, 1951 as the establishment date of the
television broadcasting in Ukraine, when
the first programs were broadcast from
the Kyiv television center. Z. Dmitrovskyi
agrees with this statement. His book
“Television Journalism” mentions that
Ukrainian viewers saw two films for the
first time: on November 5 — “Alitet goes
to the mountains” and on November 6
“Great Glow” (2009, p.15).

If to analyze the history of television ac-
cording to I. Mashchenko, the Kyiv studio
began its history by broadcasting sam-
ples of various art products to its view-
ers — cinema, theatre, pop, circus. In the
beginning of television, when there were
few television sets, feature films were al-
lowed to be shown on television a week
after they began to be shown in cinemas.
In the 50’s, immediately after the release
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of film copies from movie factories, all
the newsreels were sent to the TV studio -
documentaries, popular science films and
cartoons. In general, the share of films
received from film distribution exceeded
one third of the total volume of television
broadcasting at that time. A prominent
place at the rise of television was occu-
pied by the theater; performances were
held weekly. Music was also widely pre-
sented on TV at that time: broadcasts of
opera and ballet performances, stories
about the history of their origin and per-
formances on various theatrical stages,
numerous concerts. Novella Serpionova
and Olha Danylenko were the first televi-
sion announcers in Ukraine. Due to the
fact that television was in an experimen-
tal stage, the first programs with the par-
ticipation of announcers were prepared
based on the radio model (Mashchenko,
1998, pp.110-111).

However, our research of archival film
and video materials does not confirm the
version that the famous Ukrainian radio
announcer Novella Serpionova (tragically
killed in a plane crash in 1982) officially
worked on television. There are various
sources of information that on May 1,
1952, N. Serpionova hosted a concert of
the leading artists of the Taras Shevchen-
ko Kyiv Opera House from the B TV stu-
dio. However, she could just be a guest
presenter. Instead, at least two sources
contain the memories of Olena Nikolaeva,
who claims that she and Olha Danylenko
were the first television announcers. One
of these sources is an archival video of
the TV program “Pryhorshcha”, which
was broadcast on UT-1 from the 1999
to 2001. In that video Olena Nikolaieva
tells in detail about her participation in
the first TV broadcasts and the experts
who worked next to her. According to the
members of the creative group that re-
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corded the conversation, O. Nikolaieva's
daughter, TV director Natalia Uvarova,
showed her mother's workbook, which
contained a record of her work as a tele-
vision announcer from 1951 to 1963
(there was a corresponding title in the
Pryhorshcha TV program). In another
source — an interview of O. Nikolaeva in
the “Boulevard Gordons Boulevard” N26,
(94) 2007, she notes: “There were exactly
two announcers in all UT - Olha Danyl-
enko and me.” She also tells the story of
how in 1951 she came to the TV studio to
be hired as an assistant director, and she
was immediately hired as a announcer
(Kunhurtseva, 2007).

According to lvan Mashchenko, Kyiv
television in the early years was repre-
sented by only two studios on Khresh-
chatyk street, 26. In 1954, a mobile TV
station appeared in Kyiv, which travelled
to broadcast reportage about important
events. The first extracurricular program
in Kyiv took place on May 30, 1954: a sol-
emn meeting and a concert dedicated
to the three centuries of the Pereiaslav
Council were broadcast from the prem-
ises of the Opera House. It was a step
towards the transformation of television
into the means of mass communication
(Mashchenko, 1998, p.112).

One can agree with I. Mashchenko
that the real technological revolution
took place when VCRs appeared on TV
centers. In the book “Appearances and
faces of television and radio space” the
author notes that until the early 60’s of
the last century, almost all programs on
Soviet television were broadcasted live.
The exception was the presentation of
feature and documentary films on 35
mm film print, which appeared on home
screens from special TV sets — massive
units, which, for example, in the old Kyiv
TV center on Khreshchatyk street, 26 oc-
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cupied an area equivalent to almost half
of the largest (270 sq m) studio pavilion.
However, for some time during the 50’s
and the 60’s, some of the largest TV cen-
ters, in particular Kyiv, used a modernized
cinematic method of capturing the image
of the CRT screen. It was quite incon-
venient, because the process was long,
expensive and the result was of poor
quality, because the image was gray and
blurred. Although in this way many the-
atrical performances and concerts were
filmed, where images of luminaries of
the Ukrainian scene of the middle of the
20th century were recorded (Mashchen-
ko, 2003, p.47).

In the book “Television of Ukraine”
I. Mashchenko (1998, p.111) notes that
the live broadcast of the 50’s, which
is considered to be the pride of the
Ukrainian television represantatives, was
almost the only form of existence of TV,
because video began to enter the prac-
tice of broadcasting only in the mid-60’s.
At that time, television had a complete-
ly different look, unlike today. The most
popular genre for viewers was cinema.
Ukrainian  television  represantatives
sought to create their own documenta-
ries and feature films, and that is how the
TV movie was created.

According to the above-mentioned au-
thor, the 1956 film adaptation of A. Chek-
hov’s short story “The Lucky One" (direct-
ed by Y. Petrov) became the first Ukrainian
feature film, but feature television did
not become as well-known as a doc-
umentary television. The author also
noted that the iconic face of Ukrainian
documentary television was S. Zelikin.
In 1958, he created the film “Our Sailor
Friends”. For several years at the Kharkiv
studio, he continued to be the leader in
Ukrainian television cinema (Mashchen-
ko, 1998, p.114). I. Mashchenko (1998,
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p.126) notes that in the 1960s another
achievement of science and technology
had a huge impact on the development of
television world — space exploration, one
of the most important steps of which was
television space communication. But
from that moment, Ukraine did not take
part in it's development, as well as other
republics of the European part of the So-
viet Union.

According to the authors of the popu-
lar science publication “Ukrainian Tele-
vision: Yesterday, Today, Tomorrow”, at
the end of 1964 there were 14 program
TV centers, 6 powerful and 70 small re-
peaters in Ukraine and there were more
than 2 million TVs. These facts, as well
as the accelerated construction of RL (ra-
dio relay - ed.) and cable lines (including
national), created the technological pre-
conditions for the beginning of the for-
mation of the national television program
(Chizh ed., 2006, p.108). The intensive
development of most regional TV studios
required the best programs to go beyond
the limited borders of the regions to the
national audience. On January 20, 1965,
a joint nationwide program was opened
at the Kharkiv Studio, which showed a re-
port “Around the hometown” and a tele-
vision program based on 0. Arbuzov's
play “And again a meeting with youth”.
According to the same authors, Kharkiv
residents perceived this recognition of
their creative activity as a step towards
future participation in the UT program.
Creating programs for the Ukrainian tele-
vision was considered to be prestigious
activity. But at that moment, technical
capabilities began to lag far behind mod-
ern requirements and the reconstruction
of the studio unit was carried out only in
1971 (Chizh ed., 2006, p.45).

According to |. Mashchenko, in the late
60’s colour image was invented, which
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significantly influenced the television
broadcasting of that time. In 1968, the
second studio unit of the telecentre was
re-equipped for the production of colour
programs, and in April 1969 the first co-
lour program was aired. According to the
author, the “conquest” of colour by Kyiv TV
people was gradual, but persistent. First,
they created a special editorial office of
colour programs - “studio in studio”’,
headed by Vladimir Agashkov. The edi-
torial office prepared programs of almost
all types and genres — from fairy tales
for children to concert programs and TV
shows (Mashchenko, 1998, p.125).

Meanwhile, the newly formed Ukrtele-
film studio in 1965 started shooting co-
lour movies even earlier. The famous
director R.Yefimenko created the first
Ukrainian colour film “Kobzar Lived Here”
in 1966, for which he was awarded many
prizes (Levchuk ed, 1985, p.57).

Over the years, television started grow-
ing faster. In the 1970s, significant chang-
es took place in the development of me-
dia space in Ukraine. Thus, |. Mashchen-
ko (1998, p.129) in the book “Television of
Ukraine” notes that the March 6, 1972 — is
the day of the “small television revolution”
in Ukraine. At that time, two-channel tele-
vision broadcasting was introduced. One
group of transmitters and repeaters, as
well as a separate network of radars and
cable lines, was allocated to broadcast
the first program of Central Television,
other technical means for conducting
Ukrainian television and local programs
on a separate channel. The author also
mentioned that the most powerful tech-
nical means were given for retransmis-
sion of the CT program in Ukraine, owing
to the imperial dictates of Moscow and
the position of the Central Committee of
the Communist Party (Mashchenko, 1998,
p.129).
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The authors of the publication
“Ukrainian Television: Yesterday, Today,
Tomorrow” claim that the UT organiza-
tion created the necessary preconditions
for the transformation of Ukrainian tele-
vision into a national television system.
The first step was the changes in the
preparation and broadcasting of infor-
mation. “News” was the new information
program that was organized, and regular
television broadcasts of “Evening News”
and “Day by Day” programs. There were
4 news programs on the air every day. In
1972, the annual volume of information
materials was 1/5 of the total broadcast
of the Republican TV Studio — 857 hours
(Chizh ed., 2006, p.116).

According to this publication, the Council
of Ukrainian Television has become an im-
portant organizational and creative form
of coordination and planning of programs.
It consisted of the heads of the Main Di-
rectorate of Programs and Main Editions
of the Republican Television, as well as
regional television and radio committees.
The authors note that an important place
in the coordination of the creative process
belonged to the General Directorate of UT
programs, it was entrusted with the func-
tions of concept development and control
over all large-scale television campaigns,
involvement in their implementation of
editorial boards and regional committees
(Chizh ed., 2006, p.123).

I. Mashchenko (1998, p.135) also noted
in his book: “... the word of Ukrainian writ-
ers and folk songs sounded from the TV
screen and radio dynamics, which in the
extremely Russified atmosphere of that
time were “small islands” of national cul-
ture”. And gives an example: born in the
late 70's amateur TV tournament “Solar
Clarinets”, whose programs were broad-
cast on UT for more than 20 years (Mash-
chenko, 1998, p.135).

Kotliar, S., Volkov, V. Iconic Faces of Ukrainian Television
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An important event of the 70’s, as
I. Mashchenko (2003, p.323) noted in
his book “Appearences and faces of
TV and Radio Space”, was the opening
of a new TV tower on Syrec metro sta-
tion. It was built for only two years, and
in August 1973 it was heared. The new
Kyiv TV tower made it possible to cover
a huge area with a reliable signal — more
than a hundred kilometers from the cap-
ital. It became the second building in
the former USSR (after Ostankino), de-
signed to broadcast five TV programs.
Two programs of the Central TV and the
Ukrainian TV program were broadcast on
three channels immediately.

In the publication “Television of Ukraine”
I. Mashchenko mentioned that colour
mobile television stations were updated -
MTS (“mobile television station”, further -
“MTS"). A favorable factor for this was
the XXII Olympic Games in 1980. Kyiv TV
Center received new colour MTS “Mag-
nolia”, the cameras for which were de-
veloped by the French company “Thom-
son”. About thirty Ukrainian directors,
commentators, and cameramen worked
in the crew of the joint creative teams at
the Moscow Olympic arenas and at the
Ostankino TV center. Kyiv MTS with ser-
vice engineering and technical personnel,
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the most important places in Luzhniki
(Mashchenko, 1998, p.145).

Conclusions
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vision had a very primitive appearance,
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work of domestic television, it has come
a long way from simply broadcasting
news to today’s variety of television pro-
grams that can satisfy the most demand-
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ers, and later — TV journalists and repre-
sentatives of many other television pro-
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From the initial simulation of radio (the
first television announcer Olha Danylenko
even greeted the people with the phrase -

“Hello, dear radio viewers!” — according to
the archival footage we found) television
broadcasting has become a state-of-the-
art high-tech media that has a huge im-
pact on the audience.
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3HAKOBI OBJINY4YA YKPAIHCbKOIO TEJIEBAYEHHA
(50-70-Ti poku XX cToniTTa)
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@ KWiBCbKUI HauioHalbHU yHiBepCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHoTauia

Merta gocnig)eHHs — npoaHasnisyBaTu Meplli KPOKM CTaHOBIEHHS TenebadyeHHs B YKpaiHi; 3'acyBatu
YMHHUWKMN 3POCTaHHSA BMNANBY TeniebayeHHs Ha rnajaLbky ayauTopito. MeTogonorisi gocnifxeHHs nonsrae
y 3acTOCyBaHHi TaKMX MeTOZAiB: iCTOPUYHOrO — ANA aHanisy [xepen Npo neplli KPOKU Ta PO3BUTOK
TenebayeHHss 50—70-x pokiB XX cT. B YKpaiHi; TEOPeTUYHOro — ANs [OCNIAXEHHS YMHHUKIB 3POCTaHHS
BMNNBY Teneb6ayeHHs Ha ayAuTopito; MpakTUYHOro — AnA poboTW 3 apXiBHWMMW Bifeomatepianamu, Lo
CTOCYHOTbCSl 3HAKOBUX MOCTaTeEN Y PO3BUTKY TenebauyeHHs B YKpaiHi. HaykoBa HOBM3HA: [OCHiIXEHO
OCHOBHI eTanu po3BUTKY TeneBi3inHOro npocTopy YKpaiHu y nepui 4ecATUNITTS Bi4 No4aTKy perynspHoro
MOBJIEHHS!; T'PYHTOBHO MpoOaHasni3oBaHO poO6OTU [OCHIAHMKIB iCTOpii yKpaiHCbKOro TenebayeHHs;
cucTemaTnsoBaHo akTW Mpo NepLuMx AUKTOPIB yKpaiHCbKOro TenebayeHHs. BucHoBkM. [loBefeHo, Lo
TEXHIYHWUI | TEXHONOTIYHMI PO3BUTOK Tenieb6adyeHHs B YKpaiHi, 3pOoCTaHHA MOro BMAUBY Ha rnsifavis 6ynu
6 HEMOXJIMBUMMU 6€3 ICKpaBUX MOCTaTen, NpeiCTaBHUKIB Pi3HKX TenesisiiHux npodeci, o 6panu yyacTtb
y npoueci opraHi3auii Ta 3a6e3neyeHHs TeNleMOBIEHHSA. YacTUHY 3 HUX rnsifadi 6a4ymnm Ha ekpaHax, ane
4YnMano 3HaKoBWX iIMeH 3anuanncs 3a kKagpoMm. 3aBfaHHA AOCNIAHUKIB — BCTAHOBUTW NEPCOHM i poni yCix
nepLionpoxiguis i 36epertu Ui iMeHa ans icTopii, 418 MaibyTHIX MOKOMiHb.

KntoyoBi cnoBa: TenebauyeHHs; Tenienporpama; icTopia Tene6ayeHHs; PO3BUTOK TenebayeHHs; AUKTOp
TenebayeHHs:; TeNeBi3iNHUIA NPOCTIp; TpaHCALIsA
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@ KueBCKUY HayMOHasIbHbIN YHUBEPCUTET Ky/IbTypbl U UCKYCCTB, Knes, YkpanHa

AHHOTauuA

Lenb uccnegoBaHuss — nNpoaHanu3upoBaTb MePBble LIarM CTaHOBJEHUS TeNeBUAEHWUA B YKpauHe;
onpeaenutb GakTopbl BO3pacTaHWUsA BAUSIHUSI TENEBUAEHUS Ha 3pUTENbCKYO ayauToputo. Metogonorus
uccnefoBaHNA 3aKNOYAETCS B MPUMEHEHUMN TaKUX METOA0B: UCTOPUYECKOTO — A1 aHann3a UCTOYHUKOB
0 nepBbIX Warax n pas3sutun tenesngeHnsa 50—70-x rogos XX Beka B YKpauHe; TeOPETUYECKOro — AN
uccnefoBaHus GakTopoB BO3pacTaroLLero BAUSHUS TENEBUAEHUS Ha ayAUTOPUIO; MPAKTUYECKOro — Ansi
paboTbl C apXMBHbIMU BMAEOMaTepmanamMu, KacaoWmnMNCS 3HAKOBbIX GUIyp B pasBUTUN TeNeBUAEHUS
B YKpaunHe. HayyHass HOBU3Ha: ccneoBaHbl OCHOBHbIE 3Tarbl pa3BUTUSI TEIEBU3MOHHOIO NPOCTPaHCTBA
YKpavHbl B NepBble AECATUNETUA OT Hayana perynsipHoro BelaHusi; 06CTOSTeNIbHO NpoaHanM3MpoBaHbl
paboTbl UccnefoBaTenel UCTOPUN YKPAUHCKOrO TeNleBUIEHUS; CUCTEMATU3NPOBaHbl hakTbl O MepBbIX
OVKTOpax YKPauHCKOro TeneBUAEeHUs. BbiBogbl. [JoKa3aHO, YTO TEXHWYECKOE U TEeXHONOrMyYeckoe
pasBuUTHe TeneBUAeHUs B YKpauHe, BO3pacTaHWe ero BAUSAHUS Ha 3puTenieit 6b1iv 6bl HEBO3MOXHbIMU
6e3 sApkux ¢uryp, npeacTaBUTENEN pasHblX TeNeBU3MOHHbIX MNpodeccuil, NpUHUMAaBLLUMX Yy4yacTue
B NpoLecce opraH13aumm u obecrneyeHns TenesellaHnsa. 4acTb U3 HUX 3puTenn BUAENM Ha 3KpaHax, HO
MHOr0 3HaKOBbIX UMEH OCTanunch 3a KagpoMm. 3afaya uccnefoBartenei — BbIIBUTb MEPCOHbI U POSN BCEX
nepBoOnNpoxoALeB U cbepedb 3TU UMeHa A1t UCTOPUU, ANA BYAYLLMX MOKONEHUN.

KnioueBble cnoBa: TeneBuAEHUE; TENENPOrpaMmMa; UICTOPUS TENEBUAEHUS; pa3BUTHE TENEBUAEHUS; AUKTOP
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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.

Sharolapova, N., Danyliuk, V. and Krasnenko, 0., 2021. Innovative Way of Cinema Development.
Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and Production, 4(2),
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Problem statement ment. Thanks to the media and individual

communication, the world is becoming an

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

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

2027 - 4(2) - pp. 233-243

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
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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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Abstract

The purpose of this article is to analyse the main stages of sound production
in film. The study aims to establish the main principles of film sound design,
prove the importance of a rational approach to each stage in the context of
their impact on the results of the study, and determine the role of sound in
film dramaturgy. The research methodology is based on theoretical methods,
namely an analysis of information sources, comparison of Ukrainian and
foreign approaches to filmmaking, generalisation and systematisation of
practical knowledge and experience of sound production in film from the first
sound film to the present day. Scientific novelty. The management structure
of sound production’s modern stages and their impact on creative and
technical components of film soundtracks is analysed in detail for the first
time. Conclusions. The article analyses the stages of sound production in film
and establishes the main principles of sound design by studying Ukrainian and
foreign approaches to creating sound in the film. The author summarises the
rational approach to each stage in the context of their impact on the results of
the study and examines the role of sound in film dramaturgy.

Riazantsev, L. and Yevdokymenko, Y., 2021. Managing Stages of Film Sound Production. Bulletin of Kyiv National
University of Culture and Arts. Series in Audiovisual Art and Production, 4(2), pp.244-251.

Problem statement

The emergence of sound in cinema rev-
olutionised filmmaking. While the first
films mostly included synchronous mu-
sic and speech, over time it became ob-
vious that sound can be a viable dram-
aturgical tool. As the result, the process
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of creating a film soundtrack became
a multi-stage work with a distinctive
structure. Understanding the nuanc-
es and rationally managing the stages
of sound production in film is the key
to successfully creating a soundtrack
in a relatively short time with a planned
budget.
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Recent research
and publications analysis

A. Nisbett (1979) researched the devel-
opment of film sound design during the
film carrier era.

R. Viers (2012) and I. Barba (2016) de-
scribed the experience of working on
sound production stages in film.

L. Riazantsev (2015; 2017) examined the
synthesis of sound and image as well as
the evolutionary features of sound in film.

A. Datsiuk (2020) described the sound
design as a dramaturgical tool of a film.

Main research material

There are three main stages of film pro-
duction: pre-production, production and
post-production; or preparation, filming
and editing of all components respectively.
Nowadays, there are many experimental
filmmakers with their personal approach-
es to film production. In order to achieve
the desired results with minimal expens-
es, as time and budget play a significant
role in flmmaking, it is important to pay
attention to each of the stages and care-
fully think through every step. The sound
design of a film is formed during the main
stages. It aims to prepare quality musical
arrangements and audio for the depiction.

It is worth noting that in order to max-
imise the efficiency of shooting, pre-pro-
duction involves scouting. It is a process
of examining environmental conditions,
which is an important prerequisite for the
most rational choice of suitable technical
tools to implement an artistic intent.

Film crew members take part in explor-
ing filming locations. However, in his text-
book, ‘A few words on audio engineering’,
|. Barba states that,

‘The role of an audio engineer in the
pre-production stage is not always un-
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derstood, so, in the best case, they get
involved only 10-15 days before the
production. Although audio engineers
have to solve a great number of techni-
cal and technological issues during pre-
production besides artistic matters
such as casting the actors, choosing
essential fragments of music, and
compiling audio explication’. (Barba,
2012, p.5)

Moreover, audio recording quality on
set is directly linked to whether the loca-
tion facilitates it, that is why audio engi-
neers should focus on how the location
sounds. Each location is unique, but the
requirement for quality sound remains.
A solution can differ depending on the
conditions: from a change of microphone
placement to choosing a different film-
ing location. It is important to be able to
predict potential obstacles and be ready
to change traditional, planned decisions.
Pre-production helps to make choosing
the set of instruments easier but it can
never respond to all the requirements of
the shooting process. Audio engineers
should listen and think in the context of
post-production regardless of whether
the location is approved because some
flaws can be successfully corrected us-
ing audio editing software. Furthermore,
there is always an option of post-scoring
and foley, but these methods are used as
a last resort.

Studio post-scoring is technically more
perfect but makes the sound material
lose certain ease and naturalness pres-
ent in a live recording. In ‘Methodology of
dubbing audio engineering and voiceover
narration in film' L. Riazantsev empha-
sises that,

‘given all technical advantages of stu-
dio post-scoring, something that is
present in live recording disappears
from the sound material’. The pecu-
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liarity of intonation, accidental slip of
the tongue in an exciting scene, invol-
untary silence in a dramatic episode,
i. e. the precious real-life roughness
that actors, no matter how hard they
try, cannot replicate as naturally at
a studio. Moreover, in the process
of ‘laying out’ the text during post-
scoring, non-synchronism of audio
and image inevitably arises, which
creates an additional feeling of arti-
ficiality’. (Riazantsev, 2017)

Foley mostly creates the objects’ char-
acter because the actual sound does not
always correspond to what is depicted.

Aside from its main technical task, audio
scouting is also an opportunity for crea-
tive search. The best solutions arise from
an unconventional perception of the en-
vironment. It means that on location it is
important to not only constantly listen for
the purpose of technical preparation, but
also pay attention to, analyse and record
environmental sounds because they can
be used to make a unique artistic choice.

It should be noted that low-budget pro-
jects aiming to save costs involve the
audio department directly during produc-
tion. Thus, the shooting process often
means struggling for the highest-quality
raw material, which is why audio en-
gineers should quickly respond to any
situation and use all possible means to
improve recording quality in given condi-
tions (soundtracks, post-scoring on lo-
cation etc.). It is important to, first, draw
the line, as in post-production it is easi-
er to correct sound than the image, and,
second, to know all the technical capabil-
ities of camera equipment and abide by
all safety rules at all times.

In his study titled “A few words on audio
engineering” |. Barba (2016, p.7) states
that nowadays the number of film produc-
tions where preference on set is given to
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synchronised sound recording over guide
tracks that require re-recording has dras-
tically increased even for complex artistic
directions. It is more cost-efficient since
it allows to cut expenses in post-produc-
tion at the post-scoring stage.

Therefore, optimized choice of equip-
ment ensures quality synchronized audio
recording on set. Depending on the re-
cording technique, the sound department
crew can only use external microphones
for acoustically treated studios, or hidden
lavalier microphones in combination with
the external ones. In filmmaking, sound
recording with only lavalier microphones
is not in use, as its distinctive sound can
break the emersion. On the other hand,
such a method proved to be popular for
creating Internet content.

Live recording technique involves using
multitrack recorders, such as portable re-
corders, to capture sound in the form of
pieces of audio on a recording medium
contained in such a device. The recording
is often copied to another medium, and
the material is periodically combined and
duplicated.

Quality microphone cables, headphones
with flat frequency response, microphone
accessories, tapes of different purposes, as
well as good racks and cases are no less
important. The full list of all the necessary
equipment depends on the needs of the
production under specific circumstances.

The sound department can consist of
one person, a sound producer, who takes
full responsibility for sound recording
during production. This is a classic case
for documentaries or live-action films,
which are relatively small in an artistic
context. Big projects are mostly charac-
terised by bigger teams: a sound produc-
er, boom operator, lavalier microphone
operator, and an assistant. The number
of people on the team as well as a list of
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their responsibilities varies depending on
the tasks and the scale of production.

The finalised sound design of a film
forms during post-production. The suc-
cess depends on two major factors: the
accuracy and clarity of a task for each
type of work, and thought-through man-
agement for the sound department in gen-
eral that encompasses both production
and editing. The sound department accu-
mulates material with post-production in
mind. They assign a unique name to each
audio file: a project name, a scene, shot
or a take code, which must be voiced in
the beginning or at the end of the record-
ing. Soundtracks of atmospheric sounds,
sound takes, and voice-overs should con-
tain special indications and a description.

In his book titled ‘Sound Studio. Audio
techniques for Radio, Television, Film
and Recording’, A. Nisbett (1979, p.379)
stated that the first stage of flmmaking
in post-production is track selection. It is
an analysis and evaluation of the sound
recorded on set as well as determination
of a part of the material that should be
recreated in post-scoring.

The next step is creating a project using
sound editing software with appropriate
settings that correspond to the technical
specifications of the video and audio ma-
terial. An archive (.omf and .aaf file exten-
sions) of synchronous pure sound is then
added to the project, after which routing
is created according to the structure.

Material processing starts after the
project is prepared in the editing soft-
ware, and the film is simultaneously sent
to a synchronous sound recording stu-
dio. After the work is finished, the foley
artist sends back the material in the
form of a track archive, which is then
added to the main film project. In small
projects, synchronous sound record-
ing often amounts to using appropriate
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soundtracks from a sound library. Such
a method is perfectly acceptable, espe-
cially when the budget is relatively small.

Technical issues that regularly arise on
set prevent recording lines in good quali-
ty. Sometimes, there is a need to highlight
a character’s distinctive characteristics
by changing intonation, in which case
sound engineers turn to post-scoring at
a recording studio. However, in his book
titled ‘The location sound bible: How to
record professional dialogue for film and
TV', R. Viers (2012, p.181) states: ‘Some-
times we have to record lines on set. With
this aim finding a quiet and acoustical-
ly favourable place will suffice’. Such
a method allows to somewhat reduce
expenses in the editing stage. It is also
important to consider that such materi-
al may have particular acoustic features
typical for a certain facility.

The study demonstrated that sound
broaching is a no less important process
that takes place before audio mixing.
Some sounds are recorded on set, while
others come from commercial and per-
sonal libraries.

Music production and sound design are
two separate processes. They take up an
irregular share of post-production but
have their own deadlines. Artistic sound
solutions sometimes exist before the film
is produced. They can also arise during
production or at the very end of the pro-
cess. Sound design is one of the most
powerful means of conveying dramatur-
gy. In his work titled ‘Sound synthesis
and language functions in film'" L.Ri-
azantsev studied the evolution of sound
capabilities in filmmaking:

‘Adding an auditory element to vis-
uals enhances the expressiveness
of the whole because the content is
conveyed by two different kinds of
expressive means and at the same

Riazantsey, L, Yevdokymenko, Ye. Managing Stages of Film Sound Production
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time reaches the audience through
two different sensory organs. Hence,
the third quality that arises from the
relations of two components and of-
ten becomes the holder of the true
artistic expression because it consti-
tutes a real comment to the two in-
teracting factors.’ (Riazantsev, 2015)

Thus, sound design is not only about art
but also a high level of technical knowl-
edge. It is a constant creative search that
requires an audio engineer to make cre-
ative decisions using both analogue and
digital tools.

In his work titled ‘The location sound bi-
ble: How to record professional dialogue
for film and TV’ R.Viers (2012, p.192)
assures that the secret of sound design
lies in raw material. The author stresses
that the ambience of a film depends on
the quality of the recorded foley and the
variety of its sound. The more recording
options there are the greater opportuni-
ties for experimenting.

It should also be noted that creating an
ambience of the picture involves accu-
rately feeling the mood, form, texture and
substance of what is depicted. Artistic
choice can be based on using tonal music
elements, as the composer, H. Zimmer did
in ‘Dunkirk’ (2017, dir. Ch. Nolan), where
he created an integral continuous sound
canvas, which is simply transforming
during the whole film depending on what
is happening. It would not have worked if
such choices had been perceived as a full-
fledged musical accompaniment during
the whole film. Nevertheless, the evolution
of correlation between sound and image
led to using musical elements more spar-
ingly to highlight and accentuate their sig-
nificance for dramaturgy as a whole.
‘Atlantis’ (2019, dir. V. Vasianovych) is
the complete opposite. In the article titled
‘This is Serhii Stepanskyi and he creates
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sound for the biggest Ukrainian films’

A. Datsiuk states that
‘Art direction has little dialogue but
a lot of static and production nois-
es that create the sound palette of
the film. The future, which resonates
painfully with the present day, re-
ceived its distinctive sound thanks
to sound engineer S. Stepanskyi. His
work almost received an award for
the best soundtrack at the French
Les Arcs Film Festival. Only later did
the jury learn that the film did not
have a composer and therefore there
was no classical musical accompa-
niment.’ (Datsiuk, 2020)

In fact, music in ‘Atlantis’ only plays
once, as an intra-frame sound, in a scene
at a factory during the showing of ‘The
Symphony of Donbas’ (dir. Dzyga Vertov,
1931). Thus, S. Stepanskyi effectively
created a distinct voice for each scene by
layering foley elements. However, con-
trastive dynamic action creates the im-
pression that the film does have musical
accompaniment.

The key step in post-production is
re-recording, i. e. compiling all the audio
material in one project and creating the
final mix in compliance with technical
requirements. A large amount of mate-
rial is accumulated in the editing stage.
In the process of re-recording, when the
soundtracks are directly compared with
each other and the visuals, it is possible
to, first, decide on the ratio of sound ef-
fects in a film in accordance with dram-
aturgy (noise, music, silence, lines), and,
second, to eliminate all the possible tech-
nical flaws from the final mix.

Conclusions

Creating the ambience of the picture in-
volves accurately feeling the mood, form,
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texture and substance of what is depict-
ed. Artistic choice can be based on us-
ing tonal music elements or foley, as in
‘Dunkirk’ (2017, dir. Ch. Nolan) and ‘Atlan-
tis’ (2019, dir. V. Vasianovych).

Film influences human consciousness
the most, as imagery exists in two di-
mensions at the same time - visual and
auditory. Prevalence of one over the other
is either a feature of some narrow genres
or the absence of complex audio-visual
solutions. It is the synthesis of image and
sound that creates a complex impression
from the picture.

Sound design is formed during the
whole time of production. And sometimes
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Introduction

Since the early years of cinema, attempts
were made to include and comprehend
the sound in the space of the film. In the
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period of silent cinema, the sound was to
exist outside the screen in the form of mu-
sical accompaniment to the picture. Thus,
it performed an important function - ‘re-
vival’ of the silent image. The outstanding
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theorist W. Benjamin (1996, p.46) at the
beginning of the sound cinema era in 1936
wrote: ‘Cinema, especially sound, opens
such a view of the world, which was previ-
ously simply unthinkable....

Turning to the role of sound in the design
of the cinema space, we note that in the
first decades of sound cinema were mas-
tered and understood the basic semantic
and functional capabilities of music, lan-
guage and noise in the film. Professional
methods of using the means of sound ex-
pression to convey the acoustic features
and semantic relationships of the elements
of the intra-frame space of the picture, the
relationship between the characters and
the surrounding reality were developed.

Despite the purely technical reasons
for the emergence of music in silent cin-
ema and the fact that it existed outside
the space of the image, music quickly at-
tracted the attention of practitioners and
theorists of new art. However, in order to
remain in the modern art space, the film
must offer adequate audiovisual forms,
which embody the actual content. In this
regard, the use of new (technologically
and aesthetically) sound spaces in the film
becomes one of the most promising areas
of film development.

This work is related to the need for a spe-
cial study containing a generalized analy-
sis and systematic description of the pro-
cess of use and evolution of sound spaces
in cinema in the context of the develop-
ment of a culture of the 20121t centuries
on the example of the film composer Eric
Serra’s work.

Recent research
and publications analysis

The problems of the research topic
include works in which the sound and
sound-visual relationships in the cine-
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matographic work are considered, ques-
tions of form and content, specifics of the
audiovisual space of the film are raised.
In these theoretical works, depending on
the scientific and the creative specializa-
tion of the authors (among which - film
critics, film historians, directors, sound
engineers, culturologists, musicologists,
philosophers, art critics) consider various
aspects of the sound sphere of cinema.
Theoretical research on sound in cinema
began in the era of silent cinema and con-
tinues intensively now.

It should be noted that many texts of
the 1920s and 1940s not only are of his-
torical interest but also prove their time-
less ideological significance. Among the
authors of such works are S. Eisenstein,
V. Pudovkin, Dz. Vertov, I. loffe, R. Claire,
B. Balash, R. Arnheim, J. Mukarzhovsky,
E. Vuyermoz. Theoretical works devoted
to the sound and music design of the film
in the expanded socio-cultural, artistic
and philosophical-aesthetic contexts are
more related to the problems with the
article. This layer consists of studies by
T. Adorno, K. Bullerjan, J. Deleuze, Z. Liss,
M. Shion, T. Elzesser, M. Hagener. In
particular, the scientific work of leading
theorists, such as Z. Lissa (1970), is still
used today, related to the specifics of the
development of music in cinema, the sub-
ordination of the musical design of the
visual series; T. Adorno (1969), who stud-
ied the accompanying function of music,
K. Bullerjan (2014) on the role of rhetori-
cal musical figures in the perception of
films with the audience.

Ukrainian filmmakers have not over-
looked the role of music in the emotional
content of films. In particular, Ukrainian
art critic Halyna Filkevych in the mono-
graph ‘Commonwealth of Muses. Theater-
Music-Cinema’ (2005) analyzed the mu-
sical phenomenon in Ukrainian cinema
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from silent cinema in the 1890s, highlight-
ing collaborations famous Ukrainian com-
posers lhor Shamo and Borys Lyatoshyn-
skyi with filmmakers, including Oleksandr
Dovzhenko. Violeta Demeshchenko in the
monograph ‘Cinema as a synthesis of
arts: sound and music’ (2012) described
the scientific concept related to the in-
teraction of sound, music and images in
cinema and the specifics of the function
of film music itself. Olha Litvinova, a local
artist, summarized the fruitful coopera-
tion of Ukrainian composers with film-
makers whose feature films were made
at Ukrainian film studios in the catalogue
‘Music in Ukrainian Cinema’ (2009).

However, with a considerable amount
of theoretical work on various aspects
of the sound and music of the film, there
is a significant lack of research that in-
cludes the sound space of cinema in the
context of culture. In this regard, one of
the tasks of the study was to try to fill this
theoretical gap.

Purpose of the article

The purpose of the article is to analyze
the features of the musical arrangement
of a live-action film and the interaction
of music with the visual range in the film
and to define the influence of musical ar-
rangement on the audience’'s perception
on the example of the film composer Eric
Serra’s work.

Main research material

With the beginning of the sound era, cin-
ema developed by increasing the number
of sound components and strengthening
their dramatic role in accordance with the
genre specifics and the director's con-
cept of the film. Proposed in 1903 by the
French company ‘Pathé’ the technique of
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musical arrangement of silent films with
the help of compilations was quite pop-
ular. With its help, it became possible to
correlate the timing of the scene with the
length of the musical fragment, as well
as to achieve the emotional and seman-
tic correspondence of the musical ‘quote’
material with the plot-event content of
the movie scenes. There are cases when
the film director himself took an active
part in the selection of musical material,
as it happened with the debut film of the
Spaniard Luis Bunuel ‘Andalusian Dog’
(1929). As a musical accompaniment,
the budding director chose the themes of
two Argentine tangos and the leitmotif of
Tristan and Isolde’s love from Wagner's
opera of the same name. With their help,
he gave the audience a clue to unravel
the idea of a surreal plot of his film.

The first step to understanding the pros-
pects in terms of the impact of music on
the viewer, as well as the ability to es-
tablish emotional and figurative contact
with the image and the director’s idea
was to create original music for movies.
This was started by the music of Camille
Saint-Saens to the silent debut film of
the French studio ‘Le Film d’Art’ directed
by Charles Le Barge and Andre Calmette
‘The Assassination of the Duke de Guise’
(1908). Following Saint-Saens, other
composers tried their hand at the cinema.
Among the authors of the original musi-
cal accompaniment of the Great Dumb,
who left a noticeable mark in the histo-
ry of world cinema, first of all, should be
named Arthur Onegger (‘Wheel, 1923,
directed by Abel Hans), Eric Satie (‘Inter-
mission’, 1924, directed by Rene Claire),
Edmund Maisel (Battleship ‘Potemkin’,
1926 and ‘October, 1927, directed by
Sergei Eisenstein), Dmitry Shostakovich
(‘New Babylon', 1929, directed by Leonid
Trauberg and Hryhorii Kozintsev). De-
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spite the lack of any practical experience
(and perhaps because of this), they were
able to demonstrate the diversity of the
author's musical reading and semantic
interpretation of visual-plastic action at
the level of the dramatic concept of cine-
matic works.

Note the fact that at an early stage of
the formation of cinema directors were
aware of the need to involve professional
composers in the work on the film. More-
over, preference was given to composers
who had a bright personality and a ten-
dency to a special emotional and sound
perception of visual images with their
subsequent transfer to musical images.
Thus, music, not yet a full-fledged screen
means of expression, showed a desire for
an independent semantic interpretation
of the game action and emotional and
figurative association with the image and
its plot development.

Due to the musical accompaniment, the
actions of the depicted characters have
a greater impact on the viewer. Music
accurately depicts the sensory and emo-
tional sphere of human life and symboliz-
es feelings and passion. It is used to rec-
reate the mental state of the characters,
to emphasize the invisible importance of
the situation, to add certain accents. It
was these characteristics that were later
adopted by sound cinema, which showed
a real and permanent interest in music
not only by the filmmakers but also by
spectators, not to mention theorists of
new art.

The specificity of the functioning of mu-
sic in sound cinema unfolded in the mod-
elling of two types of screen reality, stud-
ied by Z. Krakauer (1974). One of them
was related to the space of plot develop-
ment within the framework of intra-frame
action (plot-motivated or within frame
music). Another — with the formation with
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the direct participation of the authors of
the picture space of audience perception
(behind-the-scenes music). They could be
in direct contact and even close interac-
tion.

However, in the history of world cine-
ma, there are many examples when the
areas of functional application within
the frame and behind-the-scenes music
are sharply opposed to each other, as is
the case in director Peter Greenway and
composer Michael Nyman ‘Zed and Two
Noughts’ (1985). The difference between
informative vectors within in-frame and
behind-the-scenes music was empha-
sized at the acoustic level, because, as
Bela Balash (1968, p.286) rightly points
out, music in cinema not only performs
an artistic function but also gives natu-
ral and vivid expression to frames, makes
images ‘spherical’ and replaces the third
dimension.

The synthesis of the vicissitudes of the
plot and music can be clearly seen in the
work of the famous French composer
Eric Serra, who wrote music for almost all
of Luc Besson’s films. The composer’s
father was a famous chansonnier in the
1950s and 1960s in France, so E. Serra
has been fond of music and immersed in
the process of its production since child-
hood. At the age of five, he began learning
to play the guitar, and at the age of fifteen,
he was already professionally accompa-
nying artists who gave concerts. Serra
also mastered the piano, drums, synthe-
sizer and bass guitar.

In 1981, the young composer's ac-
quaintance with director Luke Besson
(both were 22 at the time of the meeting)
marked the beginning of their long-term
creative union. According to the article
‘The most famous tandems of directors
and composers’ of the Internet resource
‘Kino-teatr.UA, their first joint work is
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Besson’s debut full meter ‘The Last Bat-
tle’ (1983). After that, they constantly
worked together on such cult films as
‘Blue Abyss’ (1988), ‘Leon’ (1994) and
‘The Fifth Element’ (1997). The composer
received the Cesar Award for his music
for the drama ‘Blue Abyss’. His music is
also heard in Besson’s historical drama
‘The Lady’ (2011).

In addition to collaborating with the
French director, Serra distinguished
himself with the soundtrack to the Bond
‘GoldenEye’ (1995) directed by Martin
Campbell. He was named the composer
with the most innovative approach to the
soundtrack. Eric Serra, according to crit-
ics, has strayed far from the musical can-
ons of the spy saga because of the lack
of a classic, instantly recognizable Bond
leitmotif, created by Monty Norman and
John Barry, and too modern a sound. In
addition to working in film, Eric Serra has
recorded more than 30 records of vari-
ous artists, wrote music for a joint show
of magician Chris Angel with Cirque Du
Soleil, and in 1998 released his first solo
album RXRA, which was produced by
Ruppert Hein.

In the 2000s, the composer co-wrote
music for Richard Berry’'s ‘LArt (délicat)
de la Séduction’ with Sebastian Cor-
tell and Stefan Brossole, and wrote the
soundtrack to Gerard Kravchik's ‘Wasabi’
and John McTiernan's ‘Rollerball’.

Music has a special role in Luc Besson's
film ‘Leon’. It is not just a background
here. The bright, hard and at the same
time sensual soundtrack of the compos-
er Eric Serra attracts in action and cre-
ates an emotional mood, for example, in-
creasing tension in a scene when Matilda
stands at Leon'’s door, and behind her the
killer. One of the most poignant scenes
of modern cinema would lose at least
90% of its expressiveness if it were with-
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out the musical design of composer Eric
Serra.

As stated in the article ‘How it was shot:
Leon’ of the Internet resource ‘TVkinora-
dio’, the eclecticism of the musical ar-
rangement works on the pervasive idea
of the unity of opposites, that is, the main
characters. Serra experiments by com-
bining ethnic motifs and classics, acous-
tic instruments and electronics, melodies
and noises. The combination of even
completely different songs of Bjork and
Sting in the soundtrack sounds harmo-
nious. In addition, the theme of music is
the plot motive, giving Besson an avid
music lover: the crazy hero Gary Oldman
is an ardent supporter of classical music,
Matilda lies to the homeowner who plays
the violin, and represents Leon as a com-
poser, etc. (TVkinoradio, 2018).

Music also plays an important role in
Luke Besson’s ‘The Fifth Element’. It
sounds almost continuously and takes
up 90% of the screen time. The musical
culmination of the film, of course, is the
performance of a blue-skinned alien Vir-
go Plavalaguna. It consists of two dif-
ferent parts. In the beginning, Virgo per-
forms a very classic aria ‘ll dolce suono’
from Gaetano Donizetti's opera ‘Lucia
di Lammermoor’. However, electronic
rhythms are suddenly heard, and the aria
turns into an unusual expressive vocal,
known as ‘The Diva Dance'’. Virgo really
not only makes incredible sounds, some-
times making you remember ‘Nightingale’
Alyabiev but also moves characteristical-
ly. With the help of a parallel montage, the
viewer sees behind the scenes of the play
the battle of the supergirl Leeloo with
angry Mangalore unfolds, synchronized
rhythm and movements with the perfor-
mance of Plavalaguna.

Plavalaguna’s voice was a modern op-
era singer from Albania — Inva Mula. If
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she easily coped with the classical aria,
then things went differently with the vo-
cals. Serra deliberately wrote the melo-
dy in such a wide range that it could not
be mastered by a single human voice.
That's why the composer together with
the sound director Mark Mangini literally
constructed the vocals. He gave the up-
per notes to Mule, and in the lower key,
he sang himself, then mixed the voices
and processed them on a computer. This
is how the ‘unearthly’ vocals appeared,
which are able to soar smoothly from the
bass to the soprano tops.

Eric Serra is a talented and prolific
contemporary film composer. It is dis-
tinguished by unexpected combinations
of different styles of music and musical
instruments, interesting experiments
and the ability to subtly and accurately
convey the emotions of the characters,
the atmosphere of the stage. All this to
some extent contributed to the success
of films by Luc Besson and other au-
thors and directors who worked with the
composer.

In the sense of the grandiose influence
of film music to the audience, we should
mention such famous film composers as
Ennio Morricone, Francis Lay, Nino Rota,
Vladimir Kosma, Andriy Petrov, Alexan-
der Zatsepin, Mikael Tariverdiev, Eugene
Doga, Myroslav Skoryk, Igor Pogor Lip...
These are just some of those talented
composers who make a strong aes-
thetic impression on the audience with
their music and enrich the films they are
working on.
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Conclusions

Summarizing the above, we can say
that music has always accompanied the
movie. At different stages of cinema de-
velopment, it played a different role. If in
silent cinema musical accompaniment
was needed to cover up the extra noise,
then later the music already helps to re-
alize the author’s artistic idea.
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extent contributed to the success of the
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Problem statement Today animated graphics are present

wherever there is content: film industry

The field of motion design is one of (intros, captions, teasers, trailers), media
the most dynamic in content marketing. (screensavers, captions, subtitles, visu-
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al design of programs), business (info-
graphics, product presentations, web-
sites), online games. These areas are
characterized by constant development,
which makes the profession increasingly
popular.

To attract the attention of potential au-
diences, creators of audiovisual products
are constantly looking for new ways to di-
versify their content. Dynamics, accessi-
bility, clarity, informativeness, non-stan-
dard solutions for visual content, enter-
tainment - these features make motion
design a powerful tool for transmitting
ideas and creating a unique video product.

Due to the growing attention to the use
of motion design elements in the film in-
dustry and television, there is a need for
a detailed analysis of animated graphics
and the peculiarities of their use in vari-
ous audiovisual works.

Recent research
and publications analysis

M. Opalev, M. Murashko (2012) defined
the concept of ‘motion design’ and sys-
tematize its objects.

The relevance of the use of motion de-
sign in video advertising of modern elec-
tronic devices is analyzed by M. Murash-
ko (2014).

The role of animated graphics in the
process of developing an individual visu-
al style of the TV channel is clarified by
M. Mozhenko (2018). The development of
motion design elements was successful-
ly described by V. Prokopchuk (2020). His
work analyzes the principles of using ani-
mated graphics on the example of the most
famous films of the world film industry.

The purpose of the research is to estab-
lish the role of motion design elements in
Ukrainian film and television production,
analyze the functions of motion design
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objects, find out the peculiarities of their
application in various audiovisual works.

Main research material

Due to the ability of the brain to deci-
pher the content of the image in a short
period of time, communication that com-
bines textual and graphical information
is more effective than interaction using
only text. Visualization of information is
a powerful tool for translating ideas and
opinions, which increases the level of
clarity, accessibility, interest of informa-
tion, emphasizing important details.

According to psychological research,

‘people can remember an average of 20%

of what they read. However, if the same
information is converted into an image,
the level of information retention will in-
crease to 80% (2020, p.94). Motion de-
sign is used to visualize data on televi-
sion and in the film industry.

Film critic M. Izvolov (2005, p.49) notes
that ‘subsonic cinema consisted of only
two components: a moving image and
ordinary fixed inscriptions. There were
three types of titles: captions, intertitles
(interframe captions) and subtitles (text
in the frame)’. The first animated titles are
found in the film ‘The Man with the Gold-
en Hand' (1955, director O. Preminger),
for which graphic designer Sol Bass cre-
ated an animation of white stripes, which,
combined with musical accompaniment,
turned into a hand. Thus, we can consider
the date of the beginning of the develop-
ment of motion design in the 1950s. Giv-
en this, it is important to emphasize the
lack of a single definition of the concept.
As of today, definitions of the term exist
in the fields of design, film and television,
design journalism.

Researchers M. Opalev and M. Muras-
hko (2012, p.35) tried to give definitions

Medvedieva, A, Burdiuh, |. Use of Motion Design Elements in Modern Ukrainian
Film and Television Production
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of the concept of ‘motion design’: ‘Motion
design is an independent field of design
aimed at designing branding objects and
art objects using techniques and tech-
nologies of computer animation, sound
design and interactivity, where visual ef-
fects, developed at the level of graphics,
complement the plot with a new meaning'.
Given the above, we can say that motion
design is a weighty element of modern
cinema. Scientists M. Opalev and M. Mu-
rashko point out that the elements of mo-
tion design, for example, subtitles, film's
intro, visual effects, affect the disclosure
of the plot, the clarity of the meaning of
the picture, expand the information con-
tent of the film.

Given the fact that in the modern field
of film production there is a rapid devel-
opment of technologies for the use of
animated graphics and visual effects, we
define motion design as one of the mod-
elling systems for flmmaking. Elements
of motion design affect the dynamics of
the film, composition, interaction of de-
tails, perception of time and other means
of artistic expression.

V. Prokopchuk proposes to divide the
types of inscriptions used in cinema into
informational, containing data about the
producers and participants in the pro-
cess of making a film; discriptive-com-
municative, designed to describe the
details of the plot, subtitles. However,
the researcher notes: ‘With the advent of
sound in cinema, the second element be-
came unnecessary, because the sounds
could already be heard and did not need
to be described, as well as a verbal com-
munication of the characters, so came to
the fore the information component of
the film’' (Prokopchuk, 2020, p.645).

It is necessary to agree with the opinion
of the author stated above. Thus, at the
current stage of cinema development, el-
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ements of motion design are part of the
visualization of the film's plot.

M. Mozhenko (2018, p.334) propos-
es the following classification of movie
titles:

1) initial titles;

2) title of the film;

3) title of parts of the film;

4) subtitles;

5) final titles.

According to this understanding, movie
titles are a component of a director’s idea,
as researcher M. Mozhenko assures. Ti-
tles, in addition to a purely informative
function, gradually began to bring emo-
tional and semantic associations into the
visual range of films, playing the role of
a kind of graphic overture,- says the au-
thor (Mozhenko, 2018, p.336).

In order to clarify the definition of the
concept of ‘animated captions’, refer to
the article ‘Typographic aspect of ani-
mated captions in the cinema of the early
digital age: Animated captions is arti-
ficially created with the help of various
techniques and means of artistic expres-
sion’ (Chuieva and Cholii, 2019, p.70).

Film theorist I. Weisfeld (1981) saw in
the art of animated titles an attempt to
give cinema associative thinking, to em-
phasize symbolism, to give screen ob-
jects the properties of the real world. We
can agree with the researcher on the need
to establish relationships between the
film and life outside the film to increase
the level of understanding of the content
of the film by the audience.

Researcher M. Mozhenko (2018, p.336)
emphasizes: ‘Movie titles are an import-
ant component of the director's idea and
in addition to a purely informational func-
tion, gradually began to bring emotional
and semantic associations in the visual
range of films, playing the role of a kind of
graphic overture’.

Mensenena, A, bypator, |. BUKOPUCTaHHA eNeMEHTIB MOYLLIH-AN3aHY
B CYYaCHOMY YKPaIHCEKOMY KiHO-, TENEBUPOOHULITBI
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Analyzing the film directed by A. Seitab-
laev and J. Wynn ‘Zahar Berkut’ (2019,
directors A. Seitablaev, J. Wynn), we can
highlight the elements of motion design:

1) Titles: initial, film title, subtitles, final
captions.

Initial captions contain information
about the manufacturer and distribu-
tor. The film uses subtitles to be shown
in cinemas. The final titles inform about
the cast, members of the film crew. Note
the stylization of the film fonts, visually
reminiscent of printed books of the 19th
century. Text animation is used to ex-
plain individual events of the film. Such
text ‘inserts’ are made in orange shades,
compositionally placed on the left side of
the screen, while for the initial and final
titles, white and the central location were
chosen. Note the high degree of contrast
of the orange text in combination with
gloomy video footage, which adds ex-
pressiveness to the visual component of
the film.

2) Particular attention is paid to the
animation of the title of the film ‘Zahar
Berkut’, which is made in 3D in the form
of a burning stone. On the one hand, we
trace the connection with the author of
the novel ‘Zahar Berkut’, I. Franko, whom
researchers call ‘a stonemason’ in their
works. On the other hand, the symbolism
of fire conveys the future mood of the film,
immerses the viewer in the game plot. It
is worth paying attention to the location
of the letters ‘a’ and ‘x’, which are crossed
like swords. This decision is part of the
narrative of the film's future events used
for the title of the film.

3) Animation and logo design of the
manufacturer F&P Media Group, made of
stone material that emerges from a dark
background and has a golden sheen with
shades similar to those used for the title
of the film.
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4) Animation of fire sparks is part of the
visualization of the plot.

5) Animation of clouds, fog, smoke. Mo-
tion design of these elements borders on
the concept of ‘visual effects’.

The motion design elements used in
the film are stylized according to the vi-
sual decisions of the filmmakers, interact
with the composition of the frame, are
animated in accordance with the sound
design, are integral components of the
video series.

Different from the previous film is the
visual solutions of the work of director
A. Lukych ‘My thoughts are quiet’ (2019,
director A. Lukych). A handwriting font is
chosen for the captions. The title of the
film is placed diagonally, an effect resem-
bling an inscription with an aerosol can
on the wall is added. This detail is used
to reflect the ‘note’ of brawling in the soul
of the protagonist. In the trailer, with the
help of motion design, the plot of the tape
is summarized: ‘he writes the sound’, ‘they
make a game’, ‘he has a dream’, ‘but there
is still a mother’, ‘mom vs a dream’.

An additional element of motion design
in the film is presented in the form of ‘in-
serts’ with black rounded vintage frames,
reminiscent of the TV of the Soviet period,
black and white frames of such a sim-
ulated TV stand out from the rest. The
main purpose of this visual solution is
a discourse in the childhood and youth
of the protagonist: a pioneer camp, duck
hunting and more. As the plot progresses,
we observe a similar composition at the
end of the film, when the cameraman, be-
ing in the car, where a significant part of
the events takes place, records the con-
versation between the son and the moth-
er. The shape of the car window frame
resembles the screen of an old TV. This
technique is used to create a sense of
completeness in viewers, to ensure that

Medvedieva, A, Burdiuh, |. Use of Motion Design Elements in Modern Ukrainian
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the film events have become a historical
past.

Analyzing motion design in the film
industry, let's pay attention to its use
in series. It should be noted that in the
series motion design elements play an
important role in creating the identity of
the visual product. Animated graphics
are present in captions, intros, program
interfaces, as an element of visualization,
for example, e-mail correspondence be-
tween characters.

An intro in the series is often a concen-
trate of creativity and visual expressive-
ness. The task of the intro is to immerse
the viewer in a certain atmosphere in
a few seconds, to convey the essence of
the future story. The creators of foreign
series use motion design for storytelling.
The screensaver of the series ‘Morning
Show’ (2019, directors M. Leder, D. Fren-
kel, etc.) is made in the form of animation
of colourful balls. We trace the metaphor
of the internal competition of the main
characters of the series.

A similar principle is used in the series
‘Unorthodox’ (2020, director M. Schrader),
about the life of a jew in Berlin. The cre-
ators of this intro have developed an ani-
mated map of the city without the names
of streets and famous places, so that for
the viewer the location remains unknown,
as well as Berlin for the main character.
The white moving line that paves the way
between the grey squares, trying to ‘es-
cape’ outside the frame, symbolizes the
heroine of the story.

Studying the motion design of the
Ukrainian-made series, we observe
a similar trend. The creators of the
Ukrainian TV series create screensavers,
combining footage, animated text and
graphics.

An example of the above statement
is the screensaver of the series ‘Trace’
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(2020, directed by 0. Goncharova). We
define the motion design elements of
the intro of this series: 3D-animation of
the name of the detective agency ‘OSA,
animation of blood droplets, molecules
under a microscope, broken glass, finger-
prints, visualization of electromagnetic
noise, computer code. As a result, the
above-described elements of motion de-
sign of the intro ‘Trace’ indicate the genre
of the series, the features of the storyline,
create a tense atmosphere typical of de-
tective work.

Captions, as part of the structure of
motion design, are used in series to an-
nounce events, create the desired style of
the historical period, emphasize the con-
tradictions between the characters, the
division of the series into episodes on
various topics.

In the series ‘Spiimaty Kaidasha’ (‘Catch
Kaidash’) (2020, director O. Tymenko)
animated titles are dramatic elements
that divide the story into separate parts,
serve as a transition to certain time in-
tervals. All titles of the video work, except
for the title, are characterized by concise-
ness, simplicity, white color. To stylize the
name, a font was chosen, which visually
resembles the writing of the names of art
books of the 19th century.

Note that the compositional elements
of the frame in modern Ukrainian cinema
synthesize the expressive means of cine-
ma and motion design. This visual design
increases the level of interest of the view-
er, increases the interactivity and clarity
of the audiovisual product.

In the field of television, motion design
is used to create a branding of the TV
channel, visual explanation of statistical
data, visualization of difficult to under-
stand information, attracting the atten-
tion of viewers through non-standard
visual forms and solutions.
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Researcher A. Kurenkov (2015) identi-
fies the following main elements of mo-
tion design in television programs: cap
(screensaver), mirror (story announce-
ment), reflection (heading announce-
ment), curtain, profile (information about
the guest of the program), hoarseness
(photo by correspondent) during direct
activation from the scene), geotag, ti-
tration die to represent a person in the
frame, pop-up (several seconds an-
nouncement of the program or event),
substrate (graphic background element),
the layout of announcements, drum (final
captions), closing screen saver (changed
the screen saver of the program, which
means the end of the program). At the
end of the TV program, the screen shows
the copyright of the channel and the year
of production of the audiovisual product.

The duties of a motion designer on tele-
vision include an animation of the above
elements, as well as the creation of ter-
restrial identification of the channel (ID
and promo).

According to M. Mozhenko, ‘animated
graphic elements play not only informa-
tional but also a certain aesthetic function,
creating a graphic wrapper of the visual
product, a certain visual image that sub-
consciously affects the viewer’ (Mozhen-
ko, 2018, p.335). It is worth agreeing with
the author, because motion design on
television, combining 2D and 3D graphics,
text, footage of real events, perform infor-
mational and aesthetic functions.

I. Doronina describes television cap-
tions as an element of creolization, in
other words, a combination of verbal and
nonverbal means, in the communication
system. ‘During the one-sided use of
text elements in conjunction with well-
thought-out graphic and colour accom-
paniment, the director has the opportu-
nity to achieve the necessary emotional
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response to their content, — I. Doronina
said (2019, p.149).

In the structure of the components
of the motion design of the TV chan-
nel “1+1’, we can highlight the dynamic
backgrounds with letters, square shapes,
animation of the element of the logo ‘+
as a navigator. We note the use of red
shades for the text, project logos, adver-
tising banners on the site.

Elements of the motion design of the
information program ‘TSN’ (TV chan-
nel “1+1’) are animation of images, info-
graphics, statistics in the form of graphs,
tables, charts. The informative function
is performed by the animation of the ti-
trating die and pop-up, subtitles in cas-
es of poor quality of the recorded sound,
help, geotagging, animation of movement
on maps, etc. The information about the
correspondent’s location is placed at the
right bottom of the frame along with the
program name, which is placed at the left
bottom of the screen.

Visual decisions of the ‘STB’ channel
are determined by its content: family
series, romantic, emotional shows, built
around family values, love, empathy. ‘In
the concept of the new design, we are
playing with the energy of the ocean. Our
logo, as the main drop of this boundless
ocean of love, overflows and fills with
emotions. We also returned to the already
familiar to the viewer branded warm co-
lour palette ‘STB’, but implemented it in
trendy tones, — explains director of de-
sign ‘StarLightMedia’ O. Repik the con-
cept of identity ‘STB’ (2020).

Next, we will analyze the elements of
motion design of the program ‘Vikna-
novyny’ (TV channel ‘STB’). The screen-
saver contains the name of the program,
a geometric figure in the shape of a cube
that mimics a globe, animation of lines
going from the left part of the frame to

Medvedieva, A, Burdiuh, |. Use of Motion Design Elements in Modern Ukrainian
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the right, at the same time changing
landscapes of cities; vertical sloping lines
with a mirror effect, associated in the au-
dience with the windows. The informa-
tion content of the titles is similar to the
previously analyzed program ‘TSN’. How-
ever, we trace the differences in the visual
design of text ‘dice’. opaque, the shape
resembles a parallelepiped, the colour
spectrum from dark red to pale yellow. In-
formation about the correspondent’s lo-
cation is located at the top left. The name
of the program, the name of the plot and
the release date are located on a single
‘die’, separated by different colours.

A characteristic feature of the visual de-
sign of the TV channel ‘ICTV' is the use of
orange colour. Examples can be found in the
logo, captions, subtitles, elements of adver-
tising, design studios of the TV channel.

Elements of motion design of the infor-
mation program ‘ICTV Facts’ (TV channel
‘ICTV') are:

— screensaver, which according to the
visual solutions used, resembles out-
er space with planets, around which the
inscriptions ‘economy’, ‘culture’, ‘tech-
nology’, at the main headings of news
releases; the combination of events from
archival videos; 3D map of the world; an-
imated program name,

— titration dies and pop-ups made on
opaque rectangular elements, located in
the central lower part of the frame, cov-
er approximately 2/3 of the screen width,
which is much smaller compared to TV
programs ‘TSN’ (TV channel “1+1’) and
‘Windows of News’ (TV channel ‘STB).
The geotag is located at the top left. The
name of the program is made in the form
of an orange circle with the letter ‘F’ in
white, located at the bottom right of the
frame. ‘ICTV' is characterized by a com-
bination of black text on a white ‘plate’
with white text on an orange box;
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- animation of images, infographics, sta-
tistics in the form of graphs, tables, charts.

A bright visual element of motion design,
examples of which we see in the pro-
grams of all the above TV channels, is ki-
netic typography. The term combines the
movement and deformation of the text in
order to enhance the emotional content,
to attract the viewer’s attention. The most
common use of kinetic typography: cap-
tions, design of commercials, websites.

Conclusions

The development of the technological
process continues to create innovative
solutions in the world of motion design,
which was born in the 20th century and
still remains an important element in tele-
vision and film production. It is worth not-
ing that technological improvements have
expanded the capabilities of audiovisual
products creators in using tools to per-
form the functions of animated graphics.

The main objects of motion design in
Ukrainian film and television production
include an animation of captions, graphic
elements, kinetic typography, simulation
of natural phenomena, a combination of
2D and 3D graphics, creation of anima-
tion in combination with sound design.

It should be noted that the character-
istic features of motion design are the
conciseness of information, clarity of
forms and means, diversity of visual con-
tent, effectiveness, emotion, originality
and isolation of audiovisual work in the
digital market. Based on the analysis of
audiovisual products, we emphasize the
unlimited use of animated graphics tools
to integrate the viewer into the world of
visual work. Following the above, we see
the expediency of further analysis of the
motion design elements in the Ukrainian
film and television industry.
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AHHOTauuA

Lenb wuccnegoBaHuss — YCTAHOBUTb pOJib 3JIEMEHTOB MOYLIH-AW3aiHa B YKPAMHCKOM  KUHO-,
TENENPOV3BOACTBE;  NpoaHanusuMpoBaTb  (QYHKUMM  OOBEKTOB  MOYLIH-AW3aiHA U BbISICHUTb
OCOGEHHOCTU WX MPUMEHEHWA B PasfINYHbIX ayAuMoBM3yasibHbIX MpousBefeHusx. MeTogonorus
uccnefoBaHUSI OCHOBbLIBAETCSI Ha TEOPETMYECKOM aHanu3e KWHO-, TeNenpomyKuuu, 0606LeHnn
OCHOBHbIX KOMMO3ULMOHHbBIX U TEXHWYECKUX MNPUEMOB BU3YyaslbHOTO KOHTEHTA, OMpefeNeHun ux
B3aVMMO3aBWCMMOCTM U PONM B MpoLiecce CO3faHua ayavoBM3yaNnbHOro npogaykta. HayyHass HOBU3Ha:
BMepBble MpOaHanM3upoBaHbl COCTABASIOLIME MOYLUH-AW3ailiHa B COBPEMEHHOM YKPAWHCKOM KUHO-,
TENENPOV3BOACTBE, MPOBEfEH [AeTalbHbIl aHanuM3 B3aMMO3aBUCUMMOCTU CTPYKTYPHbIX KOMMOHEHTOB
MOYLUH-AN3aliHa B pPa3/INYHbIX ayJMOBU3YyasibHbIX NMPOU3BEAEHUSIX, MOKA3aHO UX BANSHWE Ha 06pa3sHble
peLleHUss KMHO-, TENENPOAYKLMN. BbiBogbl. B cTaTbe npoaHanusvMpoBaHbl 3/1IEMEHTbI MOYLUH-AN3aliHa
YKPaMHCKOrO KUHO W TeneBuAeHus. B mpouecce uccnefoBaHUsi KMHO-, TENEMPOAYKLMU YCTaHOBMEHDI
OCHOBHbIE MPUHLMMNbI CO3[4aHUSI aHUMALMOHHON rpadvKy B YKPAMHCKOM KMHO-, TENEnpOCTPaHCTBE.
Monpo6Ho 06paboTaHbl U CUCTEMATU3UPOBaAHbl KOMMO3ULMOHHbIE U TEXHUYECKME KOMMOHEHTbI MOYLLH-
Au3aiiHa, KOTopble BNMSAIOT Ha BU3yallbHble PELLEHNs ayMOBU3YyasibHOrO NPOU3BELEHMS.
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AHoTaujis

Meta pocnigxeHHss — TnpoaHanisyBaTu CKafoBi YacTUHU epOTUYHOI
doTorpadii; BcTaHOBUTM ponb doTorpadii y BM3HAYEHHI cBiTOrnsAay
NOAVHY; AOBECTUM BaX/MBICTb epoTUYHOI doTorpadii y camMoBUpaXKeHHI
HOBWX MOKOMiHb (oTOMUTLIB. MeTogosoria AOCAIAXKEHHA T'PYHTYETbCA
KOMIMEKCHOMY HayKOBOMY MiAXofi Ta TEOPETUYHOMY aHarisi pobiT MalicTpiB
€pPOTUYHOrO XaHpy, iHhopMaUiHKX JXXepern; y3arasnbHeHHi BMJIMBY epOTUYHOI
doTorpadii Ha ciTOrNAa y GoTOMUCTELTBI; BUBHAUYEHHI ICTOPUYHUX acMeKTIB,
AKi GOPMYIOTb CTaBNEHHA [0 €POTUKN B KyNbTypi. HaykoBa HoBM3Ha nonsrae
B TOMY, LLL0 BEPLLE NpoaHanizoBaHo CK1afoBi YacTUHU epoTUYHOI hoTorpadii,
NpOBeAEHO AeTabHUIA aHani3 icCTOpMYHMX acnekTiB y popMyBaHHi Nornagie Ha
epoTMYHe MUCTELTBO, 3a ONOMOrol TEOPETUYHOrO aHanisy pobiT MaicTpis
epoTuyHoi doTorpadii Bu3HauyeHo ponb doTorpadii y camMoBUpaXKEHHI
HOBMX MOKOMiHb. BUCHOBKM. Y CTaTTi NpoaHanisoBaHO CKafoBi YaCTUHU
epoTuyHoi doTorpadii. 3a [ONOMOrow AeTanbHOro aHanisy epoTUYHUX
HOoTOpPOGIT BCTaHOBNEHO posb dhoTorpadii y BU3HaUYeHHi CBIiTOrNsAy NOANHU.
Y3aranbHeHO YWHHUKMK, IKi BMNBAKOTb HA CAaMOBUPAXKEHHA HOBUX MOKOJiHb.
BuaHayeHo, o epoTnyHa doTorpadis sk OKpeMuin XaHp y GOoTOMUCTELTBI
NpoAOBXYye iCHyBaTW Ta akTUBHO 3ajyyae (HOTOMMUTLIB MpautoBaTM came
Y LbOMY Hanpsmi. Y cyyacHoMy MUCTeUTBI Tiflo N036aBNAETbCSA NEBHUX MeX,
cTae BipTyaJlbHUM 3HAYEHHAM TUX UM iHLWMWX 3afyMiB, He Mae NPeAMEeTHOCTI,
a BigBepTa (doTorpadis [eMOHCTpPye cCycnifibHi HacTpoOi, TPaHCME Pposib
NOJVHN Y KyNbTYPHIl caMoifeHTudikauii.
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MocTaHoBKa npo6nemu

OroneHe TiNno 3 AaBHIX YaciB 3axomnsito-
BaJIo MUTLLIB — pO6GOTU EMMUNTSIH, FPeKiB Ta
PUMIISIH 306paXkytoTb MOro y NnepBiCHOMY
Burnsgi. Tomy dotorpadia Ak Hannowwm-
peHiLmnin 3acib Bi3yasnbHOro CnisikyBaHHS
cdopMyBana cyyacHi ysiBfieHHsi po Tifo.

3 nosiBoto (HEMIHICTUYHOIO Ta MOCTMO-
JepHOro MUWCNeHHa Bigdynacs peBano-
pu3aLin 306paXkeHHs Tina y MUCTeUTB.
AKWo paHilwe TiNo cnpuinManu fiK Bi3y-
asnbHe 3axOMnJIeHHs Ta epPOTUYHY MPUXWIb-
HiCTb, TO 3apa3 BOHO € NpPeAMETOM cyre-
peyoK — ax Ao dinocodcbkmx AebdaTiB.

EpoTnyHa doTtorpacdis Bigobparkae He
N1we npo6sieMn 0COBUCTOI iAeHTUYHOC-
Ti, a | NMTaHHA BNagu Ta igeonorii. [poTe
JOCi BiKPUTUM 3anvLIAETbCA MUTaAHHSA
pisHMUi MK epoTuyHol doTorpadieto
Ta nopHorpadieto.

AHani3 ocTaHHix gocnig)xeHb
i nyénikawiin

CyyacHe cnpuiHATTA (HOTO306paXkeHb
HIO Nig4 BNAMBOM coUianbHUX Mepex
Baano onucye | Ckopuk (2020). Xy-
JOXHI0 (doTorpadito y cuctemi 3acobis
MacoBoi iHdopmauii BusHaume B. [u-
ok (2014). TMpoaHanisyBaB Tino
y ¢doTorpadii Big 1839 poky no 90-x pp.
XXct. Ok Nynby (1995). dotorpa-
dito B CTWUAI HIO Ha NpuKNagi TBOPYOCTI
Po6epta Mennntopna Aocnigxysanu
C. Xykoea Ta H. LkaHgpii (2020).

MeTa pgocnigyXeHHs

MeTta pgocnigyeHHA — npoaHanisysatu
CKNafoBi YaCTUHU epoTUYHOI (oTorpa-
oii; BcTaHOBUTK ponb doTtorpadii y Bu-
3HauYeHHi CBIiTOrNA4y NOAWHW, OOBECTU
Ba)XK/IMBICTb epoTUYHOI oTorpadii y ca-
MOBUWpPaXeHHi HOBUX MOKOJTiHb.
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Buknag 0OCHOBHOro matepiany

ABue epoTUYHOI doTorpadii cnpoby-
BaB onucaTu |. CKopuk:

«DeHoMeH oronieHoi  doTorpadii
HesarnepeyHun - BiH [ae MOXIU-
BiCTb TBOPUSAM MMUTTEBO BTiNtOBATU
6yab-AKi 3agyMu i HaOYHO eKcnepu-
MeHTyBaTh 3 JIIOACbKMM TifloM, Jo-
BOASAYM MOro A0 AOCKOHAnNoCTi npu
36epeXKeHHi MPUPOAHUX MPOMOPLii.
MounHaroumn 3 cepeamHn XX cT. i fo
CbOrofHi, oroneHa d¢oTorpadis Bu-
piBHSIN@ eCTETUYHE CMIPUAHATTA MiX
Pi3HMMWM  BepcTBaMM  HaCeJslIeHHS,
3pO6GUBLLM CBOIO MPUCYTHICTb B XXUT-
Ti 3BUYHMM siBULLEM» (CkopuK, 2020,
€.238-239).

Ak 3asHavae H.PoseH6niom (Rosen-
blum, 1997, ¢.15) y cBoiii kHM3i «CBiTOBa
icTopis goTorpadii», cTaHOBNEHHSI epo-
TMYHOT poTorpadii posnovanoca ogpasy
3 PO3KBITYy Aarepotunii — crnocoby oTpu-
MaHHS MO3UTUBHOrO 3006paXKeHHs LUNSA-
XOM €KCMOHYBaHHSI MOKPUTOI nognmaom
cpibna MigHOI NacTMHKU Ta NoganblUMM
nNpoTpaBfieHHAM napamu pTyTi, Ha3Ba-
HUM Ha 4ecTb nepLlioBigkpuBava — Jlyi
[Harepa. MNMpoTe nepui 306pa)keHHst Nto4-
CbKOro Tina He 6ynu CXOXi Ha BUTBOPM
MUCTEUTBa, agXXe BOHM CTBOpHOBaNuCsH
AK MOCIBHMKM ONA XyAOXHWKIB (B aka-
AeMisfix  MucTeuTB 6yno 3abBOPOHEHO
npautoBaT 3 OrofIeHUMMU HaTypLiMKamu
B KJlacax ax Ao KiHua XIX ct.). 3'apunu-
ca dotorpadil i XiHOK, i YonoBikiB, ane
AKLWO >KiHOYi Tina o6irpaBanucs nepe-
BaXHO B ePOTMYHMX CHOXeTax, TO YOJo-
Bi4i — B CMOpPTUBHWUX TeMax. 30Kpema,
H. PoseH6ntoM (Rosenblum, 1997, ¢.250)
posrnoBifae Npo ekcnepumMmeHTn E. Men-
6pigxa 3 nodasHum doTorpadyBaHHSIM
pyxiB nofemn.

3 nosiBoto (HOTOMOHTaXy HanpuKiHLUi
50-x pp. XIX cT. epoTuyHa doTorpadis
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noyana HabyBaTu Xy[O0XHbOro 3abaps-
NneHHs. Ha 3HiMKax 3'aBunucs croppe-
anicTMyHi MOTMBM KasoK, MidiB ToLO
(Rosenblum, 1997, ¢.229).

MpoTArom TpuBanoro 4acy €anHUMMU
[03BONEHMMN Jo ny6nikauii doTorpa-
digsMK B cTUAi HIO 6yNKN 3HIMKMK, SIKi Cy-
NpoBOAYKYBanu po3noBifi [OCNigHUKIB
i MaHAPIBHUKIB, 0COB/IMBO B KOJIOHIasbHI
yacu. doTorpadii oroneHux abopureHis
intocTpyBanu nyonikauii Takux NpecTux-
HUX XXypHanis, ik «National Geographicy,
a60 CTOPIHKKN AesAKMX MigpyYHUKIB.

Ha noyatky XX cT. Bigbynaca HoBa
cekcyanbHa peBontouis, a dotorpadis
HIO cTana il HeBiA’'eMHOIO YacTuHOM. Yo-
NOBIKM Ta XXiHKM yHWKanu eBdemiamiB
cekcyarnbHol Mopani XIX CT., TOX XiHoue
TiNo oTpumano 6inbly cBoboay pyxiB Ta
MOX/IMBICTb OrosneHHs. Lle ABuLe mano
NiATPUMKY Bif, MocnigoBHuKIB 3. Opoit-
[a, AIKi BU3HaANM iCHyBaHHA YOsI0OBIYOl Ta
XIHOUOI ceKcyanbHOCTI.

|. Ckopuk CcTBepAXye, Wo Taki napa-
MeTpu, SIK Kpaca Tina Mogeni Ta nocra-
HOBKa MO3u1 y MOeAHaHHI 3 LiKaBo Cto-
YKETHOIO iHiet0 gonomaratoTb YHUKHYTU
«HErNpaBWIbHOIO CNPUAHATTA» 3HIMKa.
«Llen npunom y XX cT. chpopmMyBaB HOBI
HanpsAMK po3BUTKY Ansa  doTtorpadii
HIO, HaZinMBLIKM i OCOBMMBOIO AKICTHO
npvBepTaTtM yBary O Tina mopgenew
y fashion Ta peknamHi iHaycTpii. 3a-
rajoM cy4acHe mMucTeuTBO (oTorpadii
HIO — L& HOBMI MOrNsiA Ha orosneny Qiry-
py» (Ckopuk, 2020, c.239).

JouinbHO 3ayBaxuTu, WO y Len vac
3'ABNAKOTbCA Taki MaNCTpU epoTuy-
Hol doTorpadii, sk MaH Pen, A. Crirniu,
P. XaycmaH, X. Binato6a, ®. [dptikon Ta
iH. (Rosenblum, 1997, ¢.430).

Tak, X.Binato6a (Cabagenb, IcnaHis,
1878-1954) BBa)XaeTbCsi OOHUM 3 Tep-
WMX KaTaNoOHCbKUX  (QOTOXYAOXKHMKIB,
4Ynsi NOeTMUKa YiTKO NoB'si3aHa 3 ecTeTuu-
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HUMU Npo6rieMamMu pomMaHTU3My. BiH 30-
cepefykyBaB CBOK TBOPYICTb Ha TPbOX
TemMax: nensaxi, NOpTPeTM Ta >XaHPOBiI
doTorpadii, 36epiratoum ay>ke MOMITHY
0COBUCTICTb. BMKOpMCTOBYHOUM CBITO,
o6paMJieHHs], BMOGIp Mogernen, nosu, Bu-
pas, Gokyc i GoH, BiH gocsiraB 6a)kaHOro
edekTy.

OAMH 3 iHLIKMX acnekKTiB MOro pobiT — e
306paXKeHHs1 HaniBronux loHakiB Ta pAi-
BYaT, 3aropHyTUX y 3aBiCM Ta MOMOTHa,
CTaTUYHUX Ta 3 MeNaHXoNiYHUMKU BU-
pasamMu 065m4y. Mailxxe 3aBXAM Ha of-
HOTOHHOMY (OHi, BOHWM CTBOpPIOBaNU
06pa3n 3 HeCKiHYEHHUMU BiATIHKaMW.
X. BinaTo6a npoTucTaBfsiB Kpacy CBOIX
Mofenen yacoBi i BTOMi. BapTo Takox
noroguTucs 3 gymkotro H. PoseH61toM:

«[TpukMeTHOO pucoto  doTtorpadii
1920-x pokiB cTana nosiea pisHOMa-
HITHUX TEexHiK, CTWMiB Ta niaxoAis,
WO AEMOHCTPYBaaM HE3BUYHY CUIY.

3 ornspgy Ha 6inblUi eKOHOMIYHI MOX-
JIMBOCTIi B CepefoBMLLj, 3a5y4arounch

[0 IHTEHCMBHOIO iHTENEeKTyanbHOro,
MOMITUYHOTO Ta KyNbTYpHOro 6po-
JiHHS, wo Big6ynocsa nicnsa MNepLuoi
CBIiTOBOI BiliHM, 6araTto ¢oTorpadis
yCBIiJOMUMM BMANB TEXHONOrIN, yp-
6aHisauii, KiHo Ta rpadiku Ha Bupas-
HiCTb Kamepu. “IaMun” [OBOEHHOrO
aBaHrapAMcTCbKoro MucTeLTea (0co-
6/IMBO Ky6i3M) — eCTETUYHI KOHLen-

Ljii, MOB'A3aHi 3 KOHCTPYKTMBIZMOM,
hafaisMoM i croppeanismMoMm, Hagux-
HyNM Ha aTMocdepy eKCrNepUMEHTIB:
dboToKONax, MOHTaXK, 6Ge3KaMepHi
300paXKeHHs, Heo6'€eKTUBHI hopmu,
HEe3BMYHI pakypcu i HapsBu4arHo
KPYMnHi nnaHu, wo crtanu doToBmpa-
30oM enoxu» (Rosenblum, 1997, ¢.393).

3a faHuMu iHTepHeT-cTaTTi «Hito B CPCP
Ta ceKkcyasibHa peBOJIOLisi», Ha TepeHax
KonuwHboro PapsiHcbkoro Cotosy ABwM-
e epoTu4yHoi GoTorpadii npoicHyBano
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HefoBro. fickpaBMMU npeacTaBHUKaMu
LbOro XaHpy 6ynu XyLOXHUKMK-MIKTOPI-
anictn: O. Mpin6epr, 0. EpboMiH, M. AH-
apees, M. Ceuwos-lNaona Ta iH. Y cBOIX
po6oTax BOHM BMKOPUCTOBYBanu M'SIKO-
Manto4i 06'eKTUBU Ta CKITIagHY TEXHIKY
apyky. 3okpema, M. Csuwos-laona Bu-
KOPUCTOBYBaB TaKy CXeMY OCBIT/EHHS,
3a KOl peanbHi XiHoui Tina Haragysanm
aHTU4Hi ckynbnTypu (Hio B CPCP Ta cek-
cyanbHa peBornoLis).

Cnipg sayBaxxutu, wo 1929 poky B «Pa-
asHcbkoMy  doTorpadiyHOMYy  anbMma-
Haci-2» BuxoguTb cTtatTa «[po "npasi"
BnamBmu y doTorpadii». PaasHCbKuI
KpuTuk J1. Mexepivep nucas:

«3HIMKM "nu" 9 6 piwyye 3apaxyBaB
JO crajwuHn BypXKyasHOro >XMBO-
nMMCHoro mucteurtsa. Llem wmoTmB
BUSIBNISIETbCA BENbMU  YNHOG/IEHUM
y Tux doTtorpadis, siki skomora gani

BigcyBaloTbCsl  Bif,  306pakeHHs
cyyacHol gincHocTti: M. CBuwoBa-
Maonn, M. MwunosupoBa, |. Hanne-

nbbaym, 0. EpboMiHa, O. [piH6epra,
0. OJemyubkoro, H.BacuneBcbkoro,
E. beHgensa Ta iH. [puyomy B Xopf-
HOMY 3HIMKY MW He 3MOXeMO BU-
3HaAUMTU peanicTUYHe TpaKTyBaHHSA
OroNeHOro Tina $K MiUHOro, 340-
pOBOro, Hamnpy>XeHoro MnpUpPOAHUM
TPYLOBMM ab0 CMOPTUBHUM PYXOM...
HaBnakn, oMy nparHyTb Hagatu
3HDKEHO-BUTOHYEHI 06pucK, 3pobu-
M MOro ApaxxIMBUM, HaniBnpukpu-
TUM, MepexTnuBum <...> [ly6niyHa
rpoMagcbka ¢oTorpadis MNOBUHHA
pas i HasaBXAu NepekpuTn [OoCTyn
Ha CBOI BUCTaBKMW, Y CBiil APYK LIbOMY
6pyaHYBaTOMY MEPEXUTKOBI KaniTta-
NiCTUYHMX BigHOCKH...» (Mexepuuiep,
1929, c.225).

Y ppyrin nonoBuHi XX cT. ¢oTtorpa-

¢dis Hio BigirpaBana Bce 6inblly posib

Yy BUW3HaAueHHi ceiTornsgy noanHu. Bu-
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KNajaHHA Takol HayKu B yHiBepcuTeTax
3pobuno poTtoMucTelTBO ifeHTUdIKa-
LiMHMM 3HAKOM HOBUX CTONIThb.

3oKkpeMa, y 6ypxnmei 60-Ti pp. XX cT. ¢o-
Torpadisa Ta noacbKe TiNo BigirpaBanu
BCe 6iflblLy posib Y BUSHAYEHHI KyNbTypu
Ta MucTeuTBa. besnocepefHicTb Teneba-
YeHHS, LliHOBa JOCTYMHICTb 35-Tn Minime-
TPOBMX M/IBOK Ta BUKNagaHHA doTtorpa-
il B yHiBepcuTeTax fanm nowToBX MOJIO-
Ai pobutn BnacHi hoTO3HIMKM, sIKi OAHO-
YyacHo 6ynu 3anucamy HaBKOJIMLLHBOIO
CBIiTy Ta 3aCO60M CaMOBUPaXKEHHS.

k. Mynbu (1995, ¢.118) y cBOiX gocni-
IDKEHHSIX Y KHUK3i «Tino Ta niH3u: goTorpa-
¢dis 3 1839 go cborogHi» 3a3HavaB: «Ha
BiAMIHY Big penpecuBHoOCTi 1950-, Kynb-
Typa Tina 1960-x ctBopuna atmocdepy
ceKcyanbHOI CBOGOAM, YAaCTKOBO 3aBASIKM
JOCTYMHOCTI OpasibHNX KOHTPaLenTuBIB».

Y nepiog 3 1980 no 1990 poku HOBOro
KYNbTYPHO-NMOAITUYHOIO 3HAYeHHSA Ha-
6yno yosnosiye Tino. EnataxHot nepco-
HOO TorovacHoi dotorpadii 6y P. Men-
naTopn. Moro sHiMKK po6unu BUAMMOIO
roMOCeKcyanbHiCTb 4onoBikiB. C. XKyko-
Ba Ta H. LkaHgpin (2020 c.118) y cBoiit
ctatTi «DoTorpadis y ctuni "HrO" Ha npu-
Knagi TBopyocTi Pobepta Mennntopna»
3a3HavatoTb: «[lepecTynMBLUN Yepes co-
uianbHi ctaHgaptn KynbTypu, P. Mennn-
TOpN HajaB tOASIM MOXJIMBICTb 06paTu
CBi/ WNAX MafiHHA 4Yepes BHYTPILLHIR
KOHMNIKT i 3gpuraHHa B noguHi. Lo no
CYTi € pyXOM [0 BHYTPILLHbOT CBOGOAM».

Xy#oxHs 3micToBHa (oTorpadis Hece
Hi6W HAHOBO BiAKPWUTI 3HaHHS, 3aMeBHSAE
B. Mununtok (2014, c.168), KOHKpeTHe
300paXKeHHs], sIK i cama peasnbHicTb, Bif-
TBOpEHa cnpaBXxHiM ¢(oToMakcTpoM —
3aBXAu 6araTo3HayvHiLLa.

JouinbHO popatv  WOAO  TBOPYOCTI
P. Mennntopna i Taky AYMKY: «Y KOX-
HOMY 3HIMKY MICTUTbCSI FIMBOKUIA CEHC.
HanimoBipHiwe, ua neeBHa dinocodis
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6yne 3po3yMina He BCiM. ABTOp 3a fo-
nomoroto QoToanapata MnokasyBaB Te,
K BUHUKJIM 3BUYHI MpeaMeTH, WO Ha HUX
BMJIMHYNO, SKi iCTOPUYHI MOMEHTU 6ynun
Bifo6paxeHi, sik nig snaveom 3MI dop-
MYETbCSA 30BCIM HOBWI TUN JIIOAWHM, LLO
MUCIUTB | BigdyyBae» (XKykoBa Ta LUkaH-
Zpin, 2020, ¢.117).

3 nNpuxodoM TaKoi cekcyasibHOi CBO6O-
On y BCi cdhepu XuUTTS nounHae BiabyBa-
TMCA | 3BOPOTHUM Mpouec — «aerpaga-
List» cnpuriHATTA noauHn. Tak, |. Ckopuk
(2020, ¢.240) Baano nigMiTKB, LLO «Ccyvac-
HWI CBIT, 34aTHUI [0 HOBATOPCTBA Y BCiX
cdepax XUTTA JIOANHK, TYMLIOE Ha MicLi
i cTBOpIOE Mpo6nemu y 3gaBanocs 6 Uin-
KOM MpUPOLHOMY MUTaHHI — LiNniCHOMY
NPUIHATTI cebe IHAMBIAOM. XTO /i HaBiLWO
YUHUTb ONip rapMOHIMHOMY ICHYBaHHIO
NOAMHU B OTOYytOuOMY 1T CBITi? | Yomy
‘nepwogykepenom 3na" € HeBigginbHa
NoACbKa CKNajoBa — BracHe Tino».

[MpoTe ANA MUTLUIB He IiCHye «3na»
i BOHW MPOAOBXYKOTb TBOPUTU CBOI Le-
nespu. OfHIi€0 3 CyyaCHMX aHanoroBux
(HOTOXYAOXHULb, WO MepeBaXHO npa-
utoe y ctuni Hio, € E. Pogykepc.

AHanoroea ¢oTorpadpuHsa E. Pogxxepc,
3rifjHO 3 iHTepHeT-cTaTTelo «AHanoro-
BUI cBIiT EneH Popykepc», noyana BuBYa-
T KOMMNO3MULiIO Ta TEXHIYHI MOXJ/TMBOCTI
doTorpadii, 6yBWwM We AuTUHOM. [Mpu-
61M3HO y 6 poKiB HaBYMIacs 06pobAATU
NMNiBKW y TeMHin kiMHaTi. [lisHiwe oT-
puMana puniaom marictpa @otorpadii
y lonacmitcbkoMy kKonepyki B JIOHOOHI.
He BukopucTtoBye uudpoBe obnajHaH-
HSl, @ TaKOX He 3aiMaeTbcs UndbpoBOokO
06pobkoto  3HIMKIB (AHanoroBuit CBIT
EneH Pomkepc). Tako)XX BOHa eKcnepwu-
MEHTYE Haf XyLOXHbow dopmoro do-
Torpadiit, po3dap6oBytoYM iX y MeBHil
KONIbOPOBIl rami.

®oTorpadiuHi o6pasu E. Pogxepc cnpsi-
MOBaHi Ha MCUXOMONiYHi AOCNiIgYKEHHS
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NIOANHW, ane HIKOAWM He MakoTb YiTKOol
TeMu. B po6oTax MpoCTEXYHTbCA rOTU-
Ka Ta fekafaHc. Ha 1i TBopYicTb BRAn-
BalOTb iCTOPIs, MCUXONOrisi, OKYNbTU3M,
peniria Ta Taki aBTOpW, AK M. [aHines-
cbkuii, |. BeHke, P. Yem6bepc, I JlaBkpadT,
L. Boanep, . MoHTerto Ta E. lMo.

®oTonpoekT «HO3UC» SABNSIE COGOHO
LUMpOKOoMacLITabHy 6i6niiHy Ta Midono-
riYyHy cepito pobiT, HaTXHEHHY «BopoTamu
nekna» O. PogeHa, Lo BUBYAE NONITUYHY,
JYXOBHY Ta MeNnaHXofiyHy pernpeseHTa-
Lit0 B XyLOXHin poTorpadii.

®oTtokHura E. Popykepc «AbepaHTHUI
Hekponosnic» MicTUTb 72 po6oTH, LWo
6ynn 3pobneHi 3a nepui 2 pokn y deLuH-
¢doTtorpadii. Ha d¢otorpadisx E. Po-
[xepc hOHOM YacTo CnyrytoTb caau Ta
BiAKpUTI MicuesocTi. i po6oTn Haye6To
HamnoBHEHI NpuBMAAMM Ta HeCYTb B CObi
kpannto okynbTusmy (Rogers, 2011).

Cnig sayBaxuTtu, wo |. Ckopuk (2020,
c.241) npo cy4yacHy epoTu4Hy ¢oTo-
rpadito nuwe: «€ANHE, WO He BUKIU-
Kae CYMHIBiB — oroneHe Tino, 6e3ymos-
HO, 3aMWNTbCA OXKEPEesiOM HaTXHEHHS,
a He copoMy. BneBHeHO npunycTuTy, Wo
06'EKTUBHE CMPUMAHATTA MO0 MOX/NBE
nicns nofonaHHA NOTOKIB cynepeysiuBor
iHpopMaLii coumepex i 3MiHM HaB's-
3aHUX HUMKU cTepeoTunie». |. CKopuk
(2020, ¢.241) TaKOX BBaXae, LLLO CyCMiflb-
Ha CBIJOMICTb CMPUNHATTA 306paXkeHb
HIO B €CTETMYHOMY acrneKTi CTaHe MOX-
JIMBOIO MiCNsA TOro, K LeH3ypa B CouMme-
pexax, fika 3amyuwye doTtorpadis xoBaTu
3a nikcenamu nogpobuui disionorii, niae
[0 3abyTTa, W06 Ntoacbka CBiAOMICTb
rigHo ouiHioBana Benuy gapy npvpoau —
KpacuBOro OrofieHoro Tifla 6e3 3a60poH
i «nikcenisauii».

Hapasi icHye nefib NOMIiTHa MexXa Mix
nopHorpadieto Ta epoTukoro. GakTnyHo,
nopHorpadia — ue Ta cama epoTuyHa
doTorpadis, NpoTe 3 HU3bKUM XYLOX-
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HiM piBHeM. Apg)ke MeTa nopHorpadii —
BUKNIMKATU rpybe cekcyanbHe GaxKaHHs,
a QoTtoMuTUi MNparHyTb BUKIMKATU ec-
TeTM4yHe 3afoBosieHHs. [poTe apgekBaT-
He CMPUMHATTA LbOro XaHpy 3anexuTb
nuwe Big, piBHA KyNbTypu Ta iHTENeKTy
cnornagava.

BucHoBKMu

BigBepta ¢oTtorpadisa npotarom ABOX
3 MOMNOBWHOIO CTOMITb AEMOHCTPYE CY-
CNiNibHi HACTPOI, TPAHCIOE POSb IFOANHU
y KyNIbTYPHil camoigeHTudikawir.

Ha nouyaTKy cBOro icHyBaHHSi epoTWu-
Ha doTorpadis He 6yna MMWCTELTBOM.
BoHa nuwe pgokymeHTyBana @isionorito
NOACHKOro TiNna, Wo Hagasni BUKOPUCTO-
BYBasocsl ik MOCIGHUK A5l HABYAHHS XY-

CMUCOK MOCUJIAHb
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DOXHUKIB. poTe 3 KOXHUM POKOM 3Mi-
HIOBanocs cycninbcTBO i BigBepta ¢o-
Torpadis 6yna npssMMM AOKa3OM LbOro
npouecy. XyAoXHe 3abapBlieHHs1 CTano
HeBif'EMHOK cknagoBot (doTtorpadin
B CTWAI Hto. Nicnsa Toro, Ak epotnyHa ¢o-
Torpadis ctana HaragysaTu enoxy Bia-
POOXKEHHS, 0 HET MPUMLLIO BUSHAHHA Ta
KoMepLif. 3roqoM epoTuKa BifjoKpeMu-
nacs Bifi Xy[OXHbOI Teuil i cTana icHyBa-
TU OKPEMO, ANKTYIOYM CBOI KaHOHMW.

EpotnuHa doTorpadis sk okpemwun
XXaHp y doToMmucTeuTBi MPOAOBXYE ic-
HyBaTU Ta aKTMBHO 3asyyae GoToMUT-
UiB MpautoBaTu came y LibOMY Hanpsimi.
Y cyyacHoMy MucTeuTBi Tino nostaensi-
€TbCA MEBHUX MEX, CTae BipTyanbHUM
3HAYEHHAM TUX YW iHLWKX 3agyMmiB, He
Ma€ npegMeTHOCTI.
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acnekToB B (OPMUpPOBaAHWM B3rMSAOB Ha 3POTUYECKOE WCKYCCTBO, C MOMOLLBI TEOPETUYECKOrO
aHanu3a paboT MacTepoB apoTuyeckoi doTorpadum onpeneneHa ponb GoTorpacduu B camoBblpaXKeHun
HOBbIX MOKOMeHUA. BblBoAbl. B cTaTbe MpoaHanu3vpoBaHbl COCTaBASIOWME YacTU 3POTUYECKON
doTorpadpun. C nomoLLbo AeTaNbHOrO aHanMsa apoTuyecknx GotopaboT ycTaHOBEHA posb GoTorpacdum
B onpefeneHun MMpoBO33peHNs YenoBeka. 0606LLeHbI aKTopbl, KOTOPbIE BUAIOT HA CaMOBbIpaXKeHue
HOBbIX NOKONIEHNI. OnpefeneHo, UTo apoTuyeckas doTtorpadus Kak oTAENbHbIN XaHp B GoToucKyccTBe
MPOAOIKAET CYLLECTBOBATb M aKTUBHO NPUBEKAET XYA0XHUKOB paboTaTb UMEHHO B 3TOM HanpaBfIEHUW.
B coBpeMeHHOM UCKYCCTBE TENO NULIAETCs ONPefeneHHbIX FpaHunL, CTaHOBUTCS BUPTYanbHbIM 3HAYEHUEM
TEX WM MHbIX 3aMbICNOB, HE UMEET MPeAMETHOCTM, a OTKpPOBeHHas toTorpadus LEeMOHCTpUpYyeT
06LLEeCTBEHHbIE HACTPOEHUS, TPAHCIIMPYET POsib YeSTOBEKA B KY/IbTYPHOW camouaeHTUbUKaumu.
KnioueBble cnoBa: doTonckyccTBo; doTorpadus; HIO; 3pOTUKA; MUPOBO33PEHUE; CaMOBbIPAXEHUE;
WCKYCCTBO; KynbTypa
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Problem statement it in the smallest detail. In the course of
its existence, it has borrowed a lot from

Historically, photography has been fa- traditional arts, in particular the basics of

mous for

its documentary and authen- composition and some artistic and picto-

ticity in reproducing the world around rial means. For its part, it also stimulated

© Serhii Bordeniuk, Iryna Gavran, Valeriia Hrymalska, 2021 Recieved 08.11.2021

ISEIN 2661721574 (Pt audiovisual-art knukim.edu.ua
ISSN 2617-4049 (Online)



Bulletin of Kyiv National University of Culture and Arts.

Series in Audiovisual Arts and Production

the ancient arts to constant rejuvenation
and the search for their own, new and
specific pictorial features.

The greatest influence it had on creative
art, but not by cancelling its role, as some
believed in the twentieth century, but on
the contrary, by stimulating it to develop.
‘However, in some spheres photography
“added to” the art of creation, taking over
its separate functions. Despite the ambig-
uous views in this regard, photography has
established itself as an original and inde-
pendent form of creativity. And, of course,
the most important thing is that photog-
raphy historically influenced the way of
perceiving the world’, as Vasilii Pylypiuk
(2011, p.4), a Ukrainian documentary pho-
tographer, said in his book ‘Ukrainian art
Photography: stages of formation and ar-
tistic principles of development'.

With the advent of cinematography,
constantly experimenting with its pictori-
al means, photography has adopted and
positioned in the art form that is similar
to it for its technical possibilities, new ex-
pressive means, fascinating colour solu-
tions, fragmentary nature of the frame
and new formats.

Modern genres of photography and its
new directions are constantly investigat-
ing new ways of conveying reality, often
deviating from the canons of traditional
photography for obtaining desired results.

The understanding of how to break the
established laws of photographic compo-
sition and photography in general, allows
you to fully implement the creative idea to
achieve a spectacular visual image.

Recent research
and publications analysis

Despite the long-standing publication,
close to 40 years since the publication
date, these researches are an invariable
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classic for modern photographers and
a valuable source of theoretical and prac-
tical information. All further investiga-
tions by other authors on these topics in-
variably take as their basis the books list-
ed below, which indicates their relevance.

L. Dyko and A. Golovnya (1962) were
the first to publish the theory of photo-
graphic composition and the basics of
constructing an expressive image.

V. Mihalkovich and V. Stigneev (1989)
investigated questions related to the con-
cept of poetics of photography — compo-
sition, image, and photographic genres.

The optimal use of natural light and the
organization of artificial light for different
subjects and shooting conditions were
analyzed by D. Kilpatrick (1988).

Purpose of the article

The purpose of the work is to analyze
the visual features of street cinema pho-
tography; establish the role of light, co-
lour, composition and historical features
of the genre of street photography; prove
the importance of consciously denying
the established laws of photocomposi-
tion for the implementation of creative
ideas.

Main research material

An integral part of photography (apart
from its technical side) is its aesthetic
category — spirituality. The peculiarity
of photography is to see in the ordinary
something beautiful, unusual, and most
importantly — to make it a work of art.
Photography is capable of spiritualizing
everything: inanimate objects, nature, "...
and as for the depths of the human spir-
it, photography, the documentary also, is
capable of stunning and causing cathar-
sis’ (Pylypiuk, 2011, p.91).

Bordeniuk, S, Gavran, |, Hrymalska, V. Features of Street Photography
and Its Similarities with Cinematography
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The first photos ever taken were usual-
ly taken on the streets. So, the beginning
of photography was, so to speak, ‘street
photography’.

When analyzing street documentary
photography, it is impossible not to men-
tion the contribution to the history of the
most famous master and founder of the
Magnum Agency and possibly the great-
est documentary photographer of West-
ern Europe, Henri Cartier-Bresson. He
rejected the idea of staged photography
and refused to direct his shots. In doing
so, of course, he violated the aesthetic
canons espoused by other masters who
imitated the art of painting.

The basic elements of a street: its com-
plete spontaneity, detailed observation of
the subjects and the willingness to show
what seems important, interesting and
exciting. Henri Cartier-Bresson was con-
vinced that it is the talent of the photog-
rapher that determines the pictures of ev-
eryday life. In his opinion, a photographer
should forget about everything, concen-
trate only on how to show reality through
a simple but significant detail and manage
to capture the moment at the right time.
The idea was that there is a ‘perfect’ mo-
ment to photograph any human scene un-
folding on the street. A fraction of a second
before or after that golden moment, the
artist believed, would greatly diminish the
aesthetic value of photography.

Not always the basics of composition
are sufficient for the realization of the
idea, there are cases when it is the vio-
lation of these rules that leads to a sat-
isfactory result. In her book ‘Photocom-
position’, the director of photography, au-
thor of many famous articles, and teacher
Lidiia Dyko (1962, p.155) noted that ‘the
artist's work on composition consists in
consciously finding compositional solu-
tions in each individual case, depending
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on the tasks set by the artist, and his en-
tire creative attitude towards the world".
That is why Cartier-Bresson often vio-
lated the classical laws of composition,
considering that it is more valuable to
convey the immediacy of the captured
moment in photography than to create
an ideal aesthetic picture in the general
sense of artistic photography.

It must be said that cinematic photog-
raphy while taking inspiration from cine-
ma, has also borrowed its visual features.
It is these features that give photography
its cinematic appearance and therefore
make cinematic photography very much
akin to cinematography.

While classical photography struggles
to get the exposure right, cinematogra-
phers often use a lot of shadows to give
the subject shape and depth. By strate-
gically placing your lighting tools on your
subject, the artist can make beautiful im-
ages without fear of thick shadows. They
may seem unpleasant at first, but if it is
known how to shape them, they can be
dramatic and deeply cinematic.

It is advisable to note that the con-
struction of a cinematographic picture
has its own rules and principles, combin-
ing all these meanings in the concept of

‘composition in the frame'. In translation

from Latin ‘composition’ means creation,
the correlation of different parts with-
in a frame into a unified and complete
whole. The photographer uses the fun-
damentals of composition to reveal ideas
as well as the relationship of image form
to the subject because a harmonious,
clear visual form will reveal the content
with the necessary clarity.

When viewing a photograph, one’s eyes
immediately pay attention to the bright
spots and follow the movement of lines
in the frame. These accents are a route
through the photograph for the viewer’s
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eyes. It is important for the photographer
to place these accents correctly to help
the viewer adequately read the image
and understand exactly what the author
wanted to convey.

Natural lines must be used to guide the
viewer's eye through the photograph to
the important object. The direction and
orientation of the lines play a responsible
role in the construction of the frame and
can evoke certain emotions and feelings.
Horizontal lines — tranquillity, serenity.
Vertical lines — stability, a sense of power
and authority. Curved s-lines in the com-
position give movement, grace, liveliness.
Diagonal lines evoke a sense of move-
ment and energy and can emphasize the
depth of the frame. Rising and falling di-
agonals are seen as lines of development
and decline, a sense that the object leaves
the frame and the feeling of its return.

It should be said that it is also very
important to have balance in the frame.
Composition is either balanced or un-
balanced. Any unbalanced composition
looks random, while a balanced com-
position looks harmonious. In her book
‘Fine arts. Basics of composition’, Nata-
lia Sokolnikova (1998, p.27), Doctor of
Pedagogical Sciences, author of many
textbooks, noted that ‘such a construc-
tion allows to achieve an impression of
calmness, majesty, a special solemnity
and significance of events’.

Researchers, Hanna Babenko and Nina
Horuzha (2001, pp.51-52), determined in
their work ‘The basics of composition in
fine arts’ that the easiest way to balance
the composition is to place the subject
in the centre of the image (cinematogra-
phers often use symmetry). If you move
the subject to the side, the balance is
broken. One part of the picture becomes
heavier and visually outweighs the other.
To correct the unbalanced composition,
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you need to introduce some other object
into the empty part of the picture.

It should be considered that in photog-
raphy, weight is replaced by the volume
of the DOF (Depth of Field), by colour, or
by associations with heavy or light ob-
jects. The colours in which objects are
coloured also have different effects on
their pictorial ‘weight’: red and its shades
are heavier than blue, bright colours are
heavier than dark ones.

It is also possible to balance the fig-
ure of the model from the point of view
of composition by means of all kinds of
movements. According to Babenko H. V.
and Horuzha N.V. (2011, p.52), if the
model makes a hand gesture to one side,
then compositionally it can be balanced
by a leg gesture or a turn of the head to
the other side. That is, a gesture to one
side of any body part is counterbalanced
by a gesture to the other side of the arm,
leg, head or bend of the body.

One of the most amazing composition
techniques that can be applied — the de-
velopment of the the movement that bal-
ances the shot. This psychological ef-
fect implies a free space in the direction
of movement or gaze. If you leave free
space in the frame where the movement
develops, the composition immediately
evens out. In addition, the development
of motion can be replaced by the direc-
tion of the view. However, looks are also
different, and they need different free
spaces in the picture. A quiet gaze needs
a bit of free space. But the emotional look
requires a lot more.

It is advisable to note that colour and
light play an important role in the so-
called visual ‘language’ of the picture:
from the details that become expressive
due to a particular light, to the viewer's
sensations from objects painted in differ-
ent colours. Most often, when analyzing

Bordeniuk, S, Gavran, |, Hrymalska, V. Features of Street Photography
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the use of colour in cinema, it is appealed
to the fact that colour evokes certain
emotions.

For example, David Kilpatrick (1988,
p.50), in his book ‘Light and lighting’,
writes that the impression created by ar-
tistic images often depends on the ‘qual-
ity’ of light, the condition of the subject
and weather conditions. He also notes
that, in general, most people find the best
scenes shot in sunlight; but for detailed
reproductions,  especially  close-ups,
overcast lighting may be the best.

Cinematic photography is more inter-
ested in lighting at sunrise and sunset. At
this time, unlike in the middle of the day,
the colour scheme is richer; it conveys
shades from golden to bright pink.

Valentyn Mikhalkovich and Valery
Stigneev (1989, p.190) noted in their work
‘The poetics of photography’ that ‘light is
capable of influencing the expressive-
ness of composition and, above all, the
tonal perspective. On cloudy days and
shortly before sunrise or after sunset the
light is soft and diffused, and there are no
distinct shadows. Volumes and textures
of objects are expressed in a generalized
manner and the depth of space is poorly
perceived'.

However, the most important step in
creating cinematic photography is post-
processing, which is the best way to cre-
ate the specific look and feel of a movie
shot. Photo post-processing uses pro-
grams such as ‘Adobe Lightroom’ and
‘Adobe Photoshop, which offer great po-
tential for image transformation, where
each adjustment affects the final look of
the photo, from exposure correction to
full image deformation.

It should be noted that the term ‘expo-
sure’ refers to the amount of light hitting
a light-sensitive photographic material
over a certain period of time. The three
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main parameters affecting exposure are
sensitivity, shutter speed and aperture.
Most modern cameras, whether analogue
or digital, automatically control these three
parameters (Prophotos, 2007). However,
the automatic settings in cameras do not
always produce satisfactory results, and
the photo will require further adjustment
in specially designed programs.

A feature such as ‘curves’ allows pho-
tographers to fine-tune their exposure. In
‘Adobe Photoshop’, the exposure setting
adjusts all images simultaneously, but
in ‘Adobe Lightroom’, individual settings
allow more control; ‘curves’ adjust light,
dark and mid-tone pixels individually.

Colour often plays a big role in photog-
raphy — and in post-processing, too. The
basic settings are brightness and satu-
ration while adjusting individual colours
offers more control. By learning to adjust
individual colours, you can make hun-
dreds of specific edits. Instead of adjust-
ing all at once, each colour has its own
individual setting, allowing you to adjust
one colour while leaving all others un-
touched. This opens up countless pos-
sibilities, from eliminating skin redness
to adjusting a photo to a specific colour
scheme, which is very important for cine-
matic photography.

Conclusions

Beginning in 1895, when cinematogra-
phy took an important place in society, it
began to influence the development and
practice of the still image, leading to new
directions in photography with different
visual features.

Cinematic photography has its own
special atmosphere and mood. Cinema-
tographers tend to focus on movement
and mood modelling, the latter being by
far the most important. It doesn't mat-
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ter how great your lighting is if you can't
draw the audience into the story. Cine-
matic images are images you feel.
Mimicking the characteristics of cin-
ematic perception of the world, street
photography has begun to change, cre-
ating new visual styles. One style that is
impossible not to recognize is cinematic
photography. Its special feature is that
it tries to resemble the frame in cinema,
copying colour, frame format and spe-
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AHoTauin

MeTta gocnig)xeHHs — npoaHanisyBaTu BidyasibHi 0CO6/MBOCTI BYNIMYHOI KiHemaTorpadiyHoi goTtorpadii
Ta TexHiku ii peanisadii; BCTAaHOBUTU POJib CBIiTNA, KOMbOPY, KOMMO3ULii Ta iCTOPUYHUX OCOBIMBOCTEN
BY/IMYHOrO XaHpy ¢oTorpadii; 4OBECTU BaX/MBICTb YCBiLOMJIEHOro BiAXOAYy Bif yCTalleHUX 3aKOHIB
dhoTokomnosuuii 3a Ansa peanisauii TBopyoro 3agymy. Merogosorisi BocnifXeHHs NoNsrae y 3acTocyBaHHi
TaKUX MeToAIB: TEOPETUYHOro — A5 BUBYEHHS Ta aHanidy HayKoBUX BMAAHb, cTaTtel Ta dhoTorpadiyHux
anb6oMiB MancTpiB BynuYHoI poTorpadii; eMnipuyHOro — Ansi CNOCTEPEXEHHS Ta MOPIBHAHHSA BidyanbHUX
efleMeHTIB MiX KiHemaTorpadom Ta doTorpadieto. HaykoBa HoBM3HA: NPOBEAEHO AETaNbHUI aHania
OCHOBHMX KOMMO3ULiiHUX METOZiB, CTBOPEHUX AJ151 CMIPOLLEHHS KOMMO3WLi, Ta p036ip OCHOBHUX CKTa0BUX
eeKTHOro BidyanbHOIO 306PaXXeHHS, L0 MOCUIOKOTL BidyallbHWUIA BNAMB KiHeMaTtorpadiyHoi doTorpadii
Ha rnagava. BucHoBky. Y cTaTTi feTanbHO onucaHi BidyanbHi 0CO6MMBOCTI CTBOPEHHS KiHeMaTorpadiyHol
BYNUYHoI poTorpadii. Y3aranbHeHO eneMeHTU ByNMYHOI hoTorpadii, MPOCTEXXEHO CMOPIAHEHICTb CTUIO
3 KiHemaTorpadom, BU3Ha4YeHO CKafoBi A5t CTBOPEHHSA CUJIbHOMO BidyasibHOrO edeKTy Ha ayauTopito.
KniouoBi cnoea: dotorpadis; kiHematorpad; dhoToMucTelTBO; BynuyHa doTorpadisi; JOKYMeHTanbHa
doTorpadis; aTMochepHUit 3HIMOK; CBITN0; KOAip; KOMMNO3uLisi; noeTuyHa dhoTorpadis
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AHHOTauuA

Lenb nccnegoBaHus — npoaHanusvMpoBaTb BU3yaslbHble OCOBEHHOCTU YNIMYHOW KMHEMaTorpaduyeckom
doTorpadun 1 TEXHUKK ee peanu3aluu; yCTaHOBUTb POsib CBETa, LiBETA, KOMMO3ULMU U UCTOPUYECKUX
0COBEHHOCTEN YNMYHOrOo XaHpa goTorpadumu; foKka3aTb BaXHOCTb OCO3HAHHOIO yxofa OT YCTOSBLUMXCS
3aKOHOB (DOTOKOMMO3MLMKU AN peanvsauny TBOPYECKOro 3ambicna. Metogosorus uccnepoBaHus
3aK/l0YaeTCs B NMPUMEHEHUN TaKUX METOLOB: TEOPETUYECKOro — AN U3YYEHUS U aHanM3a Hay4HbIX
n3gaHuin, ctatei u poTorpapuyecknx anb60MOB MacTepoB YNNYHON GoTorpadmu; SMNUPUYECKOro — ANst
HabNIOAEHUSI U CPaBHEHUSA BU3yallbHbIX 3/1IEMEHTOB Mexay KuHemaTtorpadom u doTorpaduein. HayyHas
HOBM3Ha: NPOBEJEH AeTallbHbIA aHann3 OCHOBHbIX KOMMO3WULMOHHbIX METOAOB, NMpefHa3HaAYEHHbIX AN
YMPOLLEHUST KOMMO3ULUK, U Pa360p OCHOBHbIX COCTaBASAOWMUX 3PPEKTHOrO BU3yarbHOr0 N306paXKEHUS,
YCUNUBAKOLLMX BU3yaslbHOE BO3JeNCTBUE KMHeMaTorpaduueckon dotorpadum Ha 3putens. BbiBogbl.
B cTaTbe nogpo6HO onucaHbl BU3yasbHble 0CO6EHHOCTU KMHeMaTorpadumyeckon ynuyHown doTorpadum.
0606LeHbl  3NIeMeHTbl  ynYHOM doTorpaduu, NpPOCNEXEeHO POACTBO CTU/IS C  KUHemaTtorpadowm,
onpepeneHbl COCTaBSAOLWME ANA CO34aHNUA CUTBbHOIO BU3yasnbHoro addekTa Ha ayaAnTopuio.

KnioueBble cnoBa: GpoTorpadusi; kuHematorpad; hoTouCKyccTBO; ynmyHas poTorpadusi; AJOKyMeHTanbHas
doTorpadus; atMochepHbIt CHUMOK; CBET; LIBET; KOMMNO3ULKSA; No3Tuyeckas dhoTorpadus
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The author’s idea. What the phenomenon of ‘Fern blossom’ is, whereas according to
scientific data, the fern does not bloom and does not form inflorescences. Fern flower
in the East Slavic mythology has the character of a magical plant that gives a person
magical power. With the help of the fern flower, the owner of it could understand the
language of animals and trees, see hidden precious treasures under the ground, heal
people from various diseases, predict the future and more. It is believed that the fern
blossom can be found only on Ivan Kupala night. This holiday is traditional in Ukraine
and is named after the Christian Saint John the Baptist, but originates in the distant
past from the pagan faith.

The presented series is named after a mysterious room which is the location of the
presented shooting. We stumbled upon a huge abandoned building, during a creative
search for an environment to embody the image of a girl-ballerina. The place attract-
ed attention with its atmosphere. It made it possible to emphasize brightly the light-
ness, beauty and grace of the image of a ballerina-dancer, with the help of the spirit
of an abandoned building. The ballerina dancer in contrast performs elements of her
dance among the time-destroyed rooms and corridors. We discovered an incredible
sight after having gone up to the second floor of the building and entered one of the
dozen rooms. It was the whole room overgrown and covered with ferns and various
plants. That seems simply impossible for the second floor. The question ‘How?' hung
in the air immediately. The location was chosen without any hesitation. Since it is an
unbelievable rarity to witness a whole room covered with fern bushes on the second
floor of the dilapidated building, we decided to connect this series of photos with just
such a magical name, in honour of a rare non-existent fern flower. In some photos, the
image of a girl becomes the exact rare flower that blooms only on special magical
days. In such a way the flower is personified. A parallel between the image of a flower
and a girl, as the embodiment of beauty, grace, a certain ideal is drawn. The series
presents photos not only in the above-mentioned room but also in other locations of
the abandoned building.

The image of the girl-dancer embodies the way of life that once raged within these
walls, but passed into another form of revelation, revelation in nature. The aim was to
illustrate two contrasts as much as possible: the decline of destruction, destruction
and light, lightness, grace, beauty and elegance, which combined create a harmonious
picture.

It was decided to illustrate and emphasize that among the seemingly old terrible
abandoned building can also be something beautiful and vivacious. The symbol of
all this is nature, which gradually takes away the building from human possessions.
Such a process is illustrated with a room of ferns and fresh hydrangea flowers and the
girl-dancer, who by her appearance and dance brings the energy of human existence
as if reminding buildings of its past when people lived and worked there.

The stylistic solution of the model’s outfit conveys lightness, beauty and tender-
ness, through thin fabrics of pastel colours that make up the skirt, sleeves that re-
semble wings, a bodysuit for dancing with pointe shoes tied with a ribbon on the legs.
Much attention is paid to the accessories and details of the character. The jewellery is
decorated with numerous pearls, earrings are quite voluminous in the form of shells
with a pearl, that is reminiscent of the Rococo style, which means ‘whimsically curved
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shell’. The hair is gathered in a bundle, as ballet dancers do and the whole hairstyle is
decorated with dried flowers of gypsophila. The poses of the model vary from static
portraits to moving dance complexes. Some of the poses may stand out by its unnat-
ural but flexible body curves, thus resembling the poses on the frescoes of the famous
Renaissance artist Michelangelo and are called ‘serpentinata’, from the French word
‘serpentin’, from ‘serpent’, which means — snake.

The image of the girl-dancer itself leads to association with the ancient Greek Muses,
patrons of dance, poetry and other arts.

We can draw an analogy with the ancient goddess of flowers and nature — Flora, due
to the presence of flowers and nature in the photo. She is the heroine of Renaissance
philosophy and mythology, often depicted in the paintings of artists in a long light dress
with fresh flowers in her hands and her hair. An example is a painting of the famous
Renaissance master Sandro Botticelli ‘Spring’. It depicts the figure of the goddess Flora,
who is scattering flowers while dancing.

In addition to some signs of the Renaissance, the image of a girl-dancer has much in
common with the paintings of Impressionist ballerinas, who recreated the movement
of lightness and beauty on the canvases. A striking example is the paintings of art-
ist Edgar Degas. One of Dega'’s favourite topics was women, including ballerinas and
dancers. He liked to depict them at a certain moment of movement or action.

Thus, the image of this photoshoot is assembled from many components depict-
ing a ballerina who mysteriously appeared in the middle of a dilapidated building and
brought life with her presence.

Photographer of the project -
Kateryna Davletova,
e-mail: kate.davletova93@gmail.com
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Photo No. 1

‘Blossomed'

of the Photo Art Project
“Female Multi-Component
Associative Image

“Fern Flower":
Part 1
Camera/ Lens Settings:
Nikon D3S / 35mm | F1.41[1S0 400 1/400s
Nikkor AF-S 70-200 mm f/2.8G ED VR I
Image No. 1 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance, exposure,
contrast and saturation editing
+ Colour correction
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Photo No. 2

“Life Behind the Door" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera / Lens Settings:
Nikon D3S / 35mm | F1.41]1S0O 400 1/400 s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

Image No. 2 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance editing
« Colour correction
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Photo No. 3

“Fern Flower. Central Composition" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera/ Lens Settings:
Nikon D3S / 35mm | F1.41[1S0 400 1/400 s
Nikkor AF-S 70-200 mm f/2.8G ED VR I

Image No. 3 editing with Adobe Light scheme
Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance, contrast
and saturation editing
+ Colour correction
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Photo No. 4

“The Moment of Life" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera / Lens Settings:
Nikon D3S / 105 mm | F1.41[1S0400|1/350s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

Image No. 4 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance, exposure editing
+ Colour correction
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Photo No. 5

“Renaissance” of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera/ Lens Settings:
Nikon D3S / 35mm | F1.41]1SO400]1/350s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

Image No. 5 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance, exposure editing
+ Colour correction
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Photo No. 6

“A Dance with Flowers” of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera/ Lens Settings:
Nikon D3S / 35mm | F1.41]1S0 400 1/400 s
Nikkor AF-S 70-200 mm f/2.8G ED VR Il

Image No. 6 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
* Brightness and shadow areas editing natural light from the window.

+ White balance editing
+ Colour correction
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Photo No. 7

“The Blue Room. Harmony of Textures" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower": Part 1

Camera/ Lens Settings:
Nikon D3S / 105mm|[F1.41]I1SO100|1/250 s
Nikkor AF-S 70-200 mm f/2.8G ED VR I

Image N°7 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
« Brightness and shadow areas editing natural light from the window.

« White balance editing
+ Colour correction
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Photo No. 8

“The Blue Room. Harmony of Textures" of the Photo Art Project
“Female Multi-Component Associative Image “Fern Flower"

Camera/ Lens Settings:
Nikon D3S / 105 mm | F1.41]1S0 400 1/400 ¢
Nikkor AF-S 70-200 mm f/2.8G ED VR I

Image No. 8 editing with Light scheme
Adobe Photoshop Lightroom Classic 9: Light source:
« Brightness and shadow areas editing natural light from the window.

« White balance editing
« Colour correction
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Master’s photographic art project ‘Ethnic language of the sacred’

The author’s idea of this master’'s photographic art project was to create a series of
photographs that should draw attention to the current state of the sacred heritage of
Boykivshchyna with the aim of their future preservation.

The series of works consists of photographs that convey archaic architecture,
a special style of icon painting, church objects, carvings and interior paintings that are
typical of the Boyko ethnos.

Photo No. 1. ‘Crossroads’

Camera / Lens / Tripod Settings:
Nikon D7200 / 18 mm | F3.5|1S0500|1/3s
Nikon AF-S NIKKOR 18-135mm 1:3.5-5.6G / Light scheme
Velbon Super Ace || Light source: light from windows.

Lighting: natural, warm, hard.

Light scheme for taking Gluing images to create a 3D panorama
photograph N2 1 called ‘Crossroads’ of the photograph N2 1 called

in Adobe Lightroom Classic CC: ‘Crossroads’ in Image Composite Editor:
* Exposure: +0,11. + Import (downloading of all necessary images).
+ Contrast: +7. « Stitch (setting of the required geometry for
+ Shadows: +22. gluing, leveling the horizon).

« Blacks +23. + Crop (adjustment of the panorama size).

* Clarity: +24. « Export (choice of format and quality).

« Vibrance: +20.

« Saturation: +15. Creating a 3D tour

* Noise Reduction: +40. of the photograph N° 1

+ Colour Noise Reduction: +45. called ‘Crossroads’

* Vignetting: -20. in Kolor Panotour Pro:

+ Removal of unnecessary elements. « Tour (downloading of a 3D panorama).

« Style (setting of a 3D tour style).
« Build (setting and outputting of a 3D tour).
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The author’s idea of the photograph N21. The Brick churches in Boykivshchyna were
usually built in the form of a cross with one quadrangular or octagonal cupola above
the intersection of the main nave and the transverse nave better known as transept.
This photo was taken in the form of a 3D panorama to show the intersection called the
middle cross and the branches from it that form the likeness of a cross. The technology
of creation of a 3D panorama is to create a series of consecutive photographs that
convey everything around. When shooting, the camera should be placed on a tripod
so that the optical centre of a camera stays immovable when turning a tripod head.
All photographs are taken with the same settings and with a 2/3 frame offset relative
to each other.
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Photo No. 2. ‘Support’

Camera / Lens / Tripod Settings:
Nikon D7200 / 18 mm |F4.5]1S0100|1/2s
Nikon AF-S NIKKOR 18-135mm 1:3.5-5.6G / Light scheme
Velbon Super Ace || Light source: Light from windows.

Lighting: natural, cold, soft.

Light scheme for taking Gluing images to create a 3D panorama
photograph N2 2 called ‘Support’ of the photograph N2 2

in Adobe Lightroom Classic CC: in Image Composite Editor:

* Exposure: +0,05. + Import (downloading of all necessary images).
+ Contrast: +7. « Stitch (setting of the required geometry for

* Highlights: -30. gluing, leveling the horizon).

+ Shadows: +20. + Crop (adjustment of the panorama size).

« White: -25. + Export (choice of format and quality).

* Blacks +21.

+ Clarity: +25. Creating a 3D tour of the photograph N2 2
+ Vibrance: +20. called ‘Support’ in Kolor Panotour Pro:

« Saturation: +15. + Tour (downloading of a 3D panorama).

* Noise Reduction: +40. + Style (setting of a 3D tour style).

+ Color Noise Reduction: +45. + Build (setting and outputting of a 3D tour).

+ Removal of unnecessary elements.

The author’s idea of the photograph N22. For many Christians, the church is spiritual
support. Accordingly, in the photograph are shown wooden beams, special supports
that hold the central dome of a temple from the inside and prevent storms from breaking
it. And a church is also a kind of pillar that morally supports a person from the inside
and protects them from the hardships of life.
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Photo No. 3. ‘Two parts’
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Camera / Lens / Tripod

Nikon D7200 /

Nikon AF-S NIKKOR 18-135mm 1:3.5-5.6G /
Velbon Super Ace ||

Light scheme for taking photograph N2 3
called ‘'Two parts’ in Adobe Lightroom
Classic CC:

* Exposure: +0,01.

+ Contrast: +5.

* Highlights: -25.

+ Shadows: +21.

* White: -25.

« Blacks +25.

+ Clarity: +25.

+ Vibrance: +20.

« Saturation: +15.

* Noise Reduction: +40.

+ Color Noise Reduction: +45.

+ Removal of unnecessary elements.

Settings:

18 mm|F3.5]1S0200|1s

Light scheme

Light source: LED lamps, window light.
Lighting: combined.

Gluing images to create a 3D panorama
of the photograph N° 3

in Image Composite Editor:

+ Import (downloading of all necessary images).
« Stitch (setting of the required geometry for
gluing, leveling the horizon).

+ Crop (adjustment of the panorama size).

+ Export (choice of format and quality).

Creating a 3D tour of the photograph N2 3
called ‘Two parts’ in Kolor Panotour Pro:
+ Tour (downloading of a 3D panorama).

+ Style (setting of a 3D tour style).

+ Build (setting and outputting of a 3D tour).

The author’s idea of the photograph N23. Although the Boyko churches are three-part
only two parts ‘babynets’ and nave are for the worshippers. Babynets comes from the
Ukrainian word ‘baba’(woman) and is situated on the west side. Women usually stood
there. Above it could be choirs and in older buildings a chapel or a bell tower. The nave
is the central and the largest part of a temple topped by a dome.

ISSN 2617-2674 (Print),
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Photo No. 4. ‘'Sacral complex’

Camera/ Lens Settings:
Nikon D7200 / 31 mm|F4]1S0250]1/800 s
AF-S NIKKOR 18-135mm 1:3.5-5.6G Light scheme

Light source: the sun.
Lighting: natural, warm, hard.

Editing the photo image N° 4 * Blacks +16.

called ‘Sacral complex’ + Clarity: +22.

in Adobe Photoshop: + Vibrance: +20.

* Exposure: +0,02. + Saturation: +15.

« Contrast: +19. * Noise Reduction: +40.

* Highlights: -25. + Color Noise Reduction: +45.
+ Shadows: +1. * Vignetting: -20.

« White: -71.

The author’s idea of the photograph N24. The Boykos had not only a temple. There
was a bell tower next to it. Technical rooms could also be attached to a church. There
was also a cemetery nearby and if necessary a priesthood could be created. It all
formed a whole complex.
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Photo No. 5. ‘God's vineyard'

Camera / Lens Settings (Church):
Nikon D7200 / 24 mm|F3.8]1S0 1250]1/1000 s
Nikon AF-S NIKKOR 18-135mm 1:3.5-5.6G Settings (Sky):
135mm | F5.6|1S0 200]1/60 s

Light scheme

Light source: the sun.
Lighting: natural, warm, soft.

Editing the photo image N2 5 + Color Noise Reduction: +45.

called ‘God’s vineyard’ * Vignetting: -20.

in Adobe Photoshop: * Merge 2 photos into one.

+ Contrast: +25. + Comparison.

* Highlights: -99. + Transformation.

+ Shadows: +9. « Eraser the areas of the sky that cover the
« White: -63. church with an eraser.

« Blacks -13.

« Clarity: +19.

+ Vibrance: +30.
+ Saturation: +20.
+ Noise Reduction: +40.

ISSN 2617-2674 (Print), Bezruchko, O, Bardyn, V. Master's Photo Art Project
ISSN 2617-4049 (Online)  ‘Ethnic Language of the Sacred’



BicHWK KMIBCBKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBi3yanbHE MUCTELITBO | BUPOOHULITBO 2021 - 4(2) - ¢.297-304

The author’s idea of the photograph N25. Floral ornament on a fence of a temple
evokes an association with a vineyard from the Parable of the Wicked Workers in the
Vineyard told by Jesus. Christ addressed this story to the Pharisees considering them
to be evil workers in the vineyard. However, the parable ends with the landlord’s return
to replace the workers in the vineyard, and new vineyard workers are priests working
on imaginary vineyards.

E This is an open access journal and all published articles are licensed under a Creative Cormmons «Attribution» 4.0
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LWeBuyk 0. C.

Peknama ik cknlafoBa YacTuHa KiHOTBOpy .

MoHorpadisa. Kuis : Bug,. ueHTp KHYKiM,
2021.195¢c.

LeBuyk, 0. C., 2021.

Peknama sik ckflagoBa YacTuHa KiHOTBOpy.

Kwuig: Buga. ueHtp KHYKIiM.

Shevchuk, Yu. S., 2021.

Reklama yak skladova chastyna kinotvoru
[Advertising as an integral part of a film].
Kyiv: KNUKIM Publishing Center.

Tema moHorpadii 0. C. LWLeBuyk «Pe-
KJlaMa fiK cKJlafloBa YaCTUHa KiHOTBOPY»
nepeabadae MixxaucuunaiHapHui xapak-
Tep aocnigpkeHHs. [i poskputTa noTpeby-
BaJIO BiJj HAYKOBUL,i 'PYHTOBHOIO 3HAHHS
KiHO3HaBYOro maTtepiany, BMiHHA aHani-
3yBaTWu BidyasibHUI Ta ayAioBisyasibHUM
pAA KiHO Yy NOeAHaHHI 3 BUKOPUCTaHHAM
KaTeropianbHOro anapaty i MeTogonoril
couianibHO-KOMYHiKaLiNHOro AOCIAXEHHS.

KiHopeknama € MmanogocnifXeHum Bu-
OOM peksiaMu, Ha YoMy CrpaBe/IMBo Ha-
ronoweHo 0. C. LLeBuyk. KiHOopeknama
TaKoXX He BMBYanach i Ak cneundivyHum
¢popmart KiHo. Lli acnekTn gocnigHuus
BAano ob’efgHana nig KyTom 30py HayKo-
BOro 3arnuéneHHs y cdepy ayaiosisyarsnb-
HOro MucTeuTBa.

Y MmoHorpagii «Peknama sk cknagosa
YyacTuHa KiHOTBOpY» 6yN0 BBEAEHO / yTOu-
HEHO KiflbKa NOHATb, BUSHAYEHHS AKUX
CMPUAN0 YiTKOCTI AOCNIAXKEHHS | 06I'pYyH-
TOBAHOCTi BUCHOBKIB. Lle yTOYHeHHs ro-
HATb «KiHOpeKlama» i «eKpaHHa pekama»
Ta BBe[EHHS TaKuX NMOHATb, AK «iHKOPMo-
poBaHa KiHopek/laMa», «KOHLenTyanbHa
KiHOpek/iaMay, «<CUTyaTMBHa eKpaHHa pe-
KJlaMa», <HaKafeHa ekpaHHa pekiamar.
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Ona ananisy Bigeopsagy 0. C. LeBuyk
3anponoHyBasia MeTofosorito, sKa A0-
3BOIMMIA OTPUMATU HOBE 3HaHHSA LWOJ0
cneuundiky aygioBisyanbHUX TEXHOMOTIN,
BMKOPUCTAHUX SIK Y KOHLUENTyasnbHin Ki-
HopekaMi, Tak i B iIHKOpPropoBaHiMn.

BesnepeyHuit iHTepec CTaHOBUTb YTOU-
HEHHs | BBeJ€HHA OCHOBHUX MOHATD,
AKUMW JOCIJXEHHA onepyBaTumMe npwu
TEOpPETUYHOMY i MPaKTUYHOMY aHanisi:
KiHOpeknama, ekpaHHa pekiaMa, KoHLen-
TyanbHa 1 iHKOpnopoBaHa KiHopeknama,
HaKnageHa i cMTyaTuBHa eKpaHHa pe-
K/laMa. 3anponoHOBaHi BU3HaUYeHHS LiMX
NMOHATb BUPI3HAKOTLCA YiTKICTHO, IOMYHOLO
KOPEKTHICTHO, 3MICTOBHUM HanoOBHEHHSAM.

LliHHMMM € TakoX HayKOBi NOLUYKW, Npo-
Be/eHi B po6oTi, Lo NpUCBSYEHi XxapaKTe-
pUCTULI NPaBOBOro peryntoBaHHA KiHe-
MaTorpadidyHoi Ta peKiaMHOI BisiTIbHOCTI
B YKpaiHi. [Nl03UTUBHUM MOMEHTOM € Mo-
PIBHSAHHA 3 aHaNOMYHUM 3aKOHOA4ABCTBOM
JesKUX iHWKnX KpalH, BHacnigoK siKoro
chopMyibOBaHO BUCHOBKM LWOAO MpoO-
6iniB, sKi, Ha AYMKY AOCNiAHUL, ICHYIOTb
y BITUN3HAHOMY 3aKoHi «[1po peknamy».

YTOuUHeHi i BBefleHi aBTOPOM HOBI No-
HATTA CMPUSTUMYTb 36arayeHHIo KaTero-

Bespyuo, O. PeLieHsia Ha MoHorpadito tO. C. Lesuyk
«Pexnama gk cknagosa YacTuHa KIHOTBOPY»
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pianbHOro anaparty AoCnifg)eHb ayaioBi-
3yanbHOrO0 MUCTELTBA, L0 € aKTyasbHUM
3 0rNAgy Ha iIHTEHCMBHMIA MPOLLEC PO3BUTKY
BKasaHol HayKoBOI rasnysi.

Y3aranbHeHHs, 3p06eHi B AOCIAXKEHHI
Ha OCHOBI NPOBEEHOro aHanisy, € 06r'pyH-
ToBaHUMW. TeKCT MoHorpadii nobygosa-
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HWUI NIOTiIYHO, BUCHOBKM MatoTb AOCTaTHIO
JokasoBy 6a3y.

Beaxkato, o moHorpadis 0. C. LLeBuyk
«Peknama ik ckagoBa YacTuMHa KiHOTBO-
py» 6yae fAopeyHa i KopucHa sik npodecio-
Hanam, Tak i ycim, XTo LjikaBUTbCS ayfioBi-
3yaslbHUM MUCTELITBOM Ta BUPOGHULITBOM.
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loH4apeHko M. M., Mpsako O. M.

TexHonoris KiHO-BifieopeecTpaLinHMX NpoLLeciB :
HaBu. noci6. Kuie : Bug. ueHtp KHYKiM, 2021. 233 c.

loH4apeHko, M. M. Ta lNpsagko, 0. M., 2021.
TexHonoris KiHo-BiieopeecTpaLinHUX NPOLeCiB.

Kuis: BugaBHuunin ueHTp KHYKIM.

Honcharenko, M.M. and Priadko, O.M., 2021.
Tekhnolohiia kino-videoreiestratsiinykh protsesiv
[Technology of film and video registration processes].

Kyiv: KNUKIM Publishing Center

HaByanbHuiA noci6Hnk M. M. loHYapeHKa,
0. M. lNMpsgka «TexHonorisa KiHO-Bigeope-
€CcTpaLiiHuX npovueciB» OpiEHTOBaHUM Ha
CTYLeHTIB 3aKknafiB BULLOI OCBITU che-
uianbHocTi 021 «AygioBisyanbHe MUCTe-
LTBO Ta BUPOOHULTBO». 3 ypaxyBaHHSIM
crneumdikm NiAroToBKM 3a LMM HanpsiMom,
JOCUTb 'PYHTOBHO BMKNageHa iHpopma-
Lis Npo cy4vacHi TexHonorii KiHo-Bifeo-
peecTpauinHUX npouecis, OTPUMaAHHSA
KOJIbOPOBOrO 306paXKeHHs1 B aHaNIoroBmx
i uMdpoBUX TexHONOTIAX, 06NafHaHHSA
Digital Intermediate TexHonorii dinbmo-
BMPOBGHULTBA, 0611afHaHHA AN LMbPOBUX
TEXHOJIOTIN.

[eTanbHO po3rnsiHyTo No6yAoBY KOJbO-
pPOBUX CBITNOYYTIMBUX MaTepianis; XiMiy-
Hy NPUPOAY KOMMOHEHTIB KOJIbOPOBOrO
NPOSABNIEHHS; TEXHOJIOTKO KONTIbOPOBOrO
NPOSAB/EHHSA KiHO-DOTONNIBOK; CTPYKTYPY
i XapaKTepUCTUKN KONTbOPOBUX KiHOM/TIBOK
Ta CBITNOYYTNNBUX MaTpULb; iICTOPUYHI
acneKTn CTBOPEHHS MJIiBKOBUX KiHO3Hi-
MasnbHUX anaparTiB; Mofe i NIiBKOBUX
KiHokamep; mogeni ¢inbM-ckaHepiB ce-
pii Spirit komnaHii Thomson GrassValley,
ckaHepu Bupo6HuMUTBa Kinoton, Imagica,
Arriscan, Cintel diTTo, Lasergaphics,

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

FilmLicht, ImageSystem, CinteldataMill,
Milleniumll, DSX, NovaHD/2K. Ak
i pinbM-cKaHepw, BnepLue A0 BUBYEHHS
npegpcrtasneHi dinbm-pekopaepu Arrilaser,
Definity, Furry, Firestorm 2X, Firestorm 4X
i CineSafe 4K, Cinevatorfive.

ABTOpPY He 06GiNLLNIN YyBArok TeXHOJO-
riYHi eTann KonbopoKOopeKLiil, TEXHONOrit0
36epiraHHs gaHux, undposi KiHo- Ta Bigeo-
Kamepwu, BileOKOHTPOJIbHI MOHITOpPK Ta
BifLEOMPOEKTOPMW.

Po3spinv nocibHuKa Ta BUKNageHHA MaTe-
piany avcuunnidv BifnoBiaaoTb HaBYasb-
Hii Ta poboyiit nporpaMaMm, ANAAKTUYHO
" MeToANYHO 06pO6IEHi | cucTemaTn3o-
BaHi aBTopamu.

BuknapeHHsi MaTepiany B HaBYanbHOMY
NOCiI6HMKY BUPISHSAETbCA 06'EKTUBHICTIO Ta
YiTKOIO NOriYHOKO NOCNIAOBHICTHO. INtoCcTpa-
Uil CYTTEBO A OMOBHIOIOTh, PO3KPUBAOTb Ta
MOSICHIOKOTb IHhOpPMaLLitO, O MiCTUTbLCA
Yy BUAAHHI; CpUSAIOTb BUBYEHHIO | BUK/Ia-
JaHHIO ANCLUNNIHW, 3aCBOEHHIO 1T 3MICTY
Ta po6nsATb 6iNblU YiTKUM, TOYHUM I 06-
pasHUM BMKaZ NporpamMHMX matepianis.

BnpaHHa Mae BUCOKWIN HaAyKOBO-
MeTOANYHMUI piBEHb, MICTUTb BCi HEO6-
XigHi LOBiAKOBI MaTepiann, HanucaHe

Rozorinov, H. Study Guide Review ‘Technology of Film and Video Registration
Processes’ by N. Honcharenko, O. Priadko
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